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ABSTRACT

TIME IN THE NOVELS OF MILOS CRNJANSKI

Thig thesis iz the first long work which focuses on
the issue of time in Crnijanski's four major novels. »It
aims to demonstrate the complexity of time in his
novels, in relation both to the organisation of
narrative events, and to the chgracters' experignce and
Perception of self. It shows waye in which Crnjanski's
views on time are reflected in the language and
constru&tion of his novels.

Part One, Chapter One, outlines the life. and

_lit&rar& careepr cf MiloB Crnjanski. It views hié work
against the background of moderniem, and locates him in
Serbian literary history.

Part Two beeins the discussgion of time in
Crndénski;s hofk in relatien to his éeraonal style known
as sumatraism., Chapter Two focuses on two of h;s early
‘Gﬂnva. what they reveal ;bout hie approach to time, and
identifies the principles of simultaneity and rhythﬁ
which characterise his thinking about time. The
analysis em§hasises time as a part of wider issues
concerniné lanzugze, the individual, values, and history
in his’novels. Chapter Three takes up the issue of time
in relation to langusge and narrative structure in his

early novels. Chépter Four continues the analysis of



time in relation to narrative structure, and
particularly iﬁ relation to the orchestration of voice
in his later work.

Part Three opens with discuss¢on of major motifs

in Crnjanski's novels which demonstrate the issue of
identity ae a constant theme. Chapter Five.focuses on
time in relation to identity and the problem of
beine-in—time as.expressed in ﬁis.f;rst and last novels.
Chapter Six continues the analysis of time and identity
in his other two novels, viewing identity in the context
of social institutions and history. Chapter Seven
Summarisgs the major cqné;usions arising from this
‘analys;é of_tiﬁe ih Crnjanski's novels. The arzuménts
presented are used to qﬁalify statements concerning time

in his ndveie which have been made by some commentators.



CHAPTER ONE

PART ONE

CHAPTER ONE

THE LIFE AND LITERARY CAREER OF MILOS CRNJANSKI

Introduection

Milo® Crnjanski is considered one of the most
influential writers of this century to appear in Serbian
literature. In the'openinz to his extensive article on
Crnjansgki's poetry and early work Radomir Konstantovié
wrote:

Sa Crnjenakim, srpska kultura do#la je do

pPunog izraza jednog romantizma kakvog

dotle nije poznavala (1).

With Crnjanski, Serbian culture achieved

the full expression of a Romanticism

which 1t had not known before.
In both his prose and poetry Crnjanski ie assocciated
with the introduction of new and 1hnovatibe'writinz in
“modern Serbian literature. His career spane over fifty
Yearg from his early poems published during the First

World wWar to the appearance of his last novel, Roman o

Londonu, in 1971 (2). Such was his standing that his

notes for certain projecte were collected together after
hig death and published posthumously, particularly the

autoblographical Embahade and his work on

Michelangelo, Knjiga o Mikelandelu (3). Crnjanski
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firet gained his reputation as a writer ;n Belgrade's
literary circles during the period described by
Palavestra as the second phase of Serbian modernism
1919-1929 (4). Poetry was the dominant genre of those
years, and the lyrical nature of his two early novels,

Dnevnik o Carnojeviéu and Secbe (5), led many

critics to regard his work as that of a poet rather than

& novelist:

Meduratni su kritidari Dnevnik i Seobe
nazivali 11i "lirskim" il1i "poetskim"
romanima, 1 pri tome su svakako imali na
umu - verovatno vie nego mi danas - da

Je ove romane napigao izraziti liridar
(6).

Critics from between the wars termed

Dnevnik and Seobe "“lyrical" or

"poetice" novels, and by that of course

they had in mind - probably more than we

do today - that thesgse novels were written

by an outstanding lyricist.
Petkovié's sentiment expressed in the above quotation
has been echoed by others, and has not always been
confined to the critice of those years. Pavle Zorié
began his 1972 article "Struktura poetske proze Milo#a
Crnjanskog" with the statement:

Gotovo svi kritidari koji su pisalil o

romanima Milofa Crnjanskog isticali su

njihove poetske Kvalitete (7).

Almoegt all the critice who have written

about the novels of Milo# Crnjanski have

emphasised their poetic qualities.
Part of the purpose of this analysis is to consider

Crnjanski's four major novels as part of a narrative

opus in hig life's work, with common thematic



CHAPTER ONE

preoccupations and characterised by Crnjanski's
particular literary style. In addition to the three
already mentioned the fourth novel to be the subject of

this study is Druga knjiga seoba (8).

Little has been written about time in Crnjanski's
work. In her introduction to the 1978 edition of his
poetry Svetlana Velmar-Jankovié comments that

miszsao o emisglu trajanja postaje keod ovog
peasnika svest o potrebi da se to trajanlje
razbija 1 razloZi (9).

thinking on the gense of duration becomes
in the work of this poet an awareness of
the need for the destruction and
demolition of duration.

Radomir Konstantinovié remarks that Crnjanski's poetry
touches upon a realm where

svaka istorija prestaje, naBa lJjudska

istorija, gde podinje Jedno drugo,

apsolutnije vreme, mo¥fda vreme bez

vremena, moZda vreme g one strane

istorije (10).

each history ceases, our human history,

where one other more absolute time

beging, perhaps a time without time,

perhaps time from the other side of

history.
Criticism on Crnjanski's novels has tgnded to ignore
thelr temporal complexity, and focus on the particular

use of imagery. This view of his work has culminated in

Petar DZaaZié's book Prostori sreée u delu MiloBa

Crnjanskog, in which he emphasises the use of place
imagery (11). The primary aim of this thesis is to
rresent the first long study devoted to the guestion of

time in his novels.
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The novel has long been associated with what
Mendi;ow described as the time arts which "rep?esent
actions evolving in sequences" (12). Gérard Genette has
also written a long study of time in the novel in which
he focuses on the arranzemeht of the events of a
narrative in terms of‘their order, duration, and
frequency (13). However, the starting point for thie
analysis will be Crnjanski's own comments on time in
relation to language, literary style, and the meanings
©of history which he lights upon in two of his early
essaya, "Obdaénﬁenje 'Sumatre'" and "2a slobodni stih"
(14). Part one of this study outlines Crnjanski's
life and literary career, giving a context to the
conditions under which he wrote, his place in Serbian
literature, and the European background of hisz work.
This is a necessary component_since_so little is Known
of Crnjanskil and Serbian literature éutside Yﬁcoalavia.
Part Two discusses his treatment of time in relation
to his use of language, narrative structure, and volce.
Part Three examines the complex arrangements by which
his characters see themselves as subjects which have an
existence in, and develop through, time, and as subjects
in the wider flow of historical events. The publication
dates of his four major novels divide them into two
chronological groups; the early novels Dnevnik o

Carnojevidu (1921) and Secbe (1929), the later novels

Drugi knjiga seoba (1962) and Roman o Londonu
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(1971). There are similarities and deve;opments over
the years, some of which cut across the chronological

divide and bracket the novels in different groupilngs.

Early Years

Crnjanski wrote é number of autobiographical books
and articles which have provided the source material for
information about hie 1ife in this section of the
study. His views are often partisan, although this does
not present a hindrance to esteblishing the facts of his
whereabouts and hig activities. Furthermore, his
partisanship offers illuminating insights into the man
himself and his attitudes towards his contemporaries.
His first gubstantial autobiocraﬁhigal sketches appeared
in the edition of his collected poems from 1959, Itaka
i komentari (15). He wrote his commentaries because a
number of his poems were of a political nature and so
details about his life and "o tim pro#%lim vremenima"
("about those past times" 16) would help illuminate
them. He wrote about his family, hise childhood, war
vears, early literary experience, student days 1in
Belgrade, until his return to Serbia following a short
sojourn in France in 1921.

He was born in 1893 in Congrad, a town lying some
forty miles north of the point where the present-day
borders of Hungary, Romania, and Yugoslavia meet. At

that time it was a city in the Austro-Hungarian Empire.
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His father, Toma, was a clerk, whose first wife died
leaving him with a son. His mother, Marina, was the
daughter of an army officer from Pandevo. She was from.
a wealthier and more socially distinguished backgrounad
than his father. These simple detalls of Crnjanski's
birth have been confused by some who have described

hies early years. Nikola Drenovac conducted an interview
with him, in which Drenovac stated that the author was
born in Iland#a (17). 1In his more recent publication,

ivot Milosa Crnjanskog, Radovan Popovié refers to

Crnjanski's mother as "Marija", although the author
himself calls her "Marina" in his commentaries (18).

In 1896‘the family moved to TemiBvar where there
was a substantial Serbian population. From 1900
Crnjanski attended a Serbian elementary school, and from
1904 he attended the lyc&e, which was a Catholic plarist
establishment. His father died in 1909, and hisg mother
continued to bring up her son in some material
d;ffieultv but ensuring him a good education. In 1912
he rebelled against his family's wishes. His uncle on
his mother's side was a businessman in Vienna who
Proposed that Crnjsanski Jjoin him, enroll in the Export
Academy, and train to take over his business affains.
Rather than go to Vienna, Crnjanski enrolled in the
Export Academy in Rijeka, where, according to his own
testimony, he was more interested in learning to fence

and playing football for the local team, Viktorija,
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than in his studies. The following yearAhe received a
second invitation to join his uncle in Vienna, which he
accepted. Once he had enrclled in the Viennese‘academy.
he changed course to study medicine, only to change
again to the study of history and philosophy. He was in
Vienna when the First World War broke out in 191l.

The assassination of the Austrian Archduke Franz
Ferdinand and his wife in Sarajevo on 28 June, 1914,
sparked off a chain of events which led to the outbreak
©f war. The assassin, Gavrilo Princip, had enjoyed the
Bupport of the unofficial Serbian organisation dedicated

to the cverthrow of Habsburg rule, Ujedinjenje i1ld

Bmrt. 'The organisation drew a large number of its
members from officers of the Serbisn army.
C°n89Queht19..many Serbs who 1ivad in the Habsburg
Eﬁnirs were detained by the authorities on suspicion of
suppbrtinz the pro-Serbian groups. Crnjsnski was not a
member of any such ore&niéaticn. but he too was arrested
briefly. After the war, he élearly showed himself to be
& Serbian patriot and claimed fhat he héd always been
35. Whatever Crnjankski's political affiliaticné were
at thie stage in his life, whatever he really felt
'towands ihdependent Serbia and the future for the South
Slavs under Habsburg rule, he was conscripted into the
Habsburg army. He saw sqmé'action during the war on the
Galician front, but spent the majority of his time

behind the lines. He was diagnosed as suffering from
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tuberculosis and sent to Vienna to convalesce in 1915.
In the autumn of the following year he was assigned to
non-military duties on the railwaye at Segedin, and then
posted to a school for reserve officers in 1917. After
the war, following the formation of the Kingdom of
Serbs, Croats andvélovenea, 1atér to be called
Yugeslavia, Crnjanski went first to Zazreb..gnd then to
Belgrade.

Cfnjanski published two poems as a youné man in the
period before the war. The first was "Sudba" which
appeared in the youth journal Golub in 1908 (19). and
fhe second was “U boaetku.beﬁe sjaj" which was published

in the journal Bosanska vila in 1912 (20). He claims

that‘the second poem was Jjust one of a number which he
sent to the journal. He also notes that he sent a play.

Prokleti knjaz, to the Narodno pozorilte and a novel

to the journal Brankove kole (21). These others were

not published and he did not keep any copies of his
manugeripts. He found hieg first success with his poems
of 1917 published by Julife Bsneéié. editor of the
Croatian journal Savremenik (22). At that time the
censor in Zagreb was particularly sensitive to any
anti-war sentimentes, and BeneBié made some slight
alterations to Crnjanski's manuscripts, such as changing
the title of one poem from "Oda veZalima" to simply
"0da". These poems of 1917 and 1918 formed the basis

i

for his later collection Lirika Itake (23). 1t wase
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his connection with Bene®ié which took him to Zagreb in
1918, where Bene#ié introduced him to the literary
circles of the city. He met the editors of the journal
Knji¥evni jug, end in particular Ivo Andrié. The
Journal had begun publication in January 1918 as a
Pro-Yugoslav organ, intent on promoting the union of the
South Slave in one state.

The cultural life of Belgrade had been severely
disrupted by the war. The city Aad been the scene of
much fierce fighting, being occupied and relieved twice,
and had gsuffered great material damage. Furthermore,
the Austrian authorities who had occupied Serbia pursued
& policy aimed at crushing the national spirit of the
Serbs as an independent pgcplef It was recpznised that
the Serbs had sponsored diécontented groups within the
Empire during the decade leading up to the war, and were
heavily imﬁlicateé in thé-assaésinatioﬁ of fhe archduke
in 1914. History in schools was taught in a way which
minimised the achievementa_of Serblia, cyrillic printing
Presses were smashed, Jjournals ceased publication, and
Cultural life came to a virtual standstill with no
literary works of value published. Many writers had
left the country when the army retreated across Albania
to fiﬂd refuge on Corfu. Affar the war, the
rebresqﬁtatives of pre-war Serbian literature were
dispersed and only slowly returned to Belgrade.

4

Belzrade had suffered much greater damage than the
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Croatian capital of Zagreb during the war, and as a
gesture of goodwill, and to help revitalise cultural
l1ife in Belgrade and Serbia generally, it was suggested

that the publishing base of KnjiZevni jug be moved

from Zagreb to Belgrade. Crnjanski took the proposition
to the literary circlés of Belgrade when he moved there
in 1919. Arriving in Belgrade he had already gailned a
reputation as a poet because of his publications in
Savremenik. The plan to move the publishing base of
the dournal't§ Belgrade failed. Crnjanski recallead in
his 1929 eessay "Posleratﬁa knjiZevnost" that its origin
in Zagreb reminded many Serbs of the Central European
Powers against which they had so recentl# fought,
rarticularly by its use of the Latin alphabet:

Latinica u KnjiZevnom ;ugﬁ. ké:u smo

bili primili kao nelto bratsko 1

‘hrvatsko, znadila je u Beogradu, tadas,

neto austrijsko, okupatorsko (ona Je
Bkodila docnije 1 Danu) (24).

- The Latin alphabet in KnjiZXevni Jug.,
which we had accepted as something

fraternal and Croatian, meant in Belgrade
at that time something Austrian,

connected with the occupation (it also
damaged Dan later).

Crnjanski also mentions in the same essay that
conditions in Belgrade were very bad and that most

People's energies were concentrated on repairing the wsar

dama¢e§
O nekoj knjiZevnoJ atmosferi, publici

itd., tada ge Jo¥ u Beogradu nije moglo -
govoriti. ' Beograd joB nije imaoc ni vode,

ni osvetljenja, bio Je upropaléen i

10
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One could not spéak vet of a literary
ambience, public ete. in Belgrade.

Belgrade did not yet have water, or

lighting, it was in ruins and ugly.
However, his promotion of the journal in Belgrade put
him in immediate contact with Serbia's literary circles.
The cultural life of the city in the immediate aftermath
of the war was fragmented, and Crnjanski was one of
those who reinvigorated Belgrade as a cultural centre by
his wide-reaching and active parficipation in Serbian
literature of the 1920s.

Throughout his life the wider political events in
Yugoslavia and Europe influenced Crnjanski's career as a
hovelist. His status aa’a Serb in the Habsburg Empire
at the outbreak'ofvﬁar had given him early experience of
the way in which thezlives éf individhéls are affected
by historical events beyond their céntrdl._and which
could not se féresaen. Similarly, partisan victory
after thé'sQéond World Waﬁ obliged him to remain in
exile in LQndon for'twanty five yéafs before finally
returning homa; The evenfa of his life help to explain
his réiativé obééurity on the Europeanllitarary scene.
After the Second World War efforts were made to
tr#nalatavénd publish the work of Yugoslav autﬁors
gbréad.but:Crnﬂgnaui‘s'uhéasv\relationship'ﬁitn'fha
litana@y and political establishment.in thase yvears made

.them reluctant to promote his work. In the remainder of

this chapter biographical information ie coupled with a

11
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wider perspective which places Crnjanski's work in the

broader framework of literary history and European

culture.

Crnjanski Between the Wars

The major part of this section is deveoted to
Crnjanski and Serbian modern;sm; In addition to the
role which he played in Belgrade's literar& world during
the twenties, particular attention is drawn to the way
in which Crndanski.andvcritice-have used the terms
Romantic anda 1yriec. These terms have contribufed to the
marginalisation of the study of time in his novels.
This section alsc introduces Crnjanski's works of the
Period from 1919 to 1941 and;Yuzoélavia's involvement in
the Second World War. A third feature of this section
is the author'e polities. His political stance during
the thirties alienated him from many colleagues and
supporters, and greatly influenced the shape of his life
after the Second World War.

. Crnjanski's earlier novels appeared‘durin¢ the most
Prolific period of the suthor's life, and one which is
marked by his most intense involvement in the polemics
of Belgrade's literary cirecles. His large output has
earned him the reputation of the "srediinja 1iZnost"
("central figure" 26) amongst the younger generation of
post-war modernist poets in Belc?ade. Although his

reputation was first established by the appearance of

12
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his collection of poems Lirika Itake in 1919,
Crnjanski had begun to write his first prose work,

Dnevnik o Carnojeviéu, in the latter years of the war.

He writes in his commentaries how he spent the winter of

1918:

Zimu 1918. proveo gsam kao u snu u sgelu.

Skupljao sam pesme koje sam hteo
da Btampam u Beogradu i skupljso sam
rukopis Dnevnika o Carnojeviéu, koji Je
bio narastao u debelu knjigu (27).

I epent the winter of 1918 as if in a
dream in the village.

I collected together the
poems which I wanted to print in Belgrade
-and I gathered together the manuscript of
Dnevnik o Carnojeviéu, which had grown
into a thick volume.

His other major publications of this period include: a
Play in verse Masgka, and a collection of short stories

PriZe o muikom. He algo translated collections of

Chinese and Japanese poetry from Enzlish and French, and
wrote what is probably his most famous novel Seobe
(28). He wrote other poems ("Sumatra", "StraZXilovo",
"Serbia"), articles and travelogues for newspapers:and
magazines, reviews, and literary criticism (29).. In
gsome of his essays Crnjanskil expresses his own thoughts
on literature and aesthetics, most notably in
"ObjaEnjenje 'Sumatre'" and "Za slobodni stih", which
@cho ideas gimilar to those found elsewhere in Europe.
In Serbian literature the new literary styles and
trends grouped together under the modernist banner began

with the simultaneocus arrival of symbolist and

i3
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parnassian influences in the 1890s as expressed in the
poetry of Vojislav I11& and Laza Kostié (30). The
conflicting aesthetics of these two influences were
assocliated with separaté movements in France from
decades earlier. Literary trends in Serbia were very
much influenced by French patterns, and tended to be
some years behind current practice and thinking in
Paris. The trends which most influenced Crnjanskil from
the immediate pre-war period were the intimist strains
in the poetry of Sima Pandurovié and Vladislav
Petkovié&é-Dis. During the second phase of modernism,
after the First World War, éerbian literature reflected
trends which were current elsewhere in Europe.
Modernism as a literary period signalled Serbia's entry
1nto'the mainstream of European culture. Poetry
remained the dominant genre, to which the use of
language and range of theme in Crnjanski's early work.
contributed a great deal, paving the way for such poets
as Rastko Petrovié and Mom&ilo Nastasijevié&, and the
surrealiste such as Marko Ristié and DuBan Matié.

Théra are many features in the formation of -
eultural life in this period of Serbian literature which
Justify its designation as modernist in the European
framework. . Belgrade!'s polémia&l atmosphere mirrored
events in major cultural centres. . Small groups of
writers and artists would gather together to promote one

or other artistic trend or aaathetielthaory.. They would

14
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debate with other groups who held different views, but
the groups weré fluid in their membership and would
disappear as new trends and fashions made their
appearance. The same writers and artists would soon
re-sappear in new alignments supporting other trends or
ideas. Each group was characterised by its own
magazine, written by members of the group and
effectively financed by them as its subscribers. The
twenties in Belgrade witnesged a large number of "little
reviews" which performed the same functions as their
counterparts in Europe and North America (31). Their
rages were often polemical, and little more than
manifestos for a new literary fashion. They were
devoted to the new and the experimental in literature.
Crnjanski contributed to many such journals, and worked
as . literary editor for Dan in 1919 (32).

Literary stylese and poetic language in Europe
¢hanged quickly during the early years, with a variety
of schoolg and trends. Expressioniem, c¢ubism, fauvien,
imagism, surrealism, and many other movements appeared,
which were "not... all movements of one kind" while some
were "radical reactions against othera"™ (33). It was
the styles of expressionism and futuriesm which
characterised Serbian modérnism._as pointed out by
Palavestra:

?uturizam i ekspresionizam dobijali su
nova odredenja 1 nove sadriaje. Te nove

forme knjiZevne avangarde mogu se
smatrati bitnim pretpostavkama

15
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modernistidke revolucije u prvim godinama
posle prvog svetskog rata. (34)

Futurism and expresgsionism received new

definition and content. These new forms

of the literary avant-garde may be

considered the essential suppositions of

the modernist revolution in the first

yvears after the First World War.
The bitter and angry tone of Crnjanski's poetry and
early prose during the 1920s, with his gcant regard for
the normative rules of syntax and highly evocative
language identifies much of his work with that of the
expressionists. . He made & gpecific reference to
expresgionism in an early article of 1919: "Ja ne
razumem kako sge moZe neko nazivati umetnikom, ko
ekspregionista nije, 1il1 #to viBe zna%i nema moél Ada
bude"™ ("I do not understand how somecne can call himself
an artist who is not an expressionist, or more to the
Point, does not have the ability to be one" 35). The
general tendency is not to regard expressionism in
Serbia as a school of literature, but as a general trend
in experimentation with poetic language:

Ekspresionizam Jje u srpskod knjiZevnosti

bio manje knJiZevna Bkola, a viBe zvudan

i prikladan naziv za nad&in istupanja

Jjednog knjiZevnog pokolenda (368).

Expregsionism in Serbian literature was

less a literary school, and more a.

resonant and appropriate title for the

manner in which a literary generation

declared themselves.
Crnjanski's work has much in common with European

literature of the day, produced in an atmosphere similar

to that of other cultural centres. He employed motifs

16
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and a style similar to those used by many other poets
and writers of the day, a factor noted by Flaker in his

book Poetika osporavanja (37). And in his

commentaries Crnjanski described himself as'"tipiéni
smetenjak'" ("a typical scatterbrain” 38) of his age.

His essay "ObjaZnjenje 'Sumatre'" was written on
behalf of the younger generation of poets and "najnovija
umetnost" ("the newest art"). He added to his comment
from 1919 on the significance of expressionism for
Serbian modernism by noting the importance of futurism:

All da& najnovija poezija nije ni
ludorija, ni dekadentstvo, to ée svaki
uvideti, kad bude saznao za uticaj ruskih
futurista, 1 "dekadenata'", njinog,.
prefinjenog, <Zasopilisa koji se zove Mir
iskustva, u ruskoj revoluciji.

But that the latest poetry is neither
madness, nor decadence, everyone will see
when they learn of the influence of the
Rugslian futurists, and "“decadenta", and
of their sophisticateda Jjournal called
Mir iskusstva, in the Ruseian

revolution.

In the same essay Crndanski emphasised evarythinz that
was new and dynamic in the work and aesthetic of the
younger generation of poets, 1ater to be called
"herojsko doba Mladih. doba od 1920 1922..." ("the
heroic period of the Young, the period from 1920-1922"

39):

Pale su ideje, forme i, hvala bogu, 1
kanoni. :

Ideas, forms have fallen, so too thank
God, have the canons.,

Prekinuli smo sa tradicijom, Jer se

17
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bacamo, strmoglav, u buduénost. Odbacili
smo bivBe zakone.

We have broken with tradition, for we are
hurling ourselvesz headlong into the

future. We have cast aside the former
laws. )

The destruction of all old values and the apocalyptic
sense of change expresséd in the essay reflect the

stance of the futurists and dadaists. There is an

underlying nihiliem in the desire to destroy all that
has gone before and build again on the ruins of time.
The dominant sense in this essay is of thé startling,
new and vital approach of the modernist generation in

those years, which in iteelf proposes a particular

vision of time. His essay "s pravom se smatra za
manifeast nove pesnidke Bxole' ("is Justifiably
considered the manifesto of the new poetic school" L40).

On avrivihk in Belgrade in.1919 Crnjanski became
elosely invelved with writers and artists who used to

meet in the kafana of the Hotel Moskva.

Representatives of the pfe-war ceneratioﬁ. such as Sima
Pandurovié, mixad witﬁ younger poets who were just
embarking 6n'thair careers, such as Crndannki. They
formed a group dedicated to the diseussion and

diésemination of contamperary artietic trends. called

simply the "Grupa umetnika" ("Group of Artists"), the
firsgt of -1ts kind in poat-war Belgrade, which Crnjanski
recalled in "Posleratna knjiZfevnost": "pPod velikim

ogledalom, u prizemlju 'Moskve', bio je ato pesnika 1
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slikara koji su osnovali 'Grupu'" ("Under the large
mirror on the ground floor of the 'Moskva', there was a
table of poets and painters who founded the ‘'Group'"
41). This was Crnjanski's first involvement with the
polemical atmospherg which characterised Belgrade's
literary circles during the twenties. The "Group" did
not survive long. Some left for Paris, which was‘
regarded by the Serbian modernists as the mecca of the -
younger generation of poets and Eurcope's cultural
centre. Crnjanski also spent a few months there before
returning for military service, and to marry Vida RuZié
on 10 Novamber.'lgzl. The older poets, such as Sima
Pandurovié, split with the younger generation, as they
found their more extreme views untenable and
deatructive.

‘Crnjanski also fuelled gplits amongst the younger
generation when he agreed to publish in the new series
of Srpski knji¥evni glasnik. The Jjournal was first
publiehed in 1901 and established itself as the major
literary Jjournal of the day. It ceased publieatibn‘
during the war, but re-appeared again under the
editorship of Bogdan Popovié in 1920. Popovié was.a
Professor at Belgrade University, a well-read and
cultivated man, whose exprese intention was to raise the
literary and cultural standards of Balcfade to match the
levels of other European centres. Crnjanski recalls in

his essay "Posleratna knjifevnost" that some of the more
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radical membere of the group could not accept his
decision to publish in what fhey regarded as an academic
‘organ of the establishment. The liberal minded Popovié
intended from the beginning of the new series to
continue hies policy of reflecting all the artistic
tpends of the capital aﬁd to report on developments
abroad (42). He published Crnjaneki's poem "Sumatra",
but the startling originality of the poem, which marked
it as "a poem rather different from any published
hitherto in Serbian" (43), prompted him to ask Crnjanski
for an essay in which he could outline his views on
literature and art, and provide an explanation of the
poem to help the conservative reading public. to
understand it better. The appearance of the poem and
easay '"Objainjenje 'Sumatre'" in the pages of Belérade's
most respected literary Jjournal marked the arrival of
the post-war generation and strengthened their voice in
Belgrade's literary circles. - It came to provide a forum
for debate between the older. and ycunzer‘zenerationé
(44), and for the eventual acceptance of the new poets.
influenced by modernist European trends.

Popovié's invitation to the younger poets to

Publish. their work in Srpskil knjiZevni glasnik did not

signal the literary establishment's approval of their
work.  On-the contrary, there were many critice bitterly
oppoesed to the aesthetic sensibllities of the younger

generation., Marko Car attacked the whole modernist
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project in the post-war years for ite desire to capture

the new:

Jedna od najslabijih strana danasnjeg

narastaja pisaca, to je Jjurenje za novim

-1 originalnim poidto poto (45).

One of the weakest sgides of today's

generation of writers 1s theilr rush for

the new and original at any price.
Branko Lazareviélfeserved much ofbwhat he felt to be
undesirable‘in.the poetry of thé.younzer generation for
Crnjanski himself, whom he accused of confusion (46).
He consi&ered Crnjanski's poetic langauge at best
muddled; fidiculinz ﬁim fér hisﬁpoetic'iﬁazes. and
castizatinz.ﬁim for his inversion of traditionally
revered symbols of the family and national pride.
However, even his fiercest critics had to sadmit that
‘there was something in his poetry which at times téuched
a8 chord in them, but that something was aifficult to
define. By 1924 "the heated controversary as reflected
in the periodical, subsided into mere references to the
©1ld and the new literature in general articles" a7).
" Rather than a debate won or lost, there'hadutaken>place
a gradual acceptance of the new trends. ' Crnjanski
himself had plaved a significant part in the procesé.
He described hig own aesthetic in terms which emphasised
his affinity with the expressionist and futurist trends
in Europe generally.

Crnjanski was ong_writer who himself contributed

another "ism" to the plethora of minor artistic
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movements at the end of the First World War. Following
the publication of his poem "Sumatra' and the
accompanying essay "dbjaénjende 'Sumatre'"”, his views on
art, aesthetics, and his personal literary style became
known as sumatraizam (sumatraism). He was not the

only figure to have a personal style associated with his
hame; there was Rade Drainac's hignizam and LJjubomir
Micié's zenitizam. However, unlike the others, whose
styles tended to be short-lived And assocliated with the
Publication of one or other little review.~fhe term
sumatraiem remained assoclated with Crnianski throughout
his literary career. During that period its
implications underwent change, but these tend to have
been changes in'emphasié‘r;ther thaé fundamental changes
in the views which he expressed during the peﬁiod of
Serbian»modernism.'

Thus far, it has been stressed that Crnjanski's
early work was concerned with the all that was new in -
Serbian literature. His search for the new continuéd
- throughout his career, but became tempered with a
respect for the traditions of-Serbian‘iiterature.‘ This
O£her aspect of sumatralism has to be seen in the 1i§ht
Of the wayes in which the Serbian modernists used the
tarﬁa Romanticism and lyrie. The term Romanticiem ‘
causes particular problems because of the longevity of
the t:aditioﬁ’amonast‘Serbian poetg. which zavé it a

currency even into the 18908, and which led to the
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adoption of the term heo-Romantic for the poetry of
moderniem (48).

By the end of the twenties Crnjanski no longer spoke
scornfully of everything that had preceded his
generation. He recorded the change in his attitude in
the essay "Posleratna knjiZevnost" in which he writes of
what his generation introduced info Serbian literature:

Jedan nov stih u nafoj knjiZevnosti, novu
prozu, sasvim nove intensije, razlidite
od predratnih. 5to Je najbolje: povratak
svome, pouzdanje u sebe, u svoje izvore
{(otuda simpatija za nad romantizam), u
nale knjiZevne razloge, ne traZfeéi
Jednsko zapadne kalupe (Zesto

plagijate), a noseél u sebe Zelju za
knjiZ evnim radom, bez akademskih
marifetiuka (49).

A new verse in our literature, a new
. prose, . completely new intentiones which
differ from those of the pre-war period.
And the best is: a return to what is our
own, confidence in oursgelves, in our
origins (from that stems our sympathy for
our Romeantieism), in our literary goals,
without constantly eeeking Weatern models
(often plagiarisme), and nursing within

ocurselves a desire for literary work.

without academic gleizht of handa,
In additi#n tb acknowledging the»rcle of thé Serbian
Ro&éntic tradifien fof post-war modernism, he also
récdzniged the contribution made by aomenof the_pre—war
) boets. esp&dially Sima Pandurovié. Althouéhv
Pandurovié's aésceiation with the younger poets was
brief.‘cfndaneki recalled him as the "glavni teoretiZar"
("ahiefvtpeorist" 50) of the table around which the

"Grupa umetnika" met. And he noted the particular

significance which he attached to the contact between
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the group and Bogdan Popovié, who opened the pages of

the establishment Journal Srpski knjiZevni glasnik to

them (51).

The empathy which Crnjanski felt for the poets of
Serbian Romanticism, particularly the work of Branko
RadiZevié, has not gone unnoticed by the critics.

Aleksandar Petrov, in his book Poezija Crnjanskog 1

8rpsko pesniftvo, maintains that Crnjansgki's poetry
represents a break with previous poetry, but enters a
Qualification:

U pesnidékom delu, medutim, on nastavlja
Jedan viad "sporedne" pesnidke linije iz
prethodne pesnidke epohe, a oslonac traZi
u ranijoj tradiciji erpske poezije. Nova
pesniédka epoha Crnjanskovim delom
obnavlja srpsku pesniZku tradiciju od
podetka, zapravo od poletka novije
‘poezije (52).

In hie poetic work, however, he continues

one aspect of a "secondary" poetic line

from the previous poetic era, while

searching for support in an earlier

tradition of Serbian poetry. The new

poetic era as examplified by Crnjaneski's

work renews the Serbian poetic tradition

from the beginning, from the very

bezinninz of modern poetry.
The bezinninz of modern poetry to whieh Petrov here
rafers is marked by the appearance of Branko RadilZevié
andad early Serbian attempts to create a modern poetic
lancuaze where the models of folk poetry dominated.
Crndanski recorded his affinity with Radidevié in an
1nterview with Lduba Vukmanovié in 1967 (53). For

Crnjanski poetry after the First WOrld War was creatinc

& new poetic diction. hence his empathy with the
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struggle of the early Romantics.

The connection between modernism and the Romantics
has been commented on in the West too. Edmund Wileon
described modern symbolist poetry as "not merely a
degeneration or an elaboration of Romanticecism, but
rather a counterpért to it, a second flood of the same
tide" (54). In the approach of the modernists Bradbury
and McFarlane point to a similar link in that "the
intense subjectivity of the Romantic school remains
central to the modern arts"™ (55). For Crnjanski,
Romanticlem was a term which was evocative of the new .in
Serbian literature, a reaction against the dead hand of
1&ﬁzuaze as practised by many of,the.pre—war generation.
When speaking about his affinity with the Romantics in
an interview with Branimir Cosié in 1926 he remarked:

Na#od Je knjiZfevnosti potreban pre svega
Jedan dubok romantizam. To znadi
vraéanje njenim knjiZevnicima, od
sociologa, filologa 1 uda kodi su
avansovall u poznavaoce potreba srpskog
naroda (56).

Our literature needs above all a deep

"~ Romanticism. That means a return to our .

writers, away from the gociologists,
“philologists and pedagogues who have been
projected as the experts of the needs of
"the Serbian people. :
Crnjanski's call ig for literature to be taken out of
the hands of its eritics, who have no feeling for the
intrinsic value of literature. His call is for a return

to writers as the source of inspiration and meaning of

literary works, and for it to be taken out of the handse
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of those whosekpurpose is to attempt to explain meaning.
For Crndanski. thevmost efféctive language Qas one which
aimed at expressiveness and orizinality; In reference
to the work of Laza Kostié, a pre-war poet who was
closely connected with the transition from Romanticism
to modernism in Serbian poetby. he remarked:

Bezbrojni novi izrazi, ritmovi 1 re&i u
tim stihovima pripadaju samo tom pesniku,
iako su sasvim u duhu tog ogromnog talasa
omladinskog shvatanja Zivota (57).

Countless new expressions, rhythms andad
words in the verses belong only to that
poet, although they are completely in the
aplirit of that huge wave of Young Serbian
eoncept of life.

The connection between modernism and Romanticism in
Crnjanski's work 1is not a continuity of the same
historical periocd, but an indication of the reworking of

Previocus styles and themes, as pointed out by Predrag

v

Palavegtra:

Pesni&ki rad i romansijerski rad Miloga
Crnjanskog pripadaju istom jedinstvenom
duhovnom i stvaraladkom opredeljenju, i
neocdvojivi su jedan od . drugoga. NaBavii
se, posle prvog svetskog rata, na &elu

" prevratnidkih knjiZenih pokreta,
Crnjanski Je, ne prekidajuéi liniju
koju eu pre njega naznadili Laza Kostié
i Viadislav Petkovié-Dis, razvio novu,
osvefenu romantidsrsku struju u srpsko]d
poezidi i svojom pojavom obeleZio konadan
raskid sa starom pesniZkom B3kolom
dekorativnog sjaja 1 artizma (58).

The poetic work and novelistic work of
Milod Crnjanski belong to the same unique
spiritual and creative trend, and they
are inseparable one from the other.
Finding himself, after the PFirst wWorld
War, at the head of the rebellious
literary movementsg, Crnjanski, without
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discontinuing the line which Laza Kostié'
and Vladislav Petkovié-Disg had pointed
before him, developed a new, refreshed
Romantic current in Serbian literature,
and with its sppearance he signalled the
final rupture with the old poetic school
of decorative splendour and art for art's
sake.

Crnjanski‘'s break Qith the "old poetic school" ie a
break with the continuity of Romahticism as a period in
literary history. Radomir Konst@ntinovié haé been more
forceful in celebrating the continﬁity of the "spirit"
rather thén the higtorical evolution of the Romgntic
element in Crnjanski's work, which he terms
"novoromantigam" ("neo—Roﬁanticism“):

Njegov novoromantizam nije obnova srpskog
romantizma, Jer otvara romantidarsku
stvarnost, duBevnu 1 duhovnu, kakva Je
-dotle bila savrEeno nepoznata; neki
‘"naglasci srpskog romantizma produZavaju
se 1 krogz Crnjanskog, kroz njegov Jezik u
najvisim njegovim ostvarenjima, pre svega
-u poemi "StraZilovo", ali duh ovog :
njegovog novoromantizma je duh radikalnog
prevrata, savrieno novi duh, 111 duh
gavrieno nove slobode, dotle nepoznate, 1
valida dotle i nemoguée (59).

His neo-Romanticism ig not the revival of
Serbian Romanticiem, for it discloses a
‘Romantic reality, in spirit and in
temper, which was completely unknown
‘until then; some accents of Serbian
Romanticiem continue through Crnjanski,
through his language in some of his
gresatest creations, above all in his poem
"Stra¥ilovo', but the spirit of his
neo-~-Romanticism is the spirit of radical
revolution, a completely new spirit, or a
spirit of completely new freedom, unknown
until then, and probably even impossible
until then.

Slobodan Markovié specifies the Romantic contradictions

of "pobuna i neini lirizam" ("rebellion and tender
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lyricism" 60) as the spirit which guides Crnjanski's
style. But, for Crnjanski rebellion and lyricism were
complementary notions.

Crnjanski's two novels of the early period are the
oneg which have most frequently been described as
lyrical. In an interview with Pavle Zorié in 1970
Crnjanski was asked about the "lirski faktor" ("1yrical
factor") in these novels and he replied:

Pa, ne slaZem da se preovlaﬁude. Ima u

Dnevniku, 1 ima u Seobama, da ostalo

i ne spomijem, i naturalizma i realizma,

pa ako hoéete, 1 suve proze. Ono Bto vi

nazivate intimni lirski ton ja bih voleo

da priznate kao originalnost. To Je ta]

lirski faktor (61).

Well, I don't agree that it (the lyrical

factor DN) dominates. There is in

Dnevnik, as there is in Seobe, not to

mention the others, both naturaliam and

realism, also, 1if you like, dry prose.

That which you call the intimate lyricasl

tone I would like you to recognise as

originality. That 18 the lyrical factor.
Crnjanski links lyricism with originality, both of which
are products of what 13 regarded in Serbian 11terature
as a Romantic tendency. The usge of these terms in
relation to Crnjanski's work in general and to his
novels in particular are not entirely to be taken at
their face value as terms in literary history or as
descriptions of literary genres. They correspond to the
intentions which underly Crnjanski's sumatraist style in
the Serbian tradition of the European framework of

nodernism in the decade after the Firast World War.

There are two conclusiong to be drawn at the end of
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this discussion on the use and meanings of the term
Romanticiem and lyric in Crnjanski's work. The first is
that Crnjanski's affinity with Romanticism and the lyric
have unfairly intruded on discussion of time in his
novels. Romanticiem was a historical periocd in which
pPoetry was the dominant genre, and Crnjanski's first
reputation was as a poet. His novels tend to be
described as lyrical or poetic, as described by Petkovié
and Zorié in the introduction to this chapter, anda it
has long been accepted that such novels transcend
temporal ordering:

A lyricalvnovol aggumes a unique form

which transcends the causal and temporal

movement of narrative within the framework

of fiction. It is a hybrid genre that

useeg the novel to approach the function

of a poem.  Not surprisingly, the

expectations of a reader who hasg been

brought up on more traditional standards

for the novel are often frustrated, for

the symbolic patterns he encounters seem

to him antithetical to the very method on

which narrative is built (62)..
Consequently, his novels are discussed with little
reference to time. ' The second is that there existes a
tension in Crnjangki's work between two approaches to
time and history, both of which are evident in European
modernism generally. His futuristic vision of abrupt’
change in sensibility which he expressed in "ObjaZnjende
'Sumatre'" corresponds té what Poggioli describes as "“a
construction of the present and future not on the

foundations of the past but on the ruins of time", while

Crhaanski's later ascknowledgement of the affinity
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betwegn his generation and earlier movements corresponds
more to another modernist version of time, which
Pogglioli describes as
a humanistic version of the notion of
modernity, for example, conceived of as a
return, at once spontaneocus and willed,
to eternal values, long forgotten or
buried but which a reborn or renewed
historical memory makes once again
present (63). :
Thie duality in Crnjanski's views towards history and
time is characteristic of his whole outlook on the
question of time and narrative in his novels.

During the twenties and thirties Crnjanski
Published the two early novels which form part of the
subject matter of this thesis, and other longer prose
works too. Dnevnik o Carnojeviéu is written as a
dlary of the memories of a soldier returned home from
the First World War. His mother has died, he has
tuberculosis, his marriage has failed, and the
confessional tone of hig dlary is an attempt to come to
termes with his life and ite meaning. He recalls events
and gcenes from the war, and from much further back in
time, layering his memories with references to Serblan
history and mytholozy. His recoliect;ona are presented
as a chaotice serias of m&méries and thcuzhté with no
ohronoloci§a1 order, but there are suggestions of
veraonal'and private connections betweeﬁ the disparate

memories in the narrator's mind. This contributes to

the dreamy nature of much of the narrative, and to the
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impression that the confessgion is a reluctant attempt to
face reality. The escape into dream is a feature of the
work. The narrator's preoccupation with the past and the
apparently chactic temporal organisation of the text
provide the initial justification for analysis of time
in thie novel. | |

Crnjanski's second novel, Seobe, is very
different in its temporal organisation. It presents a
more orderly representation of events, but there exiasts
an underlying tension. The novel concerns the Serbs who
had migrated to southern Hungary at the end of the
seventeenth century. They were welcomed by fhe Habasburg
duthoritigs and given land 1n'returﬁ for their services
as frontieramuards deferniding the border against the
Ottoman Empire. The Serbs are presgsented @s natural
soldiers, who rouhd that their service to the Empire
coincided with their own desire to fight the Turks, sasnd
to liberate their homeland. The novel takes up their
story in the middle of the eighteenth century when the
threat to the Empire came from the conéinental powers in
the West, where the SQrbiAn razimenfa are ordeﬁod to
maréh‘nctinnt the Frenah. For the reagimsntal commander,
Vuk Isakovid, the war has nothing to do with him as a
Serb, and he feels that he is fighting for someone
else's c¢ause. To make matters worse, he is under
Pressure to convert to Catholicism as the price he must

Pay for promotion. When Vuk departs he leaves his wife
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behind in the care of his brother, Arandel. Vuk has
grown tired of his wife, Dafina, but Arandel has
developed an obsessive desire for her. They sleep
together one night, and the following day Dafina falls
and dies from her injuries. The novel traces the
developments in two 1oéi of action, Vuk away at the war,
and Arandel with Dafina in Zemun. Connections are made
between the characters, separated as they are by great
distances. Vuk is frequently described in introspective
moods indicating that, like the narrator in Dnevnik o
Carnojeviéu, he has reached a point when he is
Questioning hia.purpose.and direétion in 1i£§.

In addition to these novels of thé early period,
the author published or beeﬁn to write others. The
first sﬁch novel has only recently been rediscovered.

It 12 a detective story, Podzemni klub, written by
Crnjanski as a duick way of earnine money, but published
as a trangiatidn»of an drizinal novel by H@éald Johneson
(64). It was ﬁublished in Pénéevé and intended for a
Popular fiction market; It is of no interest for this
thesis as itvcontbibﬁtea nothinz to a discussion.of time

in Crnjanski's novels. It has been suggested b&

Viéazbslav ﬁroniac in 5311&e§ne novine that the nével
ma#.iﬁdead be & téanslatioﬁ. as & novel by the same
author under the sa@e title appeared 15 Hungarian in
1920 (65). fhe next novel; Suzni krokodil, was never

completed, and only four instalments appeared in Srpski
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knjiZevnl glasnik (66). " His third novel was Kap

Bpanske krvi (67). Like Podzemni klub, it

contributes nothing to a discussion of time in
Crnjanski's novels, and is a historical costume drama.
Crnjanski later claimed that the‘book was plagiarised

for the film Lola Montez, although this has been

disputed by Branko.Aleksié since there are many sources
on which the f£ilm could have relied (68). Critics have
paid scant attention to these novels, regarding them on
the whole as inferior to the four major works with which
this snalysia is concerned. Only Crnjanski himself had

any regard for his novel Kap EBpanske krvi (69). He

continued to publish during the 19302, but increasingly
these were items for the popular press or travelogues.
In 1934 he published a biography of the the first
Serbian archbishop, Saint Sava (70).

Iﬁ order to put into perspective the events of
Crndanaki'syiife aftér-the Second WOrldAWar it is
necegsary to‘say‘something about the author and the
Political stance which hé addpted ih Yuzéslavia before
the war. Ih Crnj@nski's poetr& and broaé written during
and after the First World War fhere is a great deal of
anger, bitterness, and cynicism. Crnjanski was a
typical product of the so-called logt generation who
experienced ai first hand the horrors 6f modern warfare.
Hie poetry wéé rebellious and full of scorn at the

literary and social establishment.  He spoke of
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socialism, and allied himself to the left wing of his
generation. His innovative and startling poetry was the
literary manifestation of a political radical. However,
Crnjanski's commitment to socialism is to be suspected.
In his poetry he rails againet the status quo in favour
of the "narod" ("narod" is a word which evokes the
nation as a community, it may be translated as either
"pecople" or “nétion"). adding a populist tone to his
verses, |
Radical.bopﬁlism.»based on a ﬁationa1 idea1 of the

People, 1; not a subat1tute for sociaiiam'a focus on the
ODDreasich of oﬁe ¢lass by another. Crnjaneski never
diseusseé the politica of the class athuzéle. nor élaaes
the wrongs against the people in'a historical context,
and there ie no evidence to support A claim that
Crndanskibﬁau evér committed‘to internatianal socialiasm.
He himaeif does claim that he was a soclialist in his
commentaries, but not that he was particularly
committed:

3& sam ée.bié'dgkl&riéao..davno. tada, za

socijalistu, i blo gam to praktiZno, ali

nisam ispunjavac, strogo, svoju duZnost

partijsku. Odlazio sam, &esto, na pivo %

vederu, u takozvani "Radnidki dom", na
Slaviji, ali Befove stranke nisam mario

(71).

I had publicly declared nyself a
gocialist then, and so I was to all
practical purposes, but I was not zealous
in fulfilling my party obligations. I
would often go for & beer and dinner to
the so-called "Radnidki dom"™, at Slavija,
but I did not care for the party . bosses..
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Higs recollection of hisg interest in matters of party
policy 1s weak, but he did shed some light on his
political stance in an interview with Milan Komnenié for
Delo in which he spoke of his more general attitudes
at the time:

Ono #to sam Jja govorio, nazivajuéli sgebe u

Bali, "Je suis un anarchist'" - to Jje

bila, ne poza, nego generacija. Cela

generacija, tih vremena, bila Jje sliZna

meni i ja njojd. Mi smo imsali tu ljudsku

hrabrost (72).

That which I used to say, declaring in -

Jest, "1 am an anarchist" - that was not

. a pose, but my generation. The whole

generation of those times was similar to

me, and I to it. We had that human

courage. '
Socialism énd anarchy were attractive to Crnjanski for
their rebellion against the sgtatus guo, and their
abllity to shock bourcéois soclety. Hig commitment, in
the-period before he allied himself with nationalist and
Pan-Slaviet eféups..haswbeen degeribed as temporary by
Radovan Vu&kovié (73). Crnjanski's early contact with
Bogdan Popovié and publications in the dournal Srgski
njigevni gla@nik is evidence that from the an early
point his ardour for the rebellious avant zarde was
tempered with "aristokratsui kcnzervatiaam 1 gradanska
koncepcija umetnosti" (Man aristocratic consefvatism and
bourgeois conception of art" 74). Crnjanski's
commitment to the aims of soclialism seems to have been

confined to an emotive feeling. But, by the end of the

decade he was asséciated with right-wing opinion.
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During the 19208 a group of writers oriented
towards left-wing politics appeared in Belgrade. Some
of Crnjanski's early asdmirers and young followers, for
example Milan Dedinac and Marko Ristié. formed the first
surrealist circle in Belgrade in 1924. Like the
surrealiste in France they embraéed éommunism. By the
end of the decade some of them left the surrealist camp
and formed a group, intending to intfoduce into their
literary work a more direct literary expression of theilr
politicai cdncerns in concrete and épecific gituations.
Their interest was in "sacinalna literatura" ("socially
committed literature").. Crndanski attacked this group
for its political orientation.

He bézan his attack azainst them in a-veiled
complaint ‘about the laree number of foreign books
available compared to those of Serbian authors. He

singled out Milan Bozdanocié for criticiam. editor of

~_gsk1 Kni_gavni glasnik and editor in the publishinz
house Nolit. Bocdanovié countered Crndanski' |
criticiéh. and the debate continued ag they éach
Duﬁiiéhed their atatamants anda counter—statements in the
D&ceg of the dailv presa.. The exch&nces. beeﬁn as a
series of public 1etters in March 1932, tihiahed iﬁ
court a few months later, when Boadsnavié'sﬁod Crnjanski
for libel and slander (75). Crndanski;s actions and
comments azaiﬁst Bogdanovié were pcbacnal'ané insulting.

He claimed that Bogdanovié received money from abroad,
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and that he used his position in Srpski knjiZevni

glasnik to favour Nolit, Many writers from Belgrade
and other parts of Yugoslavia signed public letters
deploring Crnjanski's behaviour. ' The court found in
Bogdanovié's favour and Crnjanski was fined. The
author's attack on the left-wing groups of writers in
Belgrade as an expression of his gharpened right-wing
populiem continued. .

From 1921 he was employed as a teacher, firstly in
Pandevo, and then in Belgrade (76). However, he was.
frequently absent from school in order to pursue his
career as a writer, sometimes travelling in Yugoslavia
and abroad to write travelogues for the prese. Teaching
provided an additional source of income, and by the end
of the decade he had decided to enter the diplomatic
service as a press attaché, & post which was .
semi-official and paid by the government. He was not .-
the only writer of the period to pursue a diplomatic
career: hig friend Ive Andrié had a succeseful eabear as
a diplomat for the Yugoslav government.  Crnjanski wase
vestea.to the embassy in Berlin, a period of his life
which he deséribes in the first part of his memoirs
published after his death, Embahade. 1In addition to
the official documents and reports which he prepared for
government departments, he continued to submit grticles
to the press. During the Spanish Civil War he reported

from Franco's headquarters. Describing the Spanish
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leader as "militarista u najboljem smislu redi"™ ("a
militarist in the best sense of the word") he further
enraged many back home in Yugoslavia by his articles in
which he praised the experience of war as one of
upliftment, which brought him into particular conflict
with Miroslav KrleZa (77).

-Although frequently absent from Belgrade because of
his diplomatic duties Crnjanskl. began publication of
another Jjournal, Ideje, in 1935. The Jjournal has been
described ag fascist, although he published the work of
many writers, including Ivo Andrié. Towards the end of
the 19302 he was posted to the embassy in Rome, where he
became aquainted with many leading membere of
Mussolini's fascist government. He describes his
experiences in his memoirs, Kod Hyperoborejaca,
including his opposition to and dislike of the
government's anti-semitic policlies. He wag in Rome when
war broke out between Yugoslavia and the Axis Powers.
Crnjanski's politics were not guided by ovart-inférest
in the detail of doctrine. Hie tendency towards radical
populiem at the end of the Firat World War has been
ldentified by some as socialist, but by the end of the
firast decade after the war he was firmly placed on the
right., Hie willingness to accept fascism is not
synonomous with support for fascist ideology, and he did
not translate his nationalism into chauvinist terms at

the expense of, for example, the Croats (78).
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His entry into political debates had an effect on
the way in which he was regarded by many who had been
associated with him in the early 19208. Both Milan
Bogdanovié and Marko Ristié had been admirers of his
work after the First World War. However, his sympathy
for right-wing politics led them to re-evaluate their
earlier opinions both of Crnjanski and of Serbian
moderniem generally. In hig 1934 essay "“Slom
poegleratnog modernizma" Bogdanovié described the
post-war modernists as dilettantes "bez jasnoga stava"
("without a clear stance" 79), and their poetic
revolution as nothing but "bekstvo od Zivota" ("an
escape from 11f§“ 80). Both he and Rigtié recognised a
parallel between the styles of the Serbian modernists
and the Italian futurista. In his essay "Protiv
modernistiske knjiZevnoeti" Ristié associated the formal
features of Crnjanski's free verse with fasciscem in an
aside directed at Marinetti's remark "re&i u
futuristidkold - &itaj sada’u faﬁistiéko; - slobodi"

("worde in futurist -~ now read fagcist - freedom" 81).

Ristié's implication of Crnjanski's fascist leaninge is
unfair since Crnjanski recognised the influence of the
Russian futuriste in his own essay "Objainjenje.
'Sumatre'". Crnjanakifc opponente could do little
against him in the days of royal Yuzosiavia., Power and
soclal congensus Qane not cﬁ their side, but after the

Second World War they had both in their grasp and
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Crnjanski was obliged to remain in exile for a long
period while he was persona non grata with the

communist regime.

The Post-War Years

Crnjanski was presé attaché& to the Yugoeslav embassy
in Rome, when Germany bombed BeizraQe and Yugoslavia wés
drawn into the Second World War on 6 April, 1941. He
was now an alien in an enemy country, but the diplomatic
imehify ndrmally accorded to embassy staff was
respected by the Italian authorities. He and‘his wife
wefe obliged to leave, along with the rest of the
émbaesy staff, with whom they traveiled to Lisbon, and
from there to England wh;re they arrived on 21 August,
1941. On arrival in Bristol, Crnjanski was immediately
quéstioned by two detectives and a young army officer.
In Embahade he gsuggests that he was under some
suspiéion because of his contact with the Italian

authorities:

Sve knjige, sve papire mi oduzimaju.
Lome cigarete Koje nalaze u koferu u
Jednom porte cigarettes. Valjda misle
da pesnici meéu u cigarete Epijunske.
izveitaje? ' : :
: Ja imam diplomatski pasos, i
proteatujem, ali oni rade svoj poesao
gasvim flegmatidno. Docnije, svi su mi
papiri vraéeni, u redu. ]

‘ Ispituiu me narodito o mojim
roznanicima u Rimu, - 1 o grofu &anu...

‘ Oni me onda pitaju, a u kakvom

sam odnosu bio prema grofu Canu?
T Velim, u &inovnidékom, prema svome
rangu (82).
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They took all my booke and papers. They
broke the cigarettes which were in the
suitcase in a cigarette case. They
probably thought that poets put their
espionage information into cigarettes?
I held a diplomatic passport, and
I protested, but they did their work
qQquite phlegmatically. Later, all my
papers were returned to me, in order.
They questioned me, particulsrly
about my aquaintances in Rome, and about
Count Ciano...: ‘ :
Then they agked me what was my
relaticnship with Count Ciano?
I said, official, in accordance
with my rank.
He delivers his recollectiong of that interview in a
bitter tone. That initial interview and the distrustful
attitude he encountered in England served to make him
feel all the more unccmfortable in a countvy 1n which he
wag to stay for twenty five years.

Durinz the war he worked for the Yugoslav
government -in- exile in London. His Dosition was not of
political siznificance 1n that he continued workinc in
the infcrmation office. but he was now a full official
of the zovernment. His link with the zovernment durlnz
the war confirmed the opinicn of his enemies that he was
a royalist and anti—communiat. while their vitriolic
attacks azainst him confirmed Crnjanski in his belief
that dancer waited for him 1f he returned home after the
wWaY., The partisan victory durine the Second WOrld war
brouzht the Communist Party of Yuzoslavia to power. The
communists set the terms of their ccvernment by

establishing Yuzoslavia as & people -] republic. and in

the early years conducted campaizns against all who were
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considered counter-revolutionaries.

Many of the writers and critice whom Crnjanskil had
attacked for their political views in the 1930s were now
in poesitions of power. He was deﬂounced for the views
which he had expressed before the war, and particularly
for his launching of the journal Ideje (83). Hie work
was excluded from official publications, and his
contribution to the development of Serbian literature in
the twentieth century ignored. The campaign of
vilification against him reached its peak in Marko
Riastié's article "Tri mrtva pesnika", which appeared in
1954 (84). Riastié was an important political figure,
havinc been ambassador in Paris for the new Yugoslav
state frém 1945 to 1951. In his article he reflects on
the life and work of three poets: Rastko Petrovié, Paul
Eluard, and Milo® Crnjanski. The first two were dead,
and he expressed admiration for their achievements. He
could not hide admiration for Crnjanski's wcrk-toof but
he considered that since 1929 and the publication of

Seobe, Crnjansgki had been artistically sterile and

pro-fascist,

Crnjenski was not without his supporters amongst
the Belgrade intelligentsia. After 1948 when relations
between Yugoslavia and the Soviet union broke down,  the
nature oi.the communigts' approach to government began
to change. . They céaaed using the state apparatus as an

instrument of coercion and relaxed their hold over many
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areas of social and cultural life. The questioning of
official views and accepted practices became more
common. In thie atmosphere, the pressure to
rehabilitate Crnjanski grew. In 1952. Zoran Mixié
defended Crnjanski's reputation as a poet in an article
"O emiglu i besmislu" (85). The debéte about Crnjanski
has continued, although his political stance has come to
oceupy & less central position. ' His behaviour in the
late twentieg and thirties, which involved him in a
number of court cases, was less important to those who
were not directly involved. Concern was increasingly
focused on Crnjanski's literary value and his
6utstandinz contribution to serbian.litefatﬁre this
century. Predrag P#lavestra published an article in
1959 defending Crnj&nski's feputation ag a poet (86).

He noted that after the official'sponsoﬁship of
eoclalist realiem by fhe eommunist authorities
immediately after the war, younger poets of the mid- and
late 19563 weré turhinz to the modernisf'poets of
Crnjanski's generation for models. He antitled‘his
aﬁfiéle "Jedan %2ivi pesnik", plﬁvine on the caustic
title of Ristié'é earlier cond§mnation of Crnjanski.
Book—leﬁzth studieg of hie work é;ﬁee theﬁ havé beén
written by Nikéla Milogevié, Aleksandar Petrov, Pétar.
Dkadzié.'SIavko Leovaec, Novica Petkdvi&. Stevka Bmitran,
and two collections of essays devoted to his work have

been published (87).
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While in exile Crnjanski published a collection of
gsome of his earlier poetry in Paris in 1954 (88). His

two novels Dnevnik o Carnojeviéu and Seobe were

published in Yugoslavia in 1956 (89), a sign of the
growing réhabilitation of Crnjanski's reputation as a
writer at home. A new play, Konak, about the murder

of King Alexanderyénd his wife Draga in 1903 Qas
published (90). A new poem, "Lament nad Beogradom", was
published in 1962 in KnjiZevne novine (91). Most of

his original post-war worke can be dividea into
autobiographical works and novels.: The autobiographical
writings are to be found in Itaka i komentari, -

dovering his early years, Kod Hyperborejacs, and the

posthumous Embahade (92). Kod Hyperborejaca

contains a mixture of genres (93), but is based on his

memories of his experiences as a press attaché& in the
Yugoslav embassy in Rome during the years leadinz up to
the Second World War. Interwoven into the text are a.
number of references‘to a trip he made to Spitzbebéen.-a
few years before his posting to Rome. There is §
complex temporal structure in which he writes about 1939
to 1941 in Rome from the vantage point of 1965, and of
1937 in Spitzbergen from the vantage point of 1939 to
ig94a. Howevexr, the mixture éf fact ana fantasy is
dnminata& by the autobiographical nature of the work
whiech exeludes it from this study. Embahade is

contained in two volumes which cover in four parts
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Crnjanski‘'se meméirs from Berlin 1928-1929, and 1935-
1938, his posting to Rome, and the war- and post-war
yearsg in London. In the last part the editors have
incorporated much material which Cfnjanski collected on
historical and contemporary British attitudes towards
Serbia. Hie bitterness about much of what happened to
him in London is particularly evident in thie part.

In London, Crnjanski became estranged from the
&émigré community, and he and hie wife faced many
disappointments. He records in Embahade a number of
incidenta in which he felt that his sense of self-worth
was challenged, He had an argument with the Slaviest
Eiizabeth»ﬁill over the quality of the BBC's broadcasts
to Yugoslavia.  He faced another disappointment when he
wag turned down for a lectorship at Cambridge
University. For a brief period Crnjanski and his wife
were forced to accept the hospitality of Lady Padget,
but left when they felt that she waes treating them like
servants. | |

" He tried to make a iivinz as a writer. He began a

novel called The Shoemakers (94), but the attempt was

unsuccessful because Crnjanski never mastered Enélish
gufficiently for the task. But, thie novel which he
attempted to write in English formed the basis for his

novel eventually published as Roman o Londonu. Having

attended an extra-mural course at the University of

London in international law, trade and history, he
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contributed articles on English politics to a journal
published by Milan Stqdadinovié in Buenos Aires.
Stodadiniviévwas a former prime minister of Yuéoslavia
and proprietor of one of the Beltﬁade newepapers,
Vreme, for which Crnjanski had been a contributor
before the war.  In 1951 he was elected the firat
President of the Association of Serbian Writers in
London, a post which he did not occupy for long, as he
quarrelled with other members, and he left the
assoclation in 1953.

Crnjanskli was forced to take a number of jobs in
London which he considered to be demeaning, given his
brevious reputation as one of Serbia‘'s foremost literary
figures, his diplomatic experience, and the general
lifegtyle which he had enjJoyed until then. He worked as
a bocock-keeper in a shoe shop in Bond Street, and later
as a deliveryman for 2 book shop. He was approached on
a number of occasions to return to Yugoslavia, by MoBa
Pijade for example in March 1957 (95), but he;waslétill
afraid of what might happen to him if he meturna&. From
the early sixties he was a visitor to the Yugoslav
embagsy in London where he was befriended by the
ambassador, Prica, and his wife. He finally returned to
Yugoslavia in 1965, convinced by the overtures from old
friends and by the growing critical acclaim with which

his work met in Belgrade. An undoubted stimulue was the

Publication of hig new novel, Druga knjiga Seoba, in
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1962.

Far from beine persecuted, Crnjanski was greeted as
the culmination of Serbian literature in the modernist
periocd and the forerunner of much-which had influenced
writers in this century. He wasg awarded a prize by the
Association of Writers of Serbia for his life's work in
1971, and the following year received another prize from
the regpected weekly Jjournal NIN' when hisbwork Roman
o _Londonu was voted novel of the year. The author
attended numerous literary functions, gave many
lectures, and was freqhentlv prailsed by writers,
eritice, and the reading public. He lived in Belgrade
ﬁntil his death on 30 November, 1977. He and his wife
had no children, and after her death she left a legacy
to establish the Milod Crnjanski Foundation in 1980.
Nikola MiloZevié was the first president of the
‘Foundation, with premises in the National Library in
Belgrade for a small secretariat and archive. 1Its
purpose ies to promote the publication of Crnjanski's
works and encourage critical accounts of.his life anda
work.

»Crnagnski's two later novels were published during

this period, Druga knjigs seoba in 1962, and Roman o

Londonu in 1971. It is difficult to date precisely

‘when tha& were written. Druga kn é geoba was
certainly begun before the war, albeit in a different

form from the final version, while the second novel was
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to have been written in English. They were both largely
written while in exile. They represent changes,
developments, and continuities from his earlier novels.
In hie Kod Hyperborejaca Crnjanski mentions a change

in his thinking about time:

Kad bi me Zena zapitkivala, o proslosti u

Fiorenzi, odgovarao bih, podrugliivo, da

o vremenu mislim onako, kako nas Bergson

uséi. Sad mislim kao Jasperse (96).

When'my wifé used to question me about

" the past in Florence, I would reply,

mockingly, that I thought about time in

- those terms which Bergson taught us. Now

I think like Jaspers.
This study doeeg not examine the developments in
Crndanski 8 novels as a comparison between the ideas of
Berzson and Jaspers. Crndanski has left behind few
raferences to Berzscn. and the philosopher 8 1nf1uence
on Crndanski's thinkinz can be catezorieed ag no more
than was typical of his age. He hsasg left behihd Just
thies one reference to the work of the philosopher Karl
Jaspers. However, in his novels there 1s an
identifiable development in his representation of time
as he becomes increasingly concerned with gquestions of
identity and hiastory.

ABs thévtitle of Crnjangki's third novel, Druga

knjigs seoba, suggests, it i8 in some ways a sequel to
the earlieé navel Seobe.. Thé author takee up the
story of the Is&kovié famlly some years on. Three

nephews of Vuk Isakovié and tha main character, his

adopted son Pavle, face disciplinary charges in the
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Habsburg army. . They led disturbances amongst the
Serbian soldiers on hearing of the Empire's decision to
disband their reéiments. The cousins regard the move as
a further sign of Habsburz pressure on them to forsake
their national‘identity.‘ The cousins see their only
solution in emisrationxto Russia. Like Vuk, the cousins
have au.idéaliatic vielon of Ruésia. seeing it as a
utopia wheﬁe'fhéy:will be:able to live their lives as
Serbs. The ieaue becomes more than a question of
nationaluidénuify: 1t is vital for them to live in
accordance with - their conceptions of what and who they
are. After their arrival in Russia they are quickly
disillueioned as preesure mounta from the Rusggian
authorities to conform and aceept Russian identity. The
novel continues the saza of the Serbs beaun 1n Seobe,
but they are very different novels in their structure.
In the second novel there are many‘more cnaracters. and
there 13 more action. addinz an epic flavour which the
first novel lacks. ' | |

‘ There 13 a gap of some thirty years saparating the .
‘puulication of this novel from the firast. The 1nterva1
.1ands credence to Ristié's attack that Crnianski wasg
nbtistically sterile. There is another factor which
explains thevlanzvzap between the two novels, ukisinz
from Crnjanski's rirsf intentions for his project.

Seobe was'publiahed,in serial form in Srpski

knjiZevni glasnik before 1929, and was prebablv}
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substantially finished by 1927. The original plan was
to write a six-volume work in which Crnjanskil would
trace the history of the Serbs, as he revealed‘in an
interview with Andelko Vuletié: -

Kad je Milan Bogdanovié podeo da #Btampa
Seobe, u Srpskom knjiZevnom glasniku,
znao je da imam program za 6 knjiga
Seoba. Znao Je 1 to tocum factum tog
d¢asopisa u to doba - Slobodan Jovanovié.
Znao Je 1 moj prijatelj tog doba -~ Marko
Ristié (97). : ' ‘

When Milan Bogdanovié began to publish
Seobe in Srpski knjiZevni glasnik, he
Knew that I had a plan for six volumes of
Seobe. Also the tocum factum

{(factotum) of the Journal in those days
Knew it - Slobodan Jovanovié, And my
friend of that time Kknew - Marko Ristiés.

Esch volume was to describe a different high point in
the fate of the Serbs who had migrated to southern
Hungary at the end of the seventeenth century, including
their emigration to the Russian Empire, and their
experiences there. The final volume was to have -
concerned one of the Isakovid descendants who returped
to the Balkans to fight as & volunteer against the.
Turks, where he fell at the Battle at Bumatovac in 1876.
-Crnﬁanski remarked that what was finally published
as Seobe are "ruine 6 knjiga" ("the ruins of 6 books"
98). Taking up this point, and looking at the time gap
between the publication of the two parts of Seobe,
Radovan Zdrale claims that Crnjanski began work on the
seacond volume immediately after §a~hnu finishead the

first. But, hies original plan for the second novel
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changed. He had intended that the main character be
Isak Isakovi& in the years from 1771 to 1800, but in the
final version the main character is Pavle Isakoviéd in
the yeare from 1752 to 1760 (99). VCcnsiderine this
proposition, we can see that Crnjanski's treatment of
history and time in Seobe and Drugs knjiga seoba
conflict wiéh his grand design. He does not focus on
external events and the historical background to the
extent that would lead him to develop a multi-volume
work based on highpoints in the history of the Serbs.
Crnjanski's presentétidn of fime in both volumes showg
time ag an inner ﬁrocess. in contrast to a focus on
dfamatic events which would mark the passage of time as
the éeriés of peakg and troughs envisaged by fhe author
in his 6ricinal plan for fhe 8ix volumes.

Druga knjiga seoba was offered to the publishing
house Mineﬁva by Crnjanski in a letter dafed 21 Janﬁary.
1§58. four years before it finally apv;ared in print
(100). Crndanski,cbntinuéd to elaim in interviews.that
it had never been hig intention to publish the two
n&véla‘tozether. He said in oné interview with Pavle
Zorié& that the themes of the two novels were different,
that the first Seobhe concaﬁnad the story of a man who
is growing old; no longer caresg for his wife, and who
believes in the search for a utopian future, while
Druga knijiga secoba concerns Q man;whb i8 in love with

his dead wife and seaﬁchas for solace in his viasion of
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Russia (101). In his interview with Vuletié he was more
explicit about how the two came to be published
togethenr:

Oba romana Etampala Jje SK Zadrugs za
svoju (ne moju) 70 godiinjicu. Ona inh
Je Btampala sojuZeno. To nije bila moja
namera. To sojuZenje stvorilo Je veze
kojJe s2u bile i intensije pisca, ali {1
takve Koje nisu bille intensije pisca
(102). : :

Both novels were printed by Srpska
knji%evna zadruga for its (and not my)
"seventieth anniversary. It printed them

together. That was not my intention.
Printing them together created bonds
which were the writer's intentions, but
othere which were not the writer's
intentiona.

As he pointed out to Vuletié, Druga kni_ga seoba was

written."pod sasvim drucim okclnostima" ("in completely
different circumstances“ 103)._

Critical opinicn on the links befwaen the two
novels varies. When Druga kniiga seoba first appeared
in Belzrade a round-table diacussion was hald in the
offices of the Journal Delo, and afterwards published
in its cazes. Muharem Pcrvic considered.thct the two
books wcre cart of the came wofk: o

Seobe i Druga knjiga seoba su jedna

Knjiga, iz istog Benzibiliteta, kniiga
podeta i zavriena u na#oj duhovnod 1
literarnod klimi prvih decenija
dvadeaatog veka (10&)

Seobe and Druga knjiga eeoba are one

book, from the same. aansibilitv. & book
begun and completed in our spiritual anda
literary climate of the first decades of -
the twantieth century.

Borislav Mihadlovié countered Pervié by pointing to the
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very different sentence structﬁres which characterise
the two noveles (105). Others have considered the time
between the appearances of the two novels as marking the
division between two creative periads in Crnjanski's
life, while maintaining that the two periods are
connected both in terms of Crnjanski's narrative style
and the subject matter of the two novels (106). Much of
the difference between the two novels has been described
in terms of greater lyricism in Seobe, and a greater
interesgt in the historical background and inclusion of
an epic flavour in Druga knjiga seoba (107).

Crnjanski draws on his experience as an emigré in

London for his last novel, Roman o Londonu. It

concerns the plight of an émigré Russian aristocrat,
Prince Nikolaj Rodionovid Rjepnin, who is forced to
leave Russia shortly after the October revolution.

While waiting at Kerch to be evacuated, he catches sight
of a young girl, Nadas, also walting on the quayeside.

She is seventeen, and ten years younger than Rjepnin,
but soon to become his wife. He and Nada live in
various cities on the continent.-andAmove~fvom Paris to
London in 1940 because of the war. . . The novel tells
their story from the beginning of 1947 to late 1948. It
is Aifficult to be sure about the precise chronology of
the story. Svetozar Koljevié descripesrthe problem of
the "temporal cross-references" in the novel (108),

Tracing the year of their arrival from comments made by
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Rjepnin he concludes that they arrived in England in
1941; a date which would match the date of Crnjanski's
own arrival in England with his wife. 1In Koljevié's
reckoning this means that the "présent tense of the
novel is set in 1946 anda 1947" (109). However, at one
point in the novel, while Rjiepnin takes his wife to
Southampton to get the boat for America, there is
mention qf the éer;in air—lift. ‘According to this
evidence.‘fhe novel 1sg set in 1947 and 1948.

On afrival in Lcndon. they are wealtﬁ# and stay in
the Park Lane Hotel, but when the novellopgns they are
living in a small flat in Mil; Hill. RJjepnin has not
wbrkéd fér‘a year, and Nada kgepa tﬁem b§th by selling
hér‘splendid zcwnsvand making dolls. Their poverty is
mgdefthe Qorae by their isolat;on. Theyvdo not aee any
friends.and‘have little contact withﬁthe;r neizﬁbours
and other inhabitants of London. 1In this desperate
situ@tion Rjepnin feels particularly guilty that his
wife 1s forced to shére his poverty, and at the
beginnine of the n§vel he eonsiders suicida.. Their
maferial p&pbleﬁs ease when Riepnin gets a job as a
Sbok~keeper*1n a éhoe shop in central London. They are
also helped by an émigré& Polish countess, Panavg; who
findeithem better accommodaton, and pays for R&epnin~t0
take a holiday in Cofﬁwall. The hofel where he stays is
one which is often used by Russianvand Polish émizrés;

amongst whom he makes new friends. However, Riepnin
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does not view these events as an opportunity to improve
hia life, and his depression only deepens. As 1f to
fulfil hie dark view, when he returns from Cornwall he>
loses hie Job, and he loses his neﬁ friende when he
refuses to follow_their lead and condemn Stalin. He and
Nada plan to go to America to make a new life for
;hemsalves. Nadsa has an aunt there, and she has offered
her help. Rsepniﬁ stays behind when his wife leaves,
inténdinz to join her later. Left alone in London he
plans his suicide with which the novel closes. This
novel, like the others but in a different way, questions
the effect which memory, history, and myth have on an
1hd1vidua1's'sense of his own self,

All Crnjanski's novels have certain features in
common. The main characters are gerving or have served
ag. soldiers: Vuk and Pavle Isakovid are officers in the
Habsburg army, the diasrist in Dnevnik o Carncjeviéu
fought in the First World War, and Rjepnin often recalls
his days as an officer in the imperial Ruseian army.

All the characters are affected by historical events
which force them to reflect on their lives. The diarist
hag recently returned from the First World War, in
Seobe and Drugs knjiga seoba the characters are

faced with changes in the Eurcopean balance of power and
Habsburg policy towards the Serbs, and the Russian
Revolution forces Rjepnin into emigration. Emigration

and exile are central themes in all his novels. He also
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draws on personal experience &g material for both his
first and last novels.

Crnjanskil had an uneven literary career. He was
feted as the most outstanding reprQsentative of the
younger generation of modernist poets after the First
World wér. Later, he was attacked by m#nyvformer
friends because of his politicai views. His attempt to
make a cafaer for himself as a diplomat fai;ed. and he
lived for many years abroad. During the fifties his
poetry provided significant models for new poets tired
of the constrictions of Socialist Realism; in fact, this
period is termed Crnjanski's "drugo razdoblie
médernizma" ("second period of modernism"™ 110) by
Aleksandar Petrov. When he did return home he was
greeted with wide acclaim for his contribution to
Serblan literature. In 1966 a collected edition of his
works appeared in ten volumes (111), to be followed by
another collected edition in fourteen volumes in 1983.
His post-war novels rank him alongside such writerﬁ as
Me#a Selimovié, Ivo Andrié, and Mihailo Lalié for their
depth of psychological insight. Radovan Vudkovié,
1ndeed;_drawe & close parallel betﬁaen Crnjanski's
Druga knjigas secba and Andrié's historical novele andad
short stories (112). However, it is Crnjanski's
contribution to the esesthetice and poetics of Serbian
modernism which dominates dlscussion of his position anda

atafus in Serbian literature of the twentieth century.
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Much of what informed his sumatraist style stayed with
him for the whole of his life and is evident in his
novels, The relationship between sumatraism and time

forms the basgis for the next chapter.
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PART TWO

CHAPT 9]

i SUMATRAISM AND TIME

Crnjanaki'as personal style ﬁas been called
sumatraism, both by the author himself and by critics.
The term is derived from the title of his poem
"Sumatra", which is famous not only in iteelf but also
bgcause of the manifesto essay which accompanied its
first appearance "ObjaZnjenje 'Sumatre'" in 1920. By
gtudying Crnjanski's two essgays, "Objsinjenje 'Sumatre'"
and "Za slobodni stih" written within two yeara of each
other, we can utilise the author's own ideas about
l§ncuaae. literary form, and time to inform our own
analyeis of hie novels. Although both essays were .
written at an early staén iﬁ his career, the baslic
thoughts which we £ind in them staved with him
throughout his life with certain changes and
developments, which will be traced in this study. There
are two elements in this chapter. The first is an
analysis of Crnjanski's sesthetics and views of
11teratur; which are relevant to the examination of‘tima

in his novels. The second concerns the Qaws»in which

time has been discussdd with particular reference to
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noderniem.

" Sumatra is the name of an island in the South Seas
and evokes an exoticism which is chavactefisticvof
modernism. More specifically, it is a ?grm redolent of
Gauguin'e many years spent on anotheﬁ South Sea islandq,
Tahiti. However, when considering the origin of the
term in Crnjaneki's poem we find a literary reference
which is more informative than details of an artistic,
geographical, or biozrapbical nature. The word
"gumatra" echoes pgrt_of-the phoneticsipf the first line
of a poemiﬁritten by Sima Pandurovig, "Svetkovina':
"Siéli»gmo 8 uma u sjajan dan" ("We went out of our
minds ong'finq day" 1).  Pandurovié's poem, published
before the First World War, represented the strain of
symbolisf ;nd 1ntimiéf lyriec poetry much criticized in
its day. Pandurovié and Petkovié-Dis were two pre-war
poets whose work 13_1mportantv;n the development of the
firet phase of-the"rebellioﬁs;héw poetry of Serbian
modernism. Crnjanski makes a npecifié.reference;tc
Pandurovié, and to his influence on his own work in the
yogré'immediately after the war, in his 1929 essay
"Posleratna kn#i!évﬁosf":

Pandurovié d§. tada, za men§ bio
najistaknutiji pesnik nase "Moderne", 1
njegove dve pesme iz Antologije znao
sam naizust (2)

Than. Pandurovié was for me the most

prominent poet of our "Moderna", and I
knew by heart his two poams from the

&nbholagx
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The Anthology to which Crnjanskli refers is the

Antolcgi;é novije srpske lirike edited by Bogdan

Popovié (3).  Pandurovié's poem "Svetkovina"™ is one of
the two included in thie anthology. Crnjanski'e poem

reads:
SUMATRA

Sad smo bezbriZni, laki i neZni.
Pomislimo: kako su tihi, eneZni
vrhovi Urala.

~RastuZi 11 nas kakav bledi 1lik,
Sto ga izgubismo Jjedno vede,
znamo da, negde, nekl potok,
mesto njega, rumeno tede!

Po Jedna ljubav, Jutro, u tudini,
duu nam uvija, eve tesdnle,
beskrajnim mirom plavih mora,

iz kojih crvene zrna korala,

kao, iz zaviZaje, treinje.

Probudimo se noéu i smeBimo, drago,
" na Mesec sa zapetim lukom. '

I milujemo daleka brda

i ledene gore, blageo, rukom.

Now we are carefree, light and gentle,
~ We think: how quiet, are the snowy - '
peaks of the Urals. 'g;;- JANN

Should a pale face gadden us,
because we loet it one evening,
we Know that, somewhere, & streanm,
in its stead, flows pink!

One love, one morning, in a foreign country,
envelops our soul, ever tightly,

in the infinite peace of the blue aeaS.

from which shine red beads of ccnal.

'1ike cherries. from honme.

We-wake at nizht and emile, lovingly,

at the Moon with its drawn bow.

And we caress the distant hills

. and the frazen mcunt&ina. tenderly, with our hand.

.Crndanski'a ne—interpratation Oof Pandurovié'es first
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line attests to his own early work as a link between the
pre-war symboliet poete and the post-war expressionists
and futurists (u). The previous generation had éhown
-1nterest in madness and other forms of peychological and
emotional disturbance. In'Crnjanski's hands the
reference is more finely tuned to the irrational and the
1ntu1tive as modes of thinking and perceiving. "S uma",
meaning "out of mind", only means.out of a particular
cast of mind. Crnjanski'a "g-uma-traism” is an
aesthetic systeﬁ in the_aftistie text, and outside in
life. When "Obja@injenje 'Sumatre'" first appeared many
of his critics pointed to an underlying niﬁilism‘in hie
ideas. While there is a strain of nihilism to be found,
parti&ﬁla#ly in the first of his two essaye, with his
second e?eav.he elabifies*his earlier poeition.
Crnagnski's views gre not based on chaos, but on the
need to free language and waye in which the world is
pereei&ed and exberieneed from the positiviast .
asaumpfioné of thaﬂninéteénth"eanturya*
Crnjanski's“"0b3a&ndenne-*sumatra'“'iﬁ written in
two parts. The first part is a manifesto of the
aesthetic views of his whole generation, answering many
of the criticisms of mgré conservative and traditional
writers. The gecond part is a description of the
ciraumﬁtanebn whiah led to his writing the poen. While
travelling by train he met an old friend at Zagreb

railway atatiQn who was returning home from the war.
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His friend told him of the camp in the Urals where he
had been imprisoned, and of his long Journey which had
taken him via Japan ana England. Interspersed with
these memories are his. friend's comments»dn bofh
immediate ahd future matters. He says that his mother
has recentlyvdied. and as for the futﬁre he expects that
he willvzet a job in a bank. The incongruity of his
expectations for the future with ﬁia horrifie
experienéee of the world war is strikins. This sense of
1nconcruit9 is eompoundad-bv & number of ﬁémabké. fdr
example, the author comments that when he met his friena
"kral mene su, tog dana, prolazili.&enezalci" ("some
Senegalese walked past me on that day"™).

_,Crnséﬁski.continued on hie.dqurney. At first, his
thoughte, hié.meetinz with his friend, and the activity
of the people surrounding him on the train whirl round,
leaving the poet fo think "gle, nikakvih veza nema u
svetu" ("look, theré aée né points of contact in this
wobld“}. The wéﬁd "veza' ("ﬁond"; Q;ink".
"association", "contact") is one of the key words in
Crndanski's sumatraism. The word can be translated in
many waye into Enéliah. and essanfially ﬁeans éfbond in
akphysicél or gbqtract sense. In this pceﬁe'thé poet is
cammentinz.on the lack of coherence between his inner
world and the oﬁteé_wérld. He feels the disdunéture.as
a powabrul férce 1solét1ns himsélf’rrom th§ events

aurroqndinw‘his'liﬁa. Gradually, his own thoughts began
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to mix withvthe impressgions which the chance meeting
with hié friend‘haq.left. #nd he writes that "moje
misli, Jjednako sﬁ Jos pratile mog druga na ﬁdeeovbm
putovandu“»("m& thoughts, they contihﬁed to'follow my
friend ;6 his Joufney").. He recalls the distant seas
and islénds which had be§n ment}oned. reflectiﬁz:

Najzad, mir, mir zore, polako Jje ulazio i
u mene. Sve Bto je moJ drug pridao, pa i
©on sam, poguren, u pohabanom, voini&kom
Binjelu, ostalo Jje zZauvek u mom mozgu.
Odjednom sam se seéao, 1 Jja, gradova, 1
ljudi, koje sam ja video, na povratku iz
rata.  Prvi put primetih neku ogromnu
promenu u sgvetu.

At last, the peace, the peace of the
dawn, slowly entered me, Everything
which my friend had said., and he himself
too, stooped, in a shabby army greatcoat,
has remained in my mind forever.

© Suddenly, I too could remember the towns
and the people whom I had seen on my
return from the war. For the first time
I observed a huge change in the world.

And he repeats to himself the words "Sumatra, Sumatra".
The wofds are an incantation which expresé the
assoclations which accunulate betweég himself, hisﬁ
immediate aurroundinés. and the places which his‘friend
had mentioned, Thé‘minzlinc of differént imbreaeions
leads him to pgroeiQe a change in his relafionship Qith
the world; A seriés pf previously unrelated people,
1ncidents; and piaeeé have'been broughf together, and
contrary to his‘eailier feeling that there are no points
of contact in tbé world he remarks: |
| Pomiaiih: kakﬁrli ée me dodekati ﬁon

zavidaj? Trelinje su sad svakako veé
rumene, a gsela sgu saqd vesela. Gle, kako
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su boje, &ak tamo do zvezda, late, 1 u
trefanja, 1 u korala! Kako je sve u
vezi, na svetu. '"Sumatra" -~ rekoh, opet,
podrugliivo, sebi.

I thought: how will my homeland greet me?
The cherries are certainly red by now,
and the villages are merry. Look, how

the colours, even there by the ataras, are
the same both aeg the cherries and as the

coral! How everything is in connection

in this world. "Sumatra"™ - I said, again,

mockingly, to myself. v
Crnjanski's description of the cifcumstances in which he
wrote his poem echo.much of the poem 1tse}f in
vocabulary, s&ntax. and:imaze. What h#s been sala by
hia-friend and the impending sense of his own return
home begin to intecfate and create a mood which results
in anHantiéibafion of.the future. "Linking his
anticipation to the cosmic svﬁbol of the sfars. he goes
on to-sﬁy that the deinant'sensation which he feele is
one of "nemoé&" ("bowerlessness”). The'experience of
powerlessness is a loss of the sense of his owﬁ béinc in
the'immndiate pbeaeﬁtvand hia sbrrcundinzs. Hovaer.
the loes 1s part of a process 1in which the poet feels
his 1ntezfation infd a wider unity ag a quasi—m&sticai
experience. ,Oh the one hand, Crhnajsnki's sumatraist
world is one in which all phenomena, 1nc1udine'§he |
experiencing subject, form part of a totality. On the
qfher hand, he remarks that he repests the word |
"Sumatra' mockinkly. as 1f aware that the tbt#lity 1§
itsele only the reflection of a fragile mood which

cannot endure.
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Crnjanski focuses on his loss of fear, which he
equates with a loss of contact with his immediate
surroundings:

Izgubio sam strah od smrti. Veze za

okolinu.  Kao u nekoJd ludoj halucinaciiji,

dizao sam se u te bezmerne, Jjutarnje

magle, da ilspru¥im ruku 1 pomilujem

dalekil Ural, mora indijska, kud Je otiBla

rumen 1 sa mog 1ica. ‘ :

I lost my fear of death. Contacts with

my surroundings. As in a maqg

hallucination, I lifted myself up into

the immgasurnble. morning misgts, to put

out my hand and caress thq distant Urals,

the Indian seas, where the rosy

" complexion fell from my face too.
The poem, and its title, expresgses a mood in which
spatial and temporal linkse become insignificant in the
poet's contact with a universal flow. Thus, sumatraism
comes to represent a view of the world in which all
experience and all phenomena exist simultaneously in a
.bond of association more compelling than the subject's
asgociation with the immediate surroundings. In his
poem and essay there are many references to geogrsphical
featurea; the Urals, a stream, the gea, coral, homeland,
moon, and mountains. These images Pfunction in the poem
as images of inner feeling gmidst the dense texture
which they create. By taking as the title of his poem
the name of an island in the South Seasg, Crnjanski has
reinforced the opinion of some critics that his
sumatraist views are closely &llied to spatial rather

thun»temporal orientation. However, an analysis of his

two essays and the origin of the title shedlse light on
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his outlook, which is in some ways antithetical to
spatial orientation.

Some critics have discovered in sumatraiem a
special emphasis on images of place, which confirms the
view that Crnanski's work is senerélly dependent on
specific use of place imagery. In his book Prostori
grefe u delu MiloSa Crnjanskog Petar DZadZié takes this
view asutﬁé basis for his anélysié of Crnjaﬁski.

DZadZié discusses the function of places in Crnjanski's
works which have a "geografski alibi" (“zeoﬁraphical
alibi" 5), by which he means not the evocation of place
as scene but the names of places taken from fhe real
world and applied with epecific me#ﬁihgs in the writer's
texts. Déadiié calls such 1ma:es "spaces of bliss", ana
he considers them.antithetical to the inevitable
destruction which time brings:

?gcstori gﬁggg ogradenl su zaBtitnim

omotadem od nasilja 1 destrukeije
vremena, od hoda smrti (6).

"The Spaces of Bliss are enclosed by a

. protective shell from the violence and

destruction of time, from the march of

death.
DZaaZié's analysis throw interesting light on the use of
plgcn 1macary in Crnjanski's novels., However, in our
judgement the origin of Crnjanski's sumatraism is a
1iterary reference to human perception and experience,
and is not a gpatial or geographlc reference. In

discussion of the title "Sumatra" Nikola MiloBevié

remarks that "“"ime Sumatra u ovom sludaju ne trebs da
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izazove asocijacije 1storiasko-zec¢fa£skoz tipa™ ("the
name Sumatra in thie case need not evoke historical or
geographical associations" 7). Radovan Vudkovié regards
.Crndangki's use of such imagery as Q‘typical response of
his generation in their search for utopia, not aé 8
place but as an ideal:

Ideja sumatraizma, koJja se pripisuie
Crnjanskom, 1 bitno Je obeleZjie njegove
filozofije i kasnije, tipid&no Je
ekspesionistidka pojava 1 zasniva se na
gintezi utopijskog kosmizma 1
vitalistidkog univerzalizma. Misao o

- nekoJd dalekoj nepoznatol zemlji samo Je
Jedna od mnogih utepija koje je tadaZnija

" mlada generacija u svetu, nakon -
gtraviZnih iskustava u ratu, donels sa.
sobom kao neki moguéli model resenja bez
r@&enaa svcde dramatiéne situaoide (8).

The 1dea of aumatraiam. whiehfia ascribed

. to Crnjanski, and which ig2 a fundamental
trait of his philosophy later too, iz a
typlcally expressionistic effect and is
bagsed on a synthesis of a cosmice utopia
and a& compelling universality. The .
thought of a distant unknown land is only
one of the many utcplas which the then
young generation in the world, after the
terrible experiences in war, brought with
them ag a potential model of the .

golution without ag;gtigng for their.

dramatic eituation.
vAleksandar Flakar ccmes to a similar conclusion in his
book oetika cagaravani (9). Crnﬁanaki'a use of such
1mazes of place zenerates universal meaninzs. AIt.ié not
the specific place which is sitnificant but the kays in
which alsaiieg of them are associated b;vbnd the syntagm
of the individual linea. The use of images of plac§ |

expresses psychological and emotional states which are

not rational thought processes but irrational and
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intuitive. As Milan Bogdanovié commented in one of his
early defences of post-war modernism “noQi pesnici
delaju po intuiciji"'("the new poets act according to
1ntuition" 10).

Crnjanski continued to use the word "Sumgtra“. and
from that coined the terms "sumatraist" and

"sumatraism", They occur in.his first novel Dnevnik o

Carnojeviéu. / c‘@fﬂ‘ftf proclaims "ja sam

éumatraiéta" ("I am a sumatraist"” 11), while the.diarist
thinks that he may be drunk. The term "Sumatra" is
again linked to the - fame. characte s

Ne, nije vie znao Bta Je dobro, a Bta je
zlo, nitli je znao zasto govore toliko o
#ivotu, nije se me%aoc u prepirke, 1 nije
viie verovac ni u B8ta, do u neke plave
obale na Sumatri. Tamo Jje bila njegova
sudbina. Oseéao Je da Jje njegov Zivot
samo rumene Jjedne biljke radi na Sumatri
(12).

No, he no longer Knew what was good, and
what was bad, nor d4id he know why they
spoke so much about life, he did not
interfere in their squabbles, and he no
longer believed in anything, except for
the blue shores of Sumatra. There was
his fate. He felt that his life was for
the sake of Jjust one rosy plant on
Sumatra.

characle) ‘
7%& *f,(’- iz a seaman, and the reference appears, on
the one hand, to be to the distant island in the Indian
Ocean. However, the text as a whole is narrated in the
dreamy atmosphere of the diarist's memori;e. following
assoclative lines of thought. Events are narrated out

of their temporgl sequence, leaving words, incidents,

and images to trigger off associations hovering Jjust
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below the surface of the diarist's memory. Tl"'e .S'ai/of’
possesses an uncertain psychological status, as an-
hallucination or inner vision of unrealised potential in
the diarist himself. He floats on the edge of a mental
and emotional horizon "s uma"™: out of the rational mind.
‘Crndahaki continued to use the term sumatraism in

his travelogueas from the e#rly 208 and later non-fiction
writings:

Vi znate da ja imam ludu teoriju

"sumatraizma'": da Zivot nije vidijiv, 1

da zavisi od oblaka, rumenih #Bkoljaka, 1

zelenih trava &ak na drugome kraju

sveta (13). . -

You know that I have a mad theory of

"sumatraism': that life is inviasible, and

that it depends on the clouds, pink

shells, and the green grags even on the

other side of the world.
In his use of the phrase he maintains reference to
distant places, and he maintains a tone which indicates
an ethereal vigion of the world. There 18 another
reference in Kod Hyperborejaca when Crnjanski is
talking on the telephone to a young Swede:

Mladil Svedanin se smeje u telefonu. Cuo

Je, kaZe, o tod mojod teoriji nepoznatih

veza u svetu. O tom se pri&a u nasiem

drustvu (14).

The young Swede laughed into the

telephone. He has heard, he said, about

my theory of unknown connections in the

world. It wag talked about amongst our

friends.
In this book Crnjanski writes about his concern with

those associations, and they are frequently connections

between past and present times. Crnjansgki switches from
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the actual time of narration in 1965, to.the time of the
events in 1940-41, to the time of a trip taken to the
far north and Sbitzbergen some years earlier. These
three timee represent respectively the author's private
l1ife, his 1ife in the past and the historical events of
the time, and the idyllic period of a trip to a place
imbued with legend. Interwoven with these three
temporal levels are references to the history of Rome,
the history of the Slavse, and mythical references.
Crnjanski's notion of "“veza'" ls not only to link
together events and pe§ple from disparate places, but
alsc from disparate times.  Far from being a denial of
time, sumatraism expresses a complex view of time and
ita effectes on the world.

From an early period eritics echoed the author's
own uge of the terms "sumatra" and "sumatraism", with
particular attention to his notion of "veza". 1In a
review of Dnevnik otcgrnaaaviéu writtunAin‘1922,M11an
Dedigac writes: . ‘~

Ccrnjanski né naao potvrdu svoje

umetnostli u enainom temperamentu ovog

vremena i eteridnom lirizmu Sumatre (15).

Crnjanski hu§ found‘oonfirmation of his

art in the powerful temperament of the

age and the ethereal lyricism of Sumatra.
Sumatraism even b&caﬁe a subject for ceﬁmxnt'itself in
Aleksanda; xlie*s,articlt‘"s&métnaizam‘miloﬁa

Crnjanskog" written>1n 1924. I11é concludes that in his

Dnevnik o Carnojeviéu Crnjanski ;s celebrating the
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"mistika proBlosti 1 mistika danaéndice“>("mystique of
the pastvﬁnd m&stique of the preaent"ylé). In 1929
Marko Ristié wréte a long review of Seobe in which he
diécusaes the expression of "veze" 1& the no;el as "fe
veze, te aaglasnoséi.'u vremenu, i u prostoru”

("thoee connections, those harmonies, {n time, and in

space™ 17), linking Crnjanski's "veza" witb Baudelaire's
"correepond;ncea". ‘A periodldf siienée followed as
Crndanski became more embroiled in politieal debates,
broken only by one or two notable exceptions such as
Zezeld's articleA"Miloé Crndanski" (18), until serious
discussion of his'wark besan again in thé late 1950s.

In many Wa&é posf-ﬁar criticé‘écho.the terms and
preoccupations of the pre—war critics. Dragisa
Vitosevié, 11ke many cthers. focuse§ on Crndanski's
notion of "veza" | | i

Osnovna nit “sumatraizma"' "sve je u
vezi" provla&i se, &ak 1 tako doslovno
ispisana, kroz celo delo Crndanskoz:
.pesme (na primer, "Vetri", “Serenata",
"Bolesnli pesnik", "Na uliei"”,
Liubavnieci®, "Sumatra', "Stenje",
Bespuée'", StraZilovo" 1td.), prozu

- (Dnevnik o Carnojeviéu, Seobe 1 dar.),
putopise ("Pisma iz Pariza", "piza",
"siena’ itd.), sve do raznih Zlanaka (kao
Bto je onaj o vasi 2Zivkoviéu) (19).

The essential thread of "sumatraism":
"aeverything is in assocliation" runs, even:
when spelt out, through all Crnjanski's
‘workt poems {(for example, "Vetpi",
“Serenata", “"Bolesni pesnik", "Na ulici"
"Liubavnici®, "Sumatra', "Stenje".,
"Bespuée", "StraZilovo" ete.), his prose
: ‘ viéu, Seobe ana
othars). tvavelceues ("Piema iz Pariza",
"piza'l, "Siena" ete.), and even various .
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articles (such as the cne concernins vasa
Zivkovié).

Radovan Vﬁékovié describes Crnnanski‘s sumatraist
outlook as "filozofida ekupresionizma" ("philosophy of
expressionism" 20). Nikola MiloBlevié points to the link
between the structure‘éf tﬁe ﬁaem "Sum#tra" and 1its
"filozofska dimanzija" f"philosophical dim§nsion" 21).
Zdenko Leaié. on the othervhand. emphasiges that the
message of the.paem is té be found.“u eaﬁoﬁ dezikﬁ" ("in
the lanzuaze 1teelf" 22). lnﬁté Lon&ar has written one
of the most comprehensive érticlee on sumatraism which
1nc1udes discussion on 1t§ histovical aisnificance. its
philoaophical import. and Crndanaki‘s style of lanzuéze
(23). While sumatraism doé§ not offer a.éoherent
philoaophy; it doe;. howe#ef; proﬁide a baﬁe on whiéh to
bﬁild #n“aﬁﬁivéia of time in Céndﬁnskiii novéls b& its
brincinz tozether of.ideas and 1anzuace which
"ddalotvorno tekla kroza sva kasnida umdetn16k§
ostvarenda crndanakog" ("oraatively flows throuzh all
Crnjanaki'a later artistia warks" zu).

It is onlv possible te gain a tull 1nsizht 1nto
Crnjanski's 1deaa on time by comvlementins his use of
"veza" with his use of thc term “ritam" (“rhythm“).
which is also to be round in hie essavn. pavtiaularly in
the second essay "Za slobadni atin". These two terms
taken tazether form thn twin prineipleo whi@h
characteriee Crndanski's thinkinc on time and 1tav

representation in all his novels. They can also be

81



CHAPTER TWO

related to the debate concerning time invmodernism
generally. The significance of "veza" in his sumatralist
style is clarified when examined a;onz with his views on
language and literary forms.

Crndanski himself expresges the connection between
language and ideas in "Obaaéndande 'Sumatre'“:

Najnovija umetnost, a osobito lirska
poezija, pretpostavija izvesne, nove,
ogetljivosti. Oni koji ne mogu da Aaiilu
izvan, predratne, umetnidke atmosfere.-
prilaze JjoJ uzalud,

Svud se danas oegeéa da su
hiljade i1 hiljade profile kraj leiina,
ruevina, 1 obifle svet i vratile se
doma, traZeéi miasli, zakone 1 Zivot kakvi
su bili. Trafeéi staru, naviklu,
knjiZevnost, poznate, udobne, eenzaciie.
protumadene misli. Lirsku poeziju
vednih, svakidaZnjih metafora, ono drago
cile-mile s8tihova, sglikova; hrizantema, .

- koje su cvetale u naiim, nedeljnim,
dodacima. Ali su doBile nove mieli, novi
zanosi, novi zakoni, novi morali! Mole
se biti protiv nas, ali protiv nasih
sadrZaja, 1 intengija, uzalud.

The newegt art, and particularly 1lyrie
. .poetry, presupposes certain new
sengibilities. They who are unable to
breathe outside the pre-war artistice
atmosphere approach it in vain.

You get the feeling everywhere
you go today that thousands upon
thousands have passed by corpses and.
ruing, toured the world, and returned
home mearching for the thoughta, laws,
and l1ife such as they had been.

Searching for the old, accustomed
literature, the known, safe, sensations,
the second~hand thoughts, Lyrical poetry
of eternal, everyday metaphors, that dear
old bunch of verses, rhymes, _
chrysanthemume which blossom in our
weaekly supplements, " But new thoughts,
new inspirations, new laws, new morals
have arrived! You can be against us, but
against what we write and our 1ntenticna,
4in vain. -~ R e ad
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The "new gensibilities" are.recoenised by‘the new forms
which have appeafed in “ﬁost-war culture" (25). Some of
those wﬁé fduzht and witnessed the’horror of the war
desire to return to 11£e as they had left it before
hoatilitiea broke out. For Crnjanski, such a 11!9‘13
egbodied in the forms of p@etry. ana in the mouids of
thoueht which had been known before the war. for those
like Crndanski. experience. thought, inspiration.‘law.
moralé. aﬁd Qays of writiné have changed forevef.
Everythinz pre-war 19 invalid for the new sensibilitiee.
He focuses on the 1nstitutions 1n which the new
aengiﬁiiitiéa.ﬁévé ﬁada their appaarance. and as such he
equ#feé Qay;‘of writing withllaw aﬁd morality.

How;ver. whdt ia fundaméntél to Crndaﬁski'
sumatraist outlook 13 that the chanzes in 1an¢uaze.
1nstitutiona. and senaibilitv occur simultaneously. He
writes of hia zeneration‘that "mi sad donosimo nemir,
prevrat..h r;éi.vu c§eéanﬁu.au ﬁiélaenau ("we are héw
brinziné'anxiefQ; revélution.'in.ﬁord.-in f&eline; in
thinking"). The anxiety and revolution which they, the
modernist generation, expresgs linke them to the
historical change taking place around them. However,
there ig8 a further step for them to take. They have to
feel the change taking place, and be able to express it
as it happena.ito which traditionsal forms of poetry
present .a barrier. Crhaanski asgserts that, "Bez

banalnih Zetvorokuta i doboBarske muzike dosadasnie
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metrike, dajemo &¢ist oblik ekstaze. Neposredno!l®
("Without the banal regularity and drumming music of
metre before today, we can give the pure form of
ecgtasy. Directly!"). Immediacy of expression is one
of the basic tenets of sumatraism. It is the way for
the writer to gee beyond the institutions and forms of
expreassion which indicate change, and feel himself to be
in the flow of time and experience. The desire for
direct cohtact with'exberience and reality. and direct
expression of it.fia.the cornerstone on which the
Serbian modernists founded their belief in intuitive anad
irrational thought processes. As Crnjanski remarks in
"Objasinjenje 'Sumafre‘":

. Da damé taénu sliku misld, Qto-i

spiritualnije! Da upotrebimo sve boje,

lelujave boje, naBih snova 1 slutnii,

zvuk 1 Zaputanje stvari, dosad prezrenih

i mrtvih. . S : S '

Let us zive.& precige picture of thought,

as spiritually. as possible?!  Let us use

all the colours, the floating colours, of

our dreams and intuitions, the sound and

whispering of things, which have been

scorned and dead until now.

Crnjanski and his fellow-modernists in Serbia were
not alone in their desire for immediacy of experience
and expression. It was a feature of_modernism
generally, snd can be seen in Ezra Pound's description
of the poetic image as

that which presente an 1ntelleétua1 and
emotional complex in an instant of
time... It is the presentation of such a

"complex" instantaneously which gilves
that sense of sudden liberation (26).
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Pound's emphasis on langusge and liberation is echoed by
Crnjanski, "Oslobodili smo Jezik banalnih okova i
eluBamo gs kako nam on sam, sglobodan, otkriva svoje
tajne" ("We have liberated language from its banal
fetters and we listen to it itself, free, revealing 1its
secreta"). The search for immediacy of experience and
expression sought by Crnjanski was a typical feature of
fhe poetry'of Pound and Eliot, and of many others in
Europe and North America at the time:

Pound and Eliot, like the philosophers,

- assume that instrumental eonvantions

displace us from immediate experience.

Pound incesgsantly attacks our propensity

to substitute conceptual abstractions for

concrete sensations, and makes the . :

precise rendering of immediate experience

. a cornerstone of hig poetic programme.

Eliot also claims that poetry restoresgs us

to "the deeper, unnamed feelings which

form the substratum of our being". Anda

New Critics such as Ransom and Tate argue

that poetry leads us from the abstract.

discourse of everyday life to the

esgential reality that is revealed in

immedlate experience (27).

Like Crnjanski, they claim that poetry can convey
tha immediacy of experience, but here the barrier to
immediacy is described as "“instrumental conventions".
Crnjanski claims that time, the convention which aivides
experience into categories of past, present and future,
can be overcome, and that esggential truthes can cross the
centuries, when he states that there exists a "dublji
kosmid&ki, zakon i smisao, radi kojeg se tuga, iz

KamoenjBovinh sonaeta, kroz tolika stoleéa, prenosi u nas"
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("deeper, cosmic, law and meaning, becauée of which the
grief 1nvfhe:sénnets of Camoensg is conveyed to us"“).
This aspect of sumatraism, which does not respect time
as a category which displaces the individual from the
immediacy of experience, has prompted such remarks of
Konstantinovié's that Crnjanski conceives of a "vreme s
one strane istorije" ("time from the other side of
history"™ 28). However, Crnjanski's views of history,
time, valués. the individual, and language are all part
of the‘same complex issue intended to lead to a truth
and reality closed to fhose who reject the new
gsensibllitiesn.

| .. "Veza", one of the basic principles of Crnjanski's
sumatraiem, 1is a notion with temporal significance,
characteriéed“by the eégpch for the fuilnesa and
totallty of experiénéa éenged in the moment. It 1is a
paiteration of the unity of subjlect and worla felt
instantaneously, as Crnjanski remarke in one of his
traveloeues.b"3v§ Je u vezi.i sve sé sliva., Sve se
sliva u beskraini vidik 1 mir" ("Everything ies 1in
asaéciation énd‘everyth&nc flows.tocether». Everytﬁinz
flows toéathev 1nfo aﬁ endless horizon and peace" 29).
"veza" echoes Rcmgnticiam;e illuminatcfv-moment. with
its myastical ovahtoneﬁf and the #sso@iationism of
B#udelair;'é "éerrespondanc@s". with ite embhasis on the
indivisibilitv of the svmbol‘and ite maénine.. However,

"veza" has psychological and metabhysical eignificance
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which also links the individual to histoﬁy and values.
It 18 a principie of simultaneity, a feature of futurist
and imagist aeathétics; iﬁ which tbe perceiving subject
and the'obﬁect of expébience co-exist. Direct
expression of the immediacy of experience cuts across
the temporal divisions of past, present, snd future, and
the division between the individual ae an 1sqlated being
and the social life of which he ig a product in history.
For this reason, the term‘"veza“ is referred to as the
pﬁinciple of eimultsneity in this study.

In Crnjanski's nov§ls the principile 6: gimultaneity
functione on many levels. On‘the narrative level there
is8 the need to express events which are s1hu1taneous.
but have to be strung out in sequence in the text. The
expresaiop-of such simﬁltaneous,events has been
described as "round fima" by Struk (30). Crnjanski,
like other moderniet prose writers, disrupts the norms
of syntax in order to disturbvsequential and causal .
relations and to question "tﬁe continuity of time-,
space~, cauge~ and effect-relationa" (31).  He links the
use of langsuge to Bergson's ldeas on paychological time
in "“"Objalnjenje 'Sumatre'':

- Zvuk naBih redi nerazumljiv je, jer se
navikao na menjaski, novinarski, zveniéni
-smisao re&i, Davno Je Bergson odelio
psihololfiko vreme od fizilkog. 2Zato Jje
nafia metrika 1i¢na, sespirituslna,
maglovita, kKao melodija. Poku¥svamo da
nademo ritam svakog raspoloZenja, u duhu

nadeg Jezika, éidi Je izraz na stupnju
feljtonskih moguénosti. ‘
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The sound of our words is :

incomprehensible, for it has become used

to the gxchange, journalistiec, official

meaning of words. Long ago Bergson

separated psychological time from

physical. So ocur metrics are persocnal,

gpiritual, misty, like a melody. We are

. trying to find the rhythm of each mood,

in the spirit of our language, whose

‘expressive potential is no more than that

of Journsalism.
Crnjanski is here_counterinz'his eritics who complain
about the incomprehensibility of language in the work of
the young modernist generation. He counters by pointing
to the way in which words have lost their plasticity by
having imposed on them a rigidity which 1is advantageous
in the writing of newspaper articles, but 1is a
disadvantage in any form of writing which :equiraa
nuance and subtlety. His uge of the word "menjadki™ in
this context is a disparaging reference to the money markets,
and the way in which literature is a market commodity. He
1inks language with mood, and both of these to
psychological time as described by Bergson.

The influence of Bergson was felt widely at the
time, and gppead throughout Europe. In all there are
three references to Bergson in Crnjanski's writing: in
the essay quoted above; in Kod Hyperborejaca quoted in
Chapter One: and in the novel Dnevnik o Carnojeviéu
(32). It is not necessary to examine the whole of
Bergson's philosophy, but his research on time as a

paychological phenomeﬁon. which Crnjanski mentions

specifically, 1is significant for our study. For
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Bergson, as for Crnjanski, each moment 15 a unique
experience of thoughts, memories, and prerceptiona, which
will never be repeated again. Even when the same object
i8 the object of contemplation, the object is altered by .
our consciousnees because we have a memory of it. The
dynamic quality of consciousness in time is termea real
duration by Bergson. The moment for Crnjanski is
defined by the integration of peréeptions. emotions, ana
memories in a single state of consclousness. The
apprehension of that moment, and itz expression is the
prath to a sense of beiﬂc in the eternal present, with no
cémprehension of past and future. It is an expression
of a universal empathy, when the subject feele at peace
with the worlid, and feels at one with it. There 1ig a
direet and intuitive bbnd between self and world
realised in the moment. The moment is of unspecified
duration, but is charscterisged by a dominant mood and
feeling which give_its homogeneity.

Crnjanski'as notion of Qimultaneity ie at odds with
definitions of time which rely on emprical evidence, and
with rationalist explaﬁatiansrof-time. 15 the
rationalist’view of time, al;»events whethex»
paychological, the vaguest flicker of emotion, or
actions perfpﬁmed in the physical sense;_ha@a an order
in wnieﬁ ;hev occur, and have an exteneion in duration.

The progression from one to another indicates the ends

and beginnings of actione, separating them into units,
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thus providing units which can be isolatéd and measured.
To recognise the point of succession is to impose on the
chaos/of sengations, impressions, gnd actions in life an
order, which allows for the categorisation of
- experience, the distilling of experience, and the
utilisation of experience in memory.  However, with
hindeight thé significance of experience undergoes
transformation itself. The open-endedneses and
1ndeterminacykof the moment is its instability.
Crnjanski's sumatraist time keeps time as a system of
order and coherent struéture fluid. The ways of using
time to érder experience change in fbe course of time
itself. |

In Crnjanski's understanding of time the succession
and duration of actionﬁ are less significant than the
intensity of the moment. Ih this‘momant Crnjanski ana
"hie generation hoped to find fhe "rhvfhm of each mooda".
The experienée and éxprension of the mood reveals for
Crnjanski the only essence of being available to the
aubject.  The principle of simultaﬁeity in sumatraism is
the moment in which the subject becomes “aednak‘svoaoj
viastitod euBtini® ("equal to his own essence™ 33). It
opens the way to a particular knowledge of being and the
world in the very "dodir izmedu stvari i suitine"
("contaof’between object and essence" 34)., It

represents the aspect of sumatraiem which is the utopian

desire for intuitive knowledge of the self, apprehended
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in the "rhythm of each mooda'.

The focusg on the moment in the modernist view of
time has led many critics to aeser§ the rejection of
time in modernism and its emphasis on spatial concerns.
The lack of critical discussion on time in Crnjanski's
works supporte this view. Lunn‘remarks on time 1in
modexrniam zenerdllv:

In much modernist art, narrative or

temporal structure is weskened, or even
disappearse, in favour of an aesthetic

ordering basgsed on synchronicity, the
logiec of metaphor, or what is sometimes
referred to ag "“apatial form" (35).

Spatial form was the subject for analysis in Frank's

essay "Spatial Form in Modern Literature", where he

writes:

For modern literature, aé examplifieda by
such writers as T. 8. Ellot, Ezra Pound,

Marcel Proust, and James Joyce, is moving
in the direction of spatial form... All

these writers ideally intend the reader

to apprehend their work spatially, in a

moment of time, rather than as a

sequence (36).
In Crnjanski'e understanding, the moment'does have a
duration, but it is not a duration which can be messured
by the conventions of time. The moment is measured by
ite intensity and its homogenelty by the experiencing
subject. Furthermore, spatial form, like temporal form,
is only a pseudo-form in literature since it is the
repregentation of a fictional or imagined world which is

at the centre of a work of literature. In some genses

there is a gpatial form of the book itself, and the
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writing on the pages, and the reading of the text has a
temporal duration, but these are not the objects of
literary analysis.

The debate over the difference between spatial and
temporal orientation represents two different ways of
thinking about experience and its perception, as
described by Engelberg:

Space permits subdect-obdeét separation,
interplay between mind and perceived
reality; Time appropriates object into
subject and makes reality a product of
‘what Bergson called the "creative
evolution” of the mina (37).

In his sumatraism Crnjanski comes closest to descridbing

a view of time as the unity of subject and reality.

This view denies that time is:

The medium in which people grow,
individually and collectively: hopes and
ambitione come to fruition or are
dismayed. Eventsg mark the critical point:
of change. Individual development is

regarded as of general human importance, .

and considered logical in form: laws of

paychological cause and effect, of

interaction between character and

circumstantial environment, are in

operation (38).
This is a description of social time, which is open to
the loglic of rational investigationi in other words,
when subjgct and object are separateq. Time 18 seen
only as the passing of events, each one marking a stage
in the development of some larger design. The Qpacific'
can be measured against the general and evaluated by

reference to it. Time 1is here linkeda to values, but

they are the values gained from careful evaluation of
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cause and effect, very different from Crnﬁanski'e
sumatraist views. The logic of chronology as
ever-extending linear expanaion formed by segquencesg of
cause and effect is qQquestioned anad subverted by him.
Time 1is regarded ;s an experience which has an unstable
and shifting form measured only by the intensity of the
moment.

The emphasis on simultaneity as the model of
gignificant time in Crnjanski's work corresponds to the
'ceneral interest in contemporary Bergsonian theories of
psychological time ana fhe moment. 'Thare»have been
other ways of conceiving of and describing the
experience of time in modernism. In Crnjanski's
sumatraist outlook the principle of rhythm comes closegt
to the view of time as‘return or recurrence. D. H.
Lawrence described the cyeclic time of primitive tribes
in Apocalypse and adds that "our idea of time as a
continuity in an eternal straight line has crippled our
consciousness cruelly" (39).“ Lawrence's preference for
cyelie time has been reinforced by critice who have
recognised a more general preference for such temporal
models in moderniem, such as Lunnt

Cyeclical or mythical recurrence ie
frequently viewed as a deeper reality
than the asurfaces disclosed in temporally
unfolding historical events, the frame of
reference which ie so prominent in the.
%:E??ature of nineteenth-century realism

Josipovici noted the preference for a model of time
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which he described as a spiral:

I am not sguggesting, however, that the

way of the spiral, the way of turn and

return, is necessarily an anance on the

way of fragmentation. Both modes, (is

mode the right word? But what is the

right word?) are responsegs to the deep

digsatisfaction felt with linesar forms by

modern writers, painters and composers

(ul)a
The "“"way of turn and return" which he highlights as part
of the spiral is also a cyeclic view of time, which he
counters to the fragmentation of isolated moments.
Lawrence, Lunn, and Josipovici have commented on models
of time which are cyclic. However, they each differ in
thelr precise rendering of the model's significance.
Lawrence's reference to the cycle of time as a primitive
model is evidence of a different concern from Lunn's
literary reference. Jogipovicl suggests a more complex
view of the cycles of time in hies "way of turn and
return®..

Rhythm is a word which occurs in both Crnjanski's
early essays, but has received far legs critical
attention. It aisappears from his later writings., but
1f due consideration is not given to its meaning and its
continuation in his later works, then the significance
of simultaneity becomes distorted, The principle of
gimultaneity logesg the harmony of the moment, as each
moment becomee isolated and fragmented. The principle

of rhythm 18 the dynamic force which links. together

moments, not in a progressive and historical
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temporality, but by stressing thé moment.of-chanze from
one moment to the next. When sbeaking.df rhythm
crnjanskdi refefs to mood and psychological state, as
Qhen he refers t§ simulféneity. In “"ObhjaBnjenje
'Sumatre'" he comments‘that'he is in search of "“ritam
svakog raspoloZenja" ("the rhythm of each mood").
ﬁowever.~1t ig in his essay ""Za sBlobodni atinh" iﬁ which
he’fécuses on rhythm and 1ts meanines and implications
both for the literary text and for time:

Samo je neobavesitenost i1 neznanje krivo
Bto se globodni stih smatra prozom. Nije

" ritam ono #Bto &ini pesmu pesmom 1 nije
ritam samo dobovanie dvanaesterca.
Precenjivanje forme, koje Je tako Zesto
od Renesansa naovamo, #kodilo Jje najvile
razvitku novih forama. A to Je Bteata.
Pro#lost lirike Jje: improvizacija.
-Najvigi stepen njen je kitajska 114
‘Japanska lirike, gde se u jednom cvetu,
111 u tragu po snegu draganovih stopa,
ogeti vednost kao u treperenju malih
zvezda. :

Only uninformeda and ignorant opinion is
to blame for considering free verse
prose. Rhythm ie not that which makes a
poem and rhythm is not just the beat of
the twelve-syllable line. The
overemphasis on form, which has been so
frequent from the Renalegsance to today,
hag done most damage to the evolution of
new forms. .And that ia8 a shame. The
past of the lyric ist improvisation. Ite
greatest degree is the Chinege or :
Japanese lyric, where in a single flower,
or in the dragon's footsteps acrogs the
snow, eternity ie felt as in the
twinkling of little stars.

Ag with hie principle of simultaneity, Crndanski
associates rhythm with literary form, and with more than

literary form which is always linked to life itself. In
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the above quotatiop he emphasises two fe#tures of the
lyriec: "1mprovisation" and “eternity". The& are labels
which indicate temporal relations. Improvisation is the
attempt to posit somekhinz new. Although the novelty of
the result‘may well»be‘conceived of in an historical
framework with our memory‘of previous models and
patterns, it répreeents a potential origin. Eternity
has no beziﬂnine nor end available to cqnception and
mind. Rhythm mediates between these two poles,

Eternify ig a goal which cannot be attained, but ite
relationship to the poténtia; ofigin offered in each new
moment gives a sense of stability within continual
vcﬁanze. Crnjanski's view of cyclic fime is one which is
regenerative, in that the beginnings and ends of cycies
are not returns to the same point, but returns to the
gearch for origin and regolution. As such they are
returns to the search for a form of salvétion.

In many ways the principle of rhythm is
complementar& to the pﬁincipie of gimultaneity. 3e
links rﬁythm té thought, feeling, and word:

Ritam jJe u miegli 1 u éeeéadu./ On je kao
l1jubavni Bapat kad svaka re& ima svold
dah,: svoju boju, svoje trajanje.
Rhythm i8 in thought and in feeling. It
is like a lover's whisper when each word
hag ite own breath, its own colour, 1its
own duration.
Ana, as witﬁ‘simultaneify. rhythm isolatesra‘sense of

the individual's essential being in what Crnjanski terms

the "soul':
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Moderna umetniZka lirika se &ita. Ona Je
sublimno uZivanje i slobodni stih, sa
gvojim ritmom polusna, sasvim vezanim za
ritam migli, kod svakog novog
raspoloZfenja nov, fluidan, bez dobovanja
okovanog ritma, vrhunac Jje izraza. Oon
odbacuje sve i ostavlija duSu samu.

The modern artigtic lyric is to be read.
It is a sublime pleasure and free verse,
-with its rhythm of half-dream, is
absgsolutely linked to the rhythm of
thought, with each new mood comeg & new,
fluid peak of expresgion, without the
drumbeat of a fettered rhythm, It
rejects everything and the soul is left
to itself.

However, rhythm differs from simultaneity in that the
latter focuses on the homogeneity of the moment as the
time in which the essence of being 18 manifested, while
_ rhythm occurs and recurs between origin and resolution.
Simultaneity expresses a sense of harmony and wholeness,
but rhythm focuses on‘fhe point of tranaformation from
one moment to another:

Slobodni ritam Jje pravi, lirski ritam

neposredan, vezan za ragpolofenje. On Je

seizmografeki tadasn ritam duBevnih

potresa. U lirici je ta neposrednost

najdragocenija. Red&di 1 izraszi dobili su

novu boju.

Free rhythm is the true, lyrical rhythm

immediate, linked to mood. It is the

seismographically precisge rhythm of

spiritual quakes. In the lyric that

immediacy 1is most dear. Words and

- expressions receive new colour.

However, the immediacy of rhythm differs from that of
simultaneity. It is not the cosmic harmony in which
everything flows together, but is linked to Quakes and

changes, 1t ig a vital process. The immediscy of rhythm
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ie felt in the link between the ideal origin and
resolution. Vudkovié, describes it as "ritam disanja 1
pulgiranda. a n; ghema" (ﬁtha rhythm’of breathing and
pulsatinz; and not a design® 42). ‘Rhythm has no pattern
by which to measure the progression of change, but like
eimultaneity 1is an inner experience. The changes which
occur in an individual's l1ife cannot be definedq in
advane, and Crnjanski repeats in his commentaries and in
his novel Drugarkn;iga.seoba that what happens in life
occursg according to "sludaj" ("chance" 43). Crnjanski's
principle of rhythm indicates an apprehension of the
"quakea'™ as they occur. It is not the.experience of the
momént itself. But wh#t Kermode terms kairos as "a
poiﬁt,in time filled with significance, charged with a
meaning derived from its relation to its enda™ (4i4).’

By combining the principles of simultaneity anda
rhythm ffom Crnaanéki's two early essays we can see how
‘they reflect each other, and how they clarify each
other. He privileges simultaneity as an experienée of
the moment, at the same time as he announces the
dramatic change takihz place in Bensibility. However,
his view of simultaneity doe§ not allow for change. On
tﬁe other hand.'chanze and diversity is celebrated in
rhythm botﬁ in terms of form and what the rhythm of free
versé can express, when Crnjanski remarks in his easay
"Za slobodni stih" fhat "Zaloet 1 rados; primamo u istom

ritmu" ("we accept sadness and happiness in the same
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rhythm"). Later in the same essay, he writes:

Ritam doZivlijava duboku obnovu. To znaju

oni koji su pratili borbu Debussy-jevu.

On ogtavlja fonetildan fiz;éki red 1

prelazi u psihié&ki zakon. Svaki sadrZal

ima gvoJj ritam.

Rhythm is undergoing a profound revival.

This is known by thosme who have followed

Debugsy's struggle. He abandoned a

phonetic, physical order and crossed over

into psychic law. Every content has its

own rhythm.
As every content has itsg own rhythm, the effect of these
twin principles produces an historically more vital view
of time and history. It reinstates gnother form of
historical thinking, which Lunn regards as lost in
modernism's understanding of time and temporal processes
(4s). crnjanski's view does not deny relationships of
succession gnd duration in time, but it does deny any
progregsive or mechanistic approach, The history of the
social world and the self are constantly developing, and
interacting. Simultaneity and rhythm, taken together,
offer a link between the qxperienees of intransience and
transience. Spender considere this search for fha
egsence of self amidst the fragmentation of change to be
a search for wholeneegs characteristic of moderniem's
"eonfrontation of the past with present" (46).
Crnjanski's own essays of the 19208 reveal a similar
development in hiz response to the war, the rejection of
former valuea, and his later attitudes towards

Romanticisnm. Time i & system for the organisation of

experience, but 1t i1s not an a _priori model. Time i=s
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itself under conetant creation, modulated by the twin
principles of simultaneity and rhy@pm. Simultaneity ana
rhythm are principles which have transcendental,
psychological, ontological, and historical significance,
but they are not reducible to any one of these
categories.

6rn3ansk1's views on time are typical of the
modernist understanding of time; but more importantly
they are also aspects of his sumatraist style. Since
the origin of sumatraism itself is s literary reference,
an¢ e;npe he advocatedva close 1link between language and
’the content of ekperiénoe. we must examine his use of
language in relation to time. Language is not only
vocabulary and évntax, but alego literary form and style.
It is the broader context of the materials at a
novelist's disposal. As a novelist Crnjanski orders his
material in waye which réflects the principle of
simultaneity and the rhythm of a form of cyclic time.
In his novels much of what happens ig filtered through
the conscioﬁsnese of characters, or related directly by
narrators. It is, therefore, only posesible to give a
full account of his use of language and narrative
gtructures in relation to thé different narrating
voices. In part, it is through the multiplicity of

dlfferent voices that hisg material achieves its temporal

[t

complexity.v
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CHAPTER THREE

THE EARLY NOVELS:

TIME, LANGUAGE AND NARRATIVE STRUCTURE

Dnevnik o Carnocjeviéu

From the appearance of Dnevnik o Carnojeviéu
Crndgnskifs use of language aroused controversy. Some,
who had little sympafhy for the sesgsthetics and aims of
the post—war moderniasts, considered his style confused.
Others reéoznised in his style something unique which
linked modern Serbian literature to contemporary
European trends. Svetovskl commented on Crnjanski's
first novel:

Ovo Jje lirika same. Sentimentalna muzika
puna podseéanja; nesto Bto naliZi na onu

Debisijevu simfoniju &to podinje sa le
matin d'un Jour de fete (1).

It ig a lyric itself. Sentimental music
full of reminiscence; something which
resembles the symphony by Debussy which
begine with le matin d'un Jjour de fete.

Another critic wrote:

Svodim li&nim tonom, kolJi odaje vise
peenika no romansijera, ova velika prida
‘bez dogadaja potseéa mhogo puta na
ogetljiivog, kapriznog Hamsuna (2).

By its lyrical tone, which betrays more a
poet than a novellst, thls great story
without any events reminds one many times
of the gensgiltive, capricicus Hamsun.
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Crnjanski's lyricism was his originality, a byword for
innovation and excitement in literature. His other
prose works of this period are written with the same eye

to experimentation in prose sgstyle and exotic themes

(3).

It was also recognised that Crnjanski's novel
introduced a new type of narrative structure in which
the events of the novel are organised in a different way

from previous practice:

Dogadajl se - a to su uvek samo unutarngi
dofivlijaldi glavnog lica - redaaju preko
reda, upliéu se jedan u drugl bez veze,
kao po nekoj &udnod asocijaciji, slivaju
se naglo 1 preko jedan u drugili kao slike
bolesnog sna kao oblici oblaka koje goni
vetar (4).

The events - and they are always only the .
internal experiences of the main
.character - are arranged contrary to

thelr order, are woven 1lnto one another
without a connection, as if by some
strange association, they flow suddenly
.one into the other, like pictures in a
morbid dream, like the shapes of clouds
chased by the wind. ’

The choice of the critic's words, "veza", "slivaju se",
echo Crnjansgki's own vocabulary from hies esasay
"Obje&njenje 'Sumatre'". A more recent critic has taken
a8 similar view on the structure of the novel, but
expressed herself differently:

Struktura Dnevnika Je gradens na

principima sasvim razliditim od principa

na kojim se gradi struktura klasidnog

romana - nema hronoloBkeog lzlaganja

dogadaja sa jasno ocrtanom fabulom koja

ima svold Jedinstven tok, veé se ostvaruje

poetsko pripovedania u kome se preplidéu
razlidite vremenske ravni, razlisiti
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tokovi zbivanja i seéanja, razliditi
nivoi asocijativnog itd (5).

The structure of Dnevnilik i1s built on
principles completely different from the
principles on which the structure of the

classical novel 18 built - there is no
chronclogical exposition of events with a

clearly drawn plot which has its unitary

flow, rather a poetic narration is

created in which are interwoven different

temporal planes, different currents of

actlion and memory, different levels of

aasgocliation etc.
Critical opinion on Crnjangki's first novel hag remained
consistent in its emphasis on the author's use of
~ language, and nafrafive stfucture.

The diary is wriften by a soldier who returns homé

-from the Firstwafld War. Hé has dim héméries of his
fafher. th died while he wés still =a child.‘andAmore
recent memcriés of his méther and widér famlily circle.
He outlines certéin evehté which punctﬁéte his growing
ub. suéh.aé his first 1ové affalr, and his days és.a.
sfhdent.in Vienna, which are interrupted'by tﬁe outbreak
of Qar whén he 1s conscripted info the armieé of the
Habsburz Empire. During fhe'hoétilities ﬁe'contracts
tgberculosis‘éﬁd iz sent tb.a hospital‘éway fromvthe
front line. His 1illiness throws him into aiternafinz
bouts of feverieh ahzuish and‘relétivély célm moménts
when he feels mentélly composed. While 1n‘hos§ital he
hag an gffair‘with one of the Ppliéh hurses. which
finishes on his discharge. When able to tfavel}'he is

sent homé. where he finde his mother dying. She dies

shortly after his érrival. whereupon people around him
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péésuade him of the need to find a wife.. He marries a
local girl, Maca, but theifvrelationship turns sour and
they are living apart at the time of writing. He also
makes numerous references to Serban history,
particularly the Battle of Kosovo and Tsar DuZan.
HdweVer. he writes with no regard for chronological
gequence and in the diary hefmékes frequent leaps in
time to his ce¢hildhood, back to the war, fo the present,
and includes another character, . >¥=;4F~ The diary
opens amidst the chaos of war, and then moves back in
fime to desgcribe memories of his chlldhood. The dilarist
returns to his time in the war again, only to Jump
forward in time to his arrival home, the death of his
mother and unsuccessful ﬁarriaee to Maca. Following
these unhappy memories, he writes about the war once
more and includes his stay in hospital and his affair
with the Polish nurse. From then his meﬁorv avolds the

war years, and he delivers a long embedded narrative

about his dream ofyhis friend the sailor. Following
this, the diarist recounts memories of his first sexual
experience wﬁile on holiday one gpring before the war.
He then writes about hig Jjourney home from the war
before finally Jumping forﬁard to thé present and the

time of writing his memories.

The chaotic presentation of his memories heightens
the impression he gives of his feverish state while in

hogspital and implies that even now his consciocusness is
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A nm e

disturbed. It is expected that 1n a diary events are
presented in a linear progression, but in this diary the
events do not develop progressively. The action of the

diary is not the central interest of the diarist. The

-

eplisodes which he relates provide the context for the
diary's éonfegsicnal fone as the diarist attempts to
come to terms with his presént éxigtence.. The second
unusual factor of this diary is in the title which
announces that it is "about" someone, rather than "of"
someone. The impression of the diarist's disturbed
congcliousness is feinforced by the episode involyinz
tﬂg,ﬁaHOJ% gsince 1t is introduced and concluded as 1if
the events of a dream during his stay in hospital.

At the beginning of the novel there is one
reference to indicate when the diary is written:

I volim svo] 2ivot Zarju, kojJu sam osetio
lane, kad sam se vraéao iz onih blatnih,
mladih, poljadkih &uma, gde su onoliki
ostall poderani 1 krvavi, asa razlupanim
delom. I pun uspomena, Ja ih piZem
ponosno, Kao Kazanova za one, koji su
gorell u poZaru 2ivota, 1 kodi su sasvim
razodarani (6).

And I love my life with the enchantment
which I felt last year, when I was
returning from the muddy, young, Polish
forests, where so many have remained
ragged and bloody, with broken heads.
And full of memories, I am writing them
proudly, like Casanova for those who
burnt in the fire of l1life, and who are
completely disillusioned.

The diarist is writing his memories for those who were

destroyed by the war. There are those who died on the

battlefield, and those, like himself, who have come home
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to find themselves alienated from friéhds and family who
have nof shared the experience of the war. The diarist
writge. "Voinik sam, o, niko ne zna, Bta to znadi" ("I
am s soldier, oh, no-one knowg what that meané" 7).
Other than the reference to "last year" on the first
-page, thefe is no othér indication of when the diafy was
written. Since his return home his mother has died, anda
he has married and separated from Maca.

* There 1s nothing to say if the diary was written
with long intervals ér time between the separate |
entries, or over wh#f period of time it was written. It
is not dividad into dated entries, but into a series of
‘episodes taken frém memch. The episodes are divided in
thé,text by blank 1iﬁes. Sometimes the blank lines
1n¢1cafe a‘chanze in subject and a Jump in time, for
gxampleithe dump‘fromvchildhood to war (8), from his
, unhapﬁy @arfiaze to hig stay in hospital anda
relationship with the nurse (9). Sometimes the Jump in
'tiﬁe 18 from a memory to his precccupation with writihz
his diary.‘for exaﬁple one episode concerning the war ie
'vfollowed'by another which opens "Kome Ja ovo piliem?"
("Who am I writng this for?" 10). At other:timea. the
bléhkvlinés indicate ;hat the following episode is a
progression from what has just been related. There 1is a
group of episodes which refer to thé diarist's membry of
his firet loye. framed at beginning and end by the words

"U primorju je sad proleée" ("On the coast it is now
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spring'" 11). In those pages the diarist charts the
progress of his memory, recounting in separaté entries
different incidents within the larger event. When
separate entries form paré of a lérzer event fhey are
sometimes marked by changes iq the tone of narration.
For‘example. returning home from the war the diarist
describes his feelings as he arrives, and the episode is
dominated by verbs in the first person: "u zoru sam
would . ‘
gtizao" (“Ixarrive at dawn"): "Ja vidim" ("I can see");
"Ja uéutim" ("I fall silent"). The following entry
focuses on the reactions of his family: "Dodekuju me 1
plagdu. Mati mi umire., Odvode me u kuéu nepoznatu. Ne
dadu majci. Tetke me grle i pladu" ("They greet me and
weep. My mother 1is dying. They take me off to a
strange house. They don't let me see my mother. My
aunts embrace me and weep" 12).

The omission of dates and the frequent changes from
one memory to another contribute to what Miodrag
Petrovié describes as "vreﬁénaka neodredenost"
("temporal imprecision" 13), in which time appears to
provide no order for events in the diary. Petrovié is
somewhat critical of this feature of Crnjanski's novel.
However, although the unity of events does not rely on
thelr succession and duration in time, they do not
appear randomly. The diarist assembles his own temporal
scheme. The succession of memories is based on the

associations which they hold for him in the moment of
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writing, and their duration is measured by the emotional
intengity which he feels. Hils return to the moment of
writing reveals the duslity of time in hies diary between
the time of writing, and the time of the event recalled,
between now and nhot-now. His attempts to come to terms
with certain issues become avgnues of eséape from the
reality of the present. Thus, the succession and
duration of eventsg in the diary reflect the diarist's
inner desires.

’The'temporal duality of the diary 1ig founded on the -
distincficn between'fhe fime 6f writing and the time of
the eventé és récéunted froﬁ’his‘ﬁemoryf Thg style in
which the-w§rk 15 Qrittenbis one in whiéh‘acticn is
minimised and the presence ©f the diarist is maximised.

The characteristic feature of Crnjanski's sentence

structuré in Qnevn1k>0'Carnd§e§iéu is‘hiér
fragmentation and disfupticn 6£ syntacticinorms. There
are five types of disruption whicﬁ‘Crndansxi brings to
his text: short sentences ﬁith few causal eonngctives:
paratactic~constructions: gentences in which the normal
hierarchy of elements ig dierupted; repetitions: and the
omission of main verbs. Although such disruptions qf
the norm are not in themselves errors, it le their
frequency and cumulative effeét which.reinforce the
impresslon'oé té&po?al-diffusian. éhorf'sentences do
not transzf?ss thé/normélof syntax; but they produce a

s8taccato effect. More significantly, in this text,
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Crndénski tends to make a series of sghort gtatements in
which their causal or sequential succession is

uncertain:

Radulovié mi Je doneo dvopeka. Dirali
emo neke prljave Zene i kupovalili smo
dokalade. Iz Zlogova smo donell pune
torbe Jela. Na trgu Je bilo nekoliko
obegenih Rusina. Na glavnom putu smo
dobill tri teBke granate. Blilo Je veé
deosta mrtvih, Navikli smo se (14).

Radulovié brought me some biscuits. We
touched some tainted women and we bought
some chocolate. From Zlogov we brought
full bags of food. On the square there
were sgeveral Ruthenians strung up. on
the main road we were bombed with three
heavy grenades. There were already many
dead. We were used to it.

LeZim, a modi prozoril su Zute boie. I, .
kukavan 1 bolestan, Ja vidim kako iz
mradnih podrumskih prozora viri zima. A
ovo Zuto liZée puno snega prati me veéd
tri godine 1 pada mi na grudi i ubija me.
LeZim 1 vidim ssmo drvede kroz prozor.
Razgovaramo. Li%kée mi nijiBe zbogom i
pada. A zar nije ljubav samo liZée?
(15). »

I am lying down, and my windows are
yellow. . And, cowardly and ill, I can see
the winter peering in from the dark
cellar windows. And these yellow leaves
full of snow have been following me for
three years and falling on my chest and
killing me. I am lying down and I can
see only the trees through the window.
We talk, The leaveg are swinging their
farewells and falling. And isn't love
Just leaves?

Da, @elfam se. U primorju Jje sad proleée.
A Ja leZim 1 &itam novine 1 gledam ,
dZakuljice pune snega ha grudima. Citem
novine 1 sefam se. Vojnik sam, niko i
nifta nisam i sve 2to se deslilo ne
razumem. Po Petrogradu lopl krv.  Maksim
Gorki zove Bve jadnike kuél a u PeZti u
sabornici sedi baron Rajadié bled 1
podrugliivo nasmejan. A oko njega skadu
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1 vidu: "Izdajice, izdajice." Ja spustam
novine i1 gledam u mutne krovove. Vidim
gnefne poljane. A na Jadranu ide sad
proleée po vodi od otoka do otoka. Po
krovovima pada neka Zuta tama zoronm,
topla, blaga, sdjajna (16).

Yes, 1 remember. On the coast it is8 now
spring. And I am lying down and reading
the newspaper and looking at the small
bage full of snow clutched at our chests.
I am reading the newspaper and
remembering. I am a soldier, I am no-one
and nothing and everything which has
happened I don't understand. Blood 1is
epilt in Petrograd. Maxim Gorky is
calling the wretched souls home and in
the parliament at Peat sits Baron
Raja¢ié, pale and ridiculed. And around
him they Jump and shout "Traitor,
traitor.”" I put the newspaper down and
stare at the hazy roofs. I can see the
snowy fields. And on the Adriatic spring

is now moving across the water from
igland to island. A yellow gloom at

dawn, warm, mild, shining, falls across
the roofses. -
The diary confains man& such passages 1in which certain
detalle appear in rapid succession: "we touched some
tainted women and we bought some chocolate"; ".,.and my
windows are yellow"; "on the ccast it is now spring".
Sueh details contribute t6>the depiction of the
diarist's mood, and'sometimea disrupt the passage
between the time of writine'ahd the time.of the events,
since it is not always clear fo which time scheme they
belong. In other‘wofds. fhey disrupt the.sequence of
actione. They reinforce the conciusion that the "diary
is not ;ﬁe clear accoﬁntvof an individual destiny, but

largely that of a mood" (17). Whether the diary is the

atatement of a single mood with its own internal
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cohereneé. or the ekpreseion of chaneihz moods will
determine whether the dlary is an expression of
sumatraism's simultaneity or rhythm, The ubiqguitous
connectives "i" and "a" minimise logical and causal
connections between the statements. Action is thus
presented with."maksimalna izolovanost" ("maximum
isolation" 18) in hermetic unite, with no indication of
progression from one to the next.

The paratéctic and inverted sentence sgtructures,
and the repetition of similar lexlcal or syntactic
elements tend to prodﬁce a similar effectbin which
action is minimieed. The main verb in a sentence traces
lthe forward movement of action into the future, but in
many sentences the main verb is displaced, so that time
as the index of change is arrested.

. Paratactie structures:

TraZim dah, izgubio sam ga negde u
li8cu (19) (inestead of "koji sam...").

I am trying to get my breath, I lost it
somewhere in the leaves. :

"Budim se zorom i1 &itam Dantea. KaZu,
tako treba (p66) (instead of "kaZu
da...").

-1 wake at dawn and read Dante. They say,
- a8 one shoulad.

Seéam se, seéam aé. tada mi Jje majka bila
prvi put teBko bolna (p68) (1nstead of
"sefam se da..."%).

I remember, I remember, that was when my
mother was sgeriously 111 the first time.

Dieplaced elements of sentence:
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O tod Je slicli mudeél se dugo pridala 1
molila me je da Jje erim uvek na mom
stolu (p28). '

About that picture in great torment for a
long time she spoke and asked me to keep

it always on my table.

Ja sam umoran, sav podbuoc i slab odlazio
i vraéao .se, a ona me Jje d&ekala i griila
me JoB sa vrata (pl2). .

" Tired, all bloated, and weak, I would leave
and return, and ghe would wailt for me and
embrace me while atill at the door.

Bio je negde na boJi&tu sudija (pi43).

He wias somewhere on the battlefield a
Judge.

Stajao sam 1 gledao u taj pun snega grad
(pas).

I was standing and looking at the full of
snow town. '

KiZa, ona straBna poljska, padala Jje
vederom, a po hodnicima su lutale,
lupajuél Btakama, senke kKoje su pljuvale
krv (plé6).

Rain, that terrible Polish kind, fell in
the evening$, and along the corridors
wandered, hitting out with their
crutches, shadows who were spitting
blood. :

Repetitions: -

Ona mi mnogo govori o njenom (gice)
sindidéu. Mi mnogo govorimo o njenom
gin&iéu (plb).

She'speaks to me a great desal about her
little son. We speak a great deal about
her little son.

OtiBaoc bih nekud daleko i ne bih se

osvrnuo. Otifaoc bih nekuda u Zuto
1i3¢ée... (p48).
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I would go off somewhere far away and I
would not turn back. I would go off
somewhere into the yellow leaves...

One me Je zagrlila odmah. Ona Je lepiZa
sad. Ona Jje sad puna tame, Ona ima
nedeg bolesna Bto pre nijJe imala, nedeg
Sto se doblja od stida (pld9).

She embraced me immediately. She 1is more
beautiful now. She is now full of
darkness, She has something 111 about
her which she did not 'have before,
something which one geta from shame.

Bili smo smeZni, i mladi. ah tako mladi
(p51). ‘

We were absurd, and young, oh 80 young.
"Noéi su ledene i zvezdane. Ostavljaiju
otvorene prozore, KaZu led 1 zvezde é&e
mi izleiti pluéa (p65).

The nights are icy and starry. They
leave the windows open. They say the ice
and the stars will cure my lungs.

U starim mrtvim reZima volim moju
sudbinu, u oblacima misao mog stoleéa a u
ogmehu mome skamenjenu shagu roda mog
(p65).

In the 0ld dead words I love my fate, in

the clouds the thought of my age and in
my smile the petrifigd strength of my

people . . |
Radoje Simié discusées many similar points, with the
intention of establishing the continuity of Crnjaneki's
style in hia foub major novels. His approach 1is
degcriptive of the linguistic patterns in Crnjanski‘'s
sentence structures rather than interpretative.
However, he comes to c§rta1n general conclusions about

Dnevnik o Carncjeviéu whiech help to reinforce the

point of our analysis: principally, the static nature of
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action, the focus'on particular motifs; and the tendency
for lanzuazeAto imitate patterns of speech or dialogue
rather than the conventions of writfen prose (20).

The étatic nature of the action is particularly
evident in those sentences where the main verb is
-omitted. Siznificantly. the f;rst sentence which states
the mood of resignation dominating the text contains no
verb, "Jesen, i Zivot bez smisla" ("Autumn, and life
without meaning"™ 21). The same sentiment is repeated
later when the diarist writes '"Da jesen Je. Opet Zivot
bez smisla" ("Yes it is autumn. Again life without
meaning" 22). Other sentences also contain no verb, as
‘in "Bilo je Juna (gic). Veseo dan. Vidovdan'" ("It was
in June., A happy day. St Vitus' Day"™ 23). The effect
of sucﬁ'sentences ia compounded by others in which the
main verb of one sentence 1s used to govern the one
following. For example, the diarist writes "Kome ja ovo
vpiéem? Mladiéima, mom sinu bledom i napaéenom™ ("Who am
I writing this for? . For yéunz men, for my gon pale and
exhausted" 24) and:

Hoéu da Vam pridam, .

_ O jednom &coveku, kojeg ne mogu da
zaboravim, i1 koji mi besie viZe nego brat.
Jedan Jjedini Zovek. Jedan mladié u svetu
(25).

I want to tell you. :

B About & man, whom I cannot
forget, and who was more to me than a
brother. The one and only man., The only

young man in the world.

Such sentences emphasise the retardation of action, and
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'with i1t the passing of time., Time is compressed and
alternates only between the now of writing and the
not-now of times past remembered by the diarist. There
is an uncertain wavering between the two times. The two
times are connected by the presence of the diarist. His
presence ig highlighted by the ¢ral tone of delivery
implicit in the disruption of the conventions of the
written language. For example, the omiséion of main
verbs is more characteristic of speech than writing,
underlining the presence of the diarist.

Sometimes the repetitions of lexical items in the
same or different syntactic formationa are separated by
oﬁe or more paragraphs. Questions concerning the
direction anad worth of hié own life and existence in
general occur to him and he writes "Ko zna #ta Jje
Z2ivot... Ko zna Bta je Zivot" ("Who knows what life
is... Who knows what life 18" 26). These Questions are
repeated on the following page in a slightly different
formula, " 2ivot? Ko zna Bta je to" ("Life? Who Knows
what it Is"). -Kalezlé remarked that such repetitions
apbear with various gaps "poslije nekocliko redaka, Zefide
poslije nekoliko stranica, a ima 1 sluZajevs kad se
pretapaju i poslije veéih odlomaka"™ ("after eseveral
lines, more frequently after several pages, and there
are 1nat;cha‘when they ﬂM'Athvh following even longer

extracts"™ 27). Such repetitions function as motifs in

the text. There is2 frequent mention of the word "leZim"
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("I am lying down"), usually associated with "prozor"
("wiﬂdow") through which the diarist can see roofs.v
trees and the approach of dawn, and of "Jjesen"
(“"autumn"). They sometimes refer to the time when he
wag in hospital and sometimes to times when at home
writing hia‘diary. They hold in commonkan-expressién of
passivity and resignation, which link the temporally
disparate episodes. Their meanings #nd a;znificance are
enclosed within the consciousness or sub-consciousness
of the diarist himself.

Some of the more frequent motifa'occﬁr in the first
few pages of the diary and are repeated in the last few
pages. The motif "slike cara DuBana" ("pictures of Tsar
DuZan") occurs in connection with home, family, and the
nation, "“bele rukavice'" ("white gloves'") in connection
with his mother or himself, "seobe/gseliti se"
("emieratiqn/to,emizrate") in connection with his
family, nation, and his own experiences of travel away
to war and return home, "prazne crkve" and "zvonﬁ
("empty churches' and "be£ﬁ¥¥g§§;.reminders of home.
Their repetition both at beginning and end of the diary
give the impression that the mood beilng expresszed does
not change gubstantially, and signals the close of the
diary, which 1s otherwise an intrisically open-endea
genre. Aithouzh the different epilisodes which he relates
are expressions of different degrees of happiness,

sadness, resignation, there is a tendency for him to
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return to.dwell on the same preoccupations.

The motifs and repetitions in the text provide a
level of coherence above that of.the action. Time in
the text is not measured by the diarist's progression
from one action to another. In fact, on the linguistie
- and narrative level the link between action and time is
disrupted, and reformulated in relation to the diarist.
The important temporal relatioﬂship is between the time
of writing and the disparate timee recalled in memory.
The relationship ﬁetweén the time of events-and the t1m§'
of their narratién 1§ also a distinctive‘featﬁre in the

orsahisation of material in the two later novels, Druga

kh;iga seoba and Roman ¢© Londonu. Although it does

rlay a part in th§ second novel, SeobeQ there are

other distinctive features associated with this novel.
.Given that the orzanisation of the temporal scheme
in the diary 1is the product of the diarist's own
consciouenesgs and his act of writinc. we can leoclate a
group of siznificant phrases which recur in the text.
The firet is a comment on the pasaaze.of tiﬁe. "Sve to
nije vazno. Jer Je pro!ld" ("All that ie not 1mbortant.
for 1t has pessed" 28). repeated a few pazeé later as,
"Sve 59 to davno pro#lo i sve mi se &ini tako emeZno"
("All that passed 1§nz ago and everything s#ems o
absﬁrd ;o me" 29). The comment that what has passed is

unimportant or absurd is a psychological defence which

relegates events over which the diarist has lost control

120



CHAPTER THREE

to the insignificant. The confessionai tone of the
dlary becomes a way of avoidinz action, since what has
happened cannot be changed, and whatever action is taken
in the present will itself be consigned to the past and
forgotten: “ja bih zaboravio sav svo] zivot. kodi mi se
¢inio 1 smesian 1 lua®™ ("I ﬁould forget my whole life,
which seems to mé both absurd and mad" 30); "eve &e to
proéi"‘("all that will pases"™ 31); "sve &e to proéi 1 sve
ée se-to zaboravifi" ("#11 that will pass and all that
wiil be forgotten" 32):.and on the final page "KaZu, dve
tri zédine i sve éemoﬂzaboraviti" ("They say, we shall
forget eerythiﬁc'in twé or three years" 33). |

| in his assertion that all.action ié uselesé the
diarist rélates thé-endleeé trahaience of time to a'
ﬁoral sphere commentinm. "Da, Jesen dé. opet Zivot bez
emigla. Sve to ne zavisi od mene ni od nje" ("Yes, it
is aufumn. Again life without gense. All that does not
depeﬁd on me of on her" 34). Here the diarist is
refeﬁriné to his éourtahip“of Maca. .The comment that
“life dées ﬁot depeﬁ&-on th§ individuais 1hvoivsd is a
consequénce of his submiséion of all action to the
transience ofbtiméa evident in such phrases as "Zivot se
ne menda;‘ On prolazi"® ("Lifa does not change. .It
passes by" 35). Passivit} anda resiznation remain s&s his
only poéitive responses. The dlarist goes a step
further in his more>frequent comment that he no longer

knowsg what 18 good and what is bad. He denies not only
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the validity of action, but alsc the moral Judgement
which underpins the choice of action: "I niita me viZe
ne vezuje ni za débro ni za zlo" ("And nothing éonnects
me any longer with good or with evil" 36);: "Ne znam viEe
B8ta Je dobro, a Bta zlo" ("I no longer Know what is
. good, and what evil" 37). The nature of time as felt
and expressed by the diarist resulte in his loss of will
to act, thus reinforcing the impression that time 1is a
paychological éategorv. |

']The disrist doeeg not see hile life and future as
completely hopeless;. However, the bettervfimes w;ll
only come in a future age after he has gone: "Ja vidim
.da ée doéi Jjedno bolje stoleée. Ono uvek dolazi" ("1
can gee that a better century will comé. It is alwayse
coming™ 38); "Ali ée‘doéi lepfe stole&e, ono uvek
dolazi" ("But a more besutiful century will come, it is
always coming" 39): "Za nama &e doéi bolje stoleée, ono
4uvek‘dolazi" (ﬁAffer us will come a bettef century, it
ia always coming" 40); Mi éemo ilzumreti 1vdcéi ¢e bolje
étoleée; ono uvek dolazi" ("We shall dié and a better
céntury will come; it is alwayse cominz"xhl).' The .
principle of simultaneity which deminates the diary, in
which the dominant mood is the expression of a single
'momentumeasured by the intenslty of the diariat'sa
faelincé and emotive responses, contrahﬁs with this
suzzeation‘of an opeﬁ-ended future. The diarist reveals

a8 changa in his mood from the resignation which
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dominates much of the text to one of defiance in his
final sentence "Ali ako umrem, pogledadu poslednii put
nebo, utehu moju, i smeZiéu se" ("But 1f I die, I shall
look for the last time on the sky, my consolation, and I
shall smile" 42). He.delivers hie statement with
feference to the sky. the universal symbol of infinity
in which he finds congolation for present suffering.
These suggestioneg of change and open-ended time indicate
the inclusion of the temporal principle of rhythm into a
work which is otherwise dominated by the prineciple of
simultaneity.

In Dnevnik o Carnojevuéu Crnjanski's use of

language and organisation of the narrative reflect the
dietﬁrbed consciousnegs of the dilarist himself. Time is
ordered ag a psychological category. The order of his
memories, the repetition of motifs, and the final
suggestions of hope for an open-ended future are
features of the novel's structure which deny any
assumptions that events have a unifying logic, ahd that
temporal sequence is a causal relationship. The
temporal order required by classical poetics ie
disrupted in the diary, as Mendilow remarks on time in
modernist literature generally:

The old Aristotelian definition of

beginning, middle and end, and the unity
of action no longer hold good (43).
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The assessment of time as a psychological category
in this novel 1inks the issue of time to the issue of

the sgelf. The diary is titled Diary about Carnojevié.

In addition to the diarist, Carncjevié, there are two
other characters, and these are Petar Rajié, and the
Dalmatian sailor of the diarist's dream. The identity
of the diasrist has been digputed in critical writings.
Nikola Miloéevié maintaines that Carnojevié provides the
focus of attention (U44), while Novica Petkovié maintains
that Rajié 1s the fietional author of the diary. That
is not to say that Rajié 1s a conventional literary
character, Leovac says as much when he remarks that
Rajié "nije romaneskni 1lik koJil razvija radnju" ("ie not
a novelistic character who develops the action" 46).
Novice Milié hes recently questioned the evidence for
suggesting Rajié as the narrator (47). Rajié's name is
given in full only in an 1§onic tone, on the patient's
chart hanging by his bed in hospital, and it is then
indicated twice more. The issue of ildentity and tﬁe
gelf in the novel is strengthened by a deliberate
blurring of the distinction between these characters.’
The "I" of the novel refers to Carnojevié as the
diariet, Rajié comes to personify the diarist's memory
of self, while the gailor who 18 referred to as "he"

comeg to_ represgsent an ideal image which Carnojevié has
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of self in his dream. However, the conventions of using
the first and third persons is "the most overworked
distinction® in literature (48). The issue of time in
Crnjanski's first novel is closely linked to the isesue
of the self in relatibn‘to time, that is to the ways in
which Carnojevié sees himself in past, present, and

future.

Seocbe

Crnjangki's second novel differs in many ways from
his first. It ie is not a first-person confession,
being written in the thirad person-with three major
characters; Vuk Isakovié&, his wife Dafina, and brother
Avandel. vIt contains many passgages which are dominated
by the point of view of the characters concerned, and
also passages in whieh thevnarrative ie dominated by an
ungseen observer. Thé unseen observer of the novel has
two functions. He links-thoae sectiong which aré :
narrated by the characters. He also knows more than the
charactersg themselves could know., and with the benefit

of hindsight supplies information concerning the
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historical background against which thé novel is set;
this feature'zives his narrative a neutral flavour in
contrast to the béycholozically Qharced responges from
the characters. In relation to the events of the novel
this narrator is temporally removed at some point in the
future. The characters, on the other hand, introduce a
synchroniec point of view. The two points of view are
placed in different temporal relationshipe to the events
of the novel, and are marked by different types of
sentence structure.

The opening of fhe novel provides an example of the
stark contrast between the two types of sentence
lstructure. Vuk Issakovid has mustered his regiment prior
to marching off to war. The novel opens with hia waking
on that morning from a disturbed sleep, in anticipation
of departure and because of the pain in hies leg caused
by & horse which kicked him. In his fitful sleep he has
been dimly sware of sounds cutside and of images from
his dreams:

Isprekidan laveZ pasa 1 isprekidan poJ

petlova, JoB od ponoéi, ali dalek. Tup

- udar kopita, medutim, kao pod zemljom,
guje se Jednako, u blizini, pod snom

(49).

The.incessant barking of dogs and the
incessant crowing of cocka, from midnight
on, but in the distance. The dull thud
of hooves, however, as if underground,
can be heard continuously, nearbdy, and
beneath his . Adream.

Pri'tom;'za tad tili é&s..dok'apet ne

usni, 8ta sve ne ugleda u polusnu! Reku
8to pod bregom Bumi, ispunividl svu nod,

126



CHAPTER THREE

Porazlivenim vodama, u rupams 1 jarugama,
megedine (50).

With that, within the moment, until he

fell asleep again, what did he not see in

his half-sleep! The river which murmurs

under the bank, having filled the whole

night. With flood waters, in the holes

.and ditcheg, of the moonlight.
Thege passages# contain the minimum use of verbs. The
only verb in the first pagsage 1s an impersonal
reflexive verb, which does not even identify the waking
figure. In the second passage, the figure is identified
only a&s an unnamed "he". The main verb is omitted from
the first sentence of'the first passage. In the second
passage, the second and third sentenceg are dgpendent on
the main verb of the first sentence, The lack of verbs
emphasiseg the point of view of the anonymous figure in

a way which is reminiscent of Crnjanski's style in

‘Dnevnik o Carncjeviéu. The actions are reflections in

the character's mind, the sequence of which is

uncertain.

However, in contrast to Crnjanski's firat novel,
there is an observer-narrator in Seobe who takes over
the narration once Vuk wakesg?

Lefao je u mraku 8irom otvorenih od&iju,
zaduden, 1 drhéuéi od hladnoée. Nije
vise sanjao. PoJ petlova i lave¥ pasa
-%uo je. 2Zena, koja mu je bila zaspala na
ruci, disgsala mu Jje na grudi. I Bum Xto
izazva, proteglivili vrat, &u, Jer tolika
Jo& tidiina bila je pred kuéom. Kroz
- pukotinu Zamovine, medutim, primeti
tanku svetlost #to je prodirala i osvesti
ge sasvim. Bilo Jje vreme da i1du (51).

He lay in the darkness with his eyes wide
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open, in surprise, and shivering from the

cold. He was no longer dreaming. He

could hear the cocks crowing and the dogs

barking. Hig wife, who had fallen asleep

on his arm, was breathing on his chest.

And having stretched his neck he could

hear the murmur calling, for there was

gtill so much gilence in front of the

house. Through the crack in the wood,

however, he noticed a thin stream of

light break through and he came to his

senses conpletely. It wag time to go.
Each sentence contains iteg own main verb, giving the
impression of a series of actions. Although some
are takiné place simultaneously they are narrated as
separate events, or as 1f noted in sequence by an unseen
observer. The temporal order of eventg is clarified by
the use of the pluperfect in "who had fallen asleep",
a tensge which is not commonly used in modern
Serbo-Croat, and the past gerund "“having stretchead™.
Although the use of verbs such as '"he heara" indiéates
the point of view of the character, his point of view 1s
controlled and ordered, in contraast to the impression of
chaotic sense perceptions in the two passages quoted
earlier. The difference between the immediate point of
view of the character's consciousness and thé controlled
narrative of the narrator is manifested in the use of
verbsg in the twé types of sentence gtructures.

The characters are separated by a great distance,

with Dafina and Arandel in Zemun, and Vuk away at the
war. The observer-narrator traces the coﬁrsa of events

in both loci of action. His voiée'traquantly dominates

the openings of chapters:
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U8l su u Peduj tako razbarusenti,
neoprani, mokri, i pobesneli, da su se
deca rasplakala, a 2ene koje behu
istrdale, pred kuée, da ih vide,
razbefale vriditeéi, u kom#iluk. Pevahu
viZuéi, a koraZahu, umorni, i izgladnelil,
~tako Zurnim Korakom da su se, opkolieni
srebrom okiéenim oficirima, &inili kao
hajka gladnih pasma, koje vode,

pritegnute na lancu, u lov (52).

They entered Pécs so dishevelled, grimy,
wet,  and angry-looking, that the children
burst into tears, while the women who had
run out in front of their houses to see
them fled screeching into the
backstreete. They sang loudly and
marched, tired and hungry, with such a
rapid step they they eeemed like a pack
of hungry dogs straining at the leash
being led out by their richly uniformed
officers swathed in silver.

Thise 1s the observer—narrator 8 description of Vuk'
reziment as they arrive at resional headquartera. The
narrator has set the scene for the action in recional
headquartera. Subsequently. the events of the two locl
of action continue to be separated 1nto different
chapters. when he eatabliahes not only the sc¢ene but
aleo the time of the events to be narrated. Chapter
Five opens thus:

Dok Je zospcza Dafina pala ﬁaka avome

.deveru, dotle je Vuk Isakovid, sa svoljim -

liudima, bio podeo da se pande u :

Btajersku (53).

While the 1adv Dafina fell into her

brother-in-law's hande, Vuk Isakovid,

with his men, had begun to ¢limb into
The previocoug chapter of the novel related the events

surrounding the adulterous night Dafina spent with her

brother-in-law, their reactions the following day, anad
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Dafina's fall which causes her death. VChapter Five
switéhes to Vuk and hies men abroad, their place and time
in relation to events at home being established by the
narrator. The narr#tor's awareness of the gimultaneous
events_takinz place at home and abroad contrasts with
-the complete lack of contact bgtween the characters, as
he says of Vuk, "Ne pade mu ni na um da pomisli da ga
Zena, kod Kkute, Qara" ("It did not even occur to him to
think that his wife was deceiving him at home" 54).

.The-oﬁservar-narrator not only fixeg the characters
in time in relation-t§ the events of the novel, he also
marks the passage of time. He supplies information
'about the histoiical events surrounding fhe campaign
abroad,  for example in the opening of Chapter Seven he
writes:

Cela kampanja po Loreni, u Kojoj se
borio, na &elu vojeke, sa svojJih trista
biranih voJdnika 1 blagorodni Vuk
Isakovid, svridila se za nekoliko nedelda.
Predvoditelj prethodnice,
feldmar$allajtnant baron Johan Leopold
Berenklau, uzeo Jje, prepadom, Bandeve oko
Majnca, pa mu se i varo® predade. Karlo
"Lotarinki tad prede Rajnu sa ostalom
vojakom. Posle tri dana, izmeniviil svega
nekoliko metaka iz pi¥tolla sa francuskim
husarima, udoie { u Vorms, a po kili, pod
provalom oblaka, da ne ispalife nijednu
pufku, u Spajer. Posle tri dana odmora
utaborile se pod gradom Svetog Luja i tu.
im zagusti. Kanonada jJa trajala danima,
bombe su padale u logor, Francuzi
zagatliie reku, te se razli i poplavi
kola, konje, topove, tako da se umalo ne’
podaviie u blatu. Po#to nisu uspelil da
osvoje na Jurii grad, oni ga zaobidolie 1
dodoie pod Btraaburg, bal kad je tamo
dofiao francuski kralld (55).
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The whole campaign through Lorraine, in
which, at the head of the army, with his
three hundred picked sgoldiers, also
fought the noble Vuk Isakovid, ended in s
few weeks. The leader of the vanguardqd,
Field Marshal Lieutenant Baron Johan
Leopold Berenklau, took by assault the

. trenches around Mainz, and the town was
surrendered to him. Then Charles of
Lorraine crossed the Rhine with the

- remaining forceg. After three days,

- having exchanged in all a few pistol
shots with the French hussars, he entered .
Worms, and in the rain, a cloudburst,
without firing a single rifle, into
Speyer. After three days rest they
encamped around the town of Saint Louls
and here the situation became critical.
The cannonade lasted for days, bombas fell

. into the camp, the French dammed the
river, and it overflowed and flooded the
wagong, horses, cannon, 80 they they
.almogt drowned in mud. Since they did.
not succeed in taking the town by storm,
they skirted round it and arrived at
Strasbourg, Just when the French king
arrived there.

The observer-narrator specifies fhat the campaign lasted
"a few weeks", and that the events took place in a
particular sequancnvwhen he uses sﬁch words and phrases
as "then" and "after three days". Time for him is an
index by which to measure %he duration and sequence of
events.
in their personal experience the characters mark

the passage of time in very different ways. For Vuk the
long march to the campaign is a period of extreme
boredom which seems endless:

étenﬂuéi od bola u kolima, &inilo mu se

kao da veé nekoliko dana pada neka kida,

kojoj nema kraja, u kojod se slivaju sa

njega ne samo Zena 1 deca, ved i bivsi

njegov %ivot i esve ¥to Je video. Videvii
iz kola, nad visokim brdima kako prolaze
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oblaci, udini mu se da se slivaju dole,
Kac i ogromni potoci kamenja sa vrhova,
pod kojima su belila se Zitava polja
dubokog snega 1 velikih, tamnih senki
stena.

Kroz jelovinu, on se peo za
pukom, izgubilv posle uopsdte iz vida
zemlju i sela, dole., Cvrianje levidi,
paoca 1 glavd&ina uspavlijivalo ga Je kao 1
neprekidni Zum, pod kolima, opalih
grandica i igala, B8to su bile posule
planinu, meke kao mahovina, tako da Je
todak zapadao ditav pedald (56).

Groaning with the pain in the wagon, it
geemed to him as 1if the rain, to which
there was no end, had been falling for
several days, and in which not only his
wife and children, but also his former
life and everything which he could see
flowed off him.  Having seen from the
wagon, above the high hills, the clouds
passing by, 1t seemed to him that they
flowed below, like huge torrents of stone
from the hilltops, under which whole
fields of deep snow and of tall, dark
shadows of cliffs shone white,

Through the pine forest he
eclimbed behind his regiment, having lost
from sight completely the land and
villages below. The squesking of the
boards, spokes and hubs lulled him to
s8leep a8 did the continual murmuring,
under the wagon, of fallen twigs and
needles, which covered the mountain, soft
ag moes, as the wheel sank ore whofe

hard gpan.
Vuk's Jjourney is measured by the alternating periods of
pain énd sleep which punctuate the progress of the cart.
The rain, which seems to have been falling for days,
unlike the narrator's precise measurement of the
duration of events, contrasts with the emphasis on the
movement of the cart by each turn of the wheel. His
memories of his family and whole past life which he sees

in each passing moment slip away from his consclousness.
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In Vuk's consciocusness time is an uncertsain measure of
duration and segquence.

The sentence gtructures in the pagsage gquoted above
do not differ greatly from others, but the internal
point of view of Vuk is8 indicated in the use of the verd
"it seemed to him", which indicates the "internal
consciousnessa" (57) of a character. Verba sentienddi
are used freguently to indicate fhe narration of the
text from the internal point of view of Arandel and
Dafina. wWhen Vuk goes to war, Dafina goes to stay in
Arandel's house and wait for her husband's return.
Arandel reflacteg on the years over which he has been
obsessed by his sisgter-in-law. From the time of her
arrival at the house Arandel's measure of time is guided
both by his memory of what she has been in hisg life, and
by the desire to possess her: -

Zeleéli da 3to pre dobije njen pristanak,

on Je obasu poklonima, pokuBav

dvosmislenim redima 1 ljubaznosiéu, da mu

ona da kao nekl znak. Ali mu taj znak ne

dode (58). '

Wishing to obtain her sssent, he showered

her with gifts, having tried with his

ambiguous words and kKindness to force

from her some sort of sign. But that

sign never cane, : : o
The opening word "wishing" indicates that the narrator
is narrating from Arandel's point of view. Dafina 1is
aware of her brother-in-law's attentions and the réaaona

for them. For her too, the time she gpends in the house

is measured only by the anticipation of what might
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happen:

Zelela Jje da vidl Eta &e JoJ dever
udiniti, kad jednog dansa potpuno poludi.
2elela je da pe to dogodi, prosto, od
dosade, zbog praznine u kojol, bezdanol,
&¢injake jo] se katkad da visi glavadke
(59). ’ ‘

She wanted to see what her brother-in-law

would do to her, when one day he goes

completely madad. She wanted it to happen,

aimply, out of boredom, because of the

infinite emptiness in which she sometimes

felt herself hanging headfirst.
The characters reflect on past, present, and future as
features of the same moment. Time for them is not the
index by which to measure the duration and sequence of
events. Time for them has no duration outside their
menmories, fears, and anticipations which shape the
extension of the moment, and expose what Crnjanski
refers to as "ritam svakog rasploZenja'" ("the rhythm of
each mood" 60) in his essay "Objainjenje 'Sumatre'".,. On
the other hand, the obsgerver-narrator measures time by
the calendar and fracen the sequence of external events
which mark the pasgsage of time.

As in Dnevnik o Carnojeviéu there are many

sentenceg in Secbe which contain no finite verb.
The bulk ¢of such gentences are connected with vVuk

and eontraat with those sentences which mark the voice

of the obgerver-narrator, as described at the beginning

of this section with reference to the novel's openinc.
There is a tendency to link together two sentences with

one main verb where a number of evente or sensations are
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simultaneocus. The interruption of the flow of the
narrative 1s very important to Crnjanski'é use of
language. Readers expect new sentences to introduce a
new verb as a supplement to action already described or
as & new departure in the description of what is taking
place. This next Quotation describes the'scene in the
courtyard of the Regional Commander's Headquarters the
morning after Vuk's men have slipped into the towh and
caused havoc. The townapeople have come to register
their complaints:

Dvorilte popld@Zano bilo Je puno sluga,

kojli su spremali konje 1 velika, svedana

kola. Trgovaca 1 zanatlida koji su do#ili

da prijave krade, i &itavih porodica, iz

donjeg predgrada, kode su bile dotrdale

da se 2ale (61).

The flagged courtyard was filled with

servants who were preparing the horses

and the large, ceremonial coach. With

merchants and tradespeople who came to

report thefts, and with whole families

from the lower town who had come running

to register their complaints.
The first sentence introduces the main verbd which also
governs the second sentence, "was filled™. The mutual
dependence of the two subjects points to their close
proximity, since Vuk saw the two events at the same
time. However, thelir geparation also shows them to be
two actions which are not the same. The servants were
in the yarda khen the towspeople arrivéd and they are
there for different purposes.

The overall effect reflects the principles of both

simultaneity and rhythm. These passages éf greatest
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syntactic fragmentation point to evenié which are
happening at the éame time. They are the thoughts and
actions which. taken together, z;ve a rounded picture of
Vukis emotionai sfatea. and the actions taking place
around‘ﬁim. However.‘the piéture is not one of Vuk in
hafmony.wifh the.world. butvof hie 1nn§r turmoil as he
searchéé f§r a ﬁéaolution to the changes which he feels
in hiﬁ 11fe, At fhe Reéional Cémmaﬁder's headéu#rteré
15 PééeuVuk ia d§eésinc for a fecimental 1nspéction.
His ;ﬁouzbfs w;ndéf and his mina is §n‘matters which
r#hgévﬁack.in‘time.‘while he 1s also awaré of his
p?ese#t. Itbis in¥er§stinz to note the variety-ofiverb
formsnin theae éenten&és: | -

Pred zoru, bio Je sanjao o E¥eni 1 mielio
Je na nju 1 sad, posmatrajJuéi kroz
zamaglieno staklo svoga konja kome sBu

- 8luge prale noge i tanke ¢lanke.  Ali,
getiv8li se dece, on zajeca poluglasno,
pred voinikom koJi ga Je obla&io. -~ Ta}
poziv na vojnu, tako iznenada, pobrkao
Je bio sva njegova reBenja. U gvadl s
bratom, koji se bio naselioc u Zemun, a
reio da se kupi Jjedna velika kuéa u
Budim gradu, on je Zeleo da izvule sedam

- 8totina dukata 1 da se odseli u Rusiju.

Rugija mu se &injae kao jedna velika,
nepregledna, zelena poljana, po kojold ée
Jahati (62).

Before dawn, he had been dreaming about
his wife and was thinking about her even
now, looking through the migty window at
his horsge whose legs and thin hocks the
servante were washing. But, having
‘precalled his children, he let out a moan
‘half-aloud, in front of the soldier who
wag dressging him. The military call-up,
so sudden, had disrupted all his
intentions. In an argument with his
brother, who had moved to Zemun, and had
decided to have a large house in Budim
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bought, he wanted to borrow seveh hundred

ducats and emigrate to Rusaesia. Russia

seemed to him like a huge, endless, green

plain, over which he would ride.
Rather than omit verbs, this bassaze is suffused with
them, and rafoly are two identical forms found
duxtapéﬁed. It opens with pluperfect, then present
'cerund. then perfect tense. The second sentence begins
with a ﬁést gerund, then aorist or present tense, then
perfect tense, and‘so it céntinues. Each verbal element
refers to A.saparate event or st#te. and their
delinaafién by alternating Qeébﬁl forms emphasises their
aeparaténééa. but at the same time the mix of memory
with events taking place in his room and outside his
windo& highlights the fact that everything being
recoﬁded is taking place in Vuk'k'immadiate
conscicusness;

The gquotation above begine before Vuk gets dressed,
when he had dreamt about his wife, about whom he is
8till thinking. However, the final clause of the first
aenteéee-focuses on a detalil of the moment‘when'the
servants wash hia~hérse's lega. The next gentence
continu;s‘this‘aéscciation of'his Aemééias with the
present thrbgzﬁ tﬁé détail of the saldier;s presence 1in
his roon,  Th§ théﬁzhf of his.ehildren ?amindc him of
his brotger.>6£ the call for wap, andlﬁin desire to
enigrate to Ruasia.’ Rugsia is for Vuk a utopia where he

will not be under pressure to fight wars in which he

feels no pevscn51 1nveatment. and where he will not be
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under pressure to convert to Catholicism. The logical
development of the ﬁain verbs from which ocught to emerge
the main information of the sentences, is broken, and
the simultaneous senﬁe impreassions, memories and desires
which form the dens§ structure of those fgw moments are
hizhl;zhted. |

| Syntactic fragmentation and displacement of the
verb becomes more pronounced in moments éf greatest
introspection, particularly in the scenes when Vuk and
his men are away from‘home in those long spelle of
inactivity during thch Quk's tortucus reflections
dominate the text:

Zadrigao od spavanja i odmora, oteZao
opet, nadnosgio bl se tad, svom snagom, u
stiavanju 1 sumraku, kroz lupu i Zagor

" logora, udarce kopita, Klepetusia stoke,
zZvuke Kovadkih nakovanda, u tihu,
bezmernu zriku popeaca, na celoj tod
8irokod poljani, u bezdano nijtavilo 1
prazninu, #to ih bede iznenada, sli
blizu, pred svojom staroasdéu, ugledao
(63). '

Refreshed from gleep and regt, heavy
again, he would have bent then, .with his
strength, in the calm and twilight,
through the noise and murmuring of the
camp, the stamping of hooves, the ring of
cow bells, the sounds ¢of the blacksmith's
anvil, into the quiet, immeasurable
chirping of crickets, on the whole of
that broad field, into the endless
nothingness and emptiness, that he had
suddenly, but close by, before hisg old
age, seen, ’

In the abéve example the awkwardness of the English
translation 18 not a reflection of the Serbo-Croat

original. However, it iese important to note that the
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main verdb ia deferred to fhe end of the.eentenee which
"ﬁrebacude teZite iskaza na nominalni deo" ("transfers
the balance of the statement to the nominal part" 64).
In such p@ssazes tﬁe gsignificance éf.the gction ie
minimised..and the'prea;nce of the charaéter maximised.
The pbodection of character point of view is
centrai to theic;@pésifional desisﬁ of the novel,

whether graphically in separate chapters or paragraphs,

by the use of verba aeﬁtiéndi. ér by ayntactic
frazmeﬁfatioh;‘ The characters 1nf1ﬁenee fhé‘tamporal
struétuﬁd of the;néQel b& introduciﬁz a "modifying
temporal flow" (65)'to the chronology cf-even%s as.
traced by the obégrver-harrator. Thévléachiins¢r1be
into the nerl tnai? bwn ﬁééauremenfc of duration and
thelr own sgequence of events. It iz particularly the
use of gpecific sentence structures which atruck

previous critics such as Milan Bogdanovié in his review

of the novel:

Milo# Crnjanski se u znatnoj meri odvaja
od mirne i racionalne relenice nadeg
savremenog knjiZevnog Jezika, dajuéi
Jednu drugu, koja Je sasvim nervozna
emotivna, potencirana (66).

Milo8 Crnjanski has moved considerably

away from the calm and rational sentence

of our*contemporary literary language,

supplying another one, which 1is

completely nervous, emotive, emphatic.
Crnjanski's use of language has been commented on many
times by c¢ritice of Secbe, who see it ts‘Pahtic and

lyrical. -However, 1t has been shown here that the
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manipulation and displacement of the s&ntax of the novel
is part of a wider design to emphasise character point
of view, andvta contrast-the characters' time
congciousness with that of the observer-narrator's
linear chronology of events, affirming Novica Petkovié's
ramark that in Seobe ";vi stepeni sintaksidkog
izdvajanja & osamostaglvanda'poétaju aktivna aredsfv;
umetniékog opisivanja" ("all degrees of éyntaétic
daivision and autonomﬁ'become active means of artiﬁtic
description"™ 67). The narrator's point of view on the
temporal plane is diachronic in that heAdeacribes the
passage of time and the changing events which mark its
passing, linkinc together time and action. While the
characters introduce a synchronic view of time 1n{wh1ch
their past experiences and expectations for the future
condition their emotional responge of the moment, For
them time is an egféct of the self. The compressed
paychological time on which we commented in Dnevnik o
Carnojeviéu surfaces in Seobe alongside linear |
chronology.

Vuk, Dafina, and Arandel each live their own
experience of time passing with hardly any reference to
the others. ' Each character participates in an
individual capacity, applying the experience of
differcntzmemoriea. and expecting one set of
conzequenéns which may or may not colncide with the

expectations of othera. There is no linearity which is
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the passing of‘an’event recognised by all. Each
characferbexperiences differently what ies happening, and
cbﬁstructs around what i=s hapﬁeninz a past and future
which m#y be totally at odds with tﬁe assumptions of the
other charactérs involved. There 1ia no unity of time in
whiéh all the characters feel themselves progessing.

The world.bf the novel is not a single entity, but three
separate worlds, constructed by the characters as they
reflect in memoi& on the aiznificanf experiences which
have 1;ad them to this point in time, and-from which
‘they expect diffeﬁent futures. Nowhere is this more
apparenf than in the attitudes of the two brothers to
D;tina. and her attitude towards them.

Of the two brothers Arandel met Dafina first. He
:discovered her in the household of a merchant who owed
him money. Arandel hoped that a wife would act as a
calming influence on Vuk, whom he had to help out»of
troublebon many occasioﬁa. eitheé by paying his gambling
debts or securing hies release from prison for ﬁrawlins.
He was himsel: attracted to her from the beginning,
evident in the remark fh&f "“dopade mu se devojka, jer
bele mlada. visoka. zdrava 1 Jer Ja uporno éutala,
svojim velikim, modrim o&ima" ("he liked the girl, for
she was young, tall, healthy and for she maintained a
stubborn ;11enee. with her large, -blue aye:" 68). His
early note of her physical appearance was transformed

into an obsessive desire for her as time passed, and he

141



CHAPTER THREE

feltheplized:to leave her sand his brothar.- H% returned,
buf hiq deaire'wag unabated: "Kad se po‘druzi put yrati
1 vide Je sa malim detetom, mal ne zaplaka. Toliko beée.‘
vedrog, nebesnog pczle&a. &iatih ruku 1 grla" ("wWhen he
returned for the segond time and saw her with the small
child, he almost burst into tears. She had guch a
clear, heavenly appearance, with pure hands and throat"
69). He became more infatuated:

Posle tih mirnih dana, pod belim oblacima
bagrema, mada on to ne primeti, pod&e
&initi, u kuéli bratovlijevol., zlo. Sve
deBée dodirivaie JoJ ruke, kosu, pleéa,
pa 1 pas (70).

After those peaceaeful days, under the
white clouds of the acacia, although he
did not notice it, he began to do evil
in his brother's house. He touched her
hands, hair, shoulders, and her waist
more often.

Ag a result he felt compelled to go away again.

Arandel measures time in relation to his contacts
with Dafina. His next contact with his brother and
sister-in-law came when Vuk was preparing to go to fight
in Italy and he brought his wife to Vienna:

" Brat mu jJe bio ogroman 1 Jo¥ lep, mada
bele oteZao 1 sasvim prosedeoc. A ona ga
Je volela Zarom, koji mu se u&ini
Zivotindski 1 bljutav. Liubili su se i
pred njim, a stiskalli su se i stezall
avakl ¢&as. Celu noé on Jje &uo njino
#aputanje 1 gukanje (71).

His brother was large and handsome,
although he had grown heavier and was
quite grey. And she loved him with a
passion, which seemed to him asnimalistie
and tastelegs. They kissed even in front:
of him, and they would embrace and

sqQqueeze each other at every moment. All
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night he listened tothe& whispering and
cooing. : : s

Vuk went to war and Arandel's desire for Dafina abated
when he saw her alone, without Vuk, pining for him.
However, when Vuk was called to war.azain. Arandel
offered his house as a refuge for Dafina and her
childaren. His obsession for his sister-in-law ie as
strong as bafore, and ncw.‘livine under the same roof,
Arandel's sense of time passing 1lg measured only by his
growing desire to poséess her. His intention is to win
her for one night, then leave.

Vuk has a different.meaauremgnt of time when he
recallas his past and his wife. He was more attached to
his‘father and the Serbiankmilitarv tﬁadition than
Arandel. He fought in SBerbia during the Austrian wars
against the Turks, and dreamt of the time when he and
his pecople would be able to return home and reclaim
their homeland. However, times have changed and the
Habsburgs have turned their attention to the West, no
longer encouraging thelir Serbian regiments againast the
.Turks. Vuk is discouraged and thinks that his regiment
will be disbanded and the military tradition which he
has inherited will be wiped away by the authorities.
His marriage was happy in the beginning, but his wife
and children became a burden to him in the constant
upreooting and moving forced on him by his military
career. He measures the years of their marriage, in

fact, according to the four times he had to leave them,
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go abroad, and fizht.(72). And his thoughts for the
future exclude Dafina as he reflecta that eilther he will
never return from this war, or that he will take his
people to Russgia. He has grown tirﬁd of hia wife,
annoyed by her entreaties whenever he left her. When
leaving for the fourth time, he arranges for his brother
to come and together they’céntrive for Vuk to depart
before Dafina can realisge he has adne. Both brothers
are afraid of her "plahe éudi" (“ﬁiﬁﬁfﬂﬁiﬁﬁghooas" 73).

Dafina, on the other hand, counts the passage of
yvears with Vuk in relation to his changing attitude
towards her. The beginning of their marriage was a
haﬁpy time, she recalls riding out in the countryside
with him.  But the change occurred when "on prvi put oda
u rat, a ona pr§1 put rodi. 1z rata se bio vratio
ugojen 1 &udljiv" ("he went to war for the first time
and she had their first child. He had come back from
the war fat and moody" 74). He involves himself more
with his land and pecple, beéomas a major benefactor to
the local church, and continues his military career. He
i8 hardly attentive to her at all, and Dafina feels that
he regards her simply as one ¢f the household effects.
When he goes to war for the thirad time pDafina's attitude
hag changed. Thisz 1is the time when they go to Vienna
and Arana;i sees her constantly cooing over his brother:

Kad Jje po treéi put'odlazio. ona vige 1
nije pokusBavala iskreno da ga zadrii.

Neiskrena 1 laZ2ljiva, &inila se da ga
strasno lJubi, ali taj plad& kodim Ja
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zalivala svoje poljupce nije viBe bio
gorak (75). o

ey

On _lzaving _* for the third time, she
‘'no longer even tried to detain him
gincerely. Insincere and lying, sghe
pretended to kiss him passesionately, but
her weeping in which s2he steeped her
kisses wag no longer bitter.

Both brothers have conastructed an image of Dafina
‘over time, which in neither case corresponds to the way

that Dafina sees the development of her relationship

with Vuk. They have made hervinto a femme fatale.‘an
image which peréista even after her death when the
villagers fear that ehe'returns from her grave each
night as a vampire. But Dafina feels that as a woman
shé has no choices as she regards her position,
"NemaStina, samoéa, bolestina, sve Joj se to udini
Zenska asudbina”" ("Poverty, loneliness, sickness, all
that seemed to her the female lot" 76)., She has no
accegs to the power that money can bring, which Arandel
has experienced as a successful merchant, nor to the
status of a military and civic leader like her husband.
'Nothinc in her 1ife has occurred "po volJji nienoci"
("according to her will" 77), and she feels that she has
always been an object both when a child and as a wife:

Stvar, stvar je bila, Kao Bto &e to 1

njene kéeri biti, uzimane i1 ostavlijene,

iscmakane 1 odbadene, lizane i udarane,

bez reda, bez smisla (78).

A thing, she has been a thing, as her

daughters will be too, taken and

abandoned, - kissed and rejected, fondled
and beaten, without sense, pointlessly.
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Her life haes been led at the whim of men; and in
particular the two brothers Arandel and Vuk.

wben the characters 1ntroduceitheir own points of
view in the text, they are not simply revealing that
each of them measures and counts the duration and
succesaion of evente differently, but their measurement
is in iteelf a reflection of the values which they see
as underpinning their lives. As a merchant Arandel
.valuez objects, and hia.view of Dafina is as an obJject
with which he has been obsegsed over a long period. He
is at last in a position to possess her. Vuk is more
.concerned with the general welfare of his people, while
h%s:wige. after the novelty of their early marriage, is
& hinarance.: His memories are conditionéﬂ by the number
and duration of the éampaisna he has fought, and the
dream of-first returninc to Serbia, ahd then of
emxcratinsvtolﬂussia. Dafina has.no'such goal in life,
and ber‘happinaas is dependent on the provision made by
men. - Her memories Are domiﬁ@ted b&“tﬁé chanwﬁnc;
attitudés shown to her by the men in hér life. Time is
linked té ghaéaater'in all andaﬁski'a navela; not’
vaimplv buc§u¢o of its measurement in the conscioushess
_of characters, but aiso becausa they inseribe values
4 1nﬁo_eﬁe1r views on time. o

Invs;oba.»aa in Dnevnik o Carnojeviéu, time is
created by the characters, in the latter by the

fictional author, and in the former by narrating from
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the points of view 6: the characters. Héwever. the
effect 18 more complicated in Seobe because of the
multiplicity of characters. The ipdividual timescales
of the charscters clash and combine in a fashion which
reveald a multitude of moments. Each moment has its own
duration, as it is narrated from a barticular point of
view. The same event when narrated from a different
point ér view reveals a separate order of duration and
sequence. There is duration and sequence, but they do
not represent total orders of time absorbing all
characters and events into the same unity.

The observer-narrator in his ordering of the events
of the novel introduces & rhythm which corresponds to
Josipovici's description of time»as’a gpiral. He |
introduces each episodc before giving the narration over
to the point of view of a particular ¢haracter. Time 1;
then measured by the emotional and psychological
intensity felt by the character, before movinz_to_.
another character.  In Chapéer Three when Dafina arrives
at Aranael'a-houée.»Aranael'a mémories of his obsessive
desire for his sister-in-law dominate.tbé text."The |
‘narrative returns to Dafina and how .she spends ﬁer dayse
in ﬁia house;b ihe chaﬁce in point cfAview:rréwvoné
character to another i; signalled by the
obsgrver—k&rrator retﬁrninc the readef to-Dafina'?v
arrivals | ﬁ

GospoZa Dafina bila se preselilé u kuéu
. svog devera. Trebala je tu da prelivi, .

147



CHAPTER THREE

sa svolim éer&dicama, nekoliko meseci, pa

mo2da i godina, dok JoJ se muZ ne vrati

iz rata. Trebala je tu da doZeka 1 smvoJ

treéi porodal, Jjer bedie u treéem mesecu

blagoalovenog stanja, #to priznade muZu

tek pred polazak (79). :

The Lady Dafina had moved into her

brother-in-law's house. She was to live

here, with her little daughters, for

several months, perhaps even . yeary,

until her husband returned from the war,

She was to wait here also for her thirda

birth, for she was in the third month of

the blessed gtate, which she had admitted

to her husbandhaust before hig departure.
The tendency to return the narrative to a particular
event is a feature of the compositicnal design of the
novel as a whole. The narrator, when turning to another
character or episode, usually opens by mentioning that
the episode now being related happened at the same time
aa either the adultercus night which Dafina spent with
Arandel, or Dafina's death.

The first and only night that Dafina spends with
her brother-in-law is precipitated by the proximity of
death. In Crnjanski'a work Eros and Thanatos are
frequently to be found in close proximity. Their affair
begine when Arandel is almost drowned in an accident as
he i8 sailling back across the river from Belgrade.
Dafina'e reaction is one of great fear at being left
alone, her first thought being that she was in a house
full of servants who were all strangers and therefore
not fo be trusted. In the emotional heat of the moment
she ia pushed over the brink of inhibition and her

kS

ambiguity towards Arandel is resolved. The mores of
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social custom in the patriarchal traditions of
eighteenth-century Serbian life are dispelled when she
orders that his body be taken to her chamber. On the
following day she falls and as a result of being
pregnant with Vuk's child she begins to haemorrhage and
finally dies.
While these events have been taking place in Zemun,

Vuk has been marching off to war. When the taxt returns
to him it places him in relation to the time of those
aevents.  Following the description of Arandel nearly
drowning, and Dafina‘'s order that he be moved to her
bedroom, the text returns to Vuk. He is described by
the narrator on the appropriate day as he marcheg on
with his regiment. This note occurs at the very end of
the chapter and emphssises where Vuk 1g and what he is
doing at that point:

Tog dana Jje Vuk Isakovil prelazio sa

pukom, celo prepodne, preko jednog uskog

prvna, kod varoli Kremsminstera u

Austriji. Bio se nadinio nered medu

- voinicima (80).

That day Vuk Isakovi& spent the whole

afternoon with his regiment crossing a

narrow log bridge near the town of

Kremsminster in Auatria. Disorder haa

broken out amongst the troops. ‘
The chapter. clogses with the remark that "Ne pada mu ni
na um dc.pomisli da ga Zena kod kuée vara"™ ("It never

even occurred to him to think that his wife was

deceivinc him at hamﬁ" 81).

There is a further reference to Vuk when the text
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returns to him at the beginning of Chapter Five:

Dok Je gospoZa Dafina pala Baka svome
deveru, dotle jJe Vuk Isakovi&, ega svoiim
ljudima, bio podeo da se penje u
Stajerasku (82).

While the Lady Dafina fell into her
brother-in-law's hands Vuk Isakovid had
begun the climb into Styria with his men.

In the novel the relationship between Dafina and Arandel
devélaps. but when the tex£ returns to Vuk it returns t6
the beginning of the relationship.. The text doces not
develop along linear lines at all. Vuk, Dafina and
Arandel each introduce their individual timescale which
enclodas each of them in their aeparaté worlds.
However, a link between their individual destinies is
made by the emphasis on theilr temporal relation to those
two events.

The second event to form a temporal reference point
is Dafina's death. The news is brought to Vuk in his
camp by a meﬁchant:

Neki krupan &Sovek tad, koga njegov vojnik
zadria da ne padne, rede mu da se zove
Ahim Rigel, da Je trgovac u Serdingu, da
Je pre tri nedelje bio u Bedu, gde ga je
njegov poznanik DimitrijJe Kop#ia, trgovac,
molio da preko svojih prijatelja potraii
Vuka Isakovi&éa u EngelBtatu, u vojsci,
Jer se ni na kakva pisma ne javija, pa da
mu kafe da su mu deca zdrava, kao i brat,
a da mu Jje Zena, gospoZa Dafina, umrla

(83).

Some bulky man then, held up by one of

his soldiers to prevent him from falling,

told him that he was called Ahim Rigel,

that he was a merchant from Scherding,

that he had been in Vienna three weeks .
before where his acquaintance Dimitrije Kop#a,
a merchant, had asked him to agk through
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his friends for Vuk Isakovié& in
Engelstadt, in the army, because he dia
not reply to any letters, and to tell him
that hisg children, like his brother, are
well, but that his wife, the lady Dafina,
has died.

The long sentence and story about how the news was
carried to Vuk, because he did not respond to any
letters, emphasises the extent to which Vuk's inner
crisis has cut him off from the world, and from his
:nm;lv. His isclation is confirmed by the egquanimity
with which he receives the news of her death. The next
chapter returns to the day of Dafina's death and opens,
"Dan kada Jje gospoZi Dafini doBac sudeni &as, bio Je
topal, letnji dan, krajem avgusta, posle tronedeljne
suBe” ("The day when the moment of Judgement came for
the Lgdy Dafina was a hot, summer day, at the end of
August, after a théee~waek Qrauzht" 84). As with her
adultery, Dafina's death is mentioned on more than one
occasion to fix the point in time when other events take
¢ place: |

Dok mu je snahsa umirala, Arandel Iaakovié'

truckao se putem, u svom intovu, uveren

da ée ona i umreti (85). :

While hisg gister-in-law wae dying Arandel

Isakovid was being shaken along in hie

coach, convinced that she was going to
die.

When the text returng to Vuk it again picks up the
thread of the story concerning him from the point wﬁen
he first heard of Dafina's death:

Vest da mu Jje Zena, gbapo!a pDafina,
umrlsa, primio je sasvim mirno. Cinilo mu
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se Kao da Je ta vest dolazi sa nekog
drugog sveta. Iznuren od briga za pukom,
nije imao snage da se za Zenom ni
zaplade (86).

He received the news that his wife, the

Lady Dafina, had died with complete calm.

It seemed to him that the news came from

another world. - Exhauated by worries

about the regiment, he did not have the

strength to shed even a tear for his

wife.
The events of the adultery and death of Dafina are
established as temporal reference points. Other events
are described as happening before, after, or more
usually, at the same time as her adultery and desath. In

this sense they correspond to what Seymour Chatman terms

"kernels'", that is events which chart the development of

the story (87). 1In 8aobe; all events are ordered in
ﬁelatién’to these two events. They also function as
what Roland Barthes terms “4nd1ces" of value and
eheracteric#tion which integrate the lives of the
characters beyond the temporal pfocress of the story
(88). | |

T1m§ in the novel progresses like a spiral.uin that
it keeba retubninz to a particular event or point in
time, before contiﬁuinz from the point of view of
another character. The idea of return encapsulates the
whole novel. There are a number of phrqsas‘found at the
beginning and towards the end of thaynavql. which frama
the events of the atory. The refrain from the titlo of
the first chapter "Beskraini, plavi krug. U njemu,

zvezda® (“"An infinite cirecle of blue. In it, a star™
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89) is also found as the refrain of the iaot‘chaptcv.
The phrase "zatim potera konja kasom Kkroz prazninu"
("then he spurred his horse into a trot across the
wildernesa'" 90) is repeated in both chapters; simlilarly
with the sentence "Eto, pomisli, dovolino Jje odseliti

se iz Jednog mesta, pa da sve Eto ostavlja® bude kao 1
da nije bilo"™ ("Now, he thought, 1t is enough to move on
from one place, and everything which you leave behind 1is
as 1if it never was" 91). All the events of the novel
are framed by Vuk's departure for war and return one
year later. The sentence in the first chapter "Tako Jje,
godine 1744, u proleée, Vuk Isakovid poBao na vojinu"™
("So, in spring of the year 1744, Vuk Isakovid set off
for the war") isg echoed in the last chapter as "Tako ge
1745, u podetku leta, Vuk Isakovi& vratio sa voine"
("So, in the beginning of the summer of 1745, Vuk
Isakovid& returned from the war" 92),

The impression that Vuk returns to the same
situstion that he had left iﬁ underlined in the remark
“"Sve Je bilo kao 1. pri njegovom polasku" ("Everything
was as on hig departure” 93). Vuk set off in a
melancholic mood, resigned to unhappiness, and he
returns the same. The view that all is as when he left
one year previously is a reflection of the emptiness
which he ;eea in his life. The year has paanad.foa>Vuk
as the manifestation of a single mood. However, a great

deal has happened during that periocd, and there have
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been many changes. Dafina has diedq, Aranéel has lerft,
and Vuk himself has suffered many bouts of tortured
self-analysis. The principles of rbythm and
aimultaneity are combined in the novel as a whole. The
spiral movement of time does not mean that the text
returns to the same point, but that éhanae and
continuity co-exist. Simultaneity and rhythm are not
discrete categories in Crnjanski's novel but merge one
into the other.

The twin principlesa of eimultaneity and rhythm are

more in evidence in Seobe than in Dnevnik o

Carnojeviéu. The latter novel is dominated entirely by
the narrating consci@usness of the fictional author,
making of time an effect 6! paychological intensity.
This effect is also strongly felt in the characters of
Seobe, but 1t is developed alongside the
obgerver~narrator's linear sense of progressive time.

On a linguistic and narrative level the cpmplek
compositional design of the ﬁével is determineda by the
changes in point of view from the diachronic view of the
observer-narrator to the synchronic views of the
characters. Time ias d;stributad amongst these different
points of vi&w.‘ However, more significant than this
structural feature of time, is the way in which the
ahdraatern‘construot time according to §ha 9r«&#u§en of

the moment, marking out past, Dreqent. anda future, as &

reflection of their values and desires,.
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CHAPTER FOUR

THE LATER NOVELS: TIME AND VOICE

In the previous chapter Crnjanski's use of language
in his two earlyvncvels was examined for its
relaticonghip to the expression of time. 1t was
concluded that in his first novel, Dnevnik o
Carnojeviéu, Crnjanaki emphasises the representation of
aiﬁultaneitv between times as they occur in the mind of
the dlarist, and in the second ncvelythe characters
ascribe different meanings to relationships of sequence
and duration. 1In both novels charsascters create
individual time achemes. This feature of Crnjanski's
work ie embedded in the veryvlaneuaae he usges, both in
terms of sentence structure and in terms of narrative
organisation. Crnjanski continues to use sgentence
. structure in similar ways in his two later novels. He
continues to disrupt normal syntax, to use "parcelacija
redenice” ("fragmentation of the sentence"™ 1), by
deferring the verdb and omitting verbs, to diarupt the
sequence of linear time and to subordinate action to
character. However, a more significant élament in his
later novels ia the presentation of the narrating voices
which organise the reiationahipa of sequence and.

duration between events.
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Voice, in this context, refers to various levels of
speech, discourse and language. On one level voice is
represented in the fictional voices of the characters.
In direct and indirect speech the characters express the
values which they hold, and their conseguent views on
tﬁe causes which underly the events which they
experience. 1In Secobe this use of character point of
view was countered by the voice of the observer-
narrator. In Drugse knjiga seoba there is more than
one . impersonal narrator, and each of them places the
relationships between events, and between evente and
characters in different temporal designs. In Roman o
Londonu the different voices which narrate the novel
are 1aﬁgely connected with the main character himself,
as aspects of his disturbed payche. Crnjanski's finsal
novel, in terms of its narrafive organisation with
respect to voice, displaye some affinites with Dnevnik
o Carnojeviéu, but produces different effects and
. results. In his later phase, the tension deepens
between hie principles of simultaneity and rhythm, as

expressaions of continuity and change.

Druga knjiga seoba

Druga knjigs seobs is a novel which'continuas the -
family saga of the IsakovilZes begun in Secbe. Vuk
Isakovi® had a drean fhat one day 5@ woulda emigrate to

Rugsia, and in Russia he would f£ind the peace and

161



CHAPTER FOUR

happiness which eluded him in his marriage and in the
service of the Habsburg Empire. He never realised his
dream. His nephews and his adopted son, Pavle Iasakovig,
continue to dAream of emigrating to Russia in Drugsas
kn11g§ seobe. The novél has ofﬁen been described as
eﬁic (2). However, although there are many epic
features in the work, there are others whieh counter
them. The distinction between the epic and non-epice
features is here considered as the effects of the
narrating voices, which 1is particularly evident in the
novel's organisation of time.

The events of the novel are nbt contained in one
unifying temporal model. There are four narrating
vcices’which organise the events of the novel according
to the designs of different time schemes. They are here
termed the chronicle, authorial. historical and epic
voices. These terms are appropriate to the general
function of each voice as a narrative device in
Crnjanski's novel. The chronicle voice narrates events
in their linear sequence. The authorial voice narrates
avente from the point of view of the characters. The
historical voice is concerned with the historical and
political details and causes which surround events. The
eple voice represents a specific view ofttime exnressgd
by Pavle Isakovid. They are distinguished one from the
other by the tempovallagps which separate them from the

events which they relate. Each volce algo introduces a
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different arrangement of sgequence and duration to the
action of the novel. The temporal gap and arrangement
of sequence and duration determine the link between
characters and events in terms of emplotment. In turn,
the differenceg in tempbral organisation are qualitative
v#riations which ascribe different ways of linking the
characters to the historical conditions which surround
then.

The story covers the years 1752 to 1753, :ocusinz
on the four Isakovi& cousins, and particularly favle
IgakoviZ&. The cousins are members of the Serbian
community which settled in the Hungarian area of the
Habsburg Empire. They are officers in the Serbian
rezimaﬁts employed by the Habsburgs to defend the
frontier against the Ottoman Empire over the Danube.
However, by the middle of thé eighteenth century the
Ottoman Empire is in decline and no longer poses a
threat. The services of the .frontier gusrds are no'
longer required, and the empire has decided to disband
its Serbian regiments. At the same time, pressure is
applied to force the Serbs to convert from the Orthodox
to the Catholiec faith. The Isakovid family, whose fate
symboliseg the fate_of the whole nation, regard imperial
policy as a threat to thelr own sense of n@tional
identity. At the same time, the wars against the Turks
which they had fautht.ﬁave kept alive their dream of

liverating Serbia from Ottoman domination, and they
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decide to emigrate to Rusaia, along with many others, to
continué the struggle from there. Pavlie is questioned
at the Russian embassy in Vienna where he requests
permisaién for himself and cousins to emigrate. Partly
in order to test his loyaity. tﬁe Russians require him
to undertake a series of missions to collect information
on military dispositions in the ngsbﬁre ﬁmpire_before
giving him permission to enter Russia.

Looked at as a whole the novel has an episcdic
structure, derived from a framinzldevice which isolates
the chapters one from another. Each of the novel's 28
chapters opens with a temporal marker of one kind or
sanother. The markers vary in the precision with which
they date events. Some follow a linear pattern, while
others jump in time, or indicate a broader period of
time than that covered in thé chapter itself. Some of
the introductions are long and involve complex ways of
dating events. They refer to both the Gregorian and
~Julian calendars, to Catholic and Orthodox church
festivals, and carefully elaborate the sources of their
information from aréhives. letters, or the words of the
Isakovi& family themselves. Typlcal openings are:

Carstvujulda varod Vijena bila je, u to
doba, noé&u, slabo osvetljena, fenjerima -
kao sveéama (3).

The imperial city of Vienna was at that
time weakly 1it at night by .lanterns -
like candles.

Prema jednom pilaemu bole#liivog rodaka.
Pavlovog, lajtnanta Isaka Isakovida, u
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Novom Sadu, 1zgleda da je Pavlie bio u

Temifvaru, do poslednjih dana avzusta.

godine 1752 (h).

Accordinz to a letter of Pavle's sickly

relative, lieutenant Isak Isakovid in

Novi Sad, it appears that Pavle remained

in Temifvar until the 1ast days of

Auzust. i17%52.

Pomenute godine, u subotu; uo&i

Krstopoklone nedelje, na dan 42 mu&enika

u Amoreji, po¥eo je bio (...) parad (5).

During the aforementioned year, one

Saturday, on the eve of the thirda Sunday

after Easter, on the day of the 42

martyrs of Amurru. there had begun (...)

a parade.
Each new chapter 1nd1cates a potentia;ly new beginning,
invested with a site of origin for the action to be
narrated in that chapter. Thig episodic structure is
enhanced by the pattern which emerges at the close of
each chapter and go frames and separates one from the
other, The ends of chaptersg focus on the arrival or
departure of a character, usually Pavle, or the sgcene is
described as taking place at nightfall. Each chapter
finishes either by the completion of an action, aérival
at or departure from a place, or‘ig brought to a close
at the natural end of the day. The end of the firsast
example gquoted above 18 a scene set at night (6), while
the other two respectively finish thus:

MoZda ga 1 nije vise videla, ali se Pavlu

udini da ga gleda razrogadenim ofima i sa

guzama. To Je bllo poslednje 3to mu

oastade u seéanju, iz TemiBvara, kad su

konji trgii, 1 kola po#ila (7).

Perhaps she could no longer see him, but
-1t seemed to Pavle that she was watching
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him with her staring eyes filled with
teara. It was the last thing which
remained in his memory from TemiXvar when
the horses Jjerked and the carriage moved
off. )

Podne Jje bilo davno pro&lo i Sunce Jje
poéelo da silazi na ravan Dnjepra (8).

Midday had long since passed and the Sun

began to set on the surface of the

Dnieper.
Some critics have considered the episodic structure of
the novel.to'be'a siﬁn of poor construction (9).
However, the temporal markers at the beginnings of
chapters indicate the ﬁr#sence of different narrating
voices, and are part of the novel's overall design.

| The chronicle voice opens each of the six chapters

which relate Pavle's journeys around the Habsburg Empire
on behalf of the Russian embassy. ?he voice charts the
linear progresaion of time. By beginning each chapter
ih the sequence at the point where the previous oﬁe
finished. it specifies Pavle's movements on his travels.
The chapters open 1nvthe folléwinc waye: Chapter
Eleven - Pavle to go to Srem on 11 August; Chapter
Twelve -~ éavle ia retufninz to T&mi&var towards the end
of August 1752; Chapter Thirteen -'Payle remains in |
TemiBvar to the eﬁd of August; Chapter Fourteen - Pavle
sets off to Osek on 1 September; Chapter Fifteen -
Pavlie arrives in Graz from Osek on 10 September; Chapter
Sixteen - Pavle returns to Vienna to receiv§ a bassport
for Rusaia in autumn 1752. Each part éf Pavle's Jjourney

is introduced in a way which is characteristic of the
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chronicle. The events have no necessary causal sequence
beyond their strict adhesion to succession in time. The
chronicle voice 1s separated from the events by a
temporal gap which 1is indeterminate, but fixed at some
time in the future.

In the chronicle fime is represented as a natural
matrix in which the succession of events requires no
explanation. Thelir order coincides with the real order
in which the evente took place. However, the apparent
neutrality of this type of temporal organigation has
been qugstioned by Ricéeur in his book Time and
Narr#tive._ giseries of events which are placed in a
relationship which simply states that one event
happenéd. and then another "suggests that fhe phases of
action are in external relation" ana fhat such epiéodes
"constitﬁte an’ open series of events" (10). To say that
"the phases of action are in external relation" is to
describe the events as they are arranged in linear
. sequence by thevchroniele voice with no causal
connect;onf Furthermqre.Aas "an open geries of events"
the 1in§ar progression of the Jjourney is not a neutral
pregentation of time, Binge it denies any role that
Pavlie might play in occasioning action, and the
historical circumstances which.have brought him to
undertake the journey. It denies all association with
the human dimension of time, the mgmo:ies. fears, and

hopes which determine human agency in time.
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However, the temporal organisation of the Journey
related by the chronicle voice can be regarded as an
echo of the medieval romance (11). - Towards the end of
the novel the comment is heard "aa ée se romanca Pavlova
pretvoriti u romancu o hjezovim.sunarodnicama" ("that
Pane's romance will be transformed into a romance abouf
his fellow-countéymen" 12). The story of Pavle's
Journey corresponds to the medieval romance of the
errant knight in one important respect. The knight's
conduct 18 determined by a higher principle in life,
which 1is the goal of his Journey. His Journey
represents a spiritual search which supplies a
teleoleogical unity to the Jjourney in the romance. Pavle
too has a higher aim. He undertakes the missions for
the Russian embassy in order to receive hig passport to
enter Ruseia with his‘couains and preserve Serbian
national identity against hostile threata. There is
little said about the nature of his tasks, and there is
. more detall concerning the problems blaced in Pavle's
way. During ﬁhe‘novel his resolve is often questioned
by those he meets on his way, such as Bo¥i¥, Trandaril,
‘VisnjJevski, ana Enzeléhofen. These events inform the
proéreas’of Pavle's Jjourney as a spiritual struggle,
with himself at the centre armed only wifh his mo?al‘
resol§e.‘ The eﬁisodes of his dourndy aﬁe infroduoéd
by the chronicle voic; in this aecéion of the novél;

However, Pavle's motivation médifies the purely linear

168



CHAPTER FOUR

structure of eventeg, highlighting some events as more
aignificant then others, and anticipating an end to his
trials with his arrival in Russia. Pavle's resolve to
emigrate and the trials he has to face on his Journeys
in order to realise hieg aim introduce an ethical
imperative. The isolated points in time charted by the
chronicle voice are contrasted with Pavle's perspective
which 1is represented by the authorial voice.

The presentation of time as a linear sequence with
no regard for character perspective is modifiea by the
authorial voice. The authorial voice in Drugs knjiga
seoba 18 characterised by ite presentation of the
pointes of view of the Isakovi& family. Chapter Five
‘opensg:

Po pridi Isakovida sudeél, njegovi

bratencl stekli su utisak, posle, da

familija BoZ2i& nije onakva, kRKakve su bile

porodice njihovin sunarodnika. koje s8u,

ranlije, poznavali (13). ‘

~Judging by what Isgakovil said, his:

coueins gained the impression,

subsequently, that the BoZi¥ family was

not like the other families of their

fellow countrymen whom they had known

earlier.
The action specified in this quotation, what Pavle says
concerning the BoZid family, takes place at a point
later in the story than the text has reached by this
stace. wWhat Pavle says has resonances for the family
from a point before 1752 when the noval opens. The

authorial volice has no fixed point in time from which it

narrates, since it can relate what tha cousins are
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saying, thinking and feeling synchronically, and from
various points in the future. The temporal gap between
the authorial voice and the events it narrates is
characterised by an epistemological link:; in other
words, 1its authority reéts on privileged access to
information which.fhe char#cters knew at some point.

" The authoriai voice, narrating from the characters'
point of view, not only disrupts temporal sequence, but
also interpolates 1nto.the text the human dimension of
time in which memory and anticipation both reside in the
pregent. At the beginning of the novel Pavle 1s put in
prison for his role in the disturbances in the Serbian
regimenta. A general comment is made on the passage of
time in the prison, such thaf "u tom zatvoru, apsenik bi
brzo naudio kako je u mrtvadkom sanduku, a izgubio bi i1
pojam o véemenu" ("in the prison. the detainee would
Qquickly learn what it is like in a coffin;'and would
ioiézéveﬁ hisvaense of timé"_la). However, Pavle
. retains a sense of time pasesing while in prison,
measured by hie memories of recent events, and
particularly of the official from Vienna, Garsull, who
ordered his arrest. ' He then reflects on his marriage
ana his wifé who died more th#n a véar pré?iousiy while
‘civins bif;h prematurely. Time is not m@asuned by
external eventa, and no 1ndiéation is zi&aﬁ of heﬁ long
he remains in silent éontemnlatian; But, Pavle's

memories are a personal history which, although they Ao
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not explain his present position, reveal the human
dimension of hopes and fears in time.

The historical voice narrates from the point in
time which corresponds to the time of writing. Unlike
the authorial voice, able to move over the time period
occupied by the characters and light on any point in
that period, or the chronicle voice which iz at a fixed
but unspecified point in the future, the historical
voice assesses events in the novel from what it regards
as "the world in which we now live':

Tih dana, svet u kom sad Zivimo, bio Je
podeo tek da se stvara. U kolonijalnim
ratovima, u pobunama, u sudbonosnim
dogodajima u Indiji, Americi, 1 dalekim
morima, stvarao se Jjedan novi svet, nov i

.za Evropliane. Isakovi¢i o tom nisu
znali (15). ' : cn

In those days the world in which we now

live had Just begun to be created. In

colonial wars, in revolutions, in fateful -

events in India, America, and the far

geas, & new world was being created, new

for the Europeans too. The Isakovid

family did not know about that.

" . The historical voice ig isolated from the world of the
Isakovi& famlly who knew nothing of the Enlightenment,
and the European cultural developments of the time which
laid the foundations for the culture of today. Ite
authority 1is dependent on ite position in time; it
contrasts with the authorial voice in that the authorial
voice is8 linked to the knowladce of the characters,

whereas the historical: voiee is characterised by an

eplistemological divide which separates it from the
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characters, since it narrgtes what they could not Kknow.
Whereae the authorial voice relies on access to the
knowledge of the family, the historical voice focuses on
the institutions and social forces which shaped the
wider flow of historical and political events
surrounding the Serbs.

The periocd from spring 1752 to the end of 1753 is
regarded ag a span of time with its own integral unity.
The now of narrating is also lnked to that period as
part of a historical continuum. Pavle and his cousins
are motivated to emigrate as a result of Habsburg policy
to Europeanisge the region. The policy is presented as
an attempt by a centralising authority to force cultural
and political conformity on all its citizens. The Serbs
are to‘convert-tc Catholicism and lose their status
within the empi#e aéAthé defenders of the frontier. To
eécape the>tﬁreat this poses to their sense cf,ngtional
1¢ent1ty.'th§ Isakovid famlly propose to emigrate.
Bowever. after their arrival in Russia pressure is
exerted on tﬁem to accept the francophile culture .then
emerging in Russia. The unity of the period is marked
by the spread of a pan-European consciousness and
éultur§ amonget the political elite, and by the
em§rzance_of the continental eﬁpireavwitﬁ their opposing
military machines, which threaten to suppress the
national,aspirations’of the Serba.J There 18 a contrast

between the personal desires of the characters and the
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ingtitutions which allow or forbid the fulfilment of
those desires. The charscters attempt to maintain a
senge of continuity with the nation as a part of
personal identity, which the historical forces of
government and state aie tryinzvto change.

The historical voice is marked by its explanatory
mode of discourge through which the motives of
characters are related to the cultural and political
institutions of the day. It seeks to authenticate
information by reference to court documente, letters,
and archive gources. This verification of information
lends weight to ite Judgements. The historical voice's
order of time is achronological in that it ignores the
'sequenée of events.‘but it is temporal in fhat it
focuses on duration Qhen highlighting the unity of style
and qulture of the period as‘a whole. It regards the
epoch in which the Isskovid family live as part of an
already created world, sinﬁeﬂwhat has happened canndt be
changed. In this sense the historical voice is
determinist, ana tﬁe famil# is Judged accérdinz to the
critieria‘of historical necessity. Historical neceasity
ignores the‘hopes and fears of the characters, and
assumes that fhe ch#racters must submit to the political
and sécigl,movaments.which have cre;téd "the world in
which we now live". fhe homogeneity of fhe period and
i1ts place 1n fhe hiastorical process which leads to today

is defined by institutional forces, to which Pavle and

173



CHAPTER FOUR

his cousins are subordinated. The two time schemes of

the authorial and historical voiceg represent different

and irreconcilable world views - the desire for freedonm

and the will to subjugate.

The military and government representatives of the

Habasburg and Russian Empires judge and determine the

fate of Pavlie and his cousins. Questioning Pavle at

the Russgian embassy in Vienna, the official Volkov

presses him to explain his motives for emigrating to

Rugsias,

and is only satisfied when Pavlie commiteg his

family to the Russian military and state:

Niima Jje sasvim svejedno kakve ée Zinove
da im Rosija da: oni idu u Rosiju, ne za
¢inove, ne za porcione novce, nego zato
da ratuju, na strani slavom uvendanih
rogijekih trupa. Sve Bto bi molio, za
sebe 1 svoje bratence, da im se ne da
pehota, nego kondjica.

Volkov onda opet uzviknu:

"HoroBo! HoroSo!" (16).

It 18 of no matter to them what rank
Russia gives them: they are going to
Rueegia not for rank, not for money, but
to wage war on the side of the Russian
troops crowned with glory. All that he
would ask for himself and his cousins,

. that they 4o not give them the infantry,

but the cavalry.
Volkov then again exclaimed,
"Good! Good1!".

Volkov'sa enthusi‘aam is a response to what he asgsumes to

be Pavlie's willingness to serve and maintain Russian

military power as a symbol of the hiétorical homogehéity

of the period. As with the chronicle voice, charsaters

are blaced in external relation to events which surround

them.

They have been drawn into a partieular epoch of
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European civilisation which is expressed in the demands
of institutions beyona their control. What Volkov
cannot accept is that Pavle's proposal to emigrate is an
expression of his desire for a better future, to live as
a Serb, a matter unconnected with the time scale of
historical events and historical-homozeneity.

There is a direct contrast in the novel between the
sauthorial voice and the historical voice. Pavle's final
journey to Russia is narrated in two parts, in two
gseparate chapters (17).  The chronicle voice is silent,
and the firet chapter in the sequence is narrated mostly
by the historical voice. It places Pavle's Jjourney as
one of many which the Serbs have made in the hope of
findiné'safety in Russia away from the Habsburg threat
to their nationél 1dent1ty.‘_The Journey was long and
dangerocus, the travellers having to face severe
privations from which many of them died. 'The Serbs
emigrated in large numbers, whole villages and |
- communities moving together as one. However, the}
journey itself revealed divisions within the nation of
which the Isakovi& family seem to be hardly aware. It
was the ordinary soldiers and their families who
suffered most, and they lost confidence in their
leadersa. The historical background and the reception
they recéived in Russ;a form the cqntext'ar the Journeys
mentioned in this first chapter. 1In the following

chapter, the focus falls on Pavlie's own Journey. It ies
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not measured in terms of the months required to reach
Russia, but in terms of Pavlie's own consciousness.
Pavle himself is the measure of duration of the action,
in which the succesasive stages melt one into the other
in a manner akin to Berksonian notions of pure duration.
The authorial voice treats time as an open structure
through which it can move freely and reveal time as
measgured by the emotional intensity felt by the
characters. Thus, for Pavle his Journey is é single
moment; his break for fréedom. |

The novel has been shown to incorporate so far
three narrating voices which construct different
temporal échemes,throuch which tﬁé events of the novel
are’naérated:.the chronicler, author, and historian.
Linear suécession..the multiplicity bf thé‘huﬁan
61mensionsof time, and the cohegion of a historical
period considehed as & single unit, are ail different
ways of conceiving the temporal relationships of
succession aﬁd duration. At the same time'ihey are also
creative orders, ultimately expressing ideological ana
ethical positions as culturally informed ways of
repregsenting the relationships between past, present,
and future. The relationship of characters to these
time schemes, and the extent to which they are seen to
act a§ agents of action, express a relastionship between
the individual and history. Thus time is tranasformed

from a purely symbolic ordér. the matrix of events, into

176



CHAPTER FOUR

a creative order. Each time scheme ig creative in that
-1t determines the construction of events into a cchesive
gsegquence which presente one explanation for the motives
, of characters in the plot.

The epic voice in the novel expresses a particular
view of the relationship between the individual and
higtory. It differs from the historical voice in that
it asgumes a static picture of the past. The first
.chapter of the novel is the only one which i2 opened by
the epilc voice:

Bilo Jjednom jedno KkKraljevstvo, u srcu
Evrope, koje se zvalo: Hungarija.
h U tom kraljevstvu tekle su reke
bogate ribom, a duZ tih reka prostirale
- su se beskrajne, zelene ravni. Leti su
se te ravnli pretvarale u Zarke pustinje,
a zimi u ledeno more, pokriveno snegom.
Liudi su osluékivali u mraku, urlik
vukova (18).
. Once upon & time there was a kingdom, in
the heart of Europe, which was called
Hungarija.
In the kinedom there flowed
rivers rich in fish, and by these rivers
"stretched boundless, green plains. In
. summey the plains were transformed into
"baking wastelands, and in winter into s
frozen sea covered with snow. The people
listened in the dark to the howling of
the wolves.
In this instance the epic form is mediated entirely
through the use of linguistic markers which set it apart
from the other voices. The opening o£ the‘nove1 is get
in an indeterminate past in the use of the
"once-upon-a-time" formula. ' The word "Hungarija" is

unusual, where atandard Serbo-Croat would require
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"MadZarska", but ig recognisable as a Latin root found
for example in the term "austro-uzarskiﬁ
(Austro-Hungarian). This results in a degree of
estrangement which is echoed in the rest of the text
when Crnjanaki uses archailc forms. The tendency towards
inverted sentence structﬁre evokes the archetypal
story~teller, or gincer of epic ballads. Such narrafive
strategies evoke the "absolute epic distance that
separates the epic world from contemporary resality" (19)
described by Bakhtin as the gap between the time of the
'évents described @nd the time of their narration.
Bakhtin continues to insist on the "national epic past™
and "national tradition" as the "“subject" and "source"
for the epic (20). ‘These other two constitutive
feétures identified by Bakhtin confirm the opening voice
as eplc since they correapond.tq the subject matter of
the novel.

The epic congciousness of time aa felt and
expressed by Pavle and his cousins contrasts with the
othexr voices. The family, mogt often fhrouzh Pavle, see
and think of themselves in hiatory as indivisible from
their national identity. To return to the episocde of
Pavle's interview at the Russian embassy, his first
regponse when asked by Volkov why he wishes to emigrate
is describe& thus:

Isakovid se onda trZe i progovori , pa
pole da prida, kako su Serbi, na Kosovu,

carstvo izgubili, kako je car Lazar
pozinuo. alli Milod rasporio Murata i kako
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su oni, Isakovi&i, u Austriju presli, 1

kako Z2ive sad u Sremu 1 temisvarsko]

Generalkomandi, u Banatu, koji =su Novom.

Servijom nazvali (21).

IgsakoviZ then started and began to speak,

‘and he began to tell how the Serbs lost

an empire at Kosovo, how the emperor

Lazar fell, but Milo# djsembowelkcl Murat

and how they, the Isakovi& family,

eroased into Austria, and how they live

now in Srem at the Te@iévar military

post, in the Banat, which they called New

Serbia. .
The events to which Pavle here refers are mentioned at
many other points in the novel. Kosovo 18 the battle of
1389 at which the Serbian leader, Tasar Lazar, and the
Ottoman leader, Sultan Murat, were killed. According to
the epic ballads about the battle Murat was killed by
the Serbian hero Milosd Obilié. The battle signalled the
Ottoman victory over the Serbs, the collapse of the
Serbian medieval empire, and the subsequent Ottoman
domination of the Balkans. Towards the end of the
seventeenth century many Serbs left their homes in the
south and were led in a mass exodusg by the patriarch of
Peé&, Arsenije III Crnojevié, into Austria. This first
emigration is about to be followed a generation later by
a second emigration of the Serbs to escape Habsburg
threats to Serbian national identity. The Isakovid
cougins speak of thelr emigration as a search for
"areéda" ("happinesa"), and Pavlie suddenly realises that
"niegova familija nikad nije bila sretna"™ ("hias family

has never been happy™ 22). "Sreéa" is not Just a

passing emotion for the Isakovid family, but 1is the
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antithesis to the fate of the Serbian nation after
Kogovo, a fate which the Isakovid family and
particularly Pavle feel go keenly.“For Pavle ahd hisg
cousins what they are now experiencing ie a continuation
of the effect of the Serbian defeat at Kosovo, fought
almost four hundped years earlieﬁ.' The train of events
from the battle of Kosovo to the mid-eighteenth century
is the effect of a single event. Pavle does not isolate
the different stages as a series of historically
determined momente, linked through cause and effect with
the past and impending future.‘but‘he gees them as a
continuing moment of crisis.

" The epic conseicusnesé of«timebexercises a powerful
hola err the family, and the nation. The loss of
independenee and power, their subsequent search for
"areéa' symbolised in the Jjourneys Pavle undertakes on
behalf of the Russian embassy in Vienna, and hig final
Journey to Russla, are transformed into an archetyp§
' redolent of the myth of fall and salvation. ‘sincé Adam
and Eve were cast from the Garden~qf Eden, humanity has
sought salvation. Like Moseg leading the Israelites
from Egypt, the Serbs were led from the Ottoman Empire
by Crnojevié, However, unlike the Israe;itea they do
not finad their promised land.  The Isakovi& family is
prepared to go to war/in order fo ;1berate their
homelanda from Islam, echoing the underlying militarism

of the heroic cult in epic. Pavle is prepared to fight
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and die for Russia, and Volkov applauds this attitude as
a sign of his loyalty to.Russia. However, for Pavle his
willingness to sacrifice his 1life is an expresesion of
his commitment to the search for salvation inherent in
the national ideal. And yvet, to realise salvation will
mean the redundancy of the sacrificial gpirit central to
the Kosovo ethic. The epic framework in which time is
viewed as the continuing effect of a single event
spanning four centuries is transformed from a national
to a personal tragedy, since to resolve the continuing
crisis destroys a constituent component of the link
forged by Pavlie between hig self and history.

This éxamination of the orzanisatidn of tima in
relatioﬁ to the narfatinc voiceé of Drugé kn;iga.seoba
reveals tﬁe epié element to be one of four narrating
voices. .Each voice introduces into the text a time
scheme in which the events of the novei are organised.
The four schémes function in parallél. contrasting with
one another. Tiﬁe does not provide A structufe unitinz
the events in 6ne témporal model..ﬂor is time neutral.
The relationships of éequence and duration constructed
by the voices inscribe the characters into the action of
the novel, and into the hintoriédl circumctances‘
surrounding eventa. 1n'difte§ent ways. Thelco—éxistgnce
of change and continu;tv‘noted as a feature-of the
language and structure of Seobe 15 tranaroémed in

Druga knjiga seoba into tension. The emphasis in the
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second novel falls on the differences between individual
and institutional concepts of time and history, and the

dialectic between gelf and history.

Roman o Londonu

Crnjanski's last novel, Roman ¢ Londonu, was

published in 1971 although its genesis goes back to his
- earlier days as an émigré in London. It contains many
structural and thematic features with respect to time
which echo the other novels. Voice is an important
element in this novel, as in Drugs knjiga seoba. The
compositional design of his last novel is based on the
contrast between the voice of an impersonal narrator,
and the voices of the main character. These latter
voices are thoge of the main character ag narrator, and
others which are presgented in the text as if they were
the voices of characters, although they are all in the
main character's mind. They represent aspects of ﬁis
"hopes anda fears for the future and what has happeﬁad to
him in the past. They are given greater substance by
his frequent recollections from his past. To a certain
degree the focus on one charscter in this fashion.

regembles Crnjangki's firet novel Dnevnik o

Cérna;eviéu. The distinction lies in the presentation
of an identified main character in the last novel, the
Russian émigré Prince Nikolaj Rodionovid Rjepnin.

Riepnin is not the author of a diary, but the
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tortured reflections expresséd by the voices conjured up
in his mind are confeassional. He namea them asg the
volice of his friend Barlov, who is often heara
expressing the unpleagant truths from which Rjepnin
tries to shield himself; Barlov is a friend who
committed suicide while in emigration. Then there are
the voices of Jim and John, as RjJepnin names them. They
suggest aifferent wayg in which the prince is to
consider his past, future, and present position, and
aifferent ways for him to consider his living in tinme.
As they organise and privilege certain memories, certain
experiences, and hopee they give evidence of value
systems, all of which emanate from the prince and
-confront him with the choice between life and death.  In
all Crnjanski's novels the presence of the characters as
narrators, or as agents from whosge point of view evente
. are narrated, is a central feature of the presentation

of time. In Roman o lLondonu-Rjepnin's position in the

text as a narrator of his own fate links time,
character.faction._and values..

Romanlo Londonu is narrated in the third person.
nowever._as‘ﬁvidence from ocur analysis of Dnevnik o
Cargo;aviéu suggests, Crnjanski's use of the first and
- third person pronouns 1ls not & necesggary distinction
between characters anq narrators. There are a number of

linguistic and textual markers which indicate that for

large parts of the novel Rjepnin is himself the
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narrator. The novel opens in a carriage of the London
underground, with an unidentified "I" who is the

narrator, and who remarks, "Egalité, fraternité -

dujem kako neko vi&e. nemo, u Jednom vagonu podzemne
Zeleznice, u Londonu" ("Egalité, fraternit€ - I hear
somecne shout silently in a carpiaee of the underground
railway, in London" 23). The narrator has revealed
himself as omniscient, able to report what the as yet
unidentified "he" is thinking and feeling. However, as
the first chapter progresses, the relationship between
the "“I" and "he" changee. The narrator loses his
omniscience and is presented as 1if a fellow-passgsenger or
- friend of the "he", who ig named as Prince Nikolal]
Rodionovi& Rjepnin. instead of overhearing the inner
scream of the prince he listens to him like a friend or
confidant:i"kad mi jJe to rekao" ("when he told me that"
24); "Bapuée mi taj Rus, u podzemno] zelﬁinici" ("the
Russian whispered to‘mevin the undefzround railway"rzs);
‘"priZa mi taj éovek“ ("the man tells me" 26); and even
asks him a qQuestion, "Pitam :a.lhto ne ode u amerilku
voisku" ("I aask him;vwhy_doean't he go and join the
‘American army" 27). .

The prince is distraught at his émigré status,
wiivinz anonomously 1n,§ huge alien city, 20 the “I" of
. the passage comforts him:

Te8im ga 1 time da mi susedi pridaju da
ovakvih zima ima samo svakih desget godina

u Londonu. Proé&li &ée. Najgore je veé
pro#lo (28). ‘
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I comfort him with what my neighbours
tell me that there are only winters like
this every ten yeare in London. It will
pass, The worst has already passed.

The comfort which the narrator arfcrda the prince is
repeated in these few pazeé with the comment "Ja ga
tegim" ("I.comfort him" 29), On arrival at the last
station the crowds who leave the underground wish each
other goodnight: |

Liudi, na kraju, Zele jedno drugom dobro.
2ele jedno drugome, na Kkrajnjod stanici
dobro. Ne#to uteifno.

Ta krajnja stanica, do koje san,
nevidljiv, dopratio tu ljudsku senku u
ofucanom Binjelu, zvala se: Mill Hill
(30).

People, finally, wish each other well.
They wish each other well at the last
station. Something comforting.

The last station to which I have,
unseen, accompanied the human shadow in
his threadbare army greatcoat is called
Mil1l Hill. :

No-one wigshes the prince good night. He is alone with
his invisible companion, who accompanies him home. They
speak to one another in & conversation which cannot be
heard:

U takvom, nedujnom, razgovoru, bili smo u

tom &orsockaku stigli, do Jednog kuéerka,

zavejanog, koji se, izmedu dva hrasta,

beleo. Kao avet se beleo (31).

In that unheard conversation we had

arrived in the cul-de-sac, before a

delapidated house, gnow—-covered, which

shone white between two ocaks. It shone

.white like a spectre.
The narrator is invisble and 'inazwﬁ‘fy&'lﬁ. others. He

acts as 1f omniscient, and also acts like a friend in a
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world where the prince is alone. He geems to have
attributes of both a narrator and & character.

Later, sgome of the sctiong and words of this
character-narrator are echoed. Rjyepnin has a recurring
dream about his friend Barlov, when they were young men
together in St Petersburg. He tells his wife, Nada, of
hisz dream:

Riepnin, skoro svake noé&i, hoda po

Nevskom prospektu i priZa Jjoj, tuZno,

ujutru, o tome. Stoji na ulici 1 prasta

ge od onih, sa kojima Jje proveo vede.

Barlov ga, do kuée, prati (32).

Ryepnin, almost every night, walks along

Nevsky Prospekt and he tells her about it

. sadly, in the morning. He gtands on the

street and takes hig leave from those

with whom he has gpent the evening.

Barlov accompanies him to his house.
The reference which the narrator makes to his
neighbouras' comments on the weather is echoed 16 the
very formal and AdAistanced relationship which the
Riepnins share with their heizhbours. M» Green and Eb
Christmas. The winter as an expresgion of the prince's
mood and general outlook at that moment implies a
reflection on the part of the prince on hib preaent
isolaticn. Later, the prince relates'how one of the
voices within him, John, is a source of comfort. It is
thie inner voice which presents him with an alternative
to his pessimistic view of the fate ae‘the emigré as
something of which he can be proud, since Russian

&micréa4"éu nauZili svet baletu, pevanju" ("have taught

the world baliet. singing"™ 33). 1It.is even stated at
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one point thet "“"John ga Je sad teZio" ("John now
comforted him" 3&){‘ Barlov, Rjepnin and John are all
associated with this invisible aombanion on the
underzroﬁﬁd. |
It is only in th; opening few péeea that the
narrator is represented by the first person singular,
The attributes which distinguish him froﬁ the prince,
insofar as he offers him comfort and walks him home, are
later séén as paft of the princé's consciousneas, The
“I" and the "he" in the cpening pazéa are both |
referencesljo thé prince. The prince 1is a covert
rirst;person narratof. The division of his personality
is a funcfionlofvhis digtress a£ the poverty and
anon&ﬁity éf his émicné status, e#bressed on ﬁhe
narr;tive level. ’Tﬁe "I"'is praseﬁtéd as fha.narrator
and the "ﬁﬁ" as tﬁe object of ﬁarfation.‘ But bofh
subﬁect and object:are parte 6? the éame éersonality.
how fragmented, a feature which.ccmes to démiﬁate fhe
novel. | | | | -
Thié t&po of narrétive. from the prince's

conaciéuaﬁess.beontrasts with thQse.passéees dominatead
ﬁy the 1m§eraonal narrator whoioften set# the #cene for
tﬁ§ aéfisﬁ fo follow; | |

Posle té auge éim@. tako retke, 1

neobidne, u Londonu, - proleée Jje bilo, u.

London, ipak stiglo, kao da ga Je sunce

na more probudilo. Korak po korak, du¥

reke Temze, prolele je ulazilo u

Englesku, - & u parkovima Londona
pojavie se krokuei (35).
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After the long winter, so rare and
unusual in London, epring had
neverthelegs arrive in London, as 1if
woken by the sun on the sea. Step by
step, gpring entered England along the
river Thames, and crocuses appeared in
the London parks.

In this quotation the inmpersonal narrator has even
adopted the bird's eye view sgimilar to the position
afforded on occasion by the observer-narrator in
Seobe. The narrator has access to everything which
the prince could know, and at times narrates
retrospectively, looking at the past through the
prince'e eyee, and telling things which only he could
know:
To Bto Je taj ruski emigrant, to vede,
- svojold Zeni ispridao, nije bilo, sve. On
Je blo zaista otiiao u Minigtarstvo rada
- majoru Gardneru - koji je razoruanim
Poljacima nalazio zaposglenja. on Jje,
zaista, traZio, tamo, rada, - 1
manuelnog, ma kakvog rada, - ali nije
ispridao kako se to sve svriilo (36).
what .that Rusgian eémigré told his wife
.that evening had not been everything. He
had really set off to the Minigtry of
Employment to see Major Gardner, who
found employment for the demobbed Poles.
He really d4did look for work there, even
manual or any sort of work, but he diad
not tell how it had all ended.
This omnigcient narrator haeg access to the thoughts and
actiong of all the characters, 1nc1ud1ncdeepnin's wife,
but the balance of the text is narrated either by
Riepnin or from his point of view. The narrator refers

to Riepnin as "junak naeg romana" ("the hero of our

novel" 37). This phrase reinforces the impression of an
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impersonal and distanced narrator. The presence of such
a narrator prompted the following comment from Milan
PraZié:

U prvim poglavljima svoje knjige Roman o
Londonu Milol Crnjanski drZi Jjasnu
diatancu premsa glavnom junaku ove obimne
pride. To &udno i1 nesnalaZljivo lice,
knjaz Nikolaj RodionoviZ Riepnin, Kkso da
nije u punoj milosti pisca (38).

In the first chapters of his book Roman
o Londonu Milo& Crnjanski maintains a
clear distance from the main character of
this immense story. The strange and:
inadequate character, Prince Nikolal
Rodicnovid& Rjepnin, as if he is not in
the writer's favour.

‘Pr321é's rem@pk is 5aaed on the pcéition of the
impersonal narrvator 1h>the openiﬁe chapfers of the
novel, ;nd as Buéh is.not qui&evaccurﬁte.when the whole
nbvel is taken 1ﬁto acébunt. The distinction between
the "I" ana the “he" of the first chapter has alreadv
been questioned 1n this thesise. PFollowing this chapter.
1n the first part of the novel. there 18 an impersonal
narrator preeent. But. the noval is divided into three
pafts. The first part is set in London. when the prince
and Nada are facinz the 1owest ebb 1n thair fortunas.
Rdepnin has come to the conclusion that the only
solution 1is euicide (39). Hawever. he getcba job and
theif.situation 1mpr6ves. The}second p#rthéf fhe novel
”1§ set 1n’00rnﬁa11 whéré Rjépnih zoéc on hoiiday. péid
for ﬁ& a benef&ctroés. a Pélish countess. He‘stays in a

hotel used by Russian and Polish ©&migrés, whére he gets

to know his fellow guests. He kéeps in contact with
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them after his return to London, even having an affalir
with one. In the third part, following his return to
London, he loses hig job, has difficulties with his new
friendsg, and persuades hig wife to go to America where
she has an aunt who is willing to help. They plan that
Nads will prepare the way for hih to Join her later, and
that they will begin a new life together. In his
imolation the prince decides not to join Nada, and
carefully lays plane to take his own life. He commits
suicide on the last page of the novel.

The impersonal narrator in the firat part of the
novel contragts with the voices of Rjepnin. However, in
the second part the impersonal narrator dominatea., It
is thié narrator who "maintaine a clear distance from
the prince", as PraZié comments. He decribes the scenes
of action. When narrating from the point of view of the
prince, he maintaineg a position which is external to the
prince.  In Cornwall, the prince is at his most rei#xed.
his economic pressures have eased, and there are few
instances in which the prince questions his past and
present.,. In the third part of the novel the impersonal
narrator ie gradually effaced until the text 1is
dominated by the prince himself. The voices assoclated
with the prince reveal his hopes and fears more
immediately, raflectipc his growing psychological
disturbance. .The disgtinction between the impersonal

narrator and the prince's own voices can be recognised
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in the language ©of the text.

The presence of the prince as narrator is signalled
throughout the text by liﬁeuiatic markers. In Seobe
the direct speech of Vuk Isakovid ia given in

glaveno-serbskii in Roman o lLondonu there are numerous

instances in which foreign languages are included to
indicate the prince's voice. The prince iz a Russian
émigré, living in London, and the hero of a novel
published in Serbo-Crocat. As such, the instances in
which Rusaeian ia‘used can safely be assumed to indicate
the prince's voice. There are alsgso numerous phrases in
Serbo-Croat which are borrowings from Eﬁclish i1dioms:
the Rjepnins will ena up "u oluku" ("in the gutter") ana
that happiness is just "iza &o&ka" ("around the corner")
which are not idiomatic 1h Serbo-Croat. Such phrases
expreeas the linguistic conf&sion»of the émigré who has
livea many years outside his native enviroment;
reflecting "the fate of an exile in linguistic terms"™.
(40).  On other occasions English words are misspelt.
The Hotel Savoy appears in two formg on the same page,
as "Sawoy" and "Sevoy" (41). Replacing the "w" for the
"v" in the first example is the reverse of the typical
aifficulty many Russians have in pronouncing English
"w", often using a "v" sound. The;seconﬁ example is a
transliteration of what a Russian would hear in the:
Englieh "a" of Savey; The total éffect is to give the

impression of a non-native speaker using a language in a
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country where he has lived for some time.

These isolated words are complemented by longer
phrases. One day Rjepnin is sitting in the park when he
notices a youth close by and is startled when the boy
asks him the time: |

Polto se u tom parku Svetog Jakova, &uje
sat sa tornja Parlamenta, junak naeg
romana pomigli: 8to me pita? Zatim
odgovara, "Na mom je satu pro#lo pola
dava." "It's half past one by my watch."
Dedko mu u&tivo kaZe: hvala.

L Tek da neiito doda, Junak naeg
romana, dodaje, "MoZda vam se Zuri2?"
- "Are you in a hurry?'" (42).

Since the clock on the tower of the
Parliament building can be clearly heard
from Saint Jamesg' park, the hero of our
novel thinkas: Why is he asking me? Then

- he answersg, "It's turned half past one by
‘my wateh."™ "It's half past one by my
wateh." The youth politely says to him
thanks.
- Just to add something the hero of

our novel adds, "Seems you're in a hurrye"

. MAre you in a hurry?"

The prince first wonders why the boy is asking when he
can hear the clock chiming. Then the reply in |
Serbo-Croat is given idiomatically as a little attar
half-past one, but the phrase in English says preclsely
"half-past one", as if spoken by someone who to himself
usea an idiomatiec phrase which is more easily rendered
into the foreign language by rounding the figures to the
nearest division. . A similar effect is given in the
second paragraph. The qu&stion "Moida’vam se Zuri?" is
delivered with‘soma heaitation anda indireetnees; The

inclugion of "moZda" indicates a stranger askihc a
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duestion which might be faken as too direct. However,
the quéstion as phrased in English contains no such

" subtlety. The.Enaliah phrases are as spoken by Rjepnin,
and‘the Serbo-Croat phrases indicate what is in his mind
at the time, but which hg cannot render preclilsely into
English.

In this short passage the_vepbs are given in the
present tense. The paaaaze preceeding it describes the
scene in the park and is dominated by the perfect tense
of the 1mpersona1 narrator relating the events
retrospectively, and opens; "To se docodilolnednoc
patka" ("It happened one Friday" 43). The shift from
perfect to present tense is a shift from the diachronic
narration of the impersonal observer to the synchronic
narration of the character; The use of the present
tense 15 this way in sérﬁé—éroat ie used to convey a
greater immediacy of action. However, in Roman o
Londonu, the present tense is part of the novel's .

. compositional design. The perfect. tense indicates the
- voice of the impersonal narrator, and the present tense
indicates the voice of Rdepnin. This particular use of
verbs has bheen deacribed by Uapensky. whenithe present
tense 1is associated with
a peries of scenes, égéh being pﬁesanted
from a synchronic point of view and
within which time seems to stop. Verbs
in the past tense, however, describe the
~shifts that take place between the
" scenes, forming the context against which

the synchroni¢ scenes must be perceived
(48). ’
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Riepnin's own narration of the écéne 1é reinforced by
the chanée of tense and the 11ngu1;t1c transgressions.
To compare with the second part of the novel, there is
hardly any synchronic narration in the episode when
Rjepnin goes on holiday to Cornwall. Most of the verbs
are in the past tense. The parrator takes on the task
of retrospective narration. On hig return from Cornﬁall
when tensions again build up, there is a more frequent
use of synchronic narration, and an emphasis on the
prince's mental térmenth
There are occasions on which speech marks are

omitted from the text although the t@nse strdcturea and
the persons of the verb indicate direct dialozue between
the prihce and his wife. Thelr speech is not always
marked asidistinct from the descriptive scenes of the
text, equating théir volices Qith the narrator's. Such
instances are more frequent in the last part of the
novel. In the final pages the prince visits the
‘American Embassy to ask that his wife be allowed tb stay
with her auﬁt. In thié écene a first person bronoun is
introduced:!

On misli (I think) d#. od zemlie

prezidenta Linkolna, ne bi bilo lepo, da

Jednu Z2enu, proteraju, sgamo zato, Bto ima

intriga, raznih emigranata, i :

emigrantskih komiteta, koJi ni&u, sad,

kao pedurke, i sa Jjedne, 1 sa druge,

strane okeana (i5%).

" He thinks (I think) that it would not .

be agreeable for the country of President
Lincoln to expel a T+ woman, Just
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because of the intrigues hatched by .
various émigrés, and émigr€& committees,
which are now springing up like mushrooms
on both sideg of the ocean.

The repetition of the first verb in English and with s
firat person pronoun reinforces the presence of the

prince and his voice, ndrratinz immediately as if
without the mediation of another.

Slavko Leovac comments on4the_d1vision of language
in the novel:

U Romanu o Londonu postoje, &ini nam

se, dva osnovna nadina uoblidavanja grade
izmedu kojih se odvija neka vrata
takmidenja: jedan Je
putopisno-esejistidki 1
éaskaladko-priZaladki s povremenim malim
poetskim akcentima; drugil Je pripoveadni,
romanpkno prikazivadki s povremenim
drameskim akcentima (86).

It geems to us that there are two bhasic
methods of shaping the structure in
Roman o Londonu, between which a sort

of competition unfolds: one is the
travelogue-eggay and
chatty-conversational type with
occasional slight poetic flourishes; the
other is narrative, a novelistic
reviewing type with occasional dramatic
flourishes,

This analysils agrees with the types of distinctions to
which Leovac points. However, this analysis emphasises
the "dramatic flourishes" as those passages in which the
immediacy of the narrative is greatest, and partly shown
by the "chgﬁty" features which are imparted in the
syntactic fragmentation of his sentences, common to all

‘

his novels, which suggest patterns of speech and oral

v

delivery rather than written prose. The voices of the
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prince are an important element in the temporal

organisation of the narrative in Roman o Londonu.

Furthermore, the contrast between retrospective and
immediate narration, ias integral to the novel on the
thematic level. The nével traces the psychological
problem facing the prince as one which concerns his
identity, and his being in time. . The past, present, and
future are parte of his self which appear to him‘to be
fragmented., This 1s reflected in the use of a thira
person pronoun when the brince's voice dominates the
text.

The disintegration of Rjepnin's personality which
was first examined in relation to the use of the
parsoﬁal pronouns "I" and "he" in . the first chaptér‘of
Roman o Londonu again becomgs an isgsue in the last.

The iasue centres on who is narrating, who is "I"‘and
who is "he". After Nada's departure to the United
States, Rjepnin loses his job, which had euaranteed'him
accommodation. By chance: he meets a friend from his
daye as an army officer in St Petersburg, Ordinski.
Ordinski offers him the use of his flat, and it is there
that Rjepnin comes to the decision to take hies own life.
In the mental turmoil which precedes the‘decisionvne
again hears voices in his head, in Russian, but can no
longer distinguish thgir origin, "Sryednyy klass,

sryedn klags, ta lyvedi - mrmljao mu Je Barlov, 111

John, 1141 Jim, u ui&i" ("Middle class, middle
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class, that lady - murmured Barlov, or John, or
Jim, in his ears™ 47). The source of the other voice
18 now unclear. ' Rjiepnin begine to write letters to
Ordinski, which he destroys. They are recreations of
conversations they hadyin their youth, when they would
often argue about the merits ofANapoleoﬁ. Ordinski
recognised him as a great military leader, while Rjepnin
saw him as the congueror of Moscow. |

The prince has an obseesive fixation on fhe figure
of Napoleon which runs as a motif through the book. . His
fixation is a faint echo of Raskolnikovfn attitude
towards Napoleon in Crime and Punishmeﬁt.*the prince
having a patronymice derivéd from Déstoevsky'a
charaéter's Christian name. Napoleon, much though he 1is
to be hated for what hé did_in Rusasia, possesses the
will which Rjepnin acknowledges as lacking in himsel€f.
His letters to Ordinaki are not reminiscences of the
past but recreations of their debates which reverbéfate‘
in the prince's present turmoil. He writes as 1tihe
wére rehearsging the problems which confront him through
the figure of Napoleon. On one occasion he refers to
what Napoleon has written in his memoirs, with the
comment that “Napoléon kaZe - on govori o sebi u treéem
licu .kao Cezar" ("Napoleon says - he speaks about
himself in the thirdvperacn like Caesar™ 48). VFollowing
Napoclecon's préctiee. when using the third person the

prince ie referring to himself.

197



CHAPTER FOUR

In the first chapter the prince sees himself &as a
divided subject, not only on the level of narrative
presentation, but in a'more literal sense, in the window
of a paseing tube train:

Ma kako Jurile ljudske misli, u profilost,
u mozgu, - ak i u Jednom tskvon,
raseljenom, mozgu, - vozovi podzemne
#eleznice u Londonu neée da, zbog toga,
stanu. Naprotiv, Jure pod zemlijom, 1
paralelno. Tada svakl u vagonu, vidi, za
trenut, dva, svoje lice, sebe, i u drugom
vozu, Kkao u nekom podzemnom ogledalu, 1
"nestaje brzo (49).

However human thoughte rush into the.
pagt, in the mind - even in such a
displaced mind - the trains of the
underground railway in London will not,
for that reason, sgtop. On the contrary,
they race under the ground even in
parallel. Then, each one 1in the carriage

. can see for s moment or two h;s own face,
himself, in the other train as 1f in some
underground mirror, and quickly
disappears. : ‘

Thie image of:fhe dﬁ@iit&.ofubeihz”is.exﬁressed iater in
the novel by the Qoices-of Jim and John. . In . the third
part of the novel..Riepniﬁ is-invited to the house 6!
S8ir Malcolm Parks, whérhad been one of the zuests‘at the
hotel in Cornwall. Hé fries to explain to Parks that he
feels as 1f hafisyinhabited by two-ditferent beings:.

- Pokuiao je da objasni, A4Aa se, u njemu,
ruskom emigrantu u Londonu, bore dva
biéa., - koje on, u Bali, u sgebi, naziva:
Jim 1 John. DZim mu vi&e u uvo da je
bednik, prosjak u tudini, da &e da zavriéi
1 oluku. Da samo u svojod zemlii moZe
dovek da bude srefan. Da Je, to, Eto Je
zadeglilo Ruase najveéa nesrelda, gora nego
#to Je bilo najezda Mongola 1 mongolsko
ropetvo. Na celom svetu ruski oficiri
ima da peru sgudove, prodaju novine, d&iste
ulice, prodaju &ilimove, 1l1i zelen.

198



CHAPTER FOUR

DZoni mu viZde u uvo da, ni malo, ne treba
da se stidi, B8to Je rueki emigrant.
"Ruskil emigranti sgu naudili svet baletu,
pevanju, u Parizu, u Americi, u teatru.
Cak 1 Bekspiru. A siromaini, stari,
kosmati, ruski profesori, napunise u.
tudini, knjigama, katedre i universitete,
Kao nekad Grcei, kad je Konstantinopoll]
pao. Dfon kaZfe da treba da sBe osedéa, kao
apostol, ali, na ¥alost, on Jje oficir,
oficir, potomak Riepnina, koji Je =a
svojim kozacima ufao u Pariz. Eto to Je.
D¥im mu vidu u uii da treba da se stiai,
Jer ée njihova deca da slufe tudinu.
Menjaju 1 evoje ime. Ne znaju viBe, ni
svod Jezik. Postaju Francuzi,
Amerikancil, Englezi, Nemeil, Itslijani,
melezi. Prodaju se, kao B8to su robove
prodavali. Postali su dubre za
nadubrivanje, neplodnih zemalls. Pa #&ta
- Je onda istina: Jim 111 John? Je 11 '
to bila sreéa, il1i nesreéa? (50).

He tried to explain that in him, the
Russian &migré in London, two beings

. fought - which he named as a joke to
himself: Jim and John. Jim cries in
hie ear that he is poor, a beggar in a
forelgn country, that he will finish up
in the gutter. That a man can only be
happy in his own country. That what has
happened to the Russiang 1s the greatest
.misfortune, worse than the invasion of
‘the Mongols and Mongolian slavery. In

- the whole world Russian officers have to
waeh dieches, sell newspapers, clean

- gtreets, sell rugs, or vegetables.
Johnny cries in his ear that he should
not feel asghamed in the least because he
is a Russian émigr€. Russian émigrés
have taught the world ballet, singing, in
Paris, in America, in the theatre. Even
taught Shakespeare. And poor, olqg,
long-haired Ruseian professors have been
f1illing chairs and universities abroad
with their booke, like the Greeks once
daid when Constantinople fell.  John says
that he should feel like an apostle, but
he, . unfortunately, is an officer,
officer, desgcendant of the Rjepnin who
entered Paris with his Cossacks. There
1t is. Jim cries in his ears that he
ghould be ashamed, for their children
will serve a foreign country.: They are
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changing their names. They no longer
know even theilr own language. They are
becoming Frenchmen, Americans,,
Englishmen, Germans, Italians,
half-breeds. They are selling
themselvesg, ag slaves usged to be gold.
They have become manure for the :
fertilisation of barren lands. Well what
is the truth then: Jim or John? Was

it happinese, or unhappiness?

The fwo voices which he hears represeht two different
waye for the prince to view his life. One is obfimistic
and the other is pessimistic. On the‘one hand. his
nation hase contributed a . great deal to the history of
civilisation. On the other hand. there appears to be no
future for ﬁhcm.v Tﬁeir children are turcinz their backs
oc'the:national heritcze.’ The dilemna fcr’ﬁdepnin is to
coﬁc to‘tcﬁms witﬁ his cresent position in this
historical péccess of which he is, by dint of family and
N'haticnality. a part. Like Pavle in Druga knjigs |
geoba, Rjepnin verbalises the problem as a search for
f"crcéa" ("happiness").

| Barlov confronts the pfince withithc same igsue.
rgpcakiné{in.Ruesian: | | |

Cuo Je, medutim, kako mu se, u sedanju,
njegov pokojni drug, Barlov, smeje, u
glavi: Kakaya nyeobyknovyennaya

. metamorfoza, knyaz'! Kakaya
nyeobyknovyennaya metamorfozal Vy
stalinist, knyaz'? Vy stalinist? (51).

He heard, however, in hie memory, his
late friend Barlov in hisg hesd laughing
at him, "What

prince! What an‘unusual metamcrghosia
Are you a Stalinist, prince? Are you a
‘Stalinist?

'~ The transformations to which Barlov is referring are
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those which Rjepnin has experienced from being the son

cof a member of the pre-revolutionary Duma, an army

officer in the imperial Russian army, wealthy and

privileged, to his humble conditions as an emigré.

Metamarphosis is a natural process in the bilological.

world, but not. for Rjepnin.

Thé issue for Rjiepnin

concerns the control and will he has been able to

exercise over the changes in

his life. The

metamorphosis is not just unusual but beyond his

comprehengion, ag 1if he has been the victim of events.

Ryepnin considers this as a lack of will, for which

Napoleon provides him with a counter model ag he

reflects, "“Taj, trbuéastikxorzikanac. zamislio Je 1

metamorfoz Francuske, 1 revolucije, u monarhiju, kao

dete" ("That tubby Corsican planned the metamorphosie of

France, and the revolution into a monarchy, while still

a chila”" 52).

The two passages above,-

prince reflects on his life,
one of ldentity in time. . He
he ia, but cannot understand

in relation to his past, and

and elsewhere when the

‘reveal Rjepnin's prdblem as

attempts to understand who
that present state of being

in relation to what might

bae in the future. Hannah Arendt, in her book Between

Past angd Future, has deascribed the status of the

subject in the present in a way which corregponds to the

issue facing Rjepnin:

Seen from the viewpoint of man, who
always lives in the internal between past
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and future, time is not a continuum, a
flow of uninterrupted succesgsion; it is
broken in the middle, at the point where
"he'" gtands; and "his" stanqpoint is not
the present as we usually understand it
- but rather a gap in time which "his"
congtant fighting, "his" making a stand
against past and future, keeps in
.exlistence (53).
Riepnin is trying to maintain a-aense of who he hae
been, who he is now, and what he can expect to be in the
future. However, as he approaches the time of his
suicide, the different times of his life become more
confused in his mind, and the "gap in time" which ie the
present encompasses his whole life, which then seems to
be undifferentiated and empty.

The orchestration of voices in Roman o Londonu is

a8 compbsitiénal desizn.which highlights theiissﬁes of
identity ;nd.béinz in time faced by Rjepnin. ‘He is
confrontéd bvvthe'tﬁansience of éxperience in which he
finds no comfort for his présent position. He reflects
on his inabllity to control the transformations whiéh
hise lifafhae taken; He distinkuishes‘various wavé of
viewing the pasf. pﬁésent.‘and fufuré; and embodies them
in the names of Barlov, Jim, Joﬁn.'and Napoleon.
Ultimately, he 18 none of these. With no established
senge of self, he 1sg left to comment on his predicament
in the third person, as 1f he were discussing somecne
else. Ih the finalypaces<of the novel he remarks "On
Je lua. Taj Rus" ("He is mad. That Russian" 54). The

remark is delivered in the third person. However, this
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analysis has shown that there are instances where the
third person narration is conducted by the prince
himzelf. RJepnin refers to himself as 1if he wére the
witness and not the viectim of events. Thie type of
.narration ﬁevealslthe ﬁrince'to'be distanced from his
self, and fﬁém the changes whicﬁ time hag brought.

As a general conclusion:to Part Two, this analysis
of Crnjanski's névels has shown him to be a writer who
dislocates the séqueﬁce of'evénts from‘any necessary
causal connéction. Hias éh#raétérs act as creators of
temporal schemes, interacting with other 1mpersonal
narratobs. Such a'preaentatioﬁ of time>in his novels is
embeddéd in the type of 1§n¢uazé and n@rrativ& |
strﬁcfures'yhich he uses. Thié 15 characteristic of his
sumatraist style. His use qf fragmented sentence‘
structures and syntax 1is designed to anhancé}particular
exﬁeriences of time. in hiaAtinal two hovels. Crnsénski
continues to use language 16"3 simil#r way, but if'is in
his arranegmepf of véice tﬁat they find:c§mpoaitional
cohérendv.' The different voiées narraga evahts with
qirferent crdeﬁs éé dﬁration and suceessicn;:and arev
plaéed in diffeﬁent temporal relaticnshipa to fhe events
being dascribed. Ih ali. the charactéravplav an active
part in tﬁs con#tvuctien of time séhames in Crnjanski's
novels. .Time 1s4$§vgaled through their contrasting
perspecfives on fh& sequence and duration of events.

In hig two early essays, "ObjaBnjenje *'Sumatre'™
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and "Za slobodni stih", Crnjanski emphasisges the
expresgive power of 1anzuége. and of 1iterary form. His
novels reflect the association between form and ideas.
This cénnéction 1s.ref1ected in his coining of the term
sumatraism which is both a literary-reference to the
first iine of Pandurovié's poem‘"Svefkoviha" ("siBl1i emo
8 uma u sjajan dan"), and to a wa& of thinking and
perceiviﬁz which ie intuitive ana irrational. Through
his manipulation of time Crnjanski createﬁ the effects

of particular literary genres in his novels. Rjepnin's

funetion a8 8 narrator in Roman o lLondonu z;vea the
impression that this ias "pfiéa koJu osluBkujemo"”" ("a
story which we overhear" 55). The synchroniec narration
by characters and from character points 6: view in fhe
earlier novels is here transforﬁed into dramatic
1mmediacy.‘ Thiﬁ impression is reinforced by the stage
motif in the opening pdraeraph of the novel:

Svi ee pisci romana sglaZu, uglavnom, kad
e red o svetu u kom Zivimo. To je,
kaZu, neka vrsta velilke, <Zudnovate,
pozornice, na kojoJ svaki, neko vreme,
igra svoju ulogu. A zatim silazi sa
Bcene, 4s se na njolJ vide ne pojavi.
Nikada, - nikogda. Niti zna zalito Je u
tom teatru igrao, niti zasto je bal tu
ulogu imao, niti ko mu je tu ulogu
dodelio, a ni gledaoci ne zZnaju, posle,
kKuda Je iz tog teatra otiiao. (Uyekhal
- vide néeko u Jjednom vagonu podzemne
2eleznice u Londonu). Pisci kaZu 1 to,
da smo, samo pri tom silasku sa
pozornice,. svli, Jednaki. I kraljevi, i
‘prosidsci (56). ' :

All writers of the novel agree, on the

whole, when the world in which we live 1is
under discussion. It is, they say, &
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sort of -large, strange, stage on which
each one playes his role for a time. And
then he exits from the scene, to appear
on it no more. Never, - never. Nor
-does he know why he has played in that
particular theatre, nor why he had that
particular role, nor who gave him the
role, and the sgpectators do not know,
after, where he has gone from the
theatre. (He has gone - someone shouts
in a carriage of the underground railway
~in London). Writers say even that we
are, only on exit from the stage, all
eqgual. Both kings and bezears.

Rﬁepnin isa an actor whcse internal drama 1is portrayed.
and, as with Shakespeare 8 metaphor "All the world's a
staze". the drama concerns the ages through which men
pass in life and in timé'(sf). The reflections of the
actor-character are commuhicated with th; 111uei§n of
direct mediation, as if on the stage. The stage motif
is coﬁtinued in the novel as Rjepnin gives a description
of the stranger featurea of fhe gender transposition in
the Enzlish pantomime (58). and is taken 5ackwto his

daye in St Petersburz while watchinz a perrormance on

ice of Swan lLake (59).

The very title of Crnjanski's last novel, Roman o

Londonu (A Novel about London), reflects hieg
deliberate use of generic terms. It is a description of
its contents, ag isg the title of the novel's first

chapter:
Prvo poglavlije Romana o Londonu ima
neuobi&ajen naslov: "prva glava romana®™,
To poglavlje ima i poseban status u
¢itavom delu (60). .

The first cﬁapter of Roman o lLondonu -
has an unusual title: "The First Chapter
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of the Novel"., The chapter also has a
specific status in the whole work.

The specific status of theAfirst‘chapter examined here
is its suzzesfion of Rjepnin as a‘narratinz voice. The
bezinniné of tﬁé story is alsolapeéified in this chapter
wheh thé narratoﬁ remarks, "Medutim, sa fim éovékom
po&éinje, u iduéem poglavlju, ova.priéa" ("Ho&éver. with
that man‘the stor& becinﬁ in thé.next chépter“ 61). The
story wili not only be about the prince, his wife.‘the
enmigre communit&. but alﬁo about the peoﬁie of London,
and partiéularly "ovtoﬁ..ozromnod. varoii, éidi.ﬂé
zacrlﬁa:-bio smrtono#an zaltoliké,ljudi 1vzena" ("Qbout
that huge town whoaé émbr@ée was fatal for.éo many men
and womeﬁ" 62). | |
Langu#éa and'lite§ary form are fhé writer's rﬁw

m@terials for the ﬁréanaiafioﬁ of his work.. In this
first chapter Crndaﬁski‘Aistinguishes the story, %he
evaﬂts as.theQ habpéﬁe&. from the text, thaAérdeflin
Which the& are.narrated in fhe novel. Thé efory begins
in Chapteb delcf the on;l;.ind not in 6haptar One.
fhié distinctionléorﬁesponds to tﬁe éfructﬁralist view
.of fiﬁe ih the narrative étructure of n§v§1§. as
outlined-by ?odorov: -

Thaﬁ«faxiaté a "problem 6§‘t1me" beééusﬁ

two temporalities are found Jjuxtaposed:

that of the universe represented and that

of the discourse representing it. This

daifference between the order of events

and the order of words is an obvious one,

but literary theory took it fully into

account only when the Russian Formalists
employed it as one of the chief indices

206



CHAPTER FOUR

in order to set the fable (order of
events) in opposition to the subject
(order of discourse) (63).

However, the temporal organisation of Roman o Londonu

and Crnjanski's other novels is based on the temporsl
position of the narratﬁr in relation to the events being
narrated. There are a number of pointas of view on the
temporal plane which contrast with and complement one
another. The central distiﬁction is the difference
between the time of narration, and the time at which the
event took place. It 1s what Genette has termed the
actual narration's "positive relation to the story"
(64). In Dnevnik o Canoieviéu‘the temporal scheme
alternates ﬁetween the now of narration and the now of .
memory; The characters and impersonal narratogs of

Seobe, Druga Knjigs seoba and Roman o Londonu all

interact in thelir different relationships to the time of

the events, and with adifferent degrees of synchronic and
diachronic, immediate and retrospective narraticn.'
In his first poems Crnjanski disrupts the
expectations aroused by traditional literary terms.
Zdenko LeB1é& comments on such terms ag found in the
titles of Crnjanski's poetry:
The titles of these poems often contain
" the names of some traditional poetic form
of -the so-called sublime style of
classical rhetoric: hymn, ode, elegy,
dAithyramb, homage. He distorte them to

show their inner and reverse meaning
(65).

In his study LeBilé analyses Crnjenski's designation of
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his poems by traditional forms on the one hand, and his
expressioh of opposite sentiments on‘the other hand. In
his novels, Crnjanski continues to distort the
expectatiéns aroused by genres and literary forms. Hise
firat novel 1isa calied # diary ébout someone other than
the daiarist. Milan Bogdanovié comments on Seobe:

Pojam seobe, kojim je krZten roman

MiloBa Crnjanskog, upuéuje &itacca u

otekivanju dogadaja., Medutim, sam roman

ne razvija zbivanja, veé daje jedno
stanje (66).

The notion of emigration, with which
MiloB Crnjanski's novel is christenedq,
encourages the reader to expect events.
However, the novel itaself does not
develop eventg, rather it offers a
gtate.

Druga knjiga seoba suggests biblical echoes in its
designation as the "seéand book", while the epic genre
of the opening pageeg ig one of many narrating voices,
some of which counter the expectations of the epic. The

title of Roman o Londonu states that it is a novel,.

while it contains the dramafic narrating voice of the
main character. 1In hig long essay "Forms of Time and
Chroﬁotope in the Novel", Bakhtin remarks that time is
the primary category which "defines genre and generic
dietiﬁcfions" (67). 1In Crndanski'svnovels the
distortion of genres is a consequence of their oomﬁlex
temporaliévcaniaation. established largely by the
characters themselves. The participation of characters

in the creation of time schemes in hies novels leads us

to a second remark by Bakhtin, that in literature the
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expresgsion of time 1is “always coloured‘by emotions and
values" (68). Crnjanski's focus on the multiple time
schemes introduced by characters reveales time to be an
order for_e#perience which is determined by the values
ana psychblocical states of his characters. Time is an
activg and creative ihgredient by‘which,tﬁe characters

congider their relationship to ﬁelﬂ and to hisfory.
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PART THREE

CHAPTER FIVE

TIME AND SELF

Introduction

Time ies not a neutral, given, or natural order
which indexesg the succesgsion and duration of events.
Time, for Crnjanski, i1s modelled on the principles of
simultaneity and rhythm, which he outlined in his two
early essgays "ObjaiEnjenje 'Sumatre'" and "Za slobodni
gtih". These two principles rarely occur in their pure
form, rather,they alternate, one eventually being
displaced by the other. The tamboval organisation of
Crnjansgki'e novels is markéd by the different sequences
of duration and succession of characters and other
narrating voiges. Time also functions as a creative
order, since it is through their impositon of order that
the characters evaluate the significance of certain
eventg. The characters aspire towards making sense of
thelir present, past, and potential future thiouzh
focusing on the intensity of the moment, and through
recognising that moment, and their whcleilives. as part
of other paradigms of time and history in which they

have a role to play. In thig gense simultaneity is the
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expresgion and feeling of the intensity of the moment,
while rhythm features in the link of that moment with
all other times. Time provides a context for what
Leglie A. Johngon in her study of time in Crime and

Punishment terms '"the broader, vital concerns of the

charactere" (1). 1In Crhdanski's novels, thege broader
coﬁcerns are issues of the self and the self in history.
Each novel containa two important motifs which
reflect the themes of identity and being-in-time. The
first is the motif of the Journey. There ia a Journey

at the heart of each novel. In Dnevnik o Carnojeviéu

the dlarist often discusees his Journey home from the
front. In Secbe Vuk Isakovid travels away to war, and
often reflects on the Journey which he wants to make to
Russia{ In Druga knjiga seoba, Pavlie lIsakovid has to
make numerous trips for the Rusgsiane in the Habsburg
Empire, before finally being allowed to take up a
commiseion in the Russian army. The actual journey to
Russia 1s narrated twice; first, in the context of the
national exodus and the hardships suffered by the Serba.
and second, in the context of Pavle's own Journey. In

Roman o Londonu the train Jjourney from London to

Cornwall and back again links the three parts of the

novel. Moreover, Rjepnin himself feels towards the end
of the novel a desire to go back to Russila. The sense
of return is a major factor in the Jjourneys. The motif

of the doﬁrnay in each novel 1= an expression of the
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characterg' involvement in a search.
Coupled with the motif of the Journey is the ildea
of emigration. The word is contained in the titles of

2

his two novels Seobe and Druga knjiga seoba. The

emigration is a physical movement from one country to
another which the Serbs have experienced in the past,.
It ieg also the future which Vuk Iaakovié dreams about,
and which Pavle #nd his cousins execute when they go to

Rugeia. RJepnin, in Roman o Londeonu, is a Russian

emigre living in London and towards the end of the novel

he considers returning to Russgia. The Adlariet in

Dnevnik o Carnojeviéu also recalls many travels in
other lands and hie hcmeccmiﬁz. Thege travels, and
particulaﬁly the idea of emigration, are symbols
themgselves of alienation and estrangement which the
characters feel from their enviréments. and from the
times in which they live. Journey, emicration.land
return are all dreams which reflect the 1eeué of
identity in time., 1In différant ways thé characters'
react to and reflect on past, Dresenf. and futufe in
their fears and hopes for establishing their senses of
gelf, Existence is a search for this elusive sense of
being-in-time.

In each novel the motif of the mirror also appears,

and it always points to the appearance of the other. In

Dnevnik o Carncojeviéu the mivror motif is important,

and occurs when Carnojevié hearsg a voice, but when he
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openg hisg eyes he sees himself:

Ja sam pokuXao da zaspim, ali je tesko
i%lo, on mi Je jednako Baputao, a svaki
das sam kao u nekom ogledalu video nad
mojom glavom sam gvoje lice. Bila Je to
¢udna noé& (2). ’

I tried to get to sleep, but it was
difficult, he kept on whispering to me,
and at each moment I saw as if in a
mirror above my head my own face. It was
a strange night. '

Vuk Isakovié seeé himself in a mirror ag 1f it were
somecne elee, the alienation which he feels from his own
body emphasised by the partial details given of
different parts of his body:

Opran i umiren, posmatrajuéi Z2ta se u
dvoristu deZava, Isakovid Jje stajao dugo
pred velikim ogledalom 1 gledao Zirok
ofiljak rane na desnom ramenu, isto tako
paZljivo, kao 1 svoje debele, opulitene

. obraze. Mada Jje hteo, 1 trebao, da
poZuri, &inio Je begeciline pokrete i
prekidao oblaZenje dugim posmatranjem
sebe, u ogledalu, kakvo kod kuée nikad
video nije. Veliki komadi njegovih grudi
i nogu, njegove podbule o&i, Zuékaste,
pune tadkica, a narodito njegov trbuh,
dodofie mu u ogledalu i sme#ni 1 tuai.
Navladeél svoje crvene &ohe, njiemu se
potpuno udini da se to obla&i neko drugi,
a ne on, 1 da ¢ée to neko drugi sad 1iziéi,
nakinduren, iz te sobe, a ne on (3).

Washed and calm, looking at what ig
happening in the courtyard, Isakovid
gtood for a long time in front of the big
mirror and looked at the broad scar of
the wound on his right shoulder, and just
as attentively at his fat, drooping
cheekse. Although he wanted to, and
should, hurry he made some aimlese
movements and stopped dresgsing, with a
long gtare at himself in the mirror, the
like of which he had never seen at home.
Large parts of his chest and legs, his
swollen eyes, yellowish and speckled, and
particularly his belly looked to him both
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absurd and slien in the mirror. Pulling
on his red tunlic he was certain that it
wag someone else dressing, and not he,
and that the someone else was about to
leave the room, looking spruce, and not
he.

In another passage Vuk feels himselé ag 1f two people,
"Jedan koii JaBe, grla.,maée sabljom, gazi reke, tréi po
gunguli 1 puca iz piBstolja... 1 ¢ruzi koji mirno, kao
senka, korada kraj njega 1 gleda 1 &uti" ("one who
rides, shouts, waveg hig sword, wades across rivers,
runs through the uproar ahd fires from his pietol... and
the othér who calml&; like a shadéw. marches by his side
and observes and staysyéilent“ 4).

The duality of being which Vuk feelg here is also
feit by Pavlé in Drugsa knjilge seoba when he enters the
Rugsian embassgy to ask for a commission in the Russian
armyt

Pogle podne, u odredeno vreme, Isakovié
Je uBao u rosijsko poslanstvo, u ,
Leocpolditatu, u pratnji Agagijanijana,
kao da ga opet u arest vode. Bio Je
pognuo glavu 1 video Je sebe, medu mnogim
ogledalima, kao da poatolJi JoE Jedan
Isakovié&, koJi ponavlja svakili njegov
korak 1, Kroz ogledala, prolazi., 04
dugog d&ekanjas, u jednom, polumradénom
predsobliu, Isakovidu se umorile o&i 1
njemu ge &inilo da, kral njega. nikog
nema, nego da ga samo njegova genka, Kkad
prode kraj nekog kandelabra, prati (5).

In the afternoon, at the appointed time,
Isakovi#¢ entered the Russian embassy in
Leopoldstadt, accompanied by
Agagijanijan, as 1f he was being taken

- into custody again. He had hung his head
and he saw himself, amongst the many
mirrors, as 1if another Isakovié exists,
who repeats his every step and passes
through the mirrorg. Isakovid's eyes
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grew tired from the long period of .
waiting spent in a2 semi-dark anteroom,
and it seemed to him that there was
no-one by hig gide, but that only his
shadow followed as he passed by the
candelabra,

The combination of the mirror motif and the image of the

shadow 1s used in Roman o Londonu. Rjepnin returns
from Cornwall to lLondon, where his wife 1ig pleased to
see him:

Ona se bila taman obradovala, &#to Je
uspela, da ga po#ialjJe na obalu okeana, 1
da se vratio pocrneo od sunca, svel,
anaZan, - i ako mu Jje tetiva pukla, -~ ali
Je Riepnin osefaoc nesito, #8to ona nije
znalsa, 1, B8to Jjol nije rekaot tamo, na
obali ckeana, u Kornualiji, pored
ostalog, prvi put Jje oseéso, da stari. U
ogledalima, on Je, Jo8 uvek, bio kao neki
portret, kopija, francuskih, kraljeva, sa
ernom bradom, 1li kao slika italijanskih
agsaesina, visok, orlovskog hosa, crnih
odiju, koje su gorele, kao da u nijme ima
Zeravica. All kad bi okrenuo glavu, od
ogledala, to lice je postajalo bledo
lice, visokog &ela, umornih usta, lice
Jednog snuZdencg &Soveka. Sve Je uzalud.
Qd dana izlaska iz Rusije, on Je samo
svoja senka (6).

She was Just cheered that sgshe had managed
to send him to the shore of the ocean,
and that he returned suntanned, fresh,
strong. although his tendon was broken,
but Rjepnin felt something which she did
not know, and which he did not tell her:
there, on the ocean's shore, in Cornwall,
amongst other things, he felt for the
firgt time that he wasg sgeing. In
mirrors he was still like a portrait, a
copy, of the French kings, with his black
beard, or like a picture of the Italian
agsasging, tall, with a hooked nose, and
black eyes, which smouldered as 1f they
were live coals. But when he turned his
head from the mirror that face became a
pale face, with a high forehead, tired
mouth, the face of a dejected man.
Everything 1is in vain. Since the day he
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left Russia, he has Just been his shadow.

Each novel uges the motifs with different emphases,
but each also points to the issue of identity as a
factor in the thematic composition of the novels. The
motif of Jjourney combines with the motifs of dualism to
reveal that the dourneyvin each novel is a part of the
chﬁracters' search for identity. The theme ieg expressed
in relation to time variously in each novel. There are
two broad contexts which cut across the chronological
divisions of the novels and regroup them to reveal ideas
whiech develop throughout Crnjanski's opus. The first
and last novels are concerned more with individual
identity and the search for an essence 6f self, in which
the fictional diarist and Rjyepnin inscribe themselves as

narrators into the temporal frameworke of the novels.

Secbe and Druga knjiga seoba reveal more of the
tensions felt as the individual's desire for that
authentic sgelf comeg into conflict with institutions on

a social level.

Dnevnik o Carnojeviéu

The issue of the egelf in Crnjanski's firet novel
concerns Carnojevié and time. In the novel there are
three figures or characteres} Carnodevié.'kaiié. and the
Palmatian sallor. However, when the novel is analysed
for its relationship to'time. the ;hree figures become

igsolated in different temporal spheres reflecting
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agspects of Carnojevié's being-in-time. Rajié is a
figure associated with the past and with memoriesg, and
the gsailor evokez what the diarisgst feels he ought to be.
Carnojevié himself 1is writing in an unspecified present
time, marked by doubt and gelf-questioning.

Rajié's name occurs three times, but not once in
the Serbian form. His name ie fiist made known by one
of the doctors who treated him in Poland: "ona me je
uvek zvala, ‘'Pubi'" (Yshe always usged to call me 'Pubi‘'*"
7)., This dimunitive 18 then followed by his name as
given on hig hospital chart in German:

Name: Petar Raitch.

Charge: Stellenlosesg Kanonenfutter.

Religion: gr. -ort.

Stand: ledig.

Alter: 23

Beruf: Konigsmord.

Diagnose: Tuberkulosis. (8)

Name: Petar Rajié.

Rank: Statusless Cannonfodder.

Religion: Greek OrthodoX.

Status: Single.

Age: 23. , -

Occupation: Regicide

Diagnosis: Tuberculosis.
Thig information comes at an important point in the
text, Just before the figure of the sailor is
introduced. The information given about Rajié is
clearly not the official hospital chart, but an ironiec
comment on hisz presgence in the Austrian hospital as one
of their soldiers, and on Augtrian attitudes towards his

nationality. The third mention of his name is given in

the episode recalling his meeting with Marija and
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Izabela, and hies first love affair while on the cocaat.
He is in a boat and '"neko me je pozdravio sa obale,
'Addio Pierre'" ("asomeone called to me from the shore,
'*Addio Pierre'" 9).

The three references to his name are associated
with memories from befoﬁe and during the war. RaJié is
not a name associated with the diarist in the present of
writing. His memories are personal, but also reflect
the fate of his whole generation. The three variants of
his name represent the major language groups of Europe,
and give the 1mpr§seion that Rajié repregents all the
goldiers who fought and suffered in the war. His
gurname is cognate with the noun "raj" ("paradise"),
adding another dimension to his memories. His memories
constifute 8 search for. a lost paradise, connected‘with
his childhood, as 1f something has been lost from those
days.

The m&moiies which are associated with the name
Rajié follow a discernable pattern. The episodes téﬁd
- to be introduced with a general comment to 1ndicat§ the
time and place of action. However, in each case, at the
point where the diasrist's memory moves on, and
especlally whén the reference changes froﬁ the past to
the present, the memory hes reached a high point of
particularisation. The firgt section of the diary
closes with the words, "U mreZnim noéima, po malim

kuéicama 1 kolibama, gde se nadoh na straZi ea nekoliko
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momaka, Jje piZem mnogo &ege se nerado seéam"™ ("In the
dark nights, around the cottages and shacks where 1 was
on guard with geveral lads, I am writing a great deal of
what I reluctantly remember" 10). The diarist fixes his
memory of the event with details of time, place, and
action.

The diarist's memory then takes up thé day on which
the Archduke Franz Ferdinand was assasgssinated. He
writes, "Bio Je Juna (gic). Vegeo dan. Vidovdan® ("It
wag in June. A happy day. 8t vitus' Day'" 11). These
opening statements are of a general nature, with l1little
desariptive detail. He continues to recount further
eventg asgsgsoclated with that day. He was arrested on
suspicion of being a Serbian spy, interrogated., beaten,
then taken to a detention centre where he abandons this
episode:

Ja sam tuZno gledao unackolos prepadoh

se, skidoh bele rukavice i sedoh medu

neke genke u mraénom hedniku, Bto su

strano zaudarale, gurale me 1 jednako

faputale, "Jel', ej, dad malo dAuvana"

(12).

I looked around ssadlys I was frightened,

I took off my white gloves and sat down

amonget some ghadowg in the dark

corridor who stank terribly, pushed me

and continuously whigpered, "Hey, you,

give some bacey"™.
The details of this closing scene are delivered with
greater clarity and starkness than at the beginning of

the episode. The diarist describes the location,

monitoring his actions and those of the otheras. Colours
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are sharply contrasted ("white'" and "aark"), while the
sense of smell ("stank"), touch ("pushed"), hearing
("whispered"), and taste ("baccy") are all appealed to.
The description of the memory has taken on the
appearance of actual perception, at which point the
episode ends. The foll§winz one beginas in the war, and
then alternates with scenes from his childhood.

Much of what he recalls from childhood is vague and
could be culled from a number of conflated memories.
One short section recalling the war is closed with a
gsentence which expresses a clear idea of location end
action, "KaZljucao sam, i iZao sam za kolima natovarenim
vrelim, sveZim hlebovima" ("I was coughing, and I walked
behind a cart loaded with hot, fresh loaves" 13). The
followinc gection, in which he develops the reference to
his childhood, opens with a comment which links his
military service, when he was sick with tuberculosis,
with his childhood memories §f illness, "Bolesti su bile

moji najlepii doZivliijaji. Obladili su me u belo 1

- metalli me u prozor; a ljudi su zastajalli i gledali me"

("Illnesses were my 1oveiiast experienées. They would
.drees me in white and put me in the window; And people
would stop and look at me" 1l8). That whole section on
hié ehildhood then closes with another reference to a
precise location and”evént. "Voz Je sténdao i peo sge n§
brefuljke kraJj Dunava" ("The train groaned and climbed

the low hills by the Danube"™ 15). In the next section
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the diarist turns again to the war when his battalion
wag on the move.

This first part of the diary, until the embedded
narrative concerning the saillor, cohtinuea in the same
vein. The diarist develops his memories from childhood,
the war, the death of hig mother and marriage to Maca,
in a non-progresegive fashion. The memories change to
another time once they have achieved a clarity of
location and particularisation. The details imitate
perception, and then stimulate.memories along a private
chain of association with another episode from the past.
Sometimeg, the memories evoke a responsge which shows a
link between those past times and the present.

The ... +«—.» diarist suggests at the very
beginning of the novel that there ig a l1ink between his
memories and the present:

Jesen, 1 Zivot bez smisla. Proveo sam

noé u zatvoru sea nekim Ciganima. Vudem

ge po kavanama. Sednem do prozora, 1

zagledam se u maglu i1 u rumensa, mokra,

Zuta drveta. Gde Je Zivot? (16).

Autumn, and life without meaning. I

spent the night in gaol with some

Gypeles. I drag myeelf around the cafes.

I 8it next to the window, and begin to

stare at the fog and at the reddish, wet,

yvellow trees. Where is life?
" The memory of the night in gaol ie quickly followed by
his questioning of his life. Most of the'references to
the present include some form of question, reflecting

the doubt in the diarist'e mind. The section whieh

opens "Kome ja ovo pifem?" ("For whom am I writing
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this? 17), closes thus:!

Nista nema smisla, Bve Je propalo u ove

tri godine. Strahovito, uplaBeno,

pazljivo Ja gledam u njima Zivot 1 drZim

ga rukama Koje drhte, 1 gledam oko sebe

Zume 1 puteve 1 nebo (18).

Nothing makes any senge, everything

falled in those three years. Horrified,

frightened, attentively 1 look at my life

in them and I hold it in my hands which

gshake, and I look around myself at the

foreste and the paths and the gky.
The diarist 1s trying to look at life through his
experience of the war, and Rajié personifies his memory
of himself. The diaristvis afraid and apprehensive, yet
wants to look "attentively". The memory evokes a
regponge in the present as the diesrist considers hie
life in the war and looke around himself. However, when
a point is reached when the memory might achieve meaning
and sgignificance in the present, the diarist turns to
another eplsode. Bergson degcribes this type of
memory-image:

Little by little it comes into view like

a condensing cloud; from the virtual

state it passes into the actual; and as

its outline becomes more distincet and its

surface takes on colour, it tends to

imitate perception (19).
The diarist doesg not contemplate hisg memories in the
present "actual" state, but continues to look at them as
objects which he holds in his hands, distanced anad
reified from the present. The "1I" of the text dAces not

represent a single, stable personality. In different

contexts the "I" represents the diarist who is writing
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in the present, and Rajié, who is both representative of
his self in memory, and of a'whole generation.

Following the embedded narrative about the gailonr,
the diary continueg in a similar vein. The diarist
recalls his love affair with the Polish nurse, his first
love affair, and his return home. However, there is a
greater frequency of questions ih which the diarist
reveals the general anxiety which he feels about his
life: "Ko zna #Bta Jje Zivot" ("Who knows what life 1is"
20): "Greh? Z2Zivot? Ko zna Sta Je to" ("Sin? Life?

Who knows what it 1is" 21); "2ivot se ne menja. On
prolezi" ("Life doesn't change. 1t pasgsges by" 22). The
more frequent references to his Journey home give the
diarist a greater sense of urgency as he not only
approaches home, but also the present time of writing.
The gathering repetitiong of certain phrases and words
link together episodes from his life in more complex
asgoclationg. Recalling the time when he was in the
hospital during the war, he evokes the atmosphere df hie
feverish mind and the temporal complexity of hig present
of writing in combination with different memories:

vLJudi su kaZljalli sve gore i jednog dana

pade Jjedan grdan Ceh kraj mene na

stepenicama sga ustima ogrezlim u krvi.

Ja ga pogledah zapanjeno. Umro Je posle

tri dana. A prolede Je dolazilo.

Ververice su zabasale 1z %uma &ak u nade

sobe. Po krovu pada neka ¥uta tama zorom

svakog dana od kada gam se vratio. Tama,

tame Je ta topla svetlost ¥to me rano

budi. U primorju, hnegde daleko sad Je

proleée. Greh? 2ivot? Ko zna #Zta Jje
to. U primorju Jje sad prolede. U ovakve
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dane sam prvi put naudio da ljubim. Bio

sam tada veseo i mlad. Seéam se, sedam

se, tada mi Jje majka bila prvi put teiko
" bolna (23).

People were coughing ever worse and one
day a huge Czech fell over beslide me on
the steps with hig mouth gushing blood.
I looked at him astounded. He died after
three days. But spring was on its way.
The sgquirrels wandered from the foreats
even into our rooms. A yellow gloom
falls acrogs the roof every day at dawn
since I returned. Gloom, gloom ig the
warm light which wakes me early. On the
coasgt, somewhere far away it is now
apring. Sin? Life? Who knows what it
is. On the coast it is now spring. On
daye like these I first learnt to kiss.
I was then happy and young. I remember,
I remember, then my mother was taken
badly 111 for the first time.

The above passage examplifies the level of temporal
coﬁplexity which the novel achleves. The memory of the
hogpital and the death of the Czech are assoclated with
the time of year, spring. The Czech died when‘the rest
of nature began to burst into life. This.life touched
upon the patients in the hospitale by the appearance of
the equirrels after:montns of hibernation. The foom in
the hospital and the time ofv&ear remind him of tﬁe
preseht. his r»oom at home; and spring, and also of the
past when he had his firet love affair at a fime when
his mother was 1l11. The memory of his stay in nospital
ie one temporal level, the questions prompted(by this
memory are linked both to the presgent time of writing,
and anothe; event of his first love; "Sad Jje proleée"

("Now it is spring") ies a triple reference to all three

levels as théy co-exist in the diarist's mind. The
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memories associated with Rajié only remain in a virtual
gstate, never communicating their full meaning to the
diarist in the present.

Like Rajié, Carnojevié's name.is only revealed
indirectly., by a reference he makeg about hig father in
the dream sequence involving the sailor. This is the
only reference in the novel to the diariest's name:

Ah, dragi moj, Jjeste li slugiali za moga

oca, pitajte za njegovo ime po

managtirima sremskim svud ga znaju,

'pitadte gsamo za drvara Egona Carnocjeviéa,

za onog 8to Je 1 zimi 1 leti nosio beo

Sedir (24).

Ah, my dear chap, have you heard of my

father, ask for his name at the

monasteries of Srem, everywhere they know

him, ask only for the woodcutter Egon

Carnojevié, for the one who uged to wean

a white hat in both winter and summer.
In order to examine all the implications whieh the
figure of Rajié holds for the diarist, he has to be set
against the dream figure of the sailonr, The embedded
narrative about him begins with a different emphasis
from mosgt of the other episodes. The dAiarist begins by
gstating his desire to narrate, not by assuming the 1link
of agsociation between memories, in his statement "hoéu
da Vam priéam" ("I want to tell you" 25%). And what he
wante to tell began one night in April, of which he
says, "Ja Je nikad zaboraviti neéu" ("I shall never
forget 1t" 26). Instead of prefacing or interspersing

the episode with the refrain "seéam se" ("I remember"),

thig 1ie an event which cannot be forgotten. He later
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says, "Hoéu da ti pridam san, Jedan moJ san" ("I want to
relate to you a dream, a dream of mine® 27). So, the
seetion which concerns the sailor is marked as different
from the others, as it i1s a dream, and something which
is not to be forgotten rather than a reluctant memory.
There are many points of contact between

larnojevié, Rajié, and the sailor. The diarist
trensformeg the refrain "seéam ge" ("I remember") to
"asebao se" ("he remembered"” 28). On another level the
sallor's mother appears to Carnojevié like hisg own
mother, and he remarks that "kad pridade o njenol sedo]
kosgli meni se udini da snevam, toliko Je 1i&ila na moju
majku" ("when he usged to talk about her grey hair I
thought I was dreaming, she looked so much like my own
mother" 29). The sailor's father is like the diarist's
father too:

Ah, nikad ne mogu da zaboravim tu Zenu.

Ona nije bila nikad zaljubljena, nju

nikad niko nije milovao, tukli su Je,

mamili Je pijani i obesni i ona jJe

jednako ribala pod. Niegov otac bede

veseo &ovek, kao 1 moj (30).

Ah, I can never forget that woman. She

wag never in love, she was never caressed

by anyone, they used to beat her, drunk

and crazy they enticed her and she

continued to scrub the floor. His father

was & happy man, like mine.
The two characters are agsociated by family likeness,
Carnojevidé being led to remark that he felt the sailor

was "vie nego brat" ("more than a brother™ 31), and

the sailor remarks to him simply that "vi li&ite na
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mene" ("you look like me'" 32). The latter phrase is
later echoed in the diary when Carnojevié visits an old
friend of his father, who "kaZe, da gasvim 1i&im na
nijega"™ ("saye that I look very much like him" 33). His
father died when he was a child. The associations
between the sailor and Carnojevié are deepened by the
contrasts between them‘-

The diary as a confessional monologue reveals an
obseseion with guilt and death in memories associated
with the figure éf Rajié. All ﬁis relationships with
women aré colour;d by these feelings, and in them there
is a close association between Eros gnd Thanatos. His
relationghips with women are unauccessfﬁl except for the
nurse in whose care hé is placed like a child. The
followinc comment on hig relationship with his Poligh
nurse gives a clue for the sguccess of that affair:

Ona me Jje smegtila u zasebnu sobu, &iji

su prozori gledali u zamrzle prozore

Jedne stare crkve. Bilo je kao u’

detinjdstvu (34).

She gettled me into a“separafe room,

whoge windows looked onto the frozen

windows of an old church. It was like in

childhood. :
The nurege ig presented as a mother figure in
Sarnojevié's memory, which suggests that one reason for
his intention to write his memories 1is a search for a
lost innocence. Similarly, in his memory of Izabela and

Mariija when on holiday one year, there is a sharp

contrast between hig view of Izabela, with whom he
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spends the night, and of Marija, who 1is outside in the
yvard when he wakes:t

Probudio sam se kad sunce granu. Videh
Je polugolu do sebe i neki gadan osmeh
ispuni me svog. Be#e opet Jutro i kao da
sam osetlio, da to ne befe sunce #to me Je
probudilo, nego jedan glas, ustadoh 1
pridoh prozoru. Pod prozorom stajase
Marija 1 pevaie, Prala Jje rublje. Iz
nienog lika i golih ramena bljestalie
zora. Ja se trgoh 1 pogledah na
postelju. Videh modre Z2ile na telu
izljubljene Xene i okretoh glavu (35).

I woke up when the sun rose. I saw her

half-naked next to me and a repulsive

smile filled the whole of me. It was

morning again and I felt as if it was not

the sun which had woken me but a voice,

I got up and went to the window. Under

the window gtood Marija and sghe was

singing. She was waghing clothes. From

her face and bare shoulders sghone the

dawn. I flinched and stared at the bed.

I gaw the blue veina on the body of the

woman I had loved and I turned my head

away.
The description of lIzabela contraste sharply with the
purity associated with Marija. Izabela is depicted as a
bodily figure of thig earth, her mortality emphasisged
against the purity of Marija who not only bears the
same name a8 the mothér of God but is associated with
dawn, light, and the cosmic forces of eternity. The
diarigt is gimilarly repulsed by his wife, Maca.
Finally, the diarist reveals the basis of his revulsion
in the close connection he geesg between pnysical life in
all its aspects and death, the end of individual time,

ag he describes in a gcene from hia Journey home when he

sleeps on the grave of a thirteen-year old girl:
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Spavao sam dobro. Kad ge probudih videh
da sam spavao na grobu. Ona se zvala
Neve Benusi. Da, le¥ ala je mirno, podq
zemljom. Z2ivela je trinaest godina. To
Je bila moja najéistija bradna noé (36).

I slept well. When I woke I saw that I
had been sleeping on a grave. She was
called Neve Benusi. Yeg, she lay
quietly, under the earth. She lived for
thirteen years. It was my purest wedding
night.

The feeling of shame and gullt arises from the fear of
retribution, with death as the uifimate retribution.

The sailor, on the other hand, 18 described ag the
oprosite and is seen as successful in his relationships
with women: |

Seéam se gstojall smo pred Kairom.

Jedna vrlo bogata Amerikanka i njeno
drusitvo posetifie brod, a on joj Jje bio
dodeljen za kavaljera, Jjer Jje krasno
govorio sa Zenama, a Jjos krasnije plesao
(37).

I remember we were tied up at Cairo. A
very rich American woman and her friends
were vigiting the ship., and he was
detalled to her as a gallant, since he
spoke beautifully with women, and danced
even more beautifully.

Ag 1f to emphasise the contrast between the two and echo
all aspects of the diarist's personality and memories,
there ig even mention of a girl of thirteen associated
with Carnojevié, but who is not associated with death:

Oni su po#li u lov na grne. Bila Je

navriila trinajet godina. On je svako

vede skakao sa broda i vikao gr&ke neke

krasne medene redi, 1 plivao do jedne

Sume, gde Je ona dekala (38).

They set off to hunt deer. She was

thirteen. He would Jjump from the ship
every evening and shout some beautiful
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. Greek honeyed words, and swim to a
forest, where ghe would be waiting.

The saillor displays no sense of shame or guilt, there is
no confusion of Eros with Thanatos, and no fear of
retribution. He and Rajié function as aspects of
Carnojevié'’s self. Rajié is the "I" of the diarist's
memories. His time is static in that it is repressed
and locked in the past. He 18 a projection of the
diarist's memories of what he once was, and that time is
largely a repressed time of awakening from innocence.
The sgallor represents a posgibility of change. He 12 a
dream figure whom the disrist feels he ought to be,
They are both distanced from the "I" of the diarist
whosge being-in-time 1is set in an isolated present. He
surveys hig life, and from this vantage point is cut ofe
from hie life, as suggested in the following image:

I ni%ta me ne vezuje ni za dobro ni za

zlo. I tako sam se oslobodioc svega. Ja

drZim moj mali Zivot sav potresen 1

uplaen u rukama, fudeéi mu se, kao Bto

drZi erni evnuh praeten sultanije u rukama

dok se one Kupa, On Jje u mojim rukama a

nije mod. I sve 8tco Je oko mene moje Jje

1 nije moje (39).

And nothing binds me either to good or to

evil. And so I am liberated from

everything. I hold my small life in my

hande, shocked and afraid, wondering at

it, ag the black eunuch holds the

sultana's ring in his hsands while she

bathes. It ig in my hands and it is not

mine. And everything which is around me

ig mine and ig not mine.

The diliarist's vantage point gives him a sense of

liberation, but a liberation which alienates him from

235




CHAPTER FIVE

the valueg which would give meaning to hisg memories.
The rupture between the time of memories and the

present time of writing is redrawn in the time scale
which the sailor representsi

Na svom topu, na palubi, u noéi zvezdane,

na sinjem moru, kad ne bi video nigde

nideg do neba 1 vodu, on bi bio gospodar

sveta (40). :

On his gun, on the deck, in the starry

nightas, on the blue sea, when he would

gee nothing anywhere except the sky and

the water, he would be lord of the world.
He acknowledges the past in the present, he doeg not
live life 1in fear but with a sense of purpose looking to
the vastnesgs of an infinite future, symbolised in the
" gurrounding vastneseg of the sea and sky. The references
which he mekeg to Sumatra echo Crnjanski's poem of that
name and the interconnectednesg of all things in each .
moment:

Ne, nije viZe znao #ta je dobro, a Hta

zlo, niti je znao za&to govori toliko o

givotu, nije se mefao u prepirke, i nije

viie verovao ni u #8ta, do u neke plave

obale na Sumatri. Tamo Je njegova

sudbina (41).

No, he no longer knew what was good, and

what bad, nor did he know why he talks so

much about l1ife, he did not meddle in

squabbles, and he no longer believed in

anything, except some blue shores on

Sumatra. There is his fate.
The sallor echoeg the diarist's geparation from values.
His separation does not result in alienation, but in a

liveration which approsaches the transecendental nature

of sumatraienm. He i8 a projection of the diarist's
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psyche which exists beyond the objective knowledge of
everyday things and inhabits a world of the intuitive.
In temporal terms, the gailor fepresents what Bergson
referred to as pure durationt

Pure duration is the form which the

succession of our conscious states

assumes when our ego lets itself live,

when it refrains from separating its

present state from its former atates

(az).
His world is one in which time does not divide the
subject from experience. He contains within each moment
pasé and present;

Neither Rajié nﬁr the sailor is:the narrator of the
novel. They are both projections of different aspects
of Carnojevié's psyche. Rajié is a figure who is
determined by the repressed memories of fhe diarist who
is searching for anéwera to his Questions and to his
feelings of guilt. However, his re-creation of the past
‘beccmas é meang of avoiding action and establishing his
presence.  The 1ﬁplicaticnsrand aiénifiéance of his
memories do not surface iﬁ the p?esent. His memories
swamp life, and reduce all time to meaningless
Qbaurditv. transient, and with no future, in which
everything will pass into oblivion aas he restates‘his
disdain for the past, and dismissal of any ﬁotential
future. On the other hand, in his dream about
the saiior. the diarist remarks fhat Yznali smo da nem

Je buduénost na ulici" ("we knew that our future was on

the streets"™ U43). The gallor pregents a different model
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of -time in which there ig a future. The future is

. ftymamic in the chosen metaphor» which calls for change.
Rajié and the sallor function purely as tropes.

They are signs which do not constitute or represgent

pharacter in mimetic terms. The confusion felt by the

Limrist, the lack of direction in his 1life, the rupture

- between who he 18 now at the time of writing, and who he

- onee was and who he ought tO'be.‘is allegorically

- mmapresented in the text in one of the references to his

dJourney home, He boards s train for home, a symbolic

gesture gignifying the approcach to the pregent time

thyough memory:

Pro&so sam Kral vozova 1 piltao sam za

brzi na Jug. Hteo sam Ada se penjem, kad

mi pride neki &ovek sa gajtanima 1 zapita

- kuda &u. “Na Jug." On mi rede da &e tajl

na sever. Ja ga pogledah 1 zapitah, "Zar

to nije sve Jjedno?"™ (U4).

I walked past the traing and asked for

the expresse to the south. I wag about to

~ ¢limb aboard, when a man wearing braids

approached and asked where I wanted to

go. "To the south." He told me that

train was going to the north. I looked

at him and asked, "Isn't it really all

the same?" :

The diarist's lack of concern for the trein's direction

mirrors the associative shifting backwards and forwards

through hisz memories. It algo contraste the progresgsive

forward movement of memory into the present or actual

congelousnegs, as degceribed by Bergson when he states

that "the memory-image passges, by a dynamic progress,

into the perception in which it becomes actual" (4§),
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against the diarist's tendency to confine his experience
to the irrecoverable past., personified by Rajié.

In his writing the diarist's re-creations of his
1ife in memory and life in dream are all&zorically
represented by the two‘fizureé of Rajié and the sailor.
They are signs in wﬁich are.ccdified the.diariét's
being-in-time as a dialectic. This type of dlalectic
has been described by Paul de Man:

It becomes a conflict betweeﬁ a

conception of the gelf seen in its

authentically temporal predicament and a

defensive gtrategy that tries to hide

from this negative self-knowledge (U46).
Rajié and the sailor are sites for the repercussions of
" the diarist's realisation of his "temporal predicament"™.
The aiarist delves into his past and dreame, yet from
the.knowledta which they provide cannot form an image of
hig self in the present of writing. His experience and
images of eelf are isolated in other spheres, temporally
isolated from the now of writing.

The diarist frequently interjects the phr&ée "sedam
ge" ("I rememebr") into his diary. This is the "I" of
the diarist, a sign of his writing in the present. His
memories are reluctent, unhappy memories of unfulfilled
and repressed desgire., Time in this context is the
structure of frustration. However, he cannot forget his
memories, although he can refuse to face their truth.

The inability to fgrzet is a paradox of the human

condition described by Nietzsche:
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Congider the herds that are feeding
yvonder: they know not the meaning of
yesterday of to-days they graze and
ruminate, move or rest, from morning to
night, from day to day, taken up with
their little loves and hates, at the
mercy of the moment, feeling neither
melancholy nor sateity. Men cannot see
them without regret, for even in the
pride of his humanity he looks enviously
on the beast's happiness. He wishes
simply to live without sateity or pain,
like the beast; yet it is all in vain,
for he will not change places with 1it.
He may ask the beast, "Why do you not
look at me and sepeak to me of your
happiness?" The beast wants to answer,
"Because I always forget what I wished to
say,'": but he forgets thisg answer toot
and is gllent; and the man is left to
wonder (47).

For Nietzsche the path to the happiness of the beast is
" to forget, but human beings cannot voluntarily forget.
Their lives are a continusal stream of associations,
1mp§essions. sengations, and memories:. The dlarist
rejecte the past as 1nsicnificant by such phrases as
"sve to nije vaXno, Jjer je pro3lo"™ ("all this is not
important, for it has passed” 48). He also rejects the
‘future which he believes will similarly be eonsiznsd to
ingignificance by such phrases as "sve &e to p¥061 i sve
ée se zaboraviti" ("all that will pass and everything
will be forgotten" 49). Time separates the subject from
experience. The only hope is for "bolle stolede" ("a
better age'" 50) which will only come after hie death,
casting doubt on the validity of his life. Thus the
diarist comes to the conclusion that, "Zivot ge ne

menja. On prolazi" ("Life does not change. It passes
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by" 51). By avoiding the meaning of the past the
diarist hides from self-knowledge. Hls sense of being
ag personified by Rajié is only ever historical, since
all significance is locked in an irrecoverable past.
Congsequently, Carnojevié becomes a Hamlet-type figure
who is unable to act.

The sailor presents an alternative to the repressed
consciousnese of being-in-time as inevitably historical.
Hig function as in relation to Rajié was described in
Dedinac's early review of the novel, although he
congidered Rajié to be the diarisgt and Carnojevié the
gallor, a result of the deliberate blurring of identity
'in the novel, Dedinac's description of the gailor as

the diarist's "double, &ovek njegovih uzburkanih

misli" ("double, a man of his own anxious thoughts" §2),
i8 echoed in this analysig. but also qualified in that
Carnojevié's sense of being-in-time is further
fragmented. The sailor is captured in a mirror image as
part of a dream, written by an author already reéizned«
to the 1nevitablé loss of the meaning of all exbenienee.
The meaning of experience is hidden in Rajié. However,
the critic Radomir Konetantinovié considers the sailor
ag the product of the diarist's striving for a defence
against the lack of sense and purpose in the present
when he writes that "Kolidina gluposti i besmilica
narastala je paralelno sa neminovnom unutarnjom potrebom

doveka da se brani" ("The gquantity of nonsense and
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pointlessness grew parallel with the unavoidable inner
need of the man to defend himself" £3). On the cne
hand, Carnojevié creates Rajié who represents the
represged past, and on the other-hand. he creates the
sailor who represents a potential way out of the
impasse. The sallor represents what Rajié was not and
could not be, an alternative beinz—in—time in which the
traces of the diarist's repressed psyche achieve a new
significance.

However, the gallor only ever remains potentiasl.
The dream closes and the text returns to the diarist,
who 18 caught between the ingufficiency in life embodied
"in Rajié of a repressed past, and an anticipation in the
gailor of & potential pfssent and future. Carnojevié's
wrifinz of his diary has iteelf been an exercise in
rehearsing the meaning of being-in-time. The diary's
lack of temporal markers to indicate when and over what
period it was written is countered by this emphasis on
time. Through his writing of his self in memorv‘and in
dream he has revéaled "time as a function of tﬁe
internal structure of consciousness" (54). Rajié and
the sailor are products of hieg creation, representations
of his psyche in memory, and on a transcendentsal plane.
The lack of a unified subject as the expression of
conscliousness, aléo leads té the conclusion that time is
not a unified structure, but is split eamongst the

various personae assumeqd by the ego. The diarist opens
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hig diary with a paragraph stating that existence has no
meaning. His anxieties And fears, his refusal to
congider the truth of experience, are countered by an
alternative view. The positive result for the diarist
is contained in the defiance of hig closing statement,
"Ali ako umrem, pczlédaéu poslednll put nebo, utehu
vmodu. i smeiidu se"™ ("But if 1 die, I shall take one
last look at the sky, my comfort, and I shall smile"
55). The anxiety caused by guilt and fear of
retribution ig transformed in the closing lines to the

suggestion of a limited salvation in the future.

‘Roman ¢ Londonu

In both Dnevnik o Carnojeviéu and his last novel

Roman o Londonu, Crnjanski includes certgin events
which are autoblographical. They also link issues of
self and identity wifh the personal time of the main
characters ag perceived by them in memory. In his

commentaries from Itaka i komentari he describes an

incident from his war experience when he was diagnosed
as having tuberculosis:

Pa ipak, sutradan, pri opitem pregledu,
dr Dumié Je pronasao da imam bolesna
pluéa 1 tolika Je bile disciplina, u
Augtriji, u voiseci, da su 1 dva mlada
lekara, Madara, potvrdila tu daijagnozu.
Otuda tuberkuloza kod junaka
romana u Dnevniku o Carnojeviéu (56).

Neverthelegs, on the following day at a
general examination, Dr Dumidé discovered
that my lungeg were infected, and sguch was
the discipline in Austria, in the army,
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that two young doctoreg, Hungarians,
confirmed the diagnosis.

Thisg ig the source of the hero's
tuberculosis in the novel Dnevnik o

Carnojeviéu.

Crnjansgkl spent many years in Lohdon.affer the war as a
political emigre. He and Vida had little income, and it
wag dAifficult to find work. Vida made gome money by
sewing at home, aas does Riepnin's wife in Roman o
Londonu, and he worked in both a shoe shop and later

as a deliveryman for a bookshop, as does Rjepnin. 1In
the archive of material kept by the Crnjanski Foundation -
there are a number of letters and other documents from
that periocd of nisllife. Some of the contents have been
"transcribed and incorporated into the novel (57). His
experiences in London led him to.consider suicide (58),
an éct which Rjepnin ekeeutee.

However, the isgue o: being-in-time ie presented by
the characters ;ﬁ different ways, The diarist in
Dnevnik o Carnojeviéu remaing distanced from his past.
Riepnin's attitude towards the past zoés throuzhv
certain chaneesléurinm the course of Roman o Londonu.
Firet, he regerds the past as & means of escape from the
problems of the present., Second, the past becomes more
than an escape as Rjepnin finds the source of his
identity in the past. Thié feature of Rjepnin's crisie

ig more-acute following the departure of Nada for the
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United States. Third, Rjepnin's dependence on his
memory of who he once was reinforces the breakdown of
the division between 1illusion and reality. In the final
stage, the disintegration of Rjepnin's personality is
traced in the very manner of his suicide. The lack of
distinction between 1llusion and reality is expressed
within the gtage motif which isg developed in the novel.
There are two issues which burden Rjepnin from the

beginning of the novel. They are the qQuestions of
national identity, and the material conditions which he
and Nada are forced to endure as emigrés, Their
material conditions have changed dramatically over the
years, &and 1in London are felt most Keenly:

Siomilo ga je, to, da im se Zivot, kad su

iz Rusije 1ziB1l1i, pretvorio sad veé

godinama u neprekidnu samoéu, bedu,

begposlenost, kao neki stra¥an san, iz

kojeg ne moZe ds se probudi. Nigde nije

mogao da se skrasi, nigde ni da Zivi 1

‘zaraduje kao drugi l1Jjudi. Zivot im Je

postao ne samo teZ2sk, nego 1 éudnovat.

besmislen, neverovatan (59).

‘It dejected him that their 1life, when -

they left Russisa, had changed for years

now into continual solitude, poverty,

unemployment, like some nightmare from

which he could not wake himself.

Nowehere could he settle down, nowhere

could he live and earn a living like

other people. Their life had become not

only difficult, but strange, pointless,

'1ncredib1e.
London and the English bear the brunt of the blame for
thelir state of affairas. Rjiepnin cannot understand how,

as a goldier in the Russian army when Russia and England

were allies in the First World War, as someone who
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helped put out the fires during the blitz of the Second
World War, he can be treated so0 off-handedly. The only
gource of income they have had for over a year has been
from charitable trusts set up by the Russian and Polish
émigré communities, and one from én orzanisdtion ‘"nekih,
engleskih, %ena, koje su osnovale: Klub boraca za
individualnu slobodu" ("of some English women who
founded the Club of Fighters for Individual Freedom"
60).
Riepnin criticises the English-attitude towards

money, since status and worth are linked only to wealth:

Novace ima, u vremenu u RKom Zivimo, sanagu

Sunca, snagu, koju suze viSe nemaju.

Sreéa ljudska je sad u noveu. Englezi gu

od trgovine na&inili religiju. Kad se u

Londonu pita, ko Jje ko, koliko vredl ko,

~ "How much ie he worth", - misli se:

koliko ima? Koliko funti? A mi, u

ruskol emigraciji, sad, ne vredimo niiZta

"Money hag, in the times in which we live,
the power of the Sun, a power which tears
no longer hold. Human happiness is now .
in money. The English have made a
religion of trade. When someone in
London asks, who 18 who, how worthy
someone ia, "How much ia he worth," one
thinks: how much does he have? How many
poundsg? And we, 1in emigration from
Rusegla, now, are not worth anything.

Rjepnin'e putse his lack of money down to a contest of

values, in which his military background has no meaning:

40ficiﬁ nigde nije riba u vodi, kad izgubi
otadfbinu, nego riba na pesku. Englezi

nam priznaju slavu. U nama se klanjaju

celom Zovedanstvu, kao Bto se Dostojevski
prostitutki Klanjao. Samo ne znaju kako

bi, u svom knjigovodstvu knjiZili vernost
saveznidku (62).
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An officer is like a fish out of water

when he has lost his fatherland, like a

f£ish on the sand. The English recognise

our glory. In us they respect the whole

of mankind, as Dostoevsky respected the

prostitute. Only they don't know how to

enter Allied loyalty into their credit

and debit columns.
Rijepnin's background and his inherited cultural and
family values belong to a different world:

Ja sam Rus, Nada. zZa ﬁehe ovakav Zivot,

kao B8to ga Z2ivim 1 kao Z2to ga Zive ovi

ovde, za novac, za ultede, za osiguranjia,

nema, ni privliadnosti, ni smisla. Ja &éu,

do kraja, misgliti o nadim biviim

vojnicima, i o Rusiji, - do kraja (63).

I am a Rusgsian, Nada. For me thies life

which I live and which these here live,

for money, savings, insurance, holds no

attraction or point. I shall, to the

end, think of our former goldiers, and

about Russia - to the endq.
Riepnin sees no future for himself in a culture which
places such & high value on money. The promise of
future comfort and long-term financial security are
criteria alien to the aristocratic code of honour which
he learned ag a child and youth. His Russian identity
and his disdain for petty bourgeols values are linked.

For RJlepnin the material conditions which shape his

life in London are transformed into the symptoms of an
existential problem involving his whole identity of who
he once was and what he has since then become.
Riepnin's first answer to the overburdensome problem of

living in the presgent ie Jjoint suicide for him and Nada,

to whom he remarks that "moraju prestati da Zive"
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("they must stop living" 64). Howevéﬁ. he changes his
mind and suggests that Nada go to her aunt in the United
States, "Promenio sam miSljenje o samoubistvu, Nada.
Poglaéu vas vaBiold tetki u Ameriku. Neéete vi, u
starosti, prositi po Londénu. To neéu" ("I have changed
my mind about suicide, Nada. I shall send you to your
aunt in America. You won't, in your old age, beg around
Londeon. I won't have that" 655."Rdepnin feels -
particularly conscious thaf his wife is forced to share
this 1ife with him, and the opportunity that she go away
would relieve him ofythat burden. |

He and Nada have alwayse thought about the past as
an escape from the pain of the present,: as is suggested
in the description "“"Tada, pre nego 3to zaspe, u éutandu,
oboje Zive u proéloéti. Ona se sééa prvih godina
niihovog braka, a on Rusije" ("Then, before falling
asleep, in slilence, both live in the past. ' She recalls
the first years of their marriage, and he Russia" 66).
The material problems conérontinz Rjepnin take on their
existential colouring when he finds hie identity as a
Rusesian challenced; The deepening of the problem in his
peyche can be measured by fhe intenaity of his memoriles,
and the context in which they arise. Rjepnin is
considered to be a Pole by ﬁ&nyvof the English people
with wﬁbm he comes into contact. The reason for their
confusion is that "razoruZenih Poljaka bilo Je, tada, u

Londonu mnogo" ("there were many demobbed Poles in
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London at the time" 67). When Rjepnin goes to the

Labour Exchange to find work, the clerk assumes that he

ig Polish, and even when told that he is Russgian

continues to assume that he is Polish. The episode

inclhdes a minor incident in which Rjepnin has to spell

out his name, and becomes angry at the clerk's inability

to uﬁderstand correctly what he is saying. He responds

scornfully to Rjepnin's temperiremarkinz, "Treba da daje

tadne podatke. Oficir, diplomat? Hta Jje?

Ko Jje2"

should give his exact detalls. Officer, diplomat?

is he? Who 12 he?" 68). Thie is one of a number of

occasions on which Rjepnin finds that his name and

national identity are not taken seriocusly,

including

(“"He

What

occaslions on which it 1s suggested to him that he change

his name to one which the English can handle ﬁore eagily

(69).

Following the challenge to hieg identity in the

Labour Exchange, RJjepnin's memories begin. to take on a

new urgency:

Kad Je iziSasoc iz te Berze rada, otpolinje
opet hodanje Kroz rusevine, i kroz maglu,
1 kroz zelene odi madaka. Treba opet
koradati, koradati, pored zida, dok mu u

- mozgu Jure slike Kerda, Rusije,

ukrcavanja, flote u AlZiru, poderanih
clzama, piljanki, tudas 1 odlaska, sa Zenom
koja plade, u Prag, gde mu Je ruski

komitet nafao mesta (70).

when he came out of the Labour Exchange,
he again began the walk acroes the ruins,
and through the fog, &nd across the cat's
eyes. He again has to step, step, by the
wall, while in his mind rush pictures of
Kerch, Russia, embarkation, the fleet in
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Algiers, worn bootse, drinking bouts,
fights and departure with a crying wife
to Prague, where the Russian Committee
found a place for him.

Memories of hie wife, leaving Rusgsia, his army days in
Russia all recur with mounting frequency. On this
occasion he recalls standing in Westminster with his
father, where he 1is now standinz thirty years later. He
accompanied his father on a vigit to England during the
First World War, but the image again brings to mind the
question of identity:

Bio jJe sa ocem u prolazu. Medu

generalima. Rusija je tada bila veliksa

gila. Kenterberijeski arhiepiskop drZao

Je govor, ¢ ruskim pobedama, i Zrtvama, 1

o caru. A sad. BSta je? Ko Jje? . Prolazi

kao esenka, ako uop8te ima JoB8 senku.

Prolazi kaoc da Jje slep (71).

He wasg with his father in the corridor.

Amongst the generals. Russia was then a

Great Power. The archbishop of

Canterbury gave 8 sermon, about the

Rusgian victories, about her sacrifices,

and about the tsar. And now. What is

he? Who ig2 he? He is passing through

like a shadow, if he still has a shadow

at all. He is passging through as 1if

blina. -
It is imagee from hie memory which spark off the
questions "What is he? Who is he?". He compares his
life in the pasgt with the present. The figure from the
past 18 recognisable, has a fixed identity, but in the
present he does not know who or what he is. The image
of himself as a shadow ocecurs eisewhere in the novel, as

i1if he has no BsBubstance and 1is only a reflection of a

personality.
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The passgage continues to follow Rdepnin in the
underground, where the atmosphere'takes on an air of
unréality: the traing being "kao neka Zudovigta'" ("like
some monsters'") and he himself sitting and feeling "kao
da je od voska" ("as if he were made of wax" 72). As he
reaches his destination, theAverb ie given in the first
person plural, as if the prince is in conversation with
one of his inner voices, Barlov, or Jim, or John. The
comment which follows iinks his train Journey with the
progress of hisrmemories. "Knjaz, ; dakle, tu smo?

Dotle smo egtigli? - Eio Je jedinac. A gde mu je mati?

| Ne zna da 1li Je Ziva, ako Jje uopSte Jod u Sénkf
Pefersburzu" ("Prinée,e we are»hete then?. Where héve we
got to? He was an only child. And where is his mother?
He doesn't knowvifAéhe isAetill alive, if éhé is still.
t§ be found iﬁ St Petersburg at all" 75). Whenever
thinking of Russia he neveﬁ acknowledées that thé
revclﬁtion happénéd énd the changes 1t brouzht;,
-includinz the neQ.placenémes.

From the beginning all Rjepnin's’thouchts and
'actiqns“have reminded him of Ruseia. }dn ﬁeeinz a
restaﬁfant where he and Nada used to go when they first
érrivéd in Lcndon. he isg transpértéd back‘aeain to
Petersburg: | |

Njihovo, rusko, tadainje, drustvo,
dolazilo Jje, tu, 1 da se igra, uz
topovsku grmljavinu, & igrsalo se u
podrumu. Silazilo ge niz leastve, pa su
se suknje Zena, - kao Bto se, uostalom,
predvidalo, - #irilo, pri silasku, kao
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crne, svilene, lale.
Oko toga bilo je mnogo smeha, Kkao
u Sankt Petersburgu (74). '

Their Rusgsgian friends at the time used to
come here to dance, to the roar of
cannon, when they danced in the cellar.
They used to go down & ladder, and the
skirts of the women - as had been
foreseen -~ ballooned on descent like
black, silk tulipe. :

They was a great deal of laughter
at that, as in 8t Petersburg.

The only ‘light moments which hé'feels in London are
those memories of Russia:
Svetli gu samo oni trenutecl, kad, u
njegovom Zivotu, u Londonu, kad mu se u
mislima, pojavi njegova NebereZnaja. To
Je omiljeno selo 1 imanje njegove matere.

. KoJe mu Jje poklonila (75).

- Only those momentg are light, when, in
his 1life, in London, when in his

- thoughts, his Nyebyerezhnaya appears to
him. It is the favourite village and

- estate of his mother, who gave it to him.

The inner voices which confront Rjepnin, and hise
memories, link him to his past l1life in Russia before the
revolution.

At an early point in the novel Riepnin reflects on
the links between the past: and the present which his
memories bring, but the obJjective sgtance he takes in the
following passage 18 rarely repeasted. While looking at
an advertlisement for & Job ag a chimney-sweep in
Reading, he remembers a poem about Reading Gaol which
his teacher required him to learn, and another poem

about an Irish Guardsman who killed his mistress. The

same teacher showed a picture of the Irish Guards to him
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and his class-mates:

Gde su sad njegovi Bkolsgki drugovi,
Junkeri, 1 ta uéiteljica, koja pokazuje
crvenu uniformu irske garde, na slici?

Ta skrletna uniforma 1 ime te varosi,
Reding, ostali su mu, za uvek, u pameti.
Bili su, dakle, do#li po njega, u njegovo
detinjstvo, veé pre toliko godina, - samo
on to nije znao? Ono Bto Je nekad bilo,
i ono 8to se dogada sa njim, sad, u
sadadnjosti, u nekakvo] su, dakle,
dudnavatod vezi? A on sad, eto, Zeleo bi
da bude odZadar u toj varosi. Kako Je
dudna ta bliskost, onoga Bto se davno
deBavalo, 1 8to je proBlo, 1 onog, Bto se
sad sa njim dogada. MoZda 1 sa onim, Bto
de se dogoditi, u buduénosti? Kako esu
gtraine te nagle promene u ¥ivotu 1ljudi.
Njih, dakle, nije moguée predosetiti,
niti, - promenom zanimanja, sustiéi®?
(76).

Where are his school friends now, the
cadets, and that teacher who shows the
red uniform of the Irish Guard on a
plicture? The scarlet uniform and the
name of that town, Reading, have remained
in his mind for ever. They had, then,
come for him, to take him back to his
childhood so many years ago - only he dia
not know 1t? That which once was, and
that which is happening to him now in the
present, are then in some sort of strange
connection? And he would now like to be
a chimney sweep 1in that town. How
strange ig the proximity of that which
happened long ago, and which is past, to
that which is happening to him now. .
Perhaps even to that which will happen in
the future? How terrible are the sudden
changes in people's lives. It ie not
possible, then, to foresee them, nor by a
change of profession to overtake them.

The 11nka befwesn his past and‘pressnt are 163t to him.
The prince ié alienated from. the pattern and shape of
his own life. The result véinforcea hié»emotional
empathy with the past and the figure who appears to him

from the past a8 the man he once was. = One of the
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features of Rjepnin'e memory which biﬁda him closely to
those yearsbbefbre the revolution lies 1h his omission
of the thirty years between 1eayinz Russisa and the
present. The absencg of these years from‘his memory is
both a sign of his alienation from his life's pattern,
and serves to reinforce the ciosenesé he féels with his
identity as a Russian. By redectinz.the evsnts'which
would chronicle the changes 1n'hisbli£e. he denies
change, and perhaps even believes that he caﬁ 6utw1t
those changes and realise an identity based upon what he
had once been, as a kussién. His view of being Russian
has as much to do with a scale of values arising from a
particulaﬁ wa& of lifé as with outward signs of national
1dent1t&.

Nada pﬁesents ﬁ.differenf view to 1ivi§e in fime’
from her husband'é obsession wifh the past. His initial
desire for sulcide is not shared by her, she believes
that their m;teri;I ciréumstances will improve, and that
he will fihd work. It 1s“said of'Nada that, "ona Jje
Zelela da ﬁivi.ja na‘da u‘éameubistvu aévr&i" ("she
wanted fo 1ive. and not to end ih suicide" 77). She
focuses their attention on the future: |

| Ako Je én, 6vih dana, Sio sagvim klonuo;
i mieli samo nsa proslost, ona nije
klonula. NJjoJ se %ini, da gu oni, 4 po
-godinama svojim sasvim, Jo&, mladi, da se
pomire, samo sa proBloléu. Treba ge
pomiriti, kaZe, 1 sa buduénosiéu (78).
If he had recehtly utttey éespaired. Qnd

thinke only of the past, she did not
despalr. To her it seemed that, in view
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of their years, they were still young to
be reconciling themselves with the past

only. They should reconcile themselves,
she says, with the future too.

Her attitude keeps both of them from sinking into

hopelessness.

time brings in

Nikio -
doneti,

She is prepared to face the . changesa which
its wake, and encourages her husgband:

moXda &e nam ovo proleée, zaista,
neke promene u Zivotu? MoZda ée

se London promeniti, izmeniti prema nama?
MoZda éemo se promeniti mi? 2ivot se

gastodi
(79)

iz promena. I sudbina se menja?

Niki - perhaps this epring will really
bring somne changes into our lives?

Perhaps
towards

London will change, change
use? Perhaps we shall change?

Life congiste of changesg. And fate
changes. '

She remarks that his pessgimistic outlook is a result of

his assuming that everyone's experlience is the same:

Nikolaj,

vi prenosite svoje misli u misili

drugih u Londonu, & mislite, da su sgvi
bez kuée, bez porodice, bez svoje zemlje,
bez smisla u svom Zivotu, zato, #Hto se
sve to nama desilo (80)..

Nikolaj, you transfer your thoughts on to

the thoughts of others in London, and you
think thsat they are all without a home,

family,
no point to their lives, because that has
happened to us.. : -

without thelir own country. with

But Rjepnin continues to be obsessed with the past, and

with the heritage 1t holds.

His state of mind deteriorstes rapidly once Nada

has left for the United States. He then unconsciously

acknowledges the gtability which ghe brought to his

life:
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Sad ée spavatl u njenoj postelji, a nje u

njod vise nikad neée biti. A njegova

poastelja neée se vile pretvarati u

fotelju, svako Jjutro. S5ivadica se tu

vie neée Zuti. A nehotice se osmehnu, 1

pomisll, da, bez tog zvuka Bivadice, vise

ne moZe zaspati. Taj ritmi&ki zvuk se,

tu, viBe neée ponoviti (81).

He will now sleep in her bed, and she

will never be in it again. And his bed

will not be transformed into an armchair

again, each morning. 'Her sewing machine

will no longer be heard. And he

inadvertently smiled, and thought that

without the noisge of the sewing machine

he would not be able to sleep again.

That rhythmiec sound will never be

repeated hgre‘“
With her departure Rjepnin foresees the diasruption to
his day-to-day existence, and the losgs of the woman who
gave him some senge of past, present and future. He
reflects on what the future holds for himself alone,
convinced that "neée uspeti, bez nje, ni da 1i3ta izmeni
u svom Z2ivotu, 1 ostaée tako, kao omadijan, samo u
proslosti” ("he will not manage, without her, to change
anything in his life, and he will remain, as if under a
spell, only in the past" 82).

The threat to the temporal dimension of Rjepnin's
being is accompanied after Nada's departure by a greater
intensity in his recollection of the past, his memories
forming a parallel time scale alongside the events of
1948. When Nada leaves for the United States Rjepnin
goesg with her to the boat, and returns to London by

train. He i8 reluctant to go home immediately to the

now empty flat, and notices & cinema billbocard near the
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station. The cinema is one which shows short films and
newsreels, and its board 1s advertising a film of a
parade in Moscow's Red Square. Watching the film
Riepnin is carried away by the sight and sound of the
Soviet soldiers marching, with exactly the same step as
he usged thirty years before. The whole form of the -
parade ig the same as he remembered from his days in the
army when he too marched in Red‘Square:

Sablja je sevnula, 1sto onako, kao u doba

kad je i on Jahao, u pratnji Brusilova, u

petom, ili Bestom redu, ali prisutan, '

nagmefien i vesgeo (83).

The sword gleamed, Jjust as in the time

when he rode in Brusilov's company, in

the f£ifth or sixth rank, but present,

laughing and happy. o g
By stressing in thiszg episode that the form of the parade
is the same as in the past, that the step of the
soldieres marching is the same, Rjepnin signals his
bridging of the time gap between 1948 and the years
before the revolufion. The domesticity of the ﬂrhythmic
sound" of Nada's sewing machine has been overtaken by
the regular beat of marching socldiers. The eoldiers
gradually evoke in him an image of the old Russia:

Bila je to, sad, ista voJska - kao da Je

vaskrasla sgstara, ruska, bar se njemu

&inilo (84). a )

"It was now the same army - as 1f the old

_.Ruselan army was resurrected, at least so

it seemed to him. : :

There is a religious intensity in the image of a

regurrected Rugslia which measures the depth of Rjepnin's
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feeling as he watches the film. Rdephin is re-creating
the experience of the time when he recognised a purpose
in hie life, and is turning his back on the present
because of its emptiness and lack of purpose.

‘Watching the film.in.the year 1948, the prince is
actually thinking of eQents from tﬁiﬁty yvears before.
A8 he feels that he haé,lbst the rhythh'of time pasgsing
with Nada's dgparture. 80 in the cinema the regular beat
of the military merch as he sees and heare 1tion the
screen coincides with sighte and sounds from thirty
yvears befére#{ The rhythm of_life as he livea it all
those years before begines to replace the rhythm of life
which is slipping out of hie graep in the present. He
1s facing & breskdown in thé,témpoial order of his
personality. This breakdown removes the daistinction
between past and present. The following chapter is
titled "Posle parade na Crvenom trgu' ("After the Parade
on Red Square"). bThe novel continues to follow the
prince and at times be nafrated byvhiﬁ in London, from
May until his euicide in October. "“Posle parade na
Crvenom trgu" ig an ambiguous title because there are
two parades, one from thirty years before in which
Riepnin took part, and the one in the newsreel. Given
that RJepnin is at this stage both re~living the past
and 11&inz in the present the title is a reference to
both the parade in his memory and the parade in the

newsreel, The text continues to describe hie life in
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1948 but with a parallel time acale frém thirty yvears
before superimposed on the text. Karl Jaspers has
commented on the negative aépect.oé such identification
with memory:

If I identified nmyself with the picture I
have of my past, for example, I would
lose myself, I would be constructing a
schema of my past which I want to be,
measuring the pregent and the future by
the standards of my past and depreclating
them. I am not what I betome, then, but
I think I am what I believe I have been -

- with the result that my very concept of
the present and the future will be as 1if
they already were in the past (85).

Following Nada's-depérfure'Rdepnin formulates his
concept of who he 1s by the standards of what he has -
been. | |

The duality of exiétence in time, which was

explored in Dnevnik o Gagno;ev;éﬁ. resurfaces in

Roman © Londonu. Following Nada's departure Rjepnin
leaves hig Job with which he was guaranteed ..
accommodation. By chance he meets an old frienq. the
Pole Ordinski, who offers him his flat as a place to
stay while he takes a trip to Poland to see his family.
While there Rjepnin comes to the conclusion that his
death 1is the only logical alternative to ending up as a
beggar:

Kroz koji den, Krajem septembra, njemu,

logié&no, ostaje da izvrii samo jedno, da

udini kraj, i sebi, i1 svemu, ako neée da

-zavrii, bedno, sramno, prosjadki, a ta

moguénost je samo: smrt. Smyert' (86).

- Aftexr a day or two, at the end of
September, there remained for him

259



CHAPTER FIVE

" logically only one thinz to do; to put an

end to himself and everything, if he

was not going to end in poverty,

shamefully, as a beggar, and that

possibility was only: death. Death.
He arranges hisg death in such a way as to cover all his
tracks. * He telle everyone fhét he is going to Paris,
and sende his luggage on to an address there. His
arrvangements are meticulous, informing the post office
of his change of addresgs and ekpected'date-of return.
He tells Ordinski's maid that he 1a8 going on to Algilers
from Paris. He éhecks with the passport office that he -
will be able to re-eﬁter England after visiting Algiers,
whére'he'haa a small inheritance to pick up. He le;vea
a letter for Ordinekl in which he tells him that he is
zoine to Paris and tﬁen Alziersvté Jein the French
Foreitn'Lezion. & long-~held desibe. but that he is not
tblinform ﬁaga until he hears from him again (87). ‘His
s&ory of icininc the Foreign Legion is one of the last
acts in hie trazi—?omic life as an émigré. It
syﬁbolisas the continuatiéh of tﬁe romantie,
aristocratic, military values of his 1ife in Russia.
Rjepnin chooses a quiet spot on the cogst near London;
wher§ he pushes off in a boat. Well away from the shore
-and witﬁ hig coat weighted with stones, he sghoots
himseif'in such a way that his bod& wiilAfall into fhe
sea_an& aihk.' o o |

Thére are two reasgons for his carsfﬁl planning, one

} cohcérniné Nada and the reputation that he would bring
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on himself, the other is his desire td end his life in
his chosen way:

Riepnin Jje bio refen da svoJ plan v
ostvari, pre nego &to se Ordinski vrati,
sasvim sigurno. Samo doznalo bi se, 1
-to, doznala bi i Nads brzo, a doznali &ak.
i kad bi, kao ludak, zapalio, nad sobom,
kuéu, u kojoj je sad stanovao. Cemu to?
Bila bi to sramota. Potomak ruskih
knjaZeva, vojinik, i1 zavriio tako sramno.
Lep8e Je negtati na svoju komandu, ali
negde, gde njegovu lesinu ne mogu
otkriti, a dati neki razlog, za to da
misle da Jje otputovao (88).

Rjepnin wase resolved to execute his plan

before Ordinski returned, definitely. 1f

people got to know that, then Nada would

qQquickly find out, and they would find out

even 1if he were to set fire to the roof

over his head like a madman. Why go

through that? It would be a disgrace.

The descendant of Russian princes, a

goldler, and to end up so shamed. It i=s

better to disappear at his own command,

but somewhere where they cannot £ind his

corpse, and to give some reason so they

think he hag travelled away. :
Hig death "at his own command" and avoiding shame is his
last attempt to act in the manner which he beligves is
his real self; as & soldier and Rugsian aristoerét. He
kills himgelf to wipe out all trace 6f his-deéth. as 1if
he has never been and has stepped outside his
being-in-time. He cannot accommodate hig image of his
self in the present to hig image of gelf in the past.
He is living outside the soclal and historical process
of what has made him an &migré, and cannot appropriate
the chancas which time has brought as part of his

personal history.

Riepnin acting in accordance with his own desire ig
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a necessary counter to the transience of his life in
London. He feels that he has lost econtrol over his own
identity, and that his sense of self is constantly being
made and unmade for him by others:

Niegovo ogoréenje imalo je za uzrok

oseéaj: da je sudbina igra, i, da ljudi,

ra 1 Zene, svaki &as, pretvaraju, njega,

u nekog drugoga, u nekog, koji nije bio,

niti je Zeleo da bude (89).

Hie bitterness had as its cause the

feeling that fate 1is a game, and that

men, and women too, each moment transgform

him into someone elsge, into someone who

he was not, nor did he want to be.
Riepnin 1is trapped in time. He degires to return to the
" identity that he has of himself in memory, but is aware
that the past isg ilrrecoverable. He recognises this
tension during his trip to Cornwall, when he is at his
most calm and collected. During the Jjourney he reflects
once more on the meaning of the past in his life,
" recognising that what was in the past and what remains
in memory are not the same, "Ima neke stralne razlike
izmedu te pro&losti, i proZlosti, sad, kakvazjé u
njihovom seédanju"™ ("There are some terrible differences
between the past, and the past now, as it is in their
memory" 90). While in Cornwall he visgits & place where
there ig a digused raillway station, and sees the past as
something that was real but is now irrecoverable:

Zar nije varljivo, bedno, neshvatljivo, 1

pomisliti, da Jje sve to, pre sto godina,

zaista, bilo noveo, i, kao nesto novo i

lepo, postojalo? Sad, on to posmatra sa
nevericom, a ipak zna da su, tuda,
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prolazili 1judi i Zene, putnici, putovali
i sastajall se bradni parovi i
ljubavnici. Roditelji su tu saZekivall
decu iz Bkole, Zene su izlazile pred
voz, sa suncobranom u ruci, 1 kiZobranom
u ruci, Jer u Kornvalu ima mnogo kiBe,
Ziveo je, tu, svakako, 1 neki garavi
loZad, ea Zenom 1 decom. Kraj kazana iz
kojeg izbija plamen, kso iz pakla. Na tu
etanicu se vraéalo 1 posle pogreba i
vendanja, - & odatle, svakako, polazilo 1.
na braZno putovanje? ’

Sad? Praznina.

Nikakvog traga, - ba& nikakvog, -
od svega toga. B ,

Pro#lo Jje (91).

Ies 1t not deceptive, miserable,
incomprehensible, even to consider that
all this was really new one hundred years
ago, and ag something new and beautiful
it existed? Now, he looke at it with
disbelief, and nevertheless knows that
here passed men and women, travellers,
married couples and lovers Journeyed and
met. Parents waited for their children
from school here. Women went out in
front of the train, holding a parasol,
and an umbrella, s8ince there is a lot of
rain in Cornwall. A sooty fireman lived
here too with his wife and children. By
8 boller from which flames gpun, -as from
Hell. They returned to the station both
after funerals and weddings - ana from
there, they of course went on honeymoon?

Now? Emptiness.

No trace, none at all, of all
that.

It has passed.

There are two pasts for Rjepnin, the irrecoverable pasgt

and the past as experienced in memory, both of which are

preferable to the present. When in London he feels that

the present is beyond his control, that he has no

1denti£&. There only remainsg the possibility of

entering into the 1llusion that he can return to what he

once was.,
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Rjepnin and other 8migrés like him do not live “po
niihovod volii" ("“according to their will") but i1t
depends on peocple and "od Lcndong.’iz kojeg nema izlaza"
("on London, from which there is no escape”™ 92). London
is an endless circle of people "odlazeéi na rad, svako
Jutro, u vagonima pod zemljom, a vraéaJuél se, svako
vede, u tim iatim vagonima kuéi" ("going to work every
morning, in carriages under thé ground, and returning
every evening ih the same carriézes home" 93). The city
acte on his consciousness and looms 16 it as a mythie
presence. He descriﬁes it as a sphinx, and the Thames

as thé Styx. .The city'is an archetype threatening his
existence, and és an archetype has just one temporal
dimenéion in a mythic time. He admits that the future
is open to change, énd that he'lécks the will to change:

Prcélost..kéia ge viZe ne moZe vratiti. |

All bl se buduénost mogla izmeniti. MoZe

se, valjda, izmeniti i on, i njegova

sudbina? - Treba imatl volju (94).

The past, which can no longer return.

But the future could be changed.

Perhaps, even he might be changed, and

his fate? One needs will.
»Rdepnin's‘preaant is not identifiea aé the space bétween
paaf and future.lbut the ﬁoint at which bainz;in-fime is
nuspeﬁded between the irrecoverablejpast. aﬁd‘the
'111usion of establishing hia.éelf outside the historical
world.v’He iacﬁs the will té establisﬁ a.sense of self

in the present.

The tensgion between illusion and reslity is at the

264



CHAPTER FIVE

heart of Riepnin's psychotic disorder.>as he considers
that "Postoje, dakle, dva sveta, i za njega, - Kkao
avakog, - Java 1 san, ali, &ta dg Jedno, a &ta drugo,
niko jo8 ne zna. Ni on" ("There exist, then, two
worlds for him too, as for everyone; waking and drean,
but, which 18 one and which ies the other no-one kKnows.
Not even he"™ 95). He comes to this conclusion while on
the train to Cornwall. The motif of Jjourney, of search,

is combined in Roman o Londonu with the motif of the

stage set. The whole structure of the novel provides
two contexte to Rjepnint's story. He is the character
inside a story who is observed by a narrator, and he is
also the narrator who witnesseg his own fate. The novel
hag two frames, one iz get in the diachronic narration
of the third-person narrator. This i8 the dominsant
frame. However, the sgsecond frame for the work is the
one established by Rjepnin himself as the narrator, with
synchronie narration. The character becomes the,witness
to and actor in his own fate. In one episgode, the
effect achieved by thig shift of frame is parodied:

Junak naBeg romana onda podsedéa Zenu, ds

gu onli Nelsona dak 1 videli. Ne Zivog,

‘ razume ge, -~ nego onakvog, kakvog ga Je

oZiveo engleski, filmski, glumac, koji Je

bio u to vreme, duven. Lesglie Howard.

Prilikom neke svedanosgti, na stepenicama

erkve koja se zove Sveti Pavie, St. ’

Paul's, taj glumac Je predstavlijao ,

admirala. Da li se sefa kako su stajali,:

kKao omadijani? ¢inilo se Ada je to,
zaista, ofiveo Nelson (96). :

The hero of our novel then reminds his
wife that they have even seen Nelson.
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Not alive - of course - but as brought to

1ife by an English film actor who was

famoug at the time. lLeslie Howard. On

the occasion of some ceremony, on the

steps of the church which 1s called St

Paul'as, the actor was representing the

admiral. Doesg she remember how they

stood, as 1f bewitched? It seemed that

it was really Nelson brought to life.
The effect created by the actor's stepping off the
screen and portraying Nelson in the street breaks the
barrier between illusion and réality. reinforcing the
presence of the illusion as real. Similarly, Rjepnin'se
movement from one frame to Another resolves the tension
between illusion and reality. Rjiepnin shifte into the
frame of an actor, and "radio Jje sgvol posac Kao da Jje u
nekom pozoritu, glumac'" ("he did hid Job ag 1if he were
in a theatre, an actor" 97). And when he dies, he is to
die not ag a real person but as if on stage, on which’
“treba samo stati i pucati mirno, kao #Bto glumei pucaju"
("he only has to stand and fire calmly, as actors fire"
98). In his esaéy on Roman o Londonu Puvadié remarks
on the "Zesto korisSéenje pozoriine terminologije"
("frequent use of theatrical terminology" 99) as a
feature which stresses Rjepnin's alienation. The
tension between the pasgt in memory and the past as it
really was, irrecoverable, is resolved when Riepnin
ateps entirély into the symbolic frame of the theatre.
In this theatrical frame, Rjepnin's suicide is a

symbolic death of a self which he does not recognise,

and the appropriation of an image of gelf from memory.
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Riepnin considers returning to Rdssia. but he is
sure that the €migrée community in London will then
present him as a spy to the 30vigt embagsy (100). The
voice of his dead friend Barlov exhorts him to return
speaking in & mixture of French and Russian, with a

- military commandt
Tako, tako, trés bien, trds bien, mon
prince! Shagom marsh. Marsh. Domoi!?

Domoi! Mi ge vraéamo.  Svi se vra&damo
(101).

That's it, that's it, trés bien, tréds
bien, mon prince! Quick march. March.
Home! Home! We are returning. We
are all returning!. ' ‘ '

He agsain hearsg Barlov's voice in the final pages of the
novel, when Barlov suggests death as a necessary
pre-requisite for the return to an irrecoverable past:

U glavi Je, opet, iznenada, ¥uo, tihi
smeh, 1 Bapat, pokojnoga Barlova. Neka
idu bez traga, Knjaz, svi to, sa njihovim
traZanjem napretksa Zovedanstva, 1 bolje
Rusije! Mi se, posle nale smrti, vradamo

(sic). Shagom marsh, knjaz'! Tako,

tako, svi se, tamo, vradamo (102).

In his hesd he again heard suddenly the
Quiet laugh and whisper of the late
Barlov. Let them go without. trace,
prince, all those with their search for
the progress of mankind and a better
Russia! We are returning after our
death. Quick march, prince! That's

it, that's 1it, we are all returning
there. :

Riepnin settles hig affaire in London calmly "jer se
vradéa u godine kad je bio junker" ("for he is returning
to the years when he wasg a. cadet"™ 103). Death is the

logical answer. The return which he desires is a return
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to & past which is irrecoverable. The manner of his
sulcide is a symbollc gesture to remove all trace of
himself, to escape the oppresive preaeﬁt. and step
outeide fime.
| The manner of Rjepnin's éuicide reveals his search

for a return to the past of h;s ideal values, associated
with childhood and his origin as a Russian. The past
which he re-creates becomes more compelling than the
doubts of whether'if 1s'the true past. Death is the
only alferhative for the beinz-in—time which he has
adopted, butside history and the present., His search
ieads him to a suicide whieh 1é redolent with images of
lbaptism. and total imme?sion in water. His death ieg the
symbol of é new beginning, an end to nafural life which
is the necessary precursor to life as an illusion. The
final sentence of the novel records that while no-one
Knows of his final action, the light of the lighthouse
bshines like a star; The star is the biblical symbol of
the new-born, yet here ia-bnly like a star:

Samo je sa svetionika, na visini te

velike stene, kojom se park zavriavao,

treperila Jjedna svetloat, cele noél,

trepetom, kao da, tu, zemlja pokazuje

neku zvezdu (104). :

-Only from the lighthouse, on the top of

the high cliff, at which the park endedq,

flickered a light, with a glimmer as 1if,

here, the earth reveals a star.
The link between the earth and the false star is»the

final testimony of the transfcrmatién of his material

cchditions into an existential issue of hie
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being-in-time.

Both Dnevnik o Carncjeviéu and Roman o Londonu

express non-linear versions of time, in which time is
expressgsed as it is felt and experienced by the
characters. . The " diarist of thé first novel
exiéts at a point befweén memory and dream, MiloBevié

describes the whole novel asg c¢losed; = . -

Carnojeviéeva avantura oplsuje zatvoren
krug. Na njenom podetku Je Jjednolidnost
i besmislenocat postajanja i ista ta
JednoliZ%nost 1 besmislencst Je 1 na kraju
svih putovanda (105).

Carnojevié's adventure degceribes a closed

clircle. At its inception 18 the monotony

and senselegsness of exiatence, and that

same monotony and senselessness 1is at the

end of all his Journeys.,
However, there is the suggestion of a limited sgalvation
at the end. Time, like the diarist, 1is at a point
between the intransient moment personified by ﬁﬁc

gz[/df s and the irrecoverable past personified by

Rajié. In Roman o Londonu, Rjepnin expresses his
desire for a return to the past. This return can only
be accompliszhed through death, and his suicide presentes
a symbolice vision of rebirth. Bﬁt. as a symbol 1t is
not a solution to the existential crisis faced by
Rjepnin. The very different portrayals of being-in-time
in Crndénaki's first and last novels present time as a
medium through which consclougness becomes aware of

gelf, and in which memory, will, and desire become
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temporal concepts. They interweave oﬁe into the other,
and together present a point at which his characters
struggle for a definition of se;f. Against this
backecloth, salvation for Crnjanski's characters is

limited, tenuous. and only ever potential.
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CHAPTER SIX

CHAPTER 81X

TIME AND HISTORY

Seobe
In the previous chapter we examined the first and

last of Crnaanski;s novels and.establishéd time as the
medium through which consciousness becomes aware of
self. However, the characters of thesé novéls are also
viewed against the b@ekzround of the social ana

historical world. . In Dnavnik\o Carnojevidéu the First
World War has a profound influence on the consciousness
of the diarist, and in Rémg@ 6'Londanu Riepnin's life
in emigration is the éasult of the Russian Revolution.
The interaction between the characters and the social
world is more prominent in the two novels Seobe and
Druga kn;ig& seobé. The social world conatitutgs the
institutions of family, ngtion. and state, to which the
characters belong, and with which they may find
themgelves in confliect. Such instituticng mediate
between characters‘gnd the wideriflaw of évents in
history. The emphasis in Seobe &ﬁd'Drﬁga knjigs

gecba continues to fall on the characters, but in these

novels questions of identity and self are considered in
relation to the accial world. ‘The issue for the

characters is to retain their sense of self and
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being-in-time wijq% the institutional framework of the
social world; Ultimately, the issue 1is to impose some
degree of self on history.

In Seobe Vuk Isakovi&'s memory of his father ana
the influence which he exerted on his life are
instumental in snapiné who he is andlhis actions in the
presgnt tense of the novel:

Odrastao uz oca Kodi je joB Savodskom J
prodavao stoku 1 koJi Jje svu svoju decu, :
braéu, rodbinu, 1 sva svoja kumstva 1
poznanstva terao u austrijsku vojsku koja

Je potiskivala Turke, imao Je u mladosti

Cak 1 lep Zivot u tojd vojsci. MaZen i

desto nagraden, on Je nosio u sebi neki
maglovit, ali dubok pojam sreée 1

zadovolistva, u nadi da &ée se sve to

ratovanje svriiti nekim opstim mirom, u

kom ée 1 on 1 niegovi srodnici 1

poznaniceci, 1 svi njegovi voinici biti

odeveni u neko narodito svedano 1 gizdavo

odelo, pa ée tako, u krug, obié&i ratiite

i carevinu, na vidik celome svetu, Kkoiji

ée uzviknuti: gle, Srbi! (1).

Brought up by hig father, who continued
to Bell cattle to Savoy, and who pushed
all his children, brothersg, relativee,
all those closely tied to his family, and

agquaintances into the Austrian army which .
was holding back the Turks, he had in his
youth even a nice life in the army. *
Flattered and frequently decorated, he
carried in him a vague, but deep sense of
happiness and satiasfaction, in the hope
that the warring would end in a general
peace, in which he and his relatives and
friends, and all his soldiers would be
dressed in some gpecial ceremonial and
bright uniform, and then parade around
the battlefield and the empire, .in full
view of the world, who would exclaim:
look, the Serbs!

Vuk pursued his career in the army for the greater glory

of the Serbian nation. His sense of family and his

277



CHAPTER SIX

sense of nationhood are closely intertwined. He
maintainéd his hope during the three wars in which he
fouzﬁt for the Austrians againgt the Turks, under the
influence of his father's promise that the Serbs would
return and liberate their landq ffom the Turks:

Pod uticajem oZevih obeéanja, koji mu jJje
punio glavu o povratku u popaljenu 1
poklanu, opustelu Serbiu, on je u vojisci
Z2iveo ne samo u miru, veé 1 u asva tri
svoja rata, bezbriZno i zadovoljno,
odekujuél Jednako nedto prijatno Bto ée
svima njima da se dogodi (2).

/7

Under the influence of his father's
promises, which filled his head with
ideas about returning to pillaged,
Skgﬂknd and deserted Serbia, he lived in
the army not only at peace, but in all
three wars carefree and satisfieq,
congtantly expecting something pleasant
to happen to all of them.

It was only after his fatheﬁ'a death that Vuk began to
notice the other side of life fof the Serbs. His
success in the army made him trusted by the authorities
and he was frequently called on by them to help felocate
the Serbs settling in the Empire to escape thevTurkiah

" domination of the south: |

Tek posle odeve smrtl, zapadajuél sve
dublje u taj vodnidki Zivot,
naseljavanja, popisivanja, gomilanja
ljudi 1 stoke, po tvrdavama i vojinidki
rasporedenim gelima, Isakovid oseti da
nifta bolje ne biva 1 tek tada primeti
oko sebe blatifita i baruBtina, bedu
svoldih lJjuai, Zivot, svaki dan 1isti
¢emerni Zivot, u selima 1 Bandevima, po
kuéama na vodi, po kolibama i oborima, po
rupama isgkopanim u zemlji (3).

Only after his father's death, falling

deeper into that military life of
settlements, census, crowds of people and
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cattle, around the fortresses and the
military villages, Isakovi& felt that
there was ncthing better, and only then
did he notice the mud and the swamps, the
poverty of his men, life, every day the
same miserable life, in the villages anad
the trenches, in the houses by the water,
in the huts and outbuildings, in the
holes dug into the ground.

Vuk set off for this his fourth war for the Austrians
with a sense of foreboding, but with the faint hope "da .
¢e se nedto najposle svrEiti i ispuniti"™ (“that
something would be finally finished and fulfilled" 4).
The importance of the family, and particularly the
figure of the father, is important in the shaping of all

4 . 241
Qﬂ’""'é_s.sf‘“t/a - in

Crnjangki's characters.

Dnevnik o Carnojeviéu dies while he is still young,

and his mother diea on his return from war, when he 1is
not ﬁermitted to see her (5). Carnojavié's name is
introduced through a reference to his father Egon
Carnojevié (6). The diarist also sfates with reference
to Maca, that "nismo imali dece" (we did not have any
children™ 7), while with reference to éarnodevié.he

- atates that "dedﬂog-dana doznao je da ima sina" ("one
day he was told that he had a son" 8). In Roman o
Londonu, Rjepnin often recalls his fathér. the
anglophile member of the pre-revolutionary Duma who
injected into his son admiration for the achievements of
English liberalism (9). Things could have turned out

differently for him and Nada 1f they had children (10),

and when Nada leaves for the United States she 1is
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bréznant. although her husband doesg not Know.

Pavle Isakoviéd, in Druga knjiga seoba, is the
adopted son of Vuk, and it is he who fulfils the
ambition of emigrating to Russia with his cousins and
their families. For this reason, the Austrian
. authorities direct their attentioh at Pavle since
“"adoptiran, Pavel Jje toboZe bio duple Isakovidg i
narodito ga treba pomilovati, ako Je to moguée"
("adopted, Pavle was ostensibly twice an Isakovi&, and
they would have to appease him in particular, if that
was possible" 11). "Pavel" is a slaveno-serbski form of
his name. Slaveno-serbski was the liturgical language

_ m M%kaﬂu
of the Serbian Orthodox Churc?l Pavlie and his dead wife
did not have children, and he is resigned never to have
children:

U jednom svom pismu, Pavle je pisao,

Isaku Isakovidu, da starog poodima

njihovog, Vuka, Isakovi&a, treba

zavaravati, reé&i mu da &ée se Pavle, u

Rogiji, oZeniti, i familiju nastaviti,

ali da Jje 1istina da on, Pavle, na to,

vise, ne mieli (12).

In one of his letters to Isak Isakovid,

Pavlie wrote that he would have to decelve

their old step-father, Vuk Isakovi&, tell

him that Pavlie will marry in Russia and

carry on the family name, but that

. truthfully he, Pavle, no longer thinks of

it.
Vuk had two daughters with Dafina, whereas Pavlie is an
adopted gon. This relationship isg in itself a

subvergive twist to the epilc voice and moral code which

is one of the features of the novel. Bakhtin points to
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trend in the epic in which the family and the nation are
intertwined:

The world of the epiec is the national

heroic past: it is a world of

"pbeginnings" and "peak timea" in the

national history, a world of fathers and

of founders of families, a world of

"f#irgsta" and "beasts" (13).
Pavlie ig not Vuk'es gon by blocod, although his foster
father promised him that there was a glorious future for
him, for their family, and for the nation in Russia. As
with Vuk himsélf. the promise of the father is
unfulfilled and in the end empty.

It i8 interesting to note that Crnjanski

‘himself and his wife Vida had no children, although

there is no evidence to indicate how the couple felt
about this. Crnjansgki's own father died while he was
still young, which he recalls in a poignant

matter—-of-fact tone in Itaka i komentari, "Umro Je

iduéeg dgna. Nije dozvolio da me pozovu iz TemiBvara,
sa #kola" ("He died the nexf day. Hé aida not laf them
call me from Temisvar, from school"™ 14). He died in
Ilandzé. while Crndanéki was at school in Temiévar
Vuk's father 1is an important figure in his 1ife.
He would always meﬁtion his name "pri svakod vaZnijod
izreci”™ ("at every mére important statement" 15); Vuk's
memories of his father provide a base on which‘$é has
built his view of himséir in relation to the timesa 1in
which he lives, and the future. The present is'a

gtruggle to defeat the Turks, the reward for which 1ise

281



CHAPTER SIX

his father's promise that the nation Qill then return to
Serbia. Vuk'g view of history is monumental, in
Niefzschean terms. Nietzsche describes an individual
who holds such a view as one whose "goal is happiness,
not perhaps his own, but often the nation's or
humanity's‘at large" (16). For Vﬁk histor& is & string
of great deeds acrogs the centuries, and his anticipated
reward ie fame and a place in that history. Vuk'e
father i8 the source of authority which has guided his
search for happiness and fulfillment., and which 1links
himvtd the wider floonf histofical evénts. However,
.from the followinz comment it 1s clear that the course
of history has begun to change, "Bilo Je Jjasno da se
vremena turskih ratova viéé neée vratiti® ("It was clear
that the times of the Turkish wars would not return®
17), leaving Vuk to live "po tudod volii"™ ("according to
someone elga's will" 18). Vuk's gense of 1ivin§
according to his own will is destroyed when hialfathar's
promise is no longer possible.

The promisge of an eventual return gave Vuk reason
‘for living the life of a soldier on the frontier with
Serbia, ruled by a foreign power. The promise of the
father takes on an ontolaéical slgnificance. Vuk is
prapared to fight for the Austrians, on the assumption
that tgé freedom of Serbia will be the end result. The
present, that which is Qoihm lived, will have 1its

jJustification in relation to its end. WwWhen the desired
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future becomes present, the happiness for which Vuk is
gearching will become present. The origin of his sense
of hiastory, which binds Vuk to the community of family
and nation, is to be found in the promiae of his father.
In this way, Vuk's sense of self in history 1is

characterised by what Tobin terms the "“genealogical

imperative" in her boock ggme‘ahg the Novel (19).
Tobin usesg the term to describe. those novels which
achieve a narrative unity by following the events
surrounding the life of a family or its progress over
the generations. In the case of Seocbe, the term can
be uged in a narrower gensge. Vuk's sgense of self in
time and history will be completed when he fulfils the
promise of the father, and thus assumes for himself the
authority of the father.
| When the promise i1s broken, so are the bonds which
bind Vuk to family and nation. Hié fighting for the
will of others incﬁeases his sense of éeparation from
his wife-and chidren, and he questions "x#r nije
pripadao drucome. a ne tod Zeni, ni toJ decli Eto su za
njim plakala" ("did he not really belong to another, and
not to that wife, nor those children who wept after him"
20). The people left behind in his village are cut off
from the evénta and experiences of Vuk and his socldiers:
ére. kada sé?;lali sa Turcima; videli su
zapaljena sela, turske lade, pune roblja,
na vodi, kako prolaze, &ulli su da gore
manastiri, da siluju Zene 1 bacaju uvis

decu, pa ih dodekuju na noZfeve, a sad od
svega toga ne bede ni glasa (21).
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Before, when they fought with the Turks,
they would see villages put to the torch,
Turkish boats sail by laden with f‘QV&S

..~ on the water, they would hear
of monasteries burning, of women raped,
of children tossed into the air and
caught on knives, and now of all that
there was not a word.

The community no longer participates in the history of
the nation. Vuk is distanced-from family, community,
nation, and the historical process of hié own times.

Vuk's view of his past, present, and future,
changesg under the influence of new historical
circumatances. Now the past constantly disappears fronm
consciousness when he goes to war, and when he returns,
“kao 1 da‘nide bileo" (“as if it had never even been"
22)5 The future iooks ;ery uncertain for his men and
their nation in Austria:

Isakovid Jje, osim toga, pribliZavajuéi

se, po Cetvrti put, bojistu, slutio da
nikad bolje bitli neée 1 da &e ih podeliti
i kod kuée, na domu, razdelivii in
spahijama i gradovima kao roblje, kao
sluge, kao paore. Neée im dati da ostanu
vojnici, neée da im dati ni da imaju
svoje crkve, kao #to im ne daju da svol
kraj nazivaju Novom Serbiom (23).

Moreover, Isgakovid, approaching the
battlefield for the fourth time, felt
that l1life would never get better and
that they will be separated at home,
aispersed to the landowners and towns
like goods, like servants, like

gerfs. They will not allow them to
remain soldiers, they will not allow them
even to have their own churches, as they
will not allow them to call their land
New Serbia.’

The conditions under which he is living at the moment,
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’the loss of the father's original pro@ise. and the bleak
future, leads him to see everything, past, present, and
future as empty and meaninglese. In camp at Strasbourg,
in a 1lull in the fishtinz; Vuk reflects, and most
1ntensiveiy expresses his emotions in the repetitions of
the emptiness which he feels all around. At Strasbourc
"osetli najposle tu zroznﬁ. vrtoglavu prazninu pred
sobom, u kojoj vige nema>niéez$"‘("he felt finally that
térrible. dizzy emptinesé in froht of him, in which
there is no 16nzer anything"). Hebcouid only see
"bézd#no niétaviio i prazninu" ("endless nothingness and
'emptinesa"). He had to return home “sa svoilim #ivotom
ludim i praznim i nistavim" ("with his mad and empty and
worthiess life"). His reflections on his life finally
merge with his aurréuﬁdinzs as he feals‘that "u tamu i1
bezmernu prazninu utonu‘mu to vede ne samo ta njegova
koliba u kojoJ leZaBe, nego i sav Zivot" ("not only that
hut in which he was lying but also his whole life sank
that evening into daﬁknes;_and aﬁ endless emptiness"
24). Such links between Vuk's psychological torment and
historical fate are described by MiloBevié as a
reflection of the "uzajamna uglovlijenogt akeioloBke 1
psiholo#ko~-istorijske dimenzija 1lika glavnog Jjunaka"
("mutual determination of the axioclogical ana

psychological-higtorical dimensions of the charaéter of

the main hero" 25).

The idea of return is an important part of the
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dournéy motif in the imagery of the novel, expreagsing
the 11hks between self, history, and time. Vuk and his
men, in their alienation from home and their historice
mission to liberate Serbia, fear that they will not
return home, "“Natrag, nisu verovall da é&e ge ikad
vratiti" ("They did not believe that they would ever
return back'" 26). Their feelings of hopelessgness are
mingled with imagery of the surrounding landscapes which
reflects their isolation from past and community,
expressed in such sentences as, "Kao i magle #to su
lebdele nisko, nad poldénamg i nestajale iza njih,
raskidae se, u njihovim mislima, i slike njihovih Zena
i dece" ("Like the mists which hovered below, above the
fielga and disappeared beyond them, images of their
wives and children dispersed in their thoughts" 27).
Nature becomes a site which both reflects and challenges
their inner moods:

Velike promene na nebesima desiavahu se

pred njima; duZ reke se produZile guste

8ume, u kojima su lomili Zbunje i rili po

kiZnici diviji veprovi; kopel kruZahu nad

njihovim glavama 1 ispraéahu ih do

podno#fja brda, na koja podeie da se,

iznemogli, uepinju (28).

Great changes occured in the gkies before

them; along the river thick forests

atretched, in which wild boar broke

through bushes and burrowed in the

drizzle P~ P¢ttcled over their heads

and followed them to the foothills which

they began, exhausted, to climb.

Vuk and his men feel "u duii" ("in their souls"™) the

"praznina" ("emptiness" 29) which is expressed through
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their contact with nature. As Vuékovié remarks, "pejzal,
Zovek 1 istorija" ("liandscape, man and history" 30) are
three egignificant elements in the construction of this
nerl. Vuk's feelings of isolation from the outeide
world, from the community left at home, from the past
énd future, and the inner turmoil which he 1is
experiencing, lead him to consider that on this caﬁpaizn
he will die. Hie premonition 18 expressed many timee,
for example, "naslutivii, ovoga puta, svoju smrt"
("having sensed, this time, his death" 31), and later:

Polazeéi u ovaj rat, Cetvrtli put u svom
Zivotu, vidajuéi gmrt, on se nadsiie pri
polasku da ¢ée sge nefto najposle svriiti 1
ispuniti, 8to se eto nikada ne svriava

(32).

Setting off for war, the fourth time in-
his life, seeing death, he hoped from the
gtart that sgomething would at last be
completed and achieved, which was not
done before. ’ '

The premonition of death becomes more significant when
the thought that he will not return home, becomes a
desire not to returnt

Tad, kao 1 njegovim ljudima, prvi put mu
dode misao 1 neka nejasna ¥fudnja da se
viie ne vrati. Uz sglutnju smrti koju Je
osetio gada prvi put i1 koju na svoiim
odlascima u rat, do sada, nikad, nije
osetao, pridruZi mu se i1 ona neprestana
dosgada, koju Je veé dobro znao, B8to ga Je
pratila, uvek, do prvih bitaka (33).

-Then, as well as to hig men, for the
first time the thought occurred to him
and some unclear longing that he would no
longer return. Alongside this foreboding
of death which he now felt for the first
| - time and which he had never felt before
' with hisg departure to war, he was Jjoined
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by that constanﬁéﬂléeiiwhich he already
knew well, which always followed him to
the first battles.

Vuk'e sense of who he is 1n\re1ation to the community,
who he was, and his hopes for thé future have to be
refestabliehed in the light of the broken promise which
his father made to him. A part of him has to die in
order to retrievé his sense bf purpose in the socilal

world, and he cannot return the same as he left. In

Roman o Londonu, Rjephin returna through death to the

memory of his self. In Seobe, Vuk sgarchee for
salvation to ccmpensafe for the loss of his father's
promise, and to return to his self the authority of the
'rather.

. No matter how discouraged he feels, there is a
voice within which encourages him:

Praznoc je dakle bilo, pred njim, zanavek,
i uzaludno, za njim, sve Bto beie proslo.
Niita nije postigao, ni u ovom ratu, Kkao
ni ostali, 1 sve to njegovo hodanje 1
seljakanje samo se Jednako nastavljao.

Do dna medutim, u sebl, osefaoc Je da Je
nemoguée da sve to tako prode, i kako ga
vude glas neki, u njemu, obeéavajuéi mu
nei8to vanredno, pri svretku (34).

So 1t was empty before him, forever, and
in vain behind him everything which haaq
passed. He had accomplished nothing. not
in this war just as the others had not.
And all his marching and moving Just Kkept
on continuing. However, at bottom he felt
in himeelf that it was impossible for
everything to pass like this, and how
some inner voice dArages him along,
promising him something wonderful at the
end.

The voice which promises ig a remnant of his past and
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his father. However, the original prémise wasg based on
a course of history which is now closed. Vuk is at the
crogssroads where his sense of being-in-time is t§ be
re-established. He 1is searching for a new origin and
the offer of a new salvation from the’problems and pain
of 1living in the present, which he fiﬁds in hie vieion
of the star and of Russia:

0d sveg Zivota, razmilljajuéi, ostadobe
mu svetle u pameti i sad, samo one
gjajne, &iste zvezde, 1 srebrne, Bumske
putanje nad kojima se spulita aprilska
magla, kojima Jje projahao u prve dane
svoga braka sa Zenom, Ziveéi u onoj
Jednolikol dosadi male slavonske posade,
lovedi lisice, a u buduénosti, samo ta
bezgranidna, zavejana Rusija, kuda
misljase da se odseli, da bl Jjednom lakde
2iveo 1 da bl se veé Jednom odmorio 1
smirio (35).

Of all his life, on reflection, there
remained in his memory even now bright,
only those shining, pure stars, and the
silver, forest paths over which the April
mist swirled lower, along which he rode
with his wife in the first dsys of
marriage, living in the monotonous B
drudgery of & small Slavonian garrison,
hunting foxes, and in the future, only
that endless, sgnow-covered Russia, where
he thought to emigrate, so that for once
he could live easily and rest and be at
peace. : ‘

Russia is never considered as a geographic entity by
Vuk, but as a symbol presentéd in association with
“1zrazi’kao to su 'bezgranidna' i 'gavasang'"
("expressions such as 'endlsés' and 'snow-covered' 36).
It i a symbol af(salvation. His dream of emizratina to
Russia is in response to the Austrian threat against

Serbian national identity, compensates for the different
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historicél circumstances in which a return to Serbia is
impossible. In Russia he sees the possibility of
preserving those elementsg of Serbdom which bind the
community and nation together, and in which he will be
able to re-establish his purpose in life. He 1is
creating a different historical model, based on a
different promise, which will also never be fulfilled.
On the other hand, it offers him a return to, and a
reformulation of, something which he can regard as the
esgsence of his being. He lives in a dialectic between
his sense of being-in-time and history, which has been
accommodated to the new symbols of Russia and the star.
Vuk is only at ease with himself when the present

tense of his living is reflected in guch symbolas. The
more striking symbol of Isakovid's ideal is the star..
It appears ag the chapter hesading for both the first and
laat chaptersz "Beskrajni, plavi krug. U njemu, zvezda"
("An infinite blue circle. In 1it, a star" 37), which is
repeated in the first ch&bter ag Vuk wakes:

Tada, pomuéenom svedéu, prvo zasduje lavel

pasa 1 poj petlova, da odmsh zatim Birom,

u mraku, otvori o&i i ne vidi niita, ali

da mu se udini kao dsa vidi, u visini,

besgkrajan, plavi krug. I, u njemu,

S~
zvev du (38).
L —

Then, in hig disturbed consciousness, he

first heard the barking of the dogs and

-the c¢rowing of the cocks, then

immediately he opened his eyes wide in

the darknesges and gaw nothing, but it

seemed to him as if he could see, high .

above, an infinite; blue circle. And, in
it, a star.
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.kln Pécs, Vuk 18 invited to the bishop's house where,
depressed and downcast, he comments drunkenly that
"2ivimo uzalud" ("we live in vain™ 39). The bishop
points out into the niahf. to the landacape in the
moonlight and asks 1f all that is "praznina"
("emptiness" ab>. Vﬁk responds: |

Tada ZestnjejB8i Isakovi& pode buditi
"Komesara 1, veé sasvim napit, blenu u
noé, punu zvezda, presav. pogledom sva
mese&inom obasjana polja... sgve Bume u
daljini... brda... i oblake... pa, unevii
se biskupu u lice, proBSaputa... "tamo az
pojdu..." .1 zaplaka (41).

Then the honourable Isakovi& began to
wake the reglional commander and, already
well drunk, stared into the night, full
of stars, having passed his gaze over the
fields bathed in moonlight... all the
forests in the distance... the hills...
and the c¢louds... and, thrusting his

face towards the bishop, he whispered,
"There I am going" and burst into tears.

The image of the star continues to illuminate Vuk's
lighter moments, as a symbol to counter the emptiness
which dominates much of his time (42).

The image of the star and of Russia as the ideal
place to live has to be seen in the context of Vuk's
desire to establish a present'in which he will be able
to live "po svojod volii" ("according to his own will"),
and where past, present, and future will fhen form a
coherent unity:

Lak zivot. vedrina, dogadaji Bto se
glivaju kao &i1sti i hladni, prijatni,
penuBavi slapovi, moraju biti negde 1 za
»nJih dostiZni. Odseliti se treba zato, ,

otiéi nekuda, smiriti se negde na nedem
.8istom, bistrom, glatkom kao povri#ina
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dubokih, gorskih jezera, miZljase, dok Je
oznojen leZao kraj svojih pasa, koji su
dahéuéi hvatali muve, ispruZeni po slami.
Otiéi sa costalima, 1 sa patrijarhom, iz
onoga blata, iz neprekidnih ratova,
glufbi i obaveza.  Ziveti po avojol
volji, bez ove straine zbrke, 1lduéi za
svoJdim Zivotom, za koji se i rodio.

Iduéi nedem vanrednom, 3to je kao nebo
oseéao da gve pokriva i zavriava, Tako
da mu se sve 8to Je dosad &inio, ne &ini
ludo 1 uzaludno, a buduénost da mu bude
shvatljiva 1 u njoj da se ovo prazno,
grozno dekanje na mir jednako ne
produZava (43). '

An easy life, serenity, events which flow
together like pure and cold, pleasant,
foemy waterfalls must be accesgible for
them too. Therefore they ought to
emigrate, to go away somewhere, to

gettle somewhere on something pure,
bright, smocoth as the surface of deep
mountain lakes, he thought, while he lay
sweating begide his dogs, who were
panting and catching flies stretched out
in the straw. To go away with the rest,
and with the patriarch, from that mud,
from the incegsant wars, service and
obligationa. To live according to cone's
own will, without this terrible confusion,
to follow cne's own life, for which one
is born. Going to something wonderful,
which he felt covers and completes
everything, like the sky. 80 everything
which he has done -until now does not seenm
crazy and in vain, and the future will be
comprehensible and there this empty,
terrible waiting for peace will not
stretch out forevepr. o : ;

The place of whicnkhe dreams is a vision'of an integral
unity in which he and nature are Lihked in 6rcan1c
harmony, évocative,of the drive for §1mﬁltaheity in
Crnjanski's‘sumatraism. However, the'harmon&iﬁests upon
the ability to 1i§e'accordinz to his will..to exert a
sense of self oh the world outeide and on history. The

transcendental moment ig linked to an ontological
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search.

The final passage éf the novel brings together in
’pne paragraph the images of the star and Russia, thg
links between his youth and old age, and the‘
genealogical 1mpergt1ve:

I dok mu se, u du#i, kao u besgkrajnom
krugu, Jjednako ponavlijahu misli o
odlasku, © odlasku hekud, u Rusiju, nad
kojom ge u o&ajanju, iznemogao,. posle
toliko meseci tumaranja, 1 patnje bio
nadneo, dotle mu je, zaspalom prvi put
opet kod kuée, u telu drhtalo, Kkao neka
zvezda, poslednje zrno nekadanje
mladogti. Ono ga je zadrZavalo odajnog,
zamuklog, suludog veé od patnje 1 tuge,
medu tim baruBtinama i vodama, Bto se
isparavahu nad zemljom, koJju Je od
miloste zvao Novom Serbiom. Zrno, #8to Jje
i u njegovoj starosti saduvalo u sebi moé
da proklija i1 nadnese nova biéa nad
vremena 1 nebesa, Koja &ée se ogledati u
vodama Bto se slivaju 1 sastaju, tu ispod
Turske 1 Nemadke, ogledatli i1 nadnositi
kao mostovi (44).

And while these thoughts were repeated in

his soul, as in an infinite circle,

thoughts about departure, about departure
somewhere in Russia, whlicech he had turned over
in his mind, desperate and exhausted after so
many monthg of wandering and suffering,

until his first night at home again when

the last Kernel of his erstwhile youth

had stirred in hiz body like some gtar.

It kept him desperate, silent, fcolish

from suffering and gadness amonget the
marshes and creeks which released thelr
vapourg over the land which he called New
Serbia ocut of love. The seed, which
pregerved in his old age the power

in him to germinate and place new beings

over the times and skies, which will be
"mirrored in the waters which flow and

meet here between Turkey and Germany,

mirror and. span like bridges.

Vuk hag re-established the linke between self and time,

and self and history, in the power to become himself the
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father. Hig return home is the return to continue the

promise of the father. The substance of his father's

promige has changed according to the demands of

historical circumstances. The star, Russia, and the

genealogical imperative, offer new symbols for Vuk's

being-in-time.

In some genges Vuk and Arandel are

similar in their desire to create a coherency of time

and their being-in-time, and alike in their power to do

g0 which 18 denied to bafina.

Arandel is Vuk's brother, and the two of them are

united by what MiloBevié sees as the parallelsg between

them (45). Petkovié sees the physical parallels between

them ag part of the wider composition of the novel (4é).

_They are opposites in many respects; Vuk ie heavily

built and a leader of the Serbian community, while

"Arandel is lean and a merchant whose life is dedicated

to earning money. Arandel is younger than Vuk, but

behaves towards him as if he were the older of the two.

Unlike Vuk, he

did not have great respect for his

father, and was "u neprekidnoj svadi" ("in constant

argument” 47) with both of them. He did not share their

dream for the future return to Serbia:

U neprekidnom seljakanju, Jjo# za Zivota

odevog,
bratom,
- njegove
ogtalog
doselio
Serbiu,

mudesél se sa svolim obesnim
Arandelu Isakovid&u &inio se Zivot
porodice 1 rodbine, pa i tog
sveta Bto se belie sa njiima

iz Serbie, 1 selio opet natrag u
sasvim ludilo. 'Videvii oko sebe,

svud, baruStine 1 blato, ljude Bto su ge

ukopavali u-zemliju i Ziveli po

- zemunicama, da bi ge u prolede, il1i pred
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snegom, opet doselili dalje, Arandel

Isakovié& ogetio Je divliju potrebu da

svemu tome stane na put, da se negde

zadrZ2i, 1 da 1 druge prisili da stanu
(48).

In their incessant moving, still during
his father's l&fﬁyime. having a difficult
time with h1§3“¢i~brother. to Arandel
Isakovié the life of hig family and his
relatives, and even the whole of that
world which had come with them from
Serbia, and was moving back to Serbia,
seemed madness. Seeing around himself,
everywhere, swamps and mud, pecople
digging themselves into the earth and
living in dugouts, only in spring or
before the snow to move on further again,
Arandel Igakovi® felt a wild need to put
an end to all of that, to stop somewhere,
and to force others to stop.

He found his vocation in trade wh;ch gave him an

advantage over the other members of his family, and

others with whom he came into contact:

Promene predela, kuéa 1 lica, ljudi, s=sa
kojima je sretao, nadinile ga
aamopouzdanim 1 oholim, Jer on, 2ut, crn,
sa svojim suvim rukama, iako slabiji od
njih, nije se menjao 1 ostajeso je isti
(49).

The changes in scenery, houses and faces,

‘pecple, with whom he met, made him

self-confident and aloof, for he, yellow,
black, with his thin hands, although
weaker than them, dAld not change and
remained the ganme.

all

He derives his feeling of superiority from the power of

his

money.

brings only disruption to his aims:

Moé neku natprirodnu osetio je u avojim
talirima, Jer gde Je njinh ietresao iz
kese, tu su zastajale lade i kuée su
postajale nepomidne 1 njegove. Kretahu
se po njegovol Zeldi i njegovim zamislima
i1 uskoro mu ge &inlilo da 1 kiZ%e na njin
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padaju, i proleéa oko njih nasfaiu. kad
on hoée 1 Kako on hoée (50).

He felt a supernatural power in his

thalers, since where he shook out his

purse, there boats stopped and houses

became immovable and his. They moved

according to his will and his plans and

goon it seemed to him that the rains fell

on them, and that springs rose around

them, when he wanted gnd how he wanted.
Arandel is able to command the world around him by
buying it, he exerts his will over the present tense in
which he lives, and to himself imagines that he is able
to control nature. Arandel 1is able to exert a sense of
hie self on events around him. His degire for Dafina is
a desire to possess. He watches and weighse her
movemente in his house»and "kao dobar trgovae, video je
o &emu ee radi" ("like a good merchant, he saw what was
going on"™ 51i).

Arandel is very different from Vuk. He has never
held any regard for his fathér. for the community, and
for thg future‘of the nation. He enters into history as
a merchant, witp the desire to possess.‘ However, as
with Vuk whose senge of self in history is shattered
when his fatherfé promise is taken away, Arandel also
changes when hig feelings towards Dafina change:

Verovao je da é&e, ovoga puta, doZiveti
neto Eto one druge nisu mogle da mu dadu
i verovao je da mora postojati u njegovom
. Z2ivotu neko doba u kom ég mu biti
prijatno 1 dobre, lako, kao na nebesima,
kao Bto Jje njegov brat Vuk verovao da
mora negde’ bitl neka dobra i krasna

zemlja, kuda svi treba da se isele (52).

He believed that thies time he would .
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experience something which those other (women
could not give him and he believed that

there must exist in his life some period
which would be pleasant and good, easy,

as it is in heaven, as his brother

believed that there must be some good and
beautiful land where they should all

migrate.

Arandel begins to look at the future in a way which
corresponds to Vuk's vision of Russia. His desire for
his sister—in-law deprives him of the self-assured
tranquillity with whiqh he appréaéhed his life in the
past:

To Bto Jje sve tako nepredvideno doslo,
poraZavalo ga je 1 gusilo. Na drugi
nad¢in 1 o#trije, nego njegov brat,
Arandel Isakovi& oseéao Jje uZas, grozan
uZas Bto je oko njih sve tako promenliivo
i besmisleno, Jjer se ne dogada po njinoj
volii 1 njinim nadama. Da Be negde
izmire on 1 brat, to Je sve viZe Zeleo, 1
da oboje potr&e u ovu novu zemlju,
barovitu, 1 ravnu. 8li mirisnu i nebesnu,
u kojoJ su podeli da se smiruju, posle
onolikog tumaranis (53).

Everything which had come come g0
unexpectedly confuged and choked him. In
a different way and more gharply than his
brother, Arandel Isakovi& felt a horror,
the terrifying horror that everything
around them is so transient and
pointless, for it does not happen
according to their will and their hopes.
That he and his brother could be
reconciled somewhere, that was what he
wanted more and more, and both of them to
run into thisg new land, marshy, and flat,
but fragrant and celestial, in which they
T began to settle, after so much
wandexring. :

Arandelywants reconciliation with his brother, and a
return to the family which he ascorneaqd before. His

motivesg are to be guspected, but like Vuk his sense of
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self in time and history has been questioned. However,
unlike Vuk hisg vision of & new land and the stars is=s
asgsociated with Dafina.

It i8 only in these passages describing Arandel's

gstate of mind on his return home from his unsuccesgsgful

attempt to secure a divorce for Dafina that his moods
and emotions are reflected in hgture. In the end nature
ié»also a reflection of the end of his hopes for a new
life. Dafina dies as he arrives home towards morning,
and as for Araqgel "zvezde Koje su gasnule, nije vise

gledaoc, Kao ni svetlost, 8to jJe u visinama treptala™

olimming
("he no longer locked at thg(starq"

nor the light which quivered in the heavens" 54).
The stars which promised\a new life for him exist only
with and in Dafina, and as he holds her in his arms he
sees the star for the last time:

Stade tek onda kad dublje zagleda u o&i
gospoZe Dafine koja izdahnu, u dva
nepomidna, modra kruga, boje zimskog
neba, hladnog 1 &istog, koji izdaleka
behu mali, 8li koJji su izbliza rasii 1
obuhvatili ga celog.

U izdisanju njegove snahe, koja
viZe nije mogla da govori, njemu se u&ini
kao da se poJjavlijuje visoko nebo. Kao 1
njegov brat, u snu, 1 on Je nad njom
video, van sebe od straha i Zalosti,
plave Krugove 1 u njima zvezdu (55).

He stopped only when he looked deeper
inte the eyes of the Lady Dafina who had
died, into the two motionlesz blue
cirecles, the colour of a winter's aky,
cold and pure, which from a digtance were
small, but which grew when near and
swallowed him whole.

Hig sister-in-law could no
longer speak, and in her last breath it
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seemed to him as if heaven aone‘

appeared. Like his brother, in his

sleep, he too saw above her, beside

himeelf with fear and sorrow, circles of

blue and in them a star.
Ag she dies‘the colour of the sky drains from hﬁr eyes,
and Arandel "Jje nad’njenimfmrtvim telom gubio svest"
("1o8t congciousness over her dead body" 56). The
cosmic vision of integral unity for Arandel dies with
Dafina.

Both brothers are able to exert their will to a
certain degree on the social world. In doing so, they
have a space to act thch is denled to Dafina. The
functions which the brothers have in history are
limiteda. Vuk ia a soldier, and at the end of the novel
_resolves to devote his life to improving the lot of his
countrymen living on his estate. Arandel is a merchant
.and has power in the commercial world. They give shape
to theif'sensas'of past, present, and future in the
symbols of power which fhey appﬁepriate in symbqlic
language. Vuk livea accoﬁdihz té the promise of his
father, and Arandel imaciﬁas his wealth giving him power
over the natural world. When their worlds are disrupted
by other eventéiand p#ople ﬁhay are able to re-asgsess
their deéires ;nd préseﬁt them in new forms, in the
symboie of the star and a promised land. These symbols
of~re—ﬂiﬁth and new beginnings give shape to time, and

‘give them a purpose. They represent ways of conceiving

of time and the sgelf in history. However, Dafina does
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not consider her fate in symbolic lanzéﬁze. The
meaﬁinzs df the symbols appropriated by the brothers are
rooted in a social and historical world in which she has
no role. Dafina's alienation from the cultural world of
the brothers is particularly evident 1n the masculine
emphasis on the father figure in the symbolic language
of the novel.

In her brother-in-law's house Dafina's time is not
her own, the day being allotted to the company of the
women of Zemun, and the evening to Arandel as is stated,
"Dan je blio za njih, a vede Jje bilo za njega ("The day
wag for them, and the evening for him" 57). She feels
envious of the two men ﬁkodg je volela i mrzela" ("whom
she loved and hated" 5&). but -to whom she is tied. Her
only sense ofbself is derived from her relationship to
the two brothers; She 1s wife to Vuk ahd mother to his
children, she is a desired object ahd then potential
wife for Arandel. VIn front of Vuk she takes the
children on her knee and piayé fhé role h§ wantgx "Decu
Je bila dala sluékindama{Aaaﬁo pred mﬁt&m‘drzala ih - Je
na krilu" ("She had given the children to'heé maids; she
only held them on ha# lap in f?ont of her huebana" 59).
Arandel hasg geen another side when she pute the children
in one winzvof hie house, and lives 1n-an6tpér.,fshe
does noé want'chiidfen. ﬁut, she hag no pho;cee in
life, and has 1ived her whole life accordiné to the will

of others;
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NemaBtina, samoéa, bole@tina, sve joJ se
to uéini Zenska sudbina, kao 1 to bedno
ostajanje 1 Zekanje sad na jednog, sga8d na
drugog. Setil sge, odjednom, kuée svojih u
Trstu, gde Je bilila 1l1i lutka odevensa

' Bareno, 1l1i slu3kinja koja je uvede i
ujutru avliadéila, 1 oblaZdila, braéu i
matorog ofuha, ribajuéi svake gubote
kantare 1 kamene klupe cko tezge. Seti
ge 1 braka u kome Je bila tako sretna.

Radala Jje decu, seljakals se, ali

ne znajuéi nikad ni kuda é&ée, ni zasto. -
Radostl njene 1 Zalosti dolazile gu
potpuno sludajno, a najmanje po volJji
njenol. I ova preljuba, 1 ovo uZivanje
ga Jednim novim i drukZijim muZkarcen,
kKrigom, doBlo Je bez njene volje, po
njinoj volii, neumitno. Stvar, stvar Je
bila, kao B8to ée to 1 njene kéeri bhiti,
uzimane i ostavlijane, iscmakane 1
odbadene, lizane i udarene, bez reda, bez
smisla. Sva ta ljubav prema njol, zar
nije bila neka razonada te dvojice (60).

Poverty, loneliness, illneass, that all
geemed to her women's fate, like the
wretched leaving behind and waitng now
for one, now for another. She
remembered, suddenly, the house of her
family in Trieste, where she was either a
doll Aressed gally, or a servant who in
the evening and in the morning would
undress and drees her brothers and her
old stepfather, scrubbing the scales and
the stone benches arounad the counter
every Saturday. She remembered her
marriage in which she had been so happy.

) She had children, moved, but
never knowing neither where nor why. Her
Joys and her sorrows came completely by
chance, and least of all by her will.

And this adultery, and this pleasure with
a new different man, sgecretly, came
without her will, by their will,
frexorably'. A thing, she has been a
thing, as her daughters will be too,
- taken and abandoned, kisgsed and rejecteq,
-fondled and beaten, without sense,
pointlessly. All this love for her, was
it not Just like some diversion for the
two men. ' ‘

The igsue for Dafina is not personal, but a matter which
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concerné all wgmen in her society. fﬁe future for women
e only'ever sufferiné./and "pele JoJ Zao samo da su obe
devojdice 1 da &ée 1 one, kad budu kao i ona, Zene,
toliko patiti"” ("ehe was sorry only for both her little
girls, that they too, khen they are like her, women,
will suffervso much" 61).

. Her life with Vuk, accompanying him f:oh.zarrison
to garrison, his long absences, 1living in provincial
towns, left her feeling dissatisfied. She begins to
think of what the future might be like with Arandel "i
da se telil bogatstvom u kome &e od sada Ziveti, ako se
preuda za devera" ("and to congole herself with the
wealth 1in which she would live from now, 1if she married
her brother-in-law" 62). Any attempt to create a sense
of her own.hiatory. possibilities for the future, her
present, are always in relation to tﬁe two brothers. By
contrast they are able, when the present appears’outfof
their control, to give new shape to the times in which
they live. ﬂ |

Dafina is characterised by silence. In the
structure of tﬁe novel, alternating between different
character points of view, information about her past is
first made known through Arandel's memory of her when he
was looking for a wife for hie wavwaid brother. Further
1nfor@£ﬁi§n is ﬁ#devknown abéut her.pabt from the point
of view 6: Zemun soclety, béfore her past 1s‘§onaiderad

from her own point of view:
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Zatim Jje Zemun doznao Jjo8 1 to da je ona

bila sirode, kad su Je udalil za Vuka.

Isakovida, 1 da Je miglila da ée JoJd on

godinu dana biti kao otac, dok se ne rodil

prvo dete, pa ée JjoJ tek onda postato mu

(63).

Then Zemun heard more that she wag an

orphan when they married her to Vuk

Isakovid&, and that for a year she thought

he would be like a father to her until

she had their first child.
The image of the father figure and the authorifv which
it carries has pervaded all aepeéta of Dafina‘'s life.

pDafina is excludeq from the social organisations on

which the brothers base their authority. Furthermore,
she appears not tqveven possess the language which the
‘brothers use to symbolise t;me. Tha image of stars
asgociated with her eyes ig what is seen by Arandel when
"ona ga gledaBe svojim lepim, modrim oZima boje Zistog.
zimskog, vedernjeg neba, mirno, kao da su se nad njima
sjale zvezde" ("she looked at him with her beautiful,
blue eyes the colour of a pure, winter's, evening sky,
calmly, as stars shone above them" 64). He is first
attracted to her "jer bele mlada, visoka, zdrava i jer
Je uporno é&utala, svojim velikim, modrim oZima"
{("because she was young, tall, healthy and because she
maintained a stubborn silence, with her big, blue eyes"
65). The "gtubborn asilence" reveals a degree of
resistence in Dafina, but which remains passive. She
maintaing her gilence when in his house, and "“pred njim.

pre svega, &utala je, isplakana, sa jednim tajanstvenim

osmehom”" ("in front of him, most of all, she was gilent,
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her tears now cried away. with a mysterious smile' 66).
And on her deathbed, in Arandel's arms, she 1s described
as the one "koda viBe nije mogla da govori" ("who could

no longer speak" 67).

2

Dafina's sllence symbolises her exclusion from the
world of action, andlfbom tha‘world of culture. The
éymbols of time used by the two brothers are

' fundamentally associated with the‘authority which they
derive from the social world. The power to initiate a
new origin within the framework of the genealogical
imperative 1; a masculine order. Dafina is alienated
from the discourse of time itself. She reflects on the
wretchedness of her past and her life with Vuk which
seemed to her like "jedna duboka nesreéa, u kojoj se ona
uzalud trudila da nekud ode" ("a deep unhappiness, in
which she had tried in vain to go away somewhere' 68).
Her escape from the present in a Jjourney is not
associated with the cosmic imagery out of which the
brothers construct an image of a whole new future.

Her happiesf memories of“her marriage to Vuk are
their earliest days together when they would ride
together in the countryeide, and "ne znajuéi prvih
meseci sa Zenom ni da govori, Jjer ona nije znala
nemaZki, a on ni gréki ni mletadki, 1390@53&0 ge pesmom,
igrankom, pogledima i poljupcima™ ("not able even to
speak with his wife, for she did not knowleerman. and he

neither Greek nor Italian, he communicated with song,
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dance, glances and kisses" 69). At this point they are
united in a fundamental equality which is reflected in
the natural elements:

.Sa mekoB&&u vliaZne zemlje i trave, sa
gipragom kodi Je u aprilu poZdeo da pupi 1
miriBe, 88 zelenim padinama brda 1.
gvetlih, proletnih nebesa, udisala je
tada mlada ¥ena, prvi put, svog mufa, Kkao
otrovana (70). -

With the softness of the damp earth and
the grass, with the undergrowth which in
April began to bud and give off its '

" fragrance, with the green slopeg of the
hills and of the bright, spring skies,
the young wife, then, for the first time,
as 1f poigoned, inhaled her husband.

Without language the two of them are united in a natural
- world. In that world. Dafina shows her awareness of
what 18 to come in her life with Vuk, but cannot change
the course of time. She is destined to remain in the
world of nature, rather than participate in the social
world of culture.

In Arandel's house Dafina thinks back to the other
houses she has known. There is a sense in which she has
been imprisoned by the walls, and the masculine order of
the culture which they represent. Arandel's house 1is
the most intolerable:

O&eva kuéa, naslage duvana, &ohe i druge
. robe, tetkina soba, puna ikona 1 kandils,
u kojod se isprosila, pa sve ostale kuée .
i odaje, u kojima Je Zivela sa muZem,
_prodose JjoiJ kroz sedanje, tufZne i prazne,
bez ikakvog smisla. Ipak su one bile
prijatne donekle, alli ova &etiri Zuta
zida, Bum reke, senka postelje i peéi,

billi su uZasni u svojoj neprekidnosti,
nepomi&énogti, skamenjenocsti (71).
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Her father's house, the sheets of
tobacco, the cloth and other merchand;se.
her aunt's room, full of icons and oll
jampe, in which she was given in
marriage, and all the other houses anad
rooms in which she had lived with her
hugband, passed through her memory sad
and empty. with no point. Nevertheless
they were pleasant to an extent, but
these four yellow walls, the sound of the
river, the shadow of the bed and the
stove, were terrible in their
congtancy, £tillness and ossification.

Arandel is pleased to take her “zhtvoren u detiri Zuta
zida" ("closed in the four yellow walls" 72) for the
secrecy which they afford. For Dafina they represent a
prison, and from the bézinninz she sat by the window of
her room, locking at the river belbw. the symbol of time

assoclated with her:

Dugo se zadrZa kod vellkog prozora sa
reetkom, koji Je gledao na reku. To
mesto odabra prvih dana da se isplade.
Dan 1 noé proticala je tu Biroka,
ustajala reka. I, u njoJj, njena sen
(73).

She lingered for a long time by the

large, latticed window, which lcooked out

onto the river. She chose this place

during her first days for her tears. Day

and night the broad, sluggish river

flowed by here. And, in it, her shadow.
Dafina chooses for hersgelf and her sorrow a place by the
window, the exit from the four walls of her room. The
final sentences of the above gquotation occur as the
heading for Chapter Three of the novel (74). 8She is
often described by the window, and her shadow in the

river: "“Tako Je i svoju senku, kod prozora, gledala, u

mulju, kKodl Je dan i noé& proticao”™ ("So she would watch
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her shadow in the mire, which flowed by day and night"
75); and after her fall "“"éutala Jje uporno, provodeéi
dan za danom kod prozora, nad vodom" ("she maintained
her gtubborn silence, epending day after day by the

" window, above the water" 76).

The sentence which forms_the heading for Chapter
Three mirrors the refrain which is associated with Vuk's
vision of the stars, "Beskradni; plavi krug. U njemu,
gvezda"., However, there is an important difference.
The centre of Vuk's symbolic representation of the
future has a star at its centre. Whereas, Dafina is
more closely linked with the symbol of the river,
casting her shadow into it. - She combines an image of
time with the duality of self. The river comes to
occupy an important position in her life in Arandel's
house. After spending the night with Arandel, she
dreamsg that Vuk comes down the river threatening her:

Iznemoglod od bdends, umornod 1 bednod,
uplaBenoj i zamisljenod, udinilo JoJ se
da zaspala, ba3 kada ugleda, pod prozorom
kako Jod i1de po vodi muZ, sav obliven
Krvliju i mokar: neobudeni 1 neodeBljani
Vuk Isakovid, ga ogromnom batinom u ruci,
koJa Je dopirala do tavanice (77).
Exhausgted from her vigil, tired and
wretched, frightened and absorbed in
thought, sghe seemed to fall asleep Just
when she spled her husband under the
window coming along the water, covered in
blood and wet: undressed and tousled Vuk
Isakovid, with a huge rod in hie hand
which reached to the roof.

The_obvioua phalliec threat is Dafina's punishment for

transgressing the promise she made to Vuk when she
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married him, when he seemed to her like a father.
Arandel finds his way to her bed following an episgode in
which he almost drownsg in the river. Her fate is bound
to the river, such that "her very knowledge of time
comes to depend on the river" (78):

Tako se naviknu da primeti sitne promene
u svemu tome vidljivom,. pa 1 nevidljivom.
Kroz nekoliko dana veé, ona Je znala, po
bodi vode i vrbaka, koji Je &as dana.
Uvede, znala Jje po boji neba 1 obliku
oblaka da taZéno nasluti vreme za
sutrasnii dan (79).

So she became accustomed to notice the
slight changes in everything viegible, andad
even invisible,. In a few days she knew
by the colour of the water and the
willowse what time of day it was. In the
evening, she knew by the colour of the
sky and the shape of the clouds to tcell.

r
precisely thés———for daws-lhe FOI(W"‘*Q "")"

‘The different relationships with nature which the
three characters of Secobe expose have far-reaching
consequences for Dafina. It i8 not nature as such, but
ite interaction with the world of culture,. tradition,
and history, which proves threatening to Dafina. On a
symbolic plane, both Arandel and Vuk create hisfory.
impose order on their social lives, and their private
hopes and fears. The moment before Dafina falls she
imagines herself under water loocking at the sky above.
Her usual passive view of nature chané@s into one where
it bears down on her. She 1s overcome with her own

symbol of time, the river which cannot change 1its

courgse:

Kad se zaljulja zid, iza tog prividenia,
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ona JoB vide neko zlatno klasje 1 brda
8to se prosufe kroz zid, zajedno ea
talasima Zita, raZi i1 zobl, sa tavanice.
Zatim sinuBe pred oéima njenim &itavi
kolutovi zvezda, plavih, ljubi&astih 1
Zutih, 1 prelilie je vanredne mlake vode,
nad kojima su tekla i nebesa. Ciknuvsi
grozno 1 skodéiv8i uvis, ona se nade, lice
u lice, 8 muZem, krvavim i uZasnim 1
ugleda pred sobom Vuka Isakovida, kolJi se
raspadao. Tako se ugleda, u snu, strani
neki medved, Kkad se beZedi iz Bume, od
vukova, iznenada, istr&i pred neku stenu
(80).

When the wall behind the apparition began
to sway, she cculd sgstill see some golden
grain and the hills which poured through
the wall, together with waves of wheat,
rye and oats from the ceiling. Then,
whole circles of blue, violet and yellow
stars flashed before her eves, and
wonderful warm waters washed over her,
above which the gkies floated. With a
terrible shriek she jumped into the air
and found herself face to face with her

~ bloody and horrible huaband, she caught
sight of Vuk Isakovid before her, who was
disintegrating. So one sees in a drean,
some terrible bear, when fleeing from the

forest, away from wolves, suddenly., run
before a clife.

Dafina then falls as a result of which she diea; and the
child which she is carrﬁinz dies with her. Ironié#lly.
the genealogical imperative to become the father which
has driven Vuk oﬁ p §-] dehied him by Dafina.

By beilng subject to the world of history and
culture which inscribes the values of male tradition
into time, Dafina lives ocutside the time of Arandel and
Vuk. She cannot bring an ordgr to bear on time which is
ultimately for her a Qontinual process of degeneration
towards death. As she approcaches death the time 1ig

specified ags a chart of her progress in her final hours:
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"pred vede" ("towards eveninz“): "oko-pet sati" ("about
five o' ciock"): "oko sedam gati" ("“about seven o'
elock" 81). However, Vuk and Arandel do not live in a
time dominated by bilological deéa&. ‘They live in a time
Which mirrors the confinual regeneration of nature. The
whole novel 1is compoged around Vuk's departure fof war;
and return one year later in spring. .Sprihz ie the time
of natural renewal. Vuk returﬁé‘to a role in the
community and nation. His return is not fo the same
zeozraphié or‘temboral point, but a return to the values
which fhe two brétheba have inherited and which they can
symbolically inscribe.into time and histoﬁy. .Tney
retufn to the traditions.from which they derive power
and authority in their different ways in the community.
Vuk's return is a regenerative cycle. In Se§be the
characters link time, as the process by which the
conaciousﬁess becomes aware of self, to the sélf in
relation to histéry and nature. In'relation to‘history
and soclety, Crndanski prédacts time as a cultural
order. The mﬁle‘characters are able to utilise the
opportunities of the cultural order as reflections of
their desire for.a senge of éelf. and f@i permanence and

stability 1h a world which demands change.

Druga kﬁ iga seoba

The clash between nature and culture in Seocbe is

iess prominent 16 Druga knjiga seoba, although the

.
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eymbols of the star and of Russia as a promised land do
figure. The tensions which evolve between-tﬁe different
voices is of greater sienificénce in structuring time in
this second novel. The chronicle, authorial,
hietorical, and epic voices as discussed in Chapter Four
of this study each link Pavle's sense of self to the
wider flow of agsocial time ahd‘history in aifferent ways.
They contribute variously to Pavlie's sense of identity
and purpcse. In this section of the theeig the epic
voice is developed for its expression of a mythic
concasclousness of time, which stands in contrast to the
psycholozicél time expressed by the authorial voice
‘"through character point of view. Both these levels
contrast with the temporal order inherent in the
historical voice,

Pavle Igakovid 1s facing a new historical epoch,.
The regiment in which he serves was created by the
Austrians using Serbs who had fled theilr native land to
the south to escape Ottoman domination. The regiment
defended the frontier and fought the Turks, but times
have changed: "“Vreme ratovima je pro#lo. Druk&iji 1ljuai
trebaju austrijskom carstvig " ("The fime of the ware‘has
passed. Different men are needed by the Austrian
Empire" 82); "Vremena ratova bila su zauvek pro#fla"
("The times of the wars bhava passed forever" 83). The
warse are specifically those againat the Turks:

U to vreme, sredinom XVIII veka, kad su
turski ratovi nedavno bili zavriieni,
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Istok je bio odgurnut, daleko, od Bed&a.
Turska Je, u austrijske zemlje - 1 u
Evropu - gledala joB samo sa jednog
prozora, otkuda se u daljini vidi, s=sa
tvrdave beogradskog grada, Kalemegdana
(84).

At that time, in the middle of the
eighteenth century, when the Turkish wars

were not long over, the East was pushed a
long way away from Vienna. Turkey looked

from Just one winaniich S’Se RIS

distance, from the fortress of Belgrade,

Kalemegdan. ’
The narrator describes the new historical epoch facing
the Serbs as part of a game played by the Russian and
‘Austrian empresses and the the English and French kings,
"U tol igri su se dobijale zemlle, a gubilo stotine
hiljada krvavih vojinika, pretvorenih u leiine, na
pold;ma zavejanim snegom" ("In the game lands were
gained, and hundreda of thousands of bloody soldiers
lost, turned into corpses on snow-covered fields" 85).
The political intrigues and military contests between
fhe European Powers determine the fate of the Serbs with
no regard for the desires of the Serbs themselvea.

In Vienna, walting for permission from the Russian
embagsy to leave for Kiev, Pavle talks with his former
commander Engelshofen, an Austrian commander who hase
great respect for the Serbs. In this conversation Pavle
reveals many of the reasons for wishing to leave for
Russia:

A on mu Jje prifao da Jje roden godine
1715, 1 da Je svet, 1 ratove pofeo da

gleda, svoJim o&ima, od godine 1735, kada
su primljeni u asustrijsku vojsku, iz koje
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sad odlaze. Prva velika prevara, koju su

do21iveli, u 'njoj, bila je Bto su ih,

gtalno, varali obeéanjima, da ée se u

Serviju vratiti. Zatim su videli da su

gamo ajlugdZije u tod voisci (86).

And he told him that he was born in 1715,

and that he began to see the world and

the wareg with hisg own eyes, from the year

1735, when they were admitted into the

Austrian army, which they are now

leaving. The first major deception which

they experienced in the army was that

. they were constantly deceived by promises

that they would return to Serbia. Then

they saw that they were only mercenaries

in that army.
Pavle continues to ocutline that when they c¢rossged the
frontier into Austria with numerous others, the Isakovig
famlily were amongst the leaders in the emigration.
Everyone they brought with them came "da Zivi na oruZju"
("to live by thelr weapons" 87). Pavle is less
concerned with the new hiastorical positions of the
European Powers than with the military traditions which
are part of the Serbilian heritage. He believeg that they
will continue that tradition in Russia, "Tamo e biti,
svi, vojniel. Isakovi&i Zele da umru kao vcdnici. u
bici. A.ne u posteldi, Kkao sgindikusi, trgovei, piesari,
gaziblate" ("There they will all be soldiers. The
Isakovides want to die like soldiers in battle. And not
in bed, -like bureaucrats, merchants, clerks,
peasan Fio m 88).

Pavie sees the honour and the existence of thé

nation at stake, What facesg them in Auastria is worse

than they faced in Serbia under the Turks. They face a
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future

in which they will be "tuai paori, na tudo]

zemlji" ("alien eerfs on alien lana" 89). The issue

confrontse the whole nation:

Niih su austrijiskl d4enerali zvali, da
predu na hriséansku stranu, da Zive u
hrigéanstvu - a gde je to hriséanstvo?
Nisu izigrani samo Isakovi&i, svi su oni
presfll na nesreéu. Velika je to prevara
(90). .

The Austrian generals invited them to
croge over to the Christian side, to live
in Christianity - and where is that
Christianity. Not only the Isakovides
were tricked, they all crossed over into
unhappinesa. It is a great deception.

Pavle 1is struzzlinz'azainet a new historical epoch from

which he feels alienated. His views of honour, and the

military tradition of the Serbgs belong to a culture

which 18 at odds with the politics of his day.

Engelshofen, to a certain degree, recognises this

view in his remark on the gignificance of the Battle of

Kosovo.

He reflects on the Serbian national memory:

Medutim, ako primete da ih laZu i varaju,
da im data red nije odrZana, to pamte. U
stoleéa! ‘

Sa Turcima se - tvrdio Je
Engelehofena - nose oko nekog Kosova
(Engelshofen Jje pisao: Cassova) veé nekih
trista Seset godina. Serbli ne
zaboravljaju! (91).

However, 1f they notice that they are
being lied to and deceived, that a
promige 18 not kept, they remember it.
For centuries! ’

With the Turke - Engelshofen
confirmed - they have been ‘bolhered”
about some Kosgovo (Engelshofen wrote:
Cassova) for some three hundred and sixty
years. The Serbs do not forget!

Pavle's hopesg for going to Russia derive from the defeat
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of the nation at Kosovo, and the subsequent fate of his
nation. Pavle described the three hundred and sixty
yvears specified by Enzelshofén to the secretary of the
Rugsian embassy in Vienna, Volkov, as if a single moment
taken from history:

Isakovié¢ se onda trZe 1 progovor.., pa

pode da prida, kako su Serbi, na Kosovu,

carstvo izgubili, kaké Je car Lazar

poginuo, ali Milos rasporio Murata 1

kako su oni, Isakovi&i, u Austriju

pre&li, 1 kako Zive sad u Sremu 1

temiBvarsko] Generalkomandi, u Banatu,

kojJi su Novom Servijom nazvalli (92).

Isakovid then started and began to speak,

and he began to tell how the Serbs lost

an emplire at Kosovo, how the emperor

Lazar fell, but MiloB diSambowelled Murat

and how they, the Isakovi’ family,

crossed into Austria, and how they live

now in Srem at the Temisvar military

pest, in the Banat, which they called New

Serbla. » :
Volkov dismisses Pavle's observations on his reasons for
wishing to emigrate to Ruséia. saying that Pavle "po&eo
je da sanja Murata i cara Lazara, na Kosovu" ("has begun
to dream about Murat and the Emperor Lazar, at Kosovo"
93).

Pavlie's sense of the past, of his nation, of the
family are all part of the Kosovo myth which he carries
with him. The myth 1is a vital element in his own sense
of identity, and in his belief that Russia represents
their salvation, since "ta selidba u Rosiju nisu
oficirska posla, nego &pas za sve njih, iz bede, iz

Jada, iz nasilja, iz ponifenja 1 muka" .("the emigration

to Rugsia 18 not the affair of officers, but salvation
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for all of them from poverty, from wretchedness, from
tyranny, from humiliation and pain" 94). His vieion of
Rugsia is a sslvation. However, although he appears to
be continuing Vuk Isakovi&'s dream in Seobe, there 1s

a difference between their viewe of what Ruesia offers
to the Serbs. Pavie hopes to continue as before. He
explains this to one of the officials he meets on his
way, ViBnjevski: .

Posle svega 8to su on, i1 njegovi
bratenci, videli, otkad su izizli iz
svoje Servije, oni imaju jo& samo Jednu
Zelju. Da se pojave imenom svojim 1
sabljom svojom, u rosijskol armiji, kaa
rosijske armije u rsat krenu. 2ele da
Zivot zavrie, a ne fele da ga ponova
otpo&inju. To svojod deci i svom nscionu
ogtavlijaju. Za njih je dockan da opet
podnu. Oni Z2ele Jo& samo da svole
familije nasele, tamo, gde se i drugi
njihovi sunarodnici, u Rosiji,
naseljavaju - u provinciji zovomaja Nova
Servija (95). '

After everything which he and his cousins
have seen since they left their Serbla,
they have Just one wish. That they
appear with their name and their sword in:
the Russian army, when the Russian armies
go to war. They want to finish their
lives, and they do not want to begin them
again. They are leaving that to their
children and pecple., 1It's too late for
them to begin again. They want Jjust to
move their families, there, where their
other fellow-countrymen are moving, in
Rugeia - in the province called New
Serbia. . .

Viinjevski 1g considered a "bivii Srbin" ("former Serb"
96) by Pavle. He has lost all contact with the nation
and is diemisgsive of Pavle's view of the glorious days

of the Serbian Empire "o kom niko nije &uo pre, 1 kole
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- moZda samo oni znaju" ("about which no-one has heard
before, and of which perhaps only they know" 97).

Vuk in Seobe and Rjepnin in Roman o Londonu are

both concerned with a return to a sense of being which
involves them in a regenerative cycle. However, Pavle's
concern 1s not to begin again in any sense, but to seek
a continulty of his epic consciousness of self in
history. The abasence of prozréséive time and change
gives Pavle a sense of being. His sense of being is
grounded in what Gunnell refers to as fhe,"pgrticipative‘
character of the mythic vigion in which the individual,
~society, and nature are experienced as a compact and
consubstantial unity" (98). Pavle only gains a eense of
being by his surrender of individuality to the social
order of the myth. On an 1nd1viéual level, Pavle is
protected from the terror of a historical progression
which 18 threatening the survival of the ﬁation and the
deep national aspect of h%s own being. In the book
Cosmosg and History, Mircea Eliade describes the mythic
concsciousness of time as “"the myth of eternal
repetition", which "has the meaning of a supreme attempt
towards the 'staticization' of becoming, towards
annullins'the irreversibility of time" (99). Myth
necegsarily involves the denial of ‘authentic
being—in—tihe aé becoming, and gives a static and fixed
image of the self.  In the light of these two comments

on the status of mythic time, Pavlie's concern is not to
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project himself onto the historical stage, but to find a
sense of self in which purpose, meaning and beling are
self-present. The "consubstantial unity" of the
individual, nature, and society sought by Pavle is to be
realised in a cycle of repetition.

The Kosovo m&th représents a self-sufficient
temporal system. The beéinnine of the myth is not part
of a hietorical procesé. and a;'such it lies outside the
changes wﬁieh time brings. In 1its deniﬁl of change, the
myth acknowledées no‘énd. Biological time, decay, anda
death have no meaning when viewead azaiﬁst & temporal |
~order which dénies change. Timé does not divide
1hd1v1duals from the meanings of past..present. and
fﬁture in the mythic moment which spans thé centuries.
Pavle shows'né éoncern at the prospect éf death in
battle..becausé it ies a éymbolic zeatufe‘based on the.
military tﬁadition of the Serbs, and which reinforces
the spirit of self;eacrif4ce centfal to the KosoVQ
ethic. He ssyg”to.Voikov. "Ooni idu u Rosiju, ne za
éihove. ne za bofcione novce, nego zato da ratuju, na
gtrani slavom uvendanih rosidskih trupa"“("They are
zoihm fo Russia, not for rank, not for money, but to
wage war on the eide of the Bussisn troops crownéd wiph
gloxry™ 100). 'And later in the meeting he comments, "Oni
zale.da ostanu oficiri, da zavrBe Zivot u bitkama”
("They want to remain officars.‘fo finish their lives in

battles™ 101). Pavlie aspeaks to Volkov as 1f he 1s the
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spokeéperson for the whole Isakovi& family and the
Serbian nation. Pavle's sense of being-in-time in the
pythic time scale of Kosovo is a process of eternal
repetition. The myth is without end in human terms,
since it represents the national existence, and will
continue after his death. Pavle's apparent willingness
to die in battle repreegents the continuity of the myth.

This asense of self—presenée'and promise of meaning
in life stands in contrast to Pavle's acknowle&eement of
change. The timees of the Turkish wars are over, and he
recognises that there may come changes in. future
_zenerations. Pavle reflects thesgse features of change
and transience in time in his personal memories, in
which meaning and purpose are not self-present. Close
to the beginning of the novel he is imprisoned by
Garsull for his part in the disturbances amongat the
Serbe. The comment is made that "u tom zatvoru, apfenik
be brzo nauZio kako je u mrtva¥kom sanduku, a izgublo bi
i pojam o vremenu" ("in the prison, the detalnee would
quickly learn what it is like in a coffin, and he would
even lose hise seneé of time" 102). However, Pavle does
not lose his concept of time.  In his consciousness he
continues to record memories and sensatione. He
reflects on his meeting with Garsuli.;ﬁbout which
"toliko Je blo zadovoljan, onim kto Garsuliju rede, da
je malo falilo pa da, po svom obidaju, pogladi evoje,

avilene, plave, brke" (“"he was so satisfied by what he
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said to Garsull that he near// srmoolt, ed ‘his
s8ilky, blonde m§ustache. as wag his habit"™ 103).. Pavle
had not shown any dishonour or shame when arrested, and
his chafacter would not break under the strain of

incarceration.

Pavle's sense of time passing continues and is
measured purely by changes in consciousness:

Sve Bto Je mogao da &uje, 1 vidi, bile su
njegove misli, ali su one proletale brzo
kao laste, a &inile su se zelene, crvene,
a praskale su kKroz njegovu glavu, kao
varnice, Sedeéi u cervenim, utegnutim
CakZirima 1 beloj koBulji, do pasa,
drhtao Jje (104).

Everything which he could hear, and see,
were his thoughts, but they flew quickly
by like swallowas, and appeared green,
red, and flew through his head, like
sparks. Sitting in his red, tight
trousers and white shirt, open to the
waist, he trembledq.

He refiects on what is happening outside the prison,
where spring is coming, in stark contrast to his
surroundings in prison. He considers the Serbs‘_trek
from Serbia 1ntoAAuatr1a. and their possible return or

further emigration to Russia, he thinks about his

cousina and his family, and he thinks of his wife who
died the previous year giving birth prematurely:

Ona Je blla mrtva veé vie od godinu
dana, umrla na porodaju, kao 1 njeno
dete, 8to Je trebala, u sedmom mesecu, da
rodi. Pavle © njojd nikad nije govorio i
bila Jje iZ&ezla iz njegovog sedanja, iz
njegovih misli. On nije imeo nista
protiv nje, ali tajl brak nije bio iz
1jubavi 1 ona mu se &inila, kao
do¥ivljal, beznalajna (105).
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She was dead for more than a year, ghe

died giving birth, like the child which

she wag to deliver in her seventh month.

Pavle never spoke of her and had effaced

her from his memory, from his thoughts.

He did not have anything against her, but

the marriage wag not out of love and she

appeared to him, as an experience,

insignificant.
The memories which Pavle recalls here and later are not
of the mame ofder as the Kosovo myth. They are part of
a past which is irrecoverable, a past which “bilo pa
prcélo" ("was and has passed" 106). His memory of his
wife becomes a recurrinz motif in the novel. His
genge of guilt at not recocnisinz his love for her at
_the time is transformed into an overpowering feeling.
As he Jjourneys to Russia the thought occurs to him that
"na celom svetu, za njega, esreée je moglo biti samo u
tom Jjednom Jedinom ljudskom biéu, u tod #eni koju Je
sahranio" ("in the whole world, for him, happiness may
only be in that one human being, in the wife whom he
buried" 107).

The happiness which had alwaye eluded his family is
lost in the past. Reflecting on his past, particularly
on the family and Serbia he is brought to the
conclusion:

Sve je to bila pro3lost 1 sve je to bilo.
zauvek, proslo.

Ono, Bto bi ga porazilo, kad bi
se toga setio, bila je promenljivost
l1judske srefe, i u tom, proflom, #ivotu.
Sreéa Jje ljudska bila tako nestalna.
povoljina Je bila neka, iznenadna,
gselidba, neka bolest u kuéi, neka nesreéa

familijarna, nema svada, neki dug
duZniku, nestafiica noveca - da o nesretnim
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ljubavima 1 ne zovorimoi- pa da sretan
dovek postane nesretan, kao da sretan
nikad nije bio (108).

That was all in the past, it had passed
forever, .
That which ‘s€&rock nim most,

when he remembered it, was the

transcience of human happiness, even in

that past life, Human happiness was so

unstable, It was enough for some sudden

migration, some illness in the house,

gsome family acecident, an unaspoken

quarrel, a debt to a debtor, a lack of

money - and not to mention unhappy love -

for a happy man to become unhappy, as 1if

he had never been happy.
Pavle transgfers his feelings of insecurity at the
transiénce of life to the future, and even to the
prospects that await him and hisg cousins in Russia, ""Na
tom putu Isakovi&, prvi put, pode da se pita, kuda 1i
sad, 1 on, 1 njegovi bratenci, idu?" ("On his Jjourney,
Isakovid, for the first time, began to ask himself where
were he and his cousins now going?" 109). His
questioning of what fate awaited him in Russia stands in
stark contrast to the Rusgeia which was part of his
mythic consciousnesg: "Ono Eto mu se &inilo neprolazno,
bila Jje ta njegova Zelja da ode i da se pojavi u Rosiji,
da se tamo odselil" ("That which appeared to him
intransient was the desire of hie to go away and to
appear in Russeia, to migrate there" 110).

Pavle lives with two sensgses of his being-in-time.

One is a mythic consciousnese that presents'thé world

and hieg role in it as consubstantial, and in which he

has a purpose. It is a pilcture of an immutable reality,
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based on the values of the Kosovo myth. The second 1is
his life in a reality which is constantly changing
shape and "koja biva sasvim druk&ija, nego Bto Je nada
volja Zelli da bude" ("which is completely different from
the one that our will wants it to be" 111). This second
piecture of reality has no image of the present, but of
dreamsg for the future and a past which is irrecoverable.
As Pavle thinks of the voices wﬁich spur him into action
he asks:

Da 1i sa zvezda?

' Il1i, iz naBeg proslog Zivota 1
naih uspomena. '
Ili su vesti iz buduénosti, koja

ham se sprema, bez naBeg znanja, protiv

nae volje i sasvim drugadija, nego Bto

se odekivala (112).

Are they from the stars?
' Or, from our past life anad our
memories. :

Or are they news from the future,

which 1is being prepared for us, without

our knowledge, against our will and

completely different to what was

expeaected. '
In the gecond picture of reality, Pavlie has no sensge of
being in the present, gince as Christopher Norris
commentse "time is an endless deferring of presence"
(113). Aes time is denied entry into the preasent, but
remains in some realm of dream, past, or future.'ao
there is no authentic self to be discovered in the
present., Time divides self from a knowledge of the
self. The present is "a moment compounded of manifold

retentiong and anticipations, never exigtinc in the

igolated instant of awarenesa" (114). Furthermore, 1if
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presence and being are denied entry into the present, so
truth and meaning can only exist in Pavle'e mythic'
consciousness., Pavie's Journey to Russia is an image
both of the progression of his psycholozical life from
the past into an unknown future, and of the repetition
of the myth. Given tﬁat the myth denies history, and
historical change denies the;pfesent‘any meaning, Pavle
personifies the role of chance as the lihk between seif
and history in the remark that "sluZaj je najveéli
komedijant u 21§otu ljuai 1 naroda"™ ("chance 1is the
greatesgt actor in the lives of peocple and nations" 115).

A similar phrase is used by Crnjanski in his Itaks 1

komentari, "Slulaj Jje najveéi komedijant u svetu"
("Chance is the zreateséeﬂzﬁdéﬂin~the world" 116).
Pavle's sense of being-in-time comes into conflict
with the history of nations and of economies which have
an interest in his nation. The interests of the
Austrian and Russian empires are of no concern to Pavle.
Similarly, the private desires and national 1degtity of
Pavle is of no concern to them. He and the Serbs were
allowed to be soldliers ahd fight the Turks, for as long
ag it was in the Habsburg interest for them to do so.
The Isakovié& family meet with a similar response in
Russia. They are expected to fight against the same
‘ Prussian’army that they had to face for the Austrians.
The Russian general Kosgtjurin has been ordered "“da

priprema trupe, kKoje &ée 1é1i u rat, na Prajsku. Ima
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izgleda da se taj rat nastavi, uskoro" ("to prepare the
troops, which will go to war. against Prussia. There is
a poesibility that the war will be continued, soon"
117). The Russian suthorities are only interested in
their ability to fight for Russia:

Kostiurin Jje, tog kasnog, zimskog, dana,

godine 1753, u Kidevu, Zeleo samo da se.

uveri u moguénost pretvaranje tih

doseljenika, u ritama, u stajaéu vojisku,

koju Je Rosija, tin godina, stvarala, 1

za rat pripremala (118).

Kostjurin, on that late winter's day in

1753, in Kiev, wanted only to make sure

of the possible conversion of these

newcomers, dressed in rags, into a

gtandine army which Russia was building

up in those years, and preparing for war.
Pavle sees a vision of Rusegia in which "ovo nije bila
Rosija kojod se nadao, to je bio neki ogromni Garsull,
kojil je imso lice, sad BSeviZevo, sad Kostjurinovo, sad
Trifunove”™ ("this was not the Rusasia for which he hoped,
i1t was a huge Garsuli, who had a face, now like Sevid,
now Kostjurin, now Trifun" 119). Russia is no longer a
vision of his hopes or‘mythic consciousnesgss, but is
assoclated with the Austrian and Russian officlals, and
with the Serb who encouraged them to come to Russia.

The fate of Pavle and his cousins is being

regulated by a continental consciocusness then beginning
to emerge amongset the courts of Eurcpe. The Austrians
no longer fight the Turks, and "“sad se radilo o

—~~
granicama carstva, o im. peratrici liZno, o Bedu, o

Austriji, o Evropi" ("now the matter concerned the
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frontiers of the empire, the empress herself, Vienna,
Austria, Europe™"™ 120). Russela after their arrival was
beginning to adopt outward signe of the epread of
European culture. The spread of European culture had
begun before the arrival of the IsakoviZes in Kiev,
which they did not even realise was a city built by
Russian engineers "prema planu grofa Rastrell,
Italijana, koji je bio dosao u'ﬁosidu. a feleo dsa
ostvari neku Italiju, u egnegu" ("according to the plan
of Count Rastrelli, an Italian, who had come to Russia,
and wanted to create an If#ly. in the snow" 121). The
~members of the Isakdvié faﬁily will ﬁo fhéir separate
ways, thelr diffeﬁéntvhbpes. baékzroﬁnds; femperaments.
agee, dictate "da njihova buduénost bude razlidita"
("that theilr future; be Qaried”Alzz).-'Aé.sﬁéh. thé
sense of mythic consciéusngss &hidﬁ bouﬁd Pane to the
family #nd.to the4nation»is leo bézinninz to break up,
under the.pressﬁra of thelr personal desires and the
opportunifes éffered fo theﬁ in Russia.‘ The Serbian
nation which emitkéted to Rﬁasia aiso di#a#paars in
time. ‘ ﬂ | |
'The defails which aré recorded by the hiétorical
voic; rezaédinc the source @nd preserQatioﬁjof
information are presented as selt—evident facts. The
1nforma;ion via the written wovd‘ié not daisputead, it
has been wéittenvand pregerved by individuals who are

the makers of the history of which we are the inheritors
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'today. The details which establish the activites of

Pavlie and the source of information are common in Drugsa

knjige seoba:

Prema Jednom pismu bolesljivog rodska
Pavliovog, lajtnanta Isaka Isakovid&a, u
Novom Sadu, lzgleda da Je Pavle bio u
Temisvaru, do poslednjih dana avgusta,
godine 1752 (123). '

According to a letter of Pavlie's sickly
relative, lieutenant Isak Isakovi& in
Novi Sad, it appears that Pavle was in
TemiSvar until the last days of August,
i752. ‘

Prema jednom raportu sindika,
policmajstora u Gracu, koji se zvao Franc
- 8ram, a kKoJi je to javijao . ’

Generalkomandi, neki rosijski, kapetan,

Isakov, stigao je, iz Oseka, u Grac,

desetoga septembra 1752, na po&ti, iz

~varo®i Marburg (124).

According to a local official‘'s report,

the police chief in Graz, who was called

Franz Schram, and who communicated it to

the General Command, a Russian captain,

Isakov, arrived from Osek in Graz, on

tenth September 1752, on the postchalse

from the town of Marburg. -
The second example quoted continues to cite from the
report what Pavlie was doing during his stay in Graz.
wWhat the police did not realise was that Pavlie was
working for the Russian embassy and collecting
information on military dispositions in the Habsburg
Empire. However, the accuracy of the information can be
gauged with the benefit of hindeight, and the collection
of other sources of information, such that even though
they daid not realise Pavle's true identity or purpose

"mi danas znamo da su navodi, u tom izveiitaju, uglavnom,
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tadni" ("we know today that the statements, in that
communication, are largely correct" 125). The inclusion
of Pavle in the records of the hisgtorical epoch effaces
the end of blological 1ife, even beyond hie own
knowledge or will., The members of the Isakovié family
"ne znaju da Zive u sadadnjosti, u naem vremenu" ("ao
not know that they live in the present, in our time"

126).

The necessity for written verification of what
happened in history means that individuals, once thelir
existence is no longer recorded, are logt to history:

O Zivotu IsakovidZa, poele godine 1754,
znamo samo toliko, da se morao nastaviti.
Cak 1 da je Isakovié& umro, tesko da bi mi
to, lako, danas, znali (127).

Of Isakovid&'s life after 1754 we only
know that it must have continued. Even
the fact of hies death would be difficult
for us to know today. '

However, 1t is assumed that the characters did l1live on:

Istorija je zabeleZila, da se, posle
sedamnaest godina, od njihovih
naselenija, pojavila u Roegiji Sudna
fatamorgana na nebu. Koje sa zove Aura
Borealis, Ali istorija ne belefil Bta su
oni mislili, dok su gledali, tu
fantasti®nu, nebesnu pojavu. Kakvog Je
emisla imalo u njihovom Zivotu? (128).

History hag recorded that seventeen years
after thelr emigration a wonderful .
phantasmagoria appeared in the gky, which
‘i called the Aura Borealis. But history
does not note what they thought while

they were watching the fantastic heavenly
sight. What sort of genge Adid it make in
their lives? :

The two aquotationg above are taken from the final
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chapter of the novel, which has the heading "“Seobe ge
nastavljau vedno" ("Migrations continue eternally" 129).
The progression of history cannot trace the Isakovidles
any further. The measurement.of social time in history
covers a greater time scale than the personal
measurement of psychological time, alfhouzh in
psychological time the characters are able to speculate
on a future which history cann&t'since it only
recognises by hindsight.

Pavle's mythic concsiousness of self in time is
stable for as long as the national conscliousness
~continues to recoznise it. Hie sense of time as &a
function of his consciousness 1s ever-changing.

History., as the recording of-evehts orzahised according
to the social time éf the calendar is also transient.
Mythiec, psycholigical, énd historical time are all
fraglile. As the Isakovid faﬁily face a new historical
epoch, 80 that epoch will end‘and another begin. The
lives of the Isakovié.family may'or may not be. preserved
in a future epoch which will order'évents in time
according to ites own naeessit&. and make a new history.
Cultures, traditions, and societiee change over the
epochs. They leave behind traces of a formér existence,
which will be forgotten. 1In thelrinal pazas\ﬁf the
novel.AAetails from population censusée traée the
gradual erogion of the numbers who categorised

themselves as Serbian, until "kad je taj popis
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stanovniitva vrSen, godine 1900, nije naden, serbski,
NIKO!" ("whén the populstion éensus was taken in 1900,
there was NO-ONE to be found, who waSVSerbian" 130).

The Isakovi& family and the other Serbs who
emigrated to Russia exist iny on the periphery of the
hietorical epoch which the historical voice ﬁecoznisea
as leading to today. The cleoeing paragraphs of the
novel suggest an end to the or&ér of time in the
eventual disappearance of the past, the inﬁtability of
the present, thé uncertainty of the future, and the
eternity that is Just this:

Na reci Ingul, naél ée: Pandevo!

Naéi &1 1 Jjednu Suboticut! I
Jjedan Nadlak! :

: Godine 1 sgad prolaze, leto prode
1 li8&e Zuto opada, a zatim sve zavele
gneg. Ali ée, na proleée, Dnjepar opet
Krenuti, 1 valjati se, veselo, kroz tu
zemlju mrtvih, prema moru, uz pesmu i
igru Z2ivih.

Godine é&e prolaziti. Ko bi mogso
nabrojati tice, koje se sele, ili sundane
zrake, koje Sunce sell, ea Istoka na
Zzapad 1 sa Severa na Jug? Ko bi mogao da
predskaZe, kakvi ée se narodi seliti i
kuda, kroz stotinu godina, kso Bto se ta]
nacion selio? Ko bi mogao nabrojati
zrna, Koja ée iduéeg proleéa, nicati na
svetu, u Evropi, Aziji, Americi, Africi®

Neshvatliivo je to ljudskom umu.

Tamo, kud su Isakovidi 1 tal
Soldatenvolk oti#li, kao 1 toliki njihovi
gunarodnici, koji su na svojim ledima,
kao pu¥f, svoju kuéu nosili, nems vise
traga, svemu tome, sem ta dva-tri imena.

Bilo Je seoba i bide ih vedno,
kao 1 porodaja, kolJl &e se nastaviti.

Ima seoba.

Smrti nema! (131).

On the river Ingul, there is a Pandevo!

There is a Subotica! And a
Nadlak too!
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The years are passing even now,
summer passes and the yellow leaveg fall,
and then the snow covers everything.

But, in spring, the Dnieper will again
move and roll merrily, across the land of
the dead, towards the sea, to the song
and dance of the living.

The years will paes. Who will be
able to count the birds which migrate, or
the raye which the Sun caste from East to
West and from North to South? Who will
be able to tell which peoples will
migrate where a hundred years from how,
as that nation migrated. Who will be
able to count the seeds which will sprout
in the world next spring, in Europe,
Asgia, America, Africa?®? .

It is incomprehensible to the
human mind. : o

. There isg no longer any trace,
there, where the IsakoviZes and their
goldiers went, like 80 many of their
fellow-countrymen, who carried their
housesg on their backs like snails, except
for those two or three names. .

There have been migrations, and
there will be forever, like the births
which will continue.

There is migration.

There ig no death!

Ag time passes individuals and nations disappear.
Milo%evié hase pointed>to the pesegimistic tone of this
fihal passage of the novel:

viziju sQeopéteg proticanja 1'nestadsn3a

dopunjava i motiv seobe sundevih zrakova,

ra tako sudbina Pavela IsakoviZa postaje

deo Jjedne tako reéi kosmilke sudbine
(132).

The motif of the movement of the sun's
rays expande the vision of universal flow
and disappearance, such that the fate of
Pavel Isakovi&® becomes a part of, so to
say, a cosmic fate.

In the novels Seobe and Druga knjiga geoba both
vuk and Pavle Isakovi& contemplate death as a symbol of

eontinuity. For Vuk, death is8 a part of the
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regenerative cycle, and for Pavlie it is absorbed into
the eternal repetition of epic consciousness. Death
rebirth, eternal repetition, regenerative cycles are
categories of temporal order which humanise time and the
broad sweep of historical epochs. Vuk and Pavle
Isakovid& impose order, and msake sense of time scales
larger than the personsal by absorbing them into the
culture, traditions, and hiatoéical processes with which
they identify. In this way the self, confronted by new
challengee in the inberently cpen vastness of history,

resiste the continual degeneration which is described in

~the final chapter of Druga knjiga seoba. Individuals
such as Pavle and his family, whole communities, and
nations Adieappear, to be sgupplanted by others in a
continuing saga. Each stage of the saga establishes its
own origin, and reaches its own end in a duratioh which
has no meaning of and to itself. Time is a structure of
continuity, change, renewgl.‘and disappearance., It is
structured by human béinae and human socleties, but
everything will ultimately reééh oblivion in an eternal
duration not of human making, in which there is no

death, only continual movement.
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CHAPTER SEVEN

CONCLUDING REMARKS

This study examinee the representation of time and
analyses its significance in Crnjanski's four major
novele.: We began by examining the isgsue of fime as
discussed by Crnjanski'in his two early essays
*opjainjenje 'Sumatre'" and "Za slobodni stih" (1). In
those egsays he emphasises the role played by the two
principles of simultaneity and rhythm. They are
| introduced in this inveatigation as features of
Crnjanskl's personal gtyle known as sumatraism, and
againet the background of the Serbian and European
modernist aesgthetic of which they form a part.
Crnjanski links these principles to language and the
‘self. Language must reflect in its very form the ideas
which 1t repvaeants_in drder‘to achieve a greater
immediacy of expression. Simultaniety ana rhythm are
inner processes experienced by the 1ndiv;dua1. ang which
link the }ndividual to gxperienca and the world. In
Part Two of this study we examined the link between
time and language, taking language to mean not only
syntaxfhnd sentence structure, but also all aspects of
narrative gtructure. In Part Three we examined the

relationehip between time and melf, and between time and
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self in histoiy. We shall begin thevconcludinz remarks
by summarising the opinions of those critics who have
commented on time in Crnjanski's novels. The results of
this study 1ead‘to the conclusion that the impression
which other commentatore give of time in his novels
needs to be(qualified. The gonclusionvproceeds to
re-agsgess the;r views on the basis of the argumente put
forward in the preceeding chapters.

Those critics who have commented on time in
Crndangki's novels are generally agreed on'the nature of
time ana tgmporal structure in his novels. MiloBevié

refers to Dnevnik o Carnojeviéu as "zatvoren krug"

(ﬁa cloged circle"™ 2), since he sees no substantial
aifference in the outlook of the diarist from beginning
to end of the novel. Petkovié describes the composition
of Seobe, With its repetitiona of certain phrases and
sentenceg at its beginning and end, as "*zatvorena
kcmpogicija koja Je po tipu prstenasta” ("a closed
cqmpoaition which is‘rinz;like" 3). He later combines
this feature of the novel with the fates of the
characters themselves, stating that the two elements
when taken together produce the effect of "strukturni
preten' ("a structural ring"™ 4). Vudkovié offers a
gimilar suggeetion in his remarks on'Druna kniiga
geoba. He considers that the final section of the
novel "zatvara prsten" ("closes a ring" 5). That ring

encompasgsses the years 1752-1753, the many years which
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follow rapidl& in the last chapter of.the book, and the
novel's multiple layers of meaning in one artistic
structure.

Wwith reference to time within the novels,
commentators have tended to agree on its complexity.
GliBié remarks on the way in which Crnjanski subastitutes
the weaving together of multiple temporal layers for

linear chronology in Dnevnik o Carnojeviéu (6).

Petkovié describes the representation of time in Seobe
ag one "koje se iako razvija u oba pravca, napred i
nazad, 8 zna za nagle prekide i asocijativne skokove"
("which easily develops in both directione, forward and
back, and acknowledges sudden ruptures and assoclative
leaps" 7). Zorié, gaain on Seobe, discusses @he
contest between the subjective, psychological timé of
Vuk and the objective, neutral time of history (8).
Kalajié regards Rﬂepnin's_frequent recollections of his
past and youth in Roman o Londonu as indicative of a
trend in Crnjanski's noveis generally. He descripes
this trend ae "“trajna konstanta dela Crndanskoz. ¢ija
forma mentis odigledno pripada 3ednom eikli&nom,
orzansgom ghvatanju sveta, a ne linearnom i

evolucionistidkom" ("a constant feature of Crnjanski's

work, whose forma mentis evidently belongs to a
eyelie, organic understanding of the world, and not a
1inear or evolutionary one" 9), .

In hie discussion of Seobe, Zorié concludes
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that Crnjanski is recognised as a modern writer by the
"ipijumf vremena nad Zdovekom" ("triumph of time over
man' 10). Other critice agree with Zorié on this point,
although not explicitly. DZadZié& in his book Prostori

grede u delu Milo¥a Crnjanskog emphasises the role

played by what he deacribes as spaces of blies which
function.aa refuges from time, and the inevitsbility of
death:

Progtori sreée ogradeni su zaititnim

omotadem od nasilja i destrukeija
vremena, od hoda smrti (11).

The Spaces of Bliss are enclosed by a
protective shell from the violence and
destruction of time, from the march of
death. ' : ‘

DZadiié‘esfabliéheéja view of time which is external to
the characters, and which in its wake brings_inévitable
death. ﬁoweyer} in his novels Crnjanski presents time
as a wa& 6f'orderinz e#peQiencé which_ie formﬁlated by
the characters'themsélves.'and by other agencies.

' These remarks on time'in Crndaﬁski's novels are
made within the course of more extensive articles or
_ books not devoted to the ainaie theme of time.» As such,
they are not deQeloped;'but they indicate the general
tenor of.cpinion on the subject. This investigation is
- the first long work devoted to thevaﬁalysis of time in
Crnjansgi's novels. The arguments presented in this
| stu&y demonstrate thé coﬁpl&xity of time in Crnjanski's
,ndvels. However.lfhé cohblexitQ of time 1ise darived'from

the'réle.whiCh the characters play in formulating

~
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temporal relafionahipe. Time does nof completely
triumph over man. Finally, the impresgesion that time in
his novels 18 in some way comparable to a circular or
ring-like gtructure suggeste that each nerlloffers a
complete cycle of time. However, time functions on many
levels in Crnjanski's work, and that is one sign of his
modernity.

Time in Crnjanski's novels is characterised by the
twin principles of rhythm and simultaneity, as discussed
in Chapter Two of this study. Simultaneity is a
quasi-mystical experience_in which the subject feels
integrated into a wider unity. In the immediate
experience of the moment all contact with temporal
divisions of duration and suceeésion is suppressed, and
the individual ie not sepaééted from experience by the
categories of past, present, and future. The invisible
threads which 1link tbeather events and experiences
geparated in time and space are illuminated, and the
subiect becomésjpart of a”totality.in an eternal
presant; The moment is characterised by a dominant
mood. Crnjanski expresses thie totality in hie essay
wobja&njenje 'Sumatre'" in the phrase "kako je sve u
vezi, na svetu” ("how everything is in connection in
this world™ 12). Critice have emphasised the role of
eimultaneity, or "veza", in sumatraism as an expression
of a direct and intuitive bond which linke the subject

‘directly to experience. They have regarded it as the
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"osnovna nit“‘of his philosophy, which offers a sense of
harmony for the subject in a fragmented world (13).
However, in hig "ObjaBnjenje 'Sumatre'" Crnjanski
records that he repeats the word sumatra ﬁpodrucldivo"
("moeckingly"™ 14) to himself. The experience of
gimultaneity which he is describing is thus qualified
with an ironic tone.

The irony ie justified by Crnjanski's other
principle of temporal organisation, rhythm. Rhythm
differs from simultaneity in that it is an order of
expepience which emphasises change. Its focus falls on
the transition from one event to another, and as such it
'produces an alternative order of time. The changes are
recorded as an inner process in what Crnjanski terms the
"taZan ritam duZevnih potresa" ("precise rhythm of
spiritual Quakes" 15). Each moment of change signals a
rupture with a previous moment, but the previous moment
does not disappear. Past and present function ;n
parallel as Crnjanski describee in Itaka i komentari,
"pPro#lost i sadadnjost trde tako kao dva Klovna,
paralelno, &ll se viBe nikad sastati neée" ("The past
and present run like two clowns, in parallel, but they
will never meet again®™ 16). The principles are not
ant;thetical..andAin a non-mechanistic and
non-progressive view of temporal organisation they are
eamp;amentary notione of a Bearch for intransience

within transience. Each new moment is invested with an
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origin, linked to but not equal to ali previous moments.
Rhythm ig a vital process which linke together what
would otherwise be the fragmented moments of
gimultaneity, reformulating the past in térms of the
present. Rhythm introducee a sense of historical
thinking into Crnjanski's simultaneity.

The complexity of Crnjanski'e outlook on time
begins with hie use of language. In Chapter Three we
Vexamined waye 1n which he transgresses the normative
ruleg of syntax by, for example, delaying or omitting
verbs, and using laneuacg more common to the aspoken
rather than the written variant. By these and other
meang hg breaksvthe link bétwaen time as the index of
change and action aé the expression of that change,
reformulating the representation of time ae an
expresgsion of chafacters and narratinz voices. The

temporal organisation of Dnevik o Carnojeviéu is a

1

reflection of the diarist's consciousness, one feature

of which is the belief that all action is useless since
everythinc is ultimately confined to an irrecoverable
past. Hence, Rajié, as the paraonificaticﬁ of the
diarist 1in memary'never surfaces in the present of
writing. The sitnifioance of the diarist's memory is
repressed. Vuk, Dafina and Arandel in Secbe consider
the past of their.relationships from very different
perspectives, andeﬁith different aims for the future.

Time is not presented as a total stpructure. Each
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charaeacter organisee the events of the novel in ways
which highlight the significance of events differently.
The impression is given of time as a series of competing
structures, fragmented amonzst_ghe characters.

While his style and use of language is a consgistent
feature of his nove;s. there ;a a developnent in the
complexity of voice, In Chapter Four we examined the

way in which his two final novels, Druga knjiga seoba

and Roman © Londonu rely on voice for their

compositional coherence in relation to time. Each voice
ieg situated at a different poiht in time in relation to
the events which it describes, and narrates the events
vwith different emphases on their sequence and duration.
In Druga knjigs secga there is a conflict between time
as conceived by Pavle and time as conceived by the
inetitutions which he servea. Pavle has a certain view
of history, of his pléce within that histoﬁy. and of the
plaée of the Serbian nation, which is at oads wiyh'the
.dgmands of the empires which he serves, and with the
emerging EurOPQan“cultura with which he feels no

affinity. Rjepnin, in Crnjanski's last novel, Roman o

Londonu, is aleo in conflict with the dominant culture
surrounding him in post-war London. Ho@aver. the
embhagis in this'novel falls on the conflictinc'voices
within him. They offer various waye in which he is able
to organise and reflect on his pést. pregent, &hd"

future. These inner voices, as in Dnevnik o
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Carnojeviéu, are personified as his déad friend Barlov,
and Jim and John.

By minimising the role of gction as the index of
change, and emphasising the role played by characters in
constructing tempofal relationghips, Crnjanski denies
time ag a neutral or natural order of experience and
makes of time an expression of the values held by the
characters. Different characters and voices arrange
thelr interpretation of events in a way which exposes
their fears, hopes, and degires. "Ne postode
nepromenidive vernosti" ("Unchanging vaiues do not
exist 17). remarks Crnjanski in hies eseay "Obdaéndenje
l'Sumatre'". Valuees change as effectas and expresaions’
of the multiple time schemes created by'the characterse.
The conclusion to be drawn from Crndanski's
representation of time as discussed in Chapters Three
and Four is that time is a framework within‘which the
.characters formulafe their views of self and of self in
histor&. Crndanaki's‘use“of language and narrative
structure projects thg characters as the creators of
temporal schemes, as they attempt to capture for
thengelves meaning, purpose, and identity in time. Time
is a central fesature of Crnjanski's novels, and ite
aompiexity ie based on the view of time as an inner
process: which structures the reiationship between
character and experience. The effect of Crnjanski's use

of language dierupts the linear, progressive flow of
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time as the order of experience, and time assumes
transcendental, psychological, and ontological
gignificance for his characters.

The link between time, self and hiétory'is pursued

in Chapters Five and Six of this study. For both the

diarist in Dnevnik o'Carncjeviéu and Rjepnin in Roman

o Londenu there 1s no meaning in the transience of the
present, and memory reveals the past as an irrecoverable
time, thus there is a struggle to define a sense of sgelf
ag being-in-time. However, tﬁey reflect on the present
and en thelr memories dAifferently. Carnojevié gseeks a
golution in the ereation of another figure, the saililor.

He is a dream figure who transcends the repressed past,
a8 personified by Rajié. The sallor bridges the gap
between pagt and present, and negates the fears anad
anxieties arqused by the fpture. Riepnin overcomes the
gap between hie image of hig self in the past and his
image of self in the present by surrendering to
illusion. The sense of i1llusion ig reinforced b& the
numerous references to the stage motif, and his own
function as the ﬁarrafor. such that he is both victim
and witness to the events. He begins to consider his
actions as if performed by an actor. He assumes the
identity of who he once was, and the ctrehzth of the
1llusion-is such that he is able to face death as a
gsymbolic mode of recovery of his former identity.

Both main charactexrs of these two novels are in
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search of salQation. which is represeﬁted by their
degire for self. They are presented as unstable
subjects, such that they are not consistently recognised
ag "I or "“he'". Time is2 the structure of consiousness
which makes of memory, will, and desire temporal
gtructures, through which the characterg negotiate their
way towarde a sense of their true sgelvesg, their
authentié being-in-time. The self and so time is under
constant transformation. the sense of beinc which is
intransient and fixed in an enclosed moment of
siﬁultaneity dissolves and is reformulated during the

courae of Dnevnik o Carnojeviéu. The mood of

'resiznation which damingtes much of the novel is
trangformed at the end into a suggestion of defiance
with the cloeing words: "All ako umrem, pogledaéu
poslednli put nebo, utehu moju, i smeliéu ge"™ ("But if I

die, I shall take one last look at the sky, my comfort,

and I shall smile" 18). 1In Roman o lLondonu Rjepnin's
efforts to ramovg allftraéé of self in time by his
guicide is the result of this fluidity of time in which
he can find no sense of self. Time becomes the site at
which the characters struggle for identity, and as such
time is not entirely outside their control. Time is
thus not passive, but an active element in the
characters' concepts of being-in-time.

Time does not only provide a structure of

congciousness for Crnjanski's characters. In Seocbe
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and Druga knjigs seoba, the charactefe gearch for a

sense of being-in-time, but their search 1s expreassed in
relation to conflicting views on time and the values
which time represents. Time in Seobe is represented

in eymbolic form. The star and Russia appear to Vuk as
powerful and compelling symbgls of 8 utopian future
where he will live hig life &g a Serb. These symbols
are underpinned for him by the promise of his father
that the Serbs will return home as victorious soldiers.
However, as that promise becomes impossible to fulfil,
the symbolg are transformed and ready to accept new.
meanings. Vuk is able to create and reformulate his own
position within past, present and future by imposing anda
manipulating the eymbols of being-in-time with which he.
identifies. Thusg, the promisge of the father becomes for
vuk a promise that he too can become the father. The
meanings of the symbols are bound by the military
tradition, the national religion, and the patrigrchal
culture in which he lives. He is able to bring to bear
on the chaos of experience a cultursl code, from which
his wife, Dafina, 18 excluded. Vuk is able to consider
his self as part of regenerative cycles, whereas,
gignificeantly, Dafina'es destiny is considered as
continual decay until death. She is submitted to the
flow of time represented by the river, in which she
symbolically drowns. She has no control over events,

time, or images of self, and ie excluded from the
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discoufse which opensg up the psycholoﬁical.
transcendental, and ontological gignificance of time
consciousness,

Petkovié's view that the composzition of Seobe is
closed and ring-like minimisees the point that the
dbminant model of time as represented by Vuk Isakovid is
regenerative, Thus, the motif of return, which ie-
evident in all Crnjanski's novels, becomes a central
motif in Seobe. Vuk'e return after a year away at the
war is a return to the power to reformulate his
consciocusness of time. There 18 co-existence between
the principles of gimultaneity and rhythm. The aymbols
of the past and of memory have not been logt, but
adapted to new conditions. However, the links which Vuk
forges with the culture and history of hisg day are
themselves contingent and open. to change. In Seobe,
time is not only demonstrated as an integral part of
consciousness, but algo as a symbolicvform which: 1is
determined by tbe culturai conditions of the day.

Pavle in Druga knjiga seoba comes into contaet
with wider spheres of temporal organisation, each of
which imposeg its own organisation of events on the
novel, layvering the events with variops‘values ana
meanings. Pavle 1is linked to the past in two distinct
waya. He has a view of time in which the past is
irrecoverable and the future is uncertain. This view

was examined as sn effect of psychological time, in
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which Pavle féels isolated from value.and the meaning of
his life. However, his eplc consciocusness of time
offers him a sense of unity between gelf, nature,
society, and the nation. Change is not acknowledged,
and past, present, and future are linked in a gingle
moment in which meaning is self-present. His
intransient image of time is founded on the national
myth of Kosovo. Pavle's search is for the eternal
repetition of this intransience of being, which rejects
authentic being-in-time ae becoming. Pavlie's two
approacheg to time are not resolved, and he remains
divided between the culturally shaped.momant of eple
consciousgness, and the recognition of change in
peychological time.

However, Pavle 1s aleso described in the novel
by other narrating voices who cast him in different
roles. He is viewed against the changes in European
consclougness and culture of the mid-eighteenth century
and their influgnce on hiﬁ. Pavle is being forced to
abandon -his Serbian identity, and serve alien interests.
The immediate period of the mid-eighteenth century gives
way to wider descriptions of the epoch as the beginning
of the historical period which has led to today (19).
These broader saspheres of hiatdrical time, funetion in
parallei with the inner proeasseé by which Pavle
reflects on his being-in-time. They are in tension, and

cannot be resolved into a single structure of time.
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The motif of return and the 1mpr§ssion of time
characteriged by the principle of simultanelty suggest
that Crnjanski's novels are dominated by a cyeclic view
.of time. The critics whose commente were gquoted at the
beginning of these concluding remarks imply a certain.
view of cyeclic time in their suggestion of a closure
which links the ends of the novels to their beginnings.
However, in Crnjanski'e novels time has numerous forms,
which are the effects and expressions of consciousness
and culture. There are moments in which the mood of thel
character is an apprehension of the invisible bonds
which 1link the self to different times, and which
Ailluminate a sense of self. However, the effect ias
itself transient. The fragmented moments have a common
bond in the rhythms which hold them in uncertain
connection in each novel. By formulating experience
within the confineg of their desired salvation, based on
the valuee which give them purpose, Crnjaneski's
characters draw towards a éolution to the alienation
which they feel from the wider historical and social
process. But, in doing so, they each inacribe
themselves: into personsal histories which isolate

themselves from others. Such ie the fate between Vuk,

Dafina, and Arandel in Seobe, between Pavle and the

Europe of his day in Dru knjiga seoba, and between
Rjepnin and London.” The characters are also viewed as

divided within themselves in thelr attempts to realisge a
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sense of being-in-time, as isg the case for the diarist

in Dnevnik o Carnojevidu. Time remains as the

structure which divides the aubqect from the world and
meaning, and the only structure through which they can
be re-united.

Time does not completely triumph in Crnjanski's
novels, rather there ieg a varied and multiple
relationehip between any one character and time. His
charactere are the creators of temporal schemes of
repetition, regeneration, death and rebirth, and are
subject to the temporai schemes of other agencies. As
& human congtruction time has no stability outside the
.paycholozioal. ontological, transcendental, and egocial .
demande which define its mode of existence at any one
moment. It 18 a fluid structure characterised by the
twin principlee of simultaneity and rhythm. The
significance of time in Crnjanski's novels is as the
site at which to explore the struggle between the
conflicting 1nn§r desiree“of the characters and their
relationehip to experience and the world. Simultaneity
as a mood in the eternal present is open to the rhythms
of change, and each change offere a potential origin to
recover & sense of being-in-time. There is no
resolution offered to the variocous effects of
simultaneity and rhythm in Crnjaneki's four major
novels. The complexity of time in hie novels is

determined by the indivisibility of the two principles.
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Crnjaneki himself defines this indiviéibility when
proclaiming his sumatraist project in his essay
"objeinjenje 'Sumatre'" as one attempting to express the
"promenljivi ritam raspoloZenja"™ ("unstable rhythm of
mood') and the "ritam svakog raspolofenja"™ ("rhythm of

easch mooda"™ 20).
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umetnost, Posebna izdanja, IV, Belgrade, 1972,
pp341-428 : . . »
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pp568-578; 1929, XX1v, 1, pplé-28; 2, pp97-105: 3,
pp178-182; 4, pp249-261)

Crnjenski, Milo®, Seobe i Druga knjiga seoba, Srpska
knjiZevna zadruga, Belgrade, 1962

Crnjanski, Milo3, Roman o Londonu, Nolit, Belgrade,
1971

Crnjanski, MiloX, "Objainjenje 'Sumatre'", Srpski
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SECONDARY SOURCES

The first part of this section contains references
which relate speclifically to Crnjanski's novels. The
second part contailns references to general commentariles
on his work. These general commentaries include
references to his poetry, other prose works, sumatraism,
and Serbién modernism, which haQé been relevant to this
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death in memoriam.
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