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JacHa KoTecka

CEKCYANMHATACTPATETNJIA
HACUNHOT KAJ KA®KA:
TEPOPU3AM UTPOIOH

WHdaHTunHocT

We are all neotenic
Jynnja Kpucresa,
Mpuka3Hu 3a /byboBTA

0 OBOj ecej Hema fja ja aHaM3am LUMPOKO U UC

KTY4YMBO CekcyanHocTa Ha CuMHOT Kaj Kadka, Ty-
Ky KOHKPETHO caMO efieH Hej3MH acnekT - CeKcyasiHaTa cTpa-
Tera. 3a Taa Uen cakam fa npetctasam ¥ ga enabopupam
[Be KOMMJEeMeHTapHW CTPYKTYpWU Of, MOCTXYMHO nedyaTeHute
packasu co 3aefHWYHKN HacroB CuHoBM, MeTamopdo3a u
Mpecyga, Kou npeTcTaByBaaTt [Be apxauyHu pelleHuja 3a cek-
cyaniHMoT HaroH Ha CUHOT.

MpBaTa cTpykTypa e Kora CUHOT cTaHyBa TepopucTt
Ha Cum6onHuoT lMopepnok/TaTtkoTo, Kage Tepopu3MoT, poaeH
o4 cagu3moT Ha Cum60onHMOT lMopenok, Moxe ga 6uge Oo-
)XMBeaH Kako Herosa KBasu-popma. Ob6paTtHaTa CTpyKTypa
n3BegeHa og notpebara Ha CUMHOT ga ro ,,0keHn" CUM60IHNOT
Mopepok/TaTtkoTo, foara o4 Ma30oXMCTUYKOTO 3a40BOJICTBO
Ha CvHOT ga ro pasopy Cum60aHMOT lMopenoK, NPoronTyBajKu
ro. OBaa CTpPyKTypa BK/lydyyBa CeKyHAapHa npogykuuja Ha
Apyrnot Koj ce passuBa BO CWMHOT, 6MAEjKM MPOroHOT, Kako
LWTO Ke ce obuaeme ga objacHume nopouHa, Moxe ga 6uge
OOXVBeaH Kako yTonucka Bep3uja Ha Tepopu3moT. Bknyuye-
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Infantilism

We are all neotenic
Julia Kristeva,
Tales of Love

n this essay, | will not delve broadly and exclusively

Iinto the issue of the sexuality of the Son in Kafka, but
particularly into one of its aspects - sexual strategy. | would like
to present and elaborate on two complementary structures,
because | consider two of Kafka's posthumously published short
stories commonly entitled Sons, The Metamorphosis and The
Judgment, to be a joint representation of the two archaic
resolutions of the Son's sexual drives.

The first structure is that of the Son becoming a terrorist
of the Symbolic Order/Father, since terrorism - begotten by the
sadism of the Symbolic Order - can be seen as a quasi-form of
sadism. The opposite structure obtained by the Son's need to
marry the Symbolic Order, i.e. the Father, arrives from the
masochistic pleasure to devastate the Symbolic Order by
swallowing it. The last structure includes the secondary production
of the Other, which unfolds in the Son, since the exile, as we will
try to explain later, can be analyzed as a utopian version of
terrorism. The resolutions involved - murder in the first story,
and suicide in the latest - are dependent, both on the utopian/
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HUTe paspeLlHuumM - ybucTBOTO BO MPBMOT CAy4vaj, M camo-
ybuCTBOTO BO BTOPMOT - C€ 3@aBUCHU W 04 YTOMUCKUOT/HEY-
TOMUCKWUOT KapakTep Ha usbpaHarta cekcyanHa ctparteruja, u
0[, MallKaTa, TOeCT XXeHckaTa npupoja Ha CekcyasiHocTa Ha
CuHoT BO Cum6onHMOT Mopepok.

3aefHuYKaTa KOMNAeMeHTapHa ciuka Ha penauuute
mery CuHOT u Tatkoto/Cum6boneH Nopefok BO ABaTa packasu
Ha Kadka, Moxe Aa ce BM3yenusuMpaaT Ha CNefHVOB HauuH:

ompasa <- > bybos
A
Y
Tepopusam <-— >  MPOrOHCTBO
A A
Y
yéncteo  <---->  camoybucTso

Kako wTto ykaxysa Llekcnup, co Hajgnaboka npo-
HUK/MBOCT, BO penaumjata co Jpyrnot ompasaTta e noapxa-
W4YHa 1 nonpumopamjanHa of /bybosTa - My only love sprung
from my only hate!- Benu Jynuja BegHaw no npeata cpepba
co Pomeo. 3aroa, v ompasata, Kako ¥ /byboBTa KOH TaTkoTo
kaj Kahka ce AMpeKTHO Haco4yeHu KOH paspysBarbe Ha [lope-
OOKOT. HajaTpakTMBHOTO npallake 3a MeHe e LesmcxogHocTa
W cMucnaTa Ha fBeTe u3bpaHu cTpaTellkyu Cconyuuun: Tepo-
pu3MoT U er3aumnoT. Ho npep ga ce Bhnywrtam BO aHasM3a Ha
OBME OfHOCK, Cakam fja ce orpajam of OAroBOpoT Ha npaila-
eTo fganu CvMOGoneH NopefoK MOXe TOJIKY TECHO Aa ce no-
uctoeeTn co TatkoTo? He camo 3apagu orpaHuyeHarta Tema
Ha OBOj ecej, TyYKy npef ce 3apagn nosvuujata Ha CUHOT Kaj
Kathka. Toj He cekorawl HeryBa OofHOC Ha /by60B-OMpa3sa Au-
PEKTHO KOH TaTKOTO, TYKYy TOKMY KOH [lopefoKoT, uuj penpe-
3eHT ro rnega BoO TaTKoTo. 3aToa Ke ro cBpTam r/1aBHOTO
BHMMaHMe KOH MOCYLUTUHCKO npallarwe Ha 0BOj ecej. Kaksa e
BpckaTta Mefy Cy6jekToT (oBAae CuMHOT Kako Cy6jekT) un Cum-
6oneH nopepok? Kako CMHOT, HOCUTE/NT Ha CeKcyasiHoCcTa, ce
no3vumMoHnpa Bo ogHoc Ha lNopepokotr? Cakam fa uutupam
efHa peveHuua og kHurata Tales of Love Ha Jynuja KpucteBa,
Kaje Taa Be/u:

non-utopian character of the chosen sexual strategies, and on
the male or female nature of the Son’s sexuality within the
Symbolic Order.

A joint complementary picture of the relations between
the Son and the Father/Symbolic Order in Kafka's two short
stories, can be visualized as follows:

hatred <- > love
A A
Yy \Y

terrorism <-— > exile
A A

N4 Y
murder <-— > suicide

As Shakespeare points out, with the greatest insight, in
the relation to the Other, hatred is more archaic and primordial
than love. My only love sprung from my only hate! - says Juliet
immediately after meeting Romeo. Therefore, the Son’s love
towards the Father, just like hatred, in Kafka, is also directed
towards the devastation of the Symbolic Order. The issue most
attractive to me is the significance of the two strategic solutions
chosen: terrorism and exile. But, before | venture into any
analysis, | would like to distance myself from the issue whether
the Symbolic Order can be so easily equalised to the Father.
This is not only because of the limited scope of this essay, but
primarily due to the position of the Son in Kafka. The Son is not
always in a love-hate relationship with the Father, but with the
Symbolic Order that he sees represented in the Father. Therefore,
I shall divert the main attention to the more essential question:
what is the relation between the Subject (here, the Son as a
Subject) and the Symbolic Order? How does the Son, bearer of
sexuality, position himself in relation to the Order? | would like to
guote a sentence from the book Tales of Love by Julia Kristeva,
where she says:
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~,CUTe HMe cMe nepBepTn, HEOTEHULUN, HECMOCOOHN
3a CaMOCTOjHO nocToewe BO CMMBO/EH NOPEAOK, NOCTOjaHO
TOHeTV fa Tparame Mo aHUMasiHUTE U3BOPMK Ha oTpacTta Koja
ro nopasysa lMeTo 3apaau npegHocTta of cebe-rybereTo
BO nonsjiaBata Ha 3a40BO/ICTBOTO."

KpucteBa ro nosvumoHupa cy6jeKToT KakKo OHOj KOj
cekoraw opgHanpepn 6apa kpusa. KOHKpeTHO, CeKOj Ccy6jeKkT
Kako 6/1130K A0 NyAunoTo, € cekorawl nepBepTupaH W Kpu-
MWHasnieH BO ogHoc Ha Cum6boneH lMopepok. Toa e 3atoa LITO
CumboneH lMopepok BO KOj 6bopaBuMe e NpoTUBpPEYEH, U Taa
Heroea am6uMBasIEHTHOCT He Tepa HuKorawl [oKpaj Aa He M
ucnoumTyBame npasunata, U cekoraw ga 6apame 360p Koj
Hema ga He 06Bp3e Ha HMWTO. TakoB 360p Hema u Ja3nkoT
CTaHyBa MeCTO Kaje Cekoj 0f Hac oTrnoyHyBa 6opba. Cybjek-
TOT ce KOH(ppoHTMpa co Ja3mkoT. Jac co Lenara cTpacT ca-
Kam ga ro nopasam ViMeTo 1 NowmMpoko Aa ro musrybam Jasu-
KOT, 3a Aa MOXaMm f[a ce npenyltam Ha 3a40BosIcTBOTO. OTu
Jas3nkoT, Kako n CumbosieH nopefok e CovmHeT of ambusa-
NneHumja. 3atoa, KPUMMHANHNOT, NEPBEP3eH Cy6jeKT MOXe aa
ce gehuHMpa Kako cekoraw WHaHTuneH cyb6jexT.

KnyuyHnot 360p kaj KpucteBa e HeoTeHuYeH (neo-
tenic). HeoTeHnyHOCTa e KBanUTeT WAM CNOCOGHOCT Ha BO3-
pacHMOT fa ja covyBa mMemMopujata 3a CBOUTE He3penwu, jyse-
HUIHW KapaKTepucTuku. 3Haun, BO3PacHUOT MMma BPOLEH Ka-
naunTteTt fa 6uae He-Bo3paceH, U MOXe fa ro flaHcupa Toj
CBOj noTeHumjan no notpeba, a Taa notpeba cekorawl MOCTOM.
Haj3HauyajHnoT nocT-PpojaoBcku ncmxoaHanutuyap XKak fla-
KaH, nullyBa OMNLMPHO 3a OBa BO TeKCTOT ,,CumboneH lMope-
pok" 2Cakam oBAe [a M3N0XaM efjeH HeroB rnpumep Ha Heo-
TEHWYHOCT.

CtaHyBa 360p 3a NO3HATUOT CNy4yaj Ha efHa Lwap-
MaHTHa naumMeHTKa Ha aHanMTuyapoT A-p banu, Koja npuna-
rana Ha TUNoT nauueHTKM Koja 36opyBa-36opysBa-36opysa-
3a-fa-He-Kaxe-HuwTo. Ha egHa of ceaHcuTe, no uen 4ac
‘60N1HO 6pb6opere’, bann HEXHO ro Aonpes MecToTo LWTO He
caka fa 6ufe OTKpMeHO: naumeHTkaTa gobuna npenopaka 3a
HOBO paboTHO MecTo, BO KOe CTOesflo feka e ,noBepnvsa snu-
HOCT". Toukarta He npenioMm 6w 3arpmKyBavykmoT MOMEHT feKa
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"We are all perverts, we are neotenic, incapable of
subsisting solely within the symbolic order, constantly driven
to seek the animal sources of a passion that defies the Name
to the advantage of loss of selfin the flood of pleasure.”

Kristeva positions the subject as the one who always
seeks crisis. Precisely, every subject is defined as being close
to madness, always perverted and criminal regarding the
Symbolic Order. This is because the Symbolic Order in which
we sojourn is ambivalent, and its contradiction affects us so that
we never fully abide by its rules and we always seek for a word
that will oblige us to nothing. However, there is no such word
and the Language becomes a place where everyone begins a
battle. Kristeva says, the Subject confronts the Language. With
all my passion, | want to defeat the Name, lose the Language,
so | can fully enjoy the pleasure. For, the Language, as well as
the Symbolic Order, is made of ambiguity. Therefore, the criminal,
perverse subject can be defined as an eternally infantile subject.

The key word in Kristeva’'s quote is neotenic. Neoteny
is a quality or ability of the adult to retain the memory of its
immature, juvenile characteristics. Therefore, the adult has a
built-in capacity of being a non-adult, and can use this potential
as needs arise - and there are always needs. The most significant
post-Freudian psychoanalyst, Jacques Lacan, describes this
extensively in his text “The Symbolic Order.”1 1 shall present
here one of his examples of neoteny.

It is a famous case of a charming patient of Dr. Baliant,
who was a talk-talk-talk-say-nothing type of person. On one of
the seances, after an entire hour of “sick babble,” Baliant gently
touched the spot that didn't want to be disclosed. She received
a recommendation letter, which stated that she is “a trustworthy
person.” The breaking point was that she did not want to be
seen as trustworthy. For the word is bond, and she will be obliged
to stop talking and start working. And work has its laws,
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Taa He caka fa 6vuae goxuBeaHa Kako MoBepsvea, 0Tu 360poT
006Bp3yBa, N Taa Ke 6uae npuMmopaHa ga npectaHe ga 36opysa
M aa noyHe ga pabotu. A paboTarta MMa 3akoHW, npaBuna,
paboTHM yacoBu. PaboTaTa 3HauM nouyutyBawe Ha CuMOGONEH
nopefok, 3aToa Taa, Benu JlakaH, npuberHysa KOH AETCKUOT
roeop. Taa MHTYUTUBHO chaTnia feka AeTeTo uma rosop LUTo,
M TOoraw Kora e npogueTckn u nosiH co HebecHa MyApocCT, n
Toraw Kora ri OTKpuBa rofieMuTe BUCTUHWM HAa YHUBEP3YMOT,
ce ylTe He ro o6Bp3yBa AeTeTO Ha HULLITO.

HeoTeHnyHOCTa HY)XHO 6apa fa ce MnoTceTMMe Ha Ka-
nuTasHata uHBecTuumja wto dpojg ja HanpaBu BO LOMEHOT
Ha cekcyanHaTa Teopuja. Npeky UHBecTupare BO OCBecTe-
HaTa ‘3aHemMapeHa MHQaHTUAHOCT W UHaHTUIHaTa amHe-
3nja, Ppojgosata Teopuja BpWKN peBasiopm3aymja Ha UHaH-
TUAHNOT cy6jeKT M HEroBMOT CeKCyasleH KanauuteT, a efeH
0f, K/IyYHUTE TEKCTOBM Ha Ppojg rnacu ,MHdaHTUIHA Cekcy-
anHocT". AMHe3MnjaTa HacTaHyBa Kaje LITO cekCyalHuTe Ha-
roHn ce usroHetu. Toa 3HauyMm geka camarta Kyntypa 6apa
HEeoTeHWYHOCT, 3apaan notpebarta cyb6jeKToT Aa ce BKIyuu
Bo CumboneH nopefok. Vlako koH3epBaTMBHa BO CBOjOT Aec-
KpMNTUBEH noTeHuujan, Ppojoosara Ky/nTypHa Teopuja ce no-
KaXxa 1 Kako npeckpuntuBHa. CmeTaMm [eka TOKMy obHoBaTta
Ha aMHecTupaHaTa cekcyanHa xenba, foBefe [0 PecTpyk-
Tynpawe Ha MogepHaTta.

Ha oBa MecTo cakam fa ja BoBefam mojata fedouHu-
uvja Ha MopepHaTa Kako npoekT BofeH of CuHOT. Kako wTto
nokaxysaaT CO Hajanabok yBu[ HEKOU MWUCTUYHW WU HEOopTO-
[OKCHM Tpaauuuu, HoBata epa, MogepHaTa, € fOMUHMpaHa
o4 CuHOT. CMmeTaM feKka Ky/nTypHata cumnartuja, eHepruja u
KOHUeHTpaumja Bp3 CuMHOT BO 20 Bek3 ce go/mkaT Ha Taa oc-
nobogeHa, amMHecTMpaHa HEOTEHWUYHOCT.

Jdopeka ro nuwysaB 0OBOj TEKCT, NpouyMTaB KoOJlyMHa
BO efleH MaKe[OHCKW AHeBeH BECHWK, KaZe aBTOpOT TBpAU
JeKa ,ManofieTHUKOT e uen efeH Hapog” (Tamy: Make[oH-
CKMOT), a ,Halarta ManoneTHOCT MOXe Aa uma u npegHoct.”

restrictions, and working hours. Work brings respect for the
Symbolic Order and this is why, Lacan says, she veers towards
child-speak. She had intuitively understood that the child has a
way of talking that, even while prophetic and full of celestial
wisdom, even when discovering the great truths of the universe,
obliges the child to nothing.

Neoteny necessarily reminds us of the capital investment
Freud made in the realm of sexual theory. By investing in the
awakening of the neglected infantilism and infantile amnesia,
Freud's theory re-evaluates the infantile subject and its capacity
for sexuality, and one of his key works is titled exactly “Infantile
Sexuality.” This amnesia is created where the sexual drives have
been cast away. This means that culture itself seeks neoteny,
due to the subject’'s need to be included in the Symbolic Order.
Though conservative in its descriptive capacity, Freud’s cultural
theory has proven to be prescriptive, as well. | think that exactly
the renewal of the amnesic sexual drive brought forth the
restructuring of the Modernity.

Here | would like to introduce my definition of the
Modernity as a project led by the Son. As several mystical and
unorthodox traditions stated, the Modern period, or new era, is
dominated by the Son. | claim that the cultural sympathy, energy
and concentration on the Son in the 20th century2, is due to his
released, amnestied neoteny.

While | was writing this essay, | read a column in a
Macedonian daily, where the author stated that “a juvenile is an
entire nation” (there: the Macedonian nation) and that “our
adolescence has its advantages.”
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Tepopuzam

PelweHnjaTa Ha AYyXOT He Ce€ HULWITO
Apyro Tyky 6apaka, Kou ce pas-
NINYHKU, TOKMY nopagu pasfinyHuoT
cocTaB Ha Tenata.

CnnHo3a, ETuka

MpepHocTa 3a Koja cTaHyBa 360p e BCYLIHOCT npej-
HOCT Ha TepopucToT. Bo Bpeka co norope uutvpaHara Ko-
NIyMHa, WUHTEepecHO e fa ce BMAM [eKka BO gunaomarckara
peTopuka 3a TepopucTOT 0f TYfUOT NMPOCTOP 4YecTo ce pedue-
pypa Kako 3a 6YHTOBHMK. Ha npumep, Taa 3ameHa e yecTta BO
HOBMHapPCKN M3BewTan 3a TepopucTuykata kpmsa Bo Make-
poHKa n JyronctoyHa Espona. CmeTam feka KyntypHara cum-
natvja KoH CUHOT, He Cy4ajHO M Melwa oBMe gBa (PeHOMEHM.
VHchaHTUAHOCTa noBuMKyBa noTpeba of nopasyBakwe Ha Vme-
TO, unn 6apem HeroBo pecTpyktypupake. Co 0BOj UYMH Ha
VimeHyBarbe ce npasu gunsomaTu3nparwe Ha KynTypHata fo-
nagnmBocT KOH CUHOT, opraHu3upaHa OKOoy MmarmHapHa or-
YMHETOCT of nornenoT (No cBojaTa CyLITUHA, HavMBEH) BO uAe-
annampaHaTta cnuka 3a cebe kako CUHOT BO TyfnoT CuMBO-
nnyeH Mopepok. OBae ce TemaTtusnpa 3anagHOEBPOMNCKNOT
nnn AMepuKaHCKMOT nornes Bp3 cebecn Kako CUHOT BO Jy-
roMcTo4HOEBPONCKNMOT CuMBOAMYEH [lopeaok.

McTnoT mexaHusam ro tepa yMtatenoT ga ce WaeH-
TUMKYBa CO FNaBHWOT jyHak, [perop Camca, oA packasoT
MeTamopdo3a Ha Kadhka (1912, npenat nedateH Bo 1915).
Mpuka3Hata 3a CMHOT KOj CTaHyBa TEpPOPWUCT, ja oTBOpa Ha-
wata npea Teopucka kKaTeropuja, KoOH Koja Ke pedhepupam
Kako aHumanu3am. [NaBHMOT jyHaK Ha OBOj packas, [perop
Camca, 3a ga Moxe hMHaHCUCKM fa M noaap)ysa cBouTe
poAauTeNnM u nNomMmnagara cectpa, HanopHo paboTu Kako Tpros-
CKM naTtHWK. EgHO yTpo TOj ce 6yan BO CBOjOT KpeBET MpeT-
BOpEH BO OrpomHa Gyb6ayka. HajHanpepn e 3arpuwkeH co npak-
TUYHWTE MNpallara: Kako Aa CTaHe of KpeBeToT M Aa oau co
6pojHuTEe HO3e. Habp3o HeroBuTe MOXHOCTU, BKYC W WHTEpECK
ce MeHyBaaT, Mon3n Nno suaoBuTe U jage of nodot. Hukoj He
MOXe Aa ro pasbepe HeroBvMoT HOB roBop Ha Gyb6auka. [Mpe-
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Terrorism

The solutions of the spirit are nothing
but requests, different precisely
because of the different composition
of the bodies.

Spinoza, Ethics

The advantage here is, in fact, the advantage of the
terrorist. Regarding the aforementioned column, it is appealing
how in the diplomatic rhetoric, a terrorist from a foreign place is
often referred to as a rebel. This shift, for example, is often
present in journalist reports on the terrorist crisis in Macedonia
and Southeast Europe. It is my opinion that the cultural sympathy
towards the Son has somehow influenced the shift of these two
phenomena. Infancy calls out for a need to defeat the Name, or
at least, restructure it. In this process of Naming, we are
witnessing the diplomatisation of the cultural sympathy towards
the Son, organized on the basis of imaginary enchantment in
the idealized gaze (albeit, an effect of the essentially, naive gaze)
of oneself as the Son in the foreign Symbolic Order. The subject
here is the Western European or the American, who gazes at
oneself as the Son of the Southeastern European Symbolic Order.

The same mechanism, however, is at work, when the
reader identifies with Kafka’'s hero, Gregor Samsa, in The
Metamorphosis (1912, first published in 1915). The story of a
Son, who becomes a terrorist, opens our first theoretical
category, which | will refer to as animalism. The main character
in this story, Gregor Samsa, works hard as a traveling salesman,
in order to financially support his parents and his younger sister.
One morning, he wakes up in his bed, transformed into a giant
vermin. At first, practical issues worry him: how to get up from
the bed and walk with his many legs. Soon enough, his abilities,
tastes and interests change - he climbs the walls and eats from
the floor. Nobody can understand his new language, the language
of a bug. Terrified by this metamorphosis, his family locks him
up in his room and refuses communication with him. When
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nnaweHn of oBaa Metamopdpos3a, YNEHOBUTE Ha HEroBOTO Cce-
MejCTBO 0 3aTBopaart BO cobaTa M ogbmBaaTt fa KOMYyHUUU-
paat co Hero. Kora 'perop BO efleH HaBpaT ce obuaysa fja ja
HanywTn cobarta, TaTKo My hpna jabonkn Bp3 HeEro 3a ga ro
u3roHn. EgHa of jabonkute My ce 3akayyea Ha rpboT u npe-
On3BMKYBa MHpekymja o4 Koja nosneka ce pasbonysa. Kora
yMMpa, yMctaykaTa rm cobupa HeroBuTe octatouu v m dpna
BO KaHTa 3a fybpe.

MocTojaT cepuja TEKCTOBM BO KHMXEBHaTa KPUTUKA,
KOW, MaKO He MOoKaxkyBaaT Jiolla BOfja KOH TenoTo, MOKaxy-
BaaT Masiky pasbupare 3a HeroBuTe TajHu. Tue ja yuuTaar
mMeTamopdio3aTta Ha perop Camca of 4Y0BEK BO Gybauka npe-
Ky eKOHOMMjaTa 1 flormkaTta Ha nornefoT (gaze). Tue TEKCTOBU
Benar geka nornenot Bo Camca npeno3HaBa by6ayka BO [0-
TOrawHWOT TProBCKW MaTHUK, CUH W 6paT. lMornegoTr Ha Hu-
Korawl HeBMHWOT rnefad (cemMejHMOT: TaTKo/mMajka/cecTpa u
HecemejHNOoT: Kumpayunte/npoKypucToT/cayrmHkara) caka ga
Buan Bo Camca 6ybauvka. 'perop He ctaHasn 6ybauka, TyKy
CTaHan Kako 6yb6ayka 3a HuB.

OBOj pe30oH e dpyHgameHTasiHO MorpelleH, He camo
3aToa LWTO Herosarva /iorMKa npoussnerysa of Mopaiv3moT
Ha MogepHaTa, Koja He caka ga ce nvwu of /IyKCYy30T Ha
HecBeA/IMBOCTa Ha YOBEYKOTO [0 aHUMasIHOTO, TYKY npep ce
3aToa wWTto Kadpka eneraHTHoO ro m3berHyesa npo6iemMoT Ha
CMeKTaTopoT M 3aKOHUTE Ha CneKkTaTopcTBOTO. [MpBUTE 0un
KOM ja npeno3HaBaar Gybaykarta BO [OTOrawHUOT TProBCKU
natHuK perop Camca ce nnyHo oumte Ha Camca. baka Ha
Nno4yeToKOT Ha packa3oT Camca ce coouvyBa CO CBOjaTa HOBa
npupoga:

JNlexxewe Ha rpboT, TBPZA Kako OKIoM, v ro Buae, Kora

MaJsiky ja nogurHa rnaeata, CBOjOT MEB, 3aCBOAEH N TEMEH,

n3aenieH Ha KpnywkKnHU nakosu, a Ha BpB4eTO Ha MeBOT e,u,Baj

Ce Ap>Xelwe nokpmekarta, camMo LUITO HE CKnu3Hana. Herosute

MHOTYOPOjHN HOXUYKKM, 6e4HO TEHKM BO cnopeba co ocTaTtokoT

Ha TenoTo, 6ecnoMOLLHO My Tpenepea npeg, ouute."

Toa e pa3nMyHO Of EKOHOMMjaTa Ha NOrneaoT, KayyHa
3a pa3bvpareTo Ha Yy[oBULITETO Of ,PpaHkewTajH" og Mepu
lenun, koe ce coovyBa CO CBOjOT WAEHTUTET He BO Nnabopa-

Gregor, on one occasion, tries to leave the room, his father
starts to throw apples at him, trying to scare him off. One of the
apples is stuck in his back and causes an infection. Gregor
grows weaker and weaker and soon he dies. The cleaning maid
collects his remnants and throws them in the garbage.

There are many texts in literary criticism, which, although
not showing ill will towards the body, have little understanding for
its secrets. They see the metamorphosis of Gregor Samsa from
human to bug through the economy and logic of the gaze. These
texts say that a gaze at Samsa recognizes a bug in the,
heretofore, traveling salesman, son and brother. The gaze of
the never innocent beholder (the family gaze: the father, the
mother and the sister; and the non-family: the tenants, a procurer
and the maid) wants to see a bug in Samsa. Gregor has not
become a bug, but, rather, like a bug to them.

This reasoning is fundamentally wrong, not only because
its logic stems from the moralism of the Modern (which refuses
to bereave itself from the luxury of the human non-reducibility to
the animal), but, above all, because Kafka elegantly evades the
problem of the spectator and the laws of spectatorship. The first
eyes to recognize the bug in the, until then, traveling salesman
Gregor Samsa are the very eyes of Samsa. Here is how Gregor
faces his new nature at the beginning of the story:

"He was lying on his hard, as it were armor-plated,
back and when he lifted his head a little he could see his
domelike brown belly divided into stiff arched segments on top
of which the bed quilt could hardly stay in place and was about
to slide off completely. His numerous legs, which were pitifully
thin compared to the rest of his bulk, waved helplessly before
his eyes."

This is different from the economy of gaze, a key factor
to understanding Mary Shelley’s “Frankenstein” monster, which
faces his identity not in the laboratory but after his first encounter
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TopujaTa, TYKy no npsaTa cpefba co nyfeto. MMpesemajku ro
norneaoT Ha APYruoT, Toa ro co3HaBa CBOjOT MOHCTPYO3€EH
MOAEHTUTET, MOHCTPYO3€H 6UAEjKA pa3nnvyeH BO OAHOC Ha HMB-
HVOT. Cnopef Taa /orMKa, Cekoe rnefamwe e npoussof Ha
OnwITEeCTBOTO, @ BUA/IMBOCTA € KaTeropuja Ha MUCEYKOTO,
ro rnegame oHa wro ro mucnume. Kaj Camca ouurnefgHo npo-
6n1eMoT He ce Haofa BO nornegoT Ha [pyruoT, TyKy e Buc-
TMHCKO ofpefyBare Ha TesioTo, Koe ja npe3esio nMHujata Ha
aHMmarnHoTto. LlenvoT packas, cBefoun 3a HeroBoTo YOBEYKO
corflacyBakwe CO aHMMasHOTo. Jofeka cnabarta Bosja Ha Ay-
XOT caka fa 3abopaBu, HEroBoTO TeJsi0 Ce M3BeCTyBa 3a Moc-
TOEHEeTO, MOAHECYBaHETO U ynpaByBawkeTo CO APYroTo Teso
- XXMBOTHOTO, KOe 3axuBejyBa BO Hero. [pyroTo Teno ce Bhu-
lWyBa BO HEroBoTO. HeroBoTo Teno Mo6p30 Of HEeroBuoT AyX
ce ocrnoboayBa 0f HavBHaTa Bepa Aeka e efHo, camo, U 4o-
BEYKO Tesno.

Ha oBa mecTo Tpeba fa ja nosukame u fa ja pasrne-
Jamve KanuTasHata uHBecTuuuja wTo Aene3 n Tatapu ja Han-
pasuja BO 06nacta Ha MexaHU3MWUTe Ha aHUManu3vpareTo
Ha Tenoto. Tue nokaxyBaaT Aeka TenaTa Kako 1 ugevwTe He
ymupaaTt, TYKy npexuByBaaT Kako apxau3mu. Bo kHurata “A
Thousand Plateaus”4 ene3 n Natapu npaBaT aHann3a Ha aHu-
Ma/IM3MOT KOj M3poan efHa HoBa hunosodcka dopmyna cra-
HyBah-€TO XUBOTHO (becoming animal).

BegHall e BUANMBO AeKa OBaa OfpefHuLa e UCKITyYeH
360p0T Kako. Toa e YMH Ha YKUHYBare Ha MeamjaTopoT, YWH
Ha 3a06uKonyBawe Ha MeTadopaTa. KynTypHaTta npuHyza
ro roHM 4YOBEKOT Aa rfneja BPCKU BO CPOAHOCTUTE Mefy ene-
MeHTUTe Ha npupogata: A BO ogHoc Ha B ctom kako B Bo
ogHoc Ha I. EdpekToT of onepaunjata Ha meTadopa goBeaysa
[0 CYWTVHCKO Hepasbupare Ha 3aKOHUTOCTUTE Ha npupojaTa
W TajHUTe Ha Tenoto, BenaT [Oene3 n Tatapu. OBa ocnoboay-
Bake 0ff MUME3NCOT, € BCYLUHOCT, YMH Ha KOH(POHTUpare
co JasukoT. Ce ry6u CumboneH eHTUTEeT, CO Uen TesoTo Aa
ce npenywTy Ha 3a40BOJICTBOTO Of GMBaHETO, CTaHyBaweTo
efHo co nmpupogaTta. [leHelwHata Mvena npogyuupa nossac-
TyBare Ha KynTyparta, Koja e coTKaeHa of pauuoHanuanpare
n HeadpekTMpare. MaxoT He cMee fa Kaxe: ,Jac cyM OUK,
jac cym BOJK", OTU CO TOa Ce Mno3gpaByBa CO aHUMaTHOTO BO
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with people. Taking on the gaze of the other, he becomes
cognizant of his monstrous identity, monstrous because different,
regarding theirs. Following this logic, every gaze is product of
society, and visibility is a category of the cognitive - we see
what we think. Samsa’s problem is obviously not in the gaze of
the Other, but is a true determination of the body, which has
taken on the line of the animalistic. The entire story bears withess
to his human understanding with the animalistic. While the weak
will of the spirit tries to forget, his body informs itself of the
existence, tolerance and maneuvering of the other body - the
animal, which begins to live within him. The other body inscribes
itself in his. His body frees itself faster than his spirit from the
naive belief that it is one, solitary and human body.

Here we need to recall and think of the capital investment
that Deleuze and Guattari made in the realm of the mechanisms
of the body’s animalization. They showed that the bodies, just
like the ideas, do not die, but turn into archaisms. In the book “A
Thousand Plateaus,”3 Deleuze and Guattari analyze animalism
and the new philosophical formula born out of it - becoming an
animal.

One can immediately perceive the exclusion of the word
“like”. It is an act of elimination of the mediator, or, an act of the
evasion of the metaphor. The cultural duress pursues mankind
into seeing relations in the correspondence of the elements in
nature: A is to B like C is to D. The effect from the operation of
metaphor leads to an essential misunderstanding of the laws of
nature and the secrets of the body, say Deleuze and Guattari.
This release from the mimesis is, in fact, an act of confrontation
with the Language. The symbolic epithet is lost so that the body
might surrender itself to the joy of being, of becoming one with
nature. Today’s thought makes culture which is permeated with
rationalization and non-affection privileged. A man cannot say:
“Iam a bull, I am a wolf,” because then he greets the animalistic
within. The Modern forces man to say: “I am to the woman what
the bull is to the cow, or | am to another man what the wolf is to

cO
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cebe. MogepHaTa ro npuHygyBa HYOBEKOT Aa Kaxe: ,Jac cym
N Ha >XeHaTa, OHa WTo GUKOT M e Ha KpasaTa, Wan jac Cym BO
O[HOC Ha ApYyr Max, OHa LUTO BOJIKOT € BO OJHOC Ha oBuaTa.”
(1992: 237) CtaHyBah€TO XWBOTHO € ornepauuja Ha coceacT-
BO, CO-MPUCYCTBO A0 >XXWBOTWMHCKOTO, Kako peasnHa Mpoayk-
umja. ComHeBaweTo Ha Lene3 u latapu geka mMasiky ce 3Hae
3a HeJenMBOCTa Ha MOBEYKOTO Of, aHWMAa/IHOTO € OCHOBaHO.
OBfe cakaM fa notcetaMm Ha efHO HeOfaMHELLHO OTKpuTue
Ha ABe 6/mM3HavkM Ha 10-roguwiHa BO3pacT, MPOHajAeHn BO
efHa wyma Bo Adpuka. Bo MOMEHOT Kora 6une npoHajaeHu
[JeBojumharta, Kou xuseene mefy ctajo OBUM, MaKo [Be, He-
MaUle pa3BeH HMKaKOB ja3uK WM CUCTEM Ha 3HaUM Y CUMOOSIN.
Toa nokaxyBa [eka TenoTo 4YyBCTBYyBa COCEACTBO A0 Apyru
Tena u uma crnocobHOCT Ha camo-npoaykumnja. Co3HaHUETO
Ha TefloTo 3aBUCKU Of Taa MPOoAyKUMja U YyecTonaTy MOxe fa
paboTn No Hasio3n KoM caMOoTO CU M 3afjaBa. TenoTto, no ca-
MUTE 3aKOHW Ha cBoOjaTa Npupoja, MOXXe MHOrY, Ha LWTo "
AyXOT BO Toa Teno ce BocxuTyBa. Camca YvMHU efHa TakBa
pexabunuTauvja Ha aHUManM3MOoT, KOj e apxanmyHa memopuja
Ha TenoTo. Kaj Hero ctaHyBa 360p 3a HEYOBEYKO cornacyBahe
Ha aHVMaNHOTO, 3a NPUHLMN Ha Npubnmkysakwe 6e3 aHasoruja,
BO COCE/CTBO CO XXMBOTUHCKOTO. OCHOBHOTO npallake riacu:
30WTO Tenoto Ha Camca ce ofJ/lydyBa Ha CO-XMBOT 6/IM30K
[0 aHUMasIHMOT?

3a fa ofrosopume Ha OBa Mpalwawe, Tpeba ga ce
nornegHe efHa Apyra, ckpueHa metamopdposa - Taa Ha TaT-
KoTo. OTKako [perop ja npesema puMHaHCUCKaTa rpmxa 3a
ceMejcTBOTO, TaTKoTo cnabee u oTcTanyBa; OTKako [perop
ce npetsopa BO 6ybauka, TaTKOTO ce mMobununsnpa u ce Bpa-
60TyBa, ,ApXejkn ce 6aw Bo3gurHato.” (holding himself very
erect).

Toa e TaTko-CvH poTaumja OKoNy Kanutanmctuykara
ngeja: Hukoraw He cean 6e3paboTeH. NMonpeynsHo, BO OBOj
nap egHMOT ceKkoraw ja npoctutympa ungejata 3a pabota BO
CvmboneH TMopefok, a opyrvoT cHabayBa epekTupaHa eHep-
rmja aa ce 6opu co Toa npoctutympare. OBa nMbuganHo npa-
3HeHe U HanojyBake nomara fa ce BOCrnocTaByBaT WUAEHTU-
TeTuTe BO TefloTo Ha laTpujapxartor.

the ewe.” (Deleuze/Guattari, 1992: 237) Becoming an animal is
a task of being a neighbor, of being adjacent to the animalistic,
as a real production. Deleuze and Guattari’s suspicion - they
say we know very little of the inseparability of the human and the
animalistic - is justified. | would like to remind of a recent
discovery of two twin girls, aged 10, in a forest in Africa. At the
time when they were found, living with a flock of sheep, although
two, they had not developed any language, any system of signs
and symbols. This shows that the body feels neighborliness with
other bodies and has the ability of self-production. The
cognizance of the body depends on this production and it will
oftentimes work on directives given out by the body itself. The
body, by the very laws of its nature, is capable of many feats -
and even the spirit finds it magnificent. Samsa makes such a
rehabilitation of the animalistic, which is, in fact, an archaic
memory of the body. It is an inhuman agreement to the
animalistic. It is a principle of approaching, without any analogy,
to the neighborliness of animalism. The principle question is:
why does Samsa’s body decide to coexist with the animal?

To answer this question, we have to glance at yet another,
hidden metamorphosis in the story - the one of the Father. Since
Gregor takes on the financial care for the family, the Father
declines and retreats; after Gregor turns into a bug, the Father
activates again, working and “holding himself very erect.”

It is the Father-Son rotation around the capitalist idea:
never be idle. More precisely, in this pair, one is always
prostituting the idea of work in the Symbolic Order, and the
other is gaining erected energy to fight its prostitution. This
libidinal charge and discharge is helping to establish the identities
in the body of the Patriarchy.
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Bo Tepopu3MOoT, Kako U BO cafu3MOT AoMuHupa TaT-
KOBCKata u natpmapxanHata tema. Ho cybjektute Ha Tepo-
pU3MOT M CagM3MoT ce pas3nuyHu. [enes nuwysa Aeka cagu-
cTuykaTa Tema noymBa BO KpajHa MHCTaHUa Ha TemMarta Ha
TaTKOTO KOj ja YHUWITYyBa cBojaTa pamunvja. 5Bo caguamor,
c/iMKaTa Ha XeHaTa e HauuHeTa Taka LUTO Taa ekcnnogupa,
6uaejkn caguctMyknoT TaTko e OHOj KOoj ja pacnywTa damu-
NlHaTa 1 M NpocTuTympa Hej3uHUTE 4Y/IeHOBU: BO efHa WHAW-
KaTMBHAa CLUeHa off packasoT, cecTpara Ha Camca cBupuK Kna-
BMP 3a KupayuuiTe, Kou ce, CIMKOBUTO peyeHo, rnyeBa nyo6nu-
Ka, buaejkn HemaaT cMUCON 3a ecTeTuka. CBUpPEHETO Knasup
e TaTkoBCcKa Hapefba 3a nNpocTuTympawe Ha KepkaTa, a Ku-
payuiTe ce CMMNTOM Ha pacnylwTarweTo Ha hamuniuvjara.

OBa e Touka Kafe TepopusmMoT ce No3nLMOoHNpa TeCHO
no cagnsmotr. CMeTaMm [Jeka Tepopu3MOT, KOj noymsBa Ha Te-
mMata Ha CWHOT, Y HEroBMOT CUCTEMCKU HeMUP KOH Cumb6oseH
Mopenok, Uma cAvyHM edpekTn Bp3 TenoTo Ha lMaTpujapxatoT.
TepopucTnukaTa ctparernja Ha CUHOT , KOH Koja Ke pechbepu-
pam Kako KOH TesieceH Tepopu3am, Tepopu3am Ha TefnoTo, ro
3acera OHa LWITO € K/Ay4YHO 3a naTpujapxatoT, a Toa e 6e3
COMHeX, TenoTto. Bo ekcnnosujata, Koja HacTaHyBa Mo Me-
Tamopdyo3aTa, XMUBEEjKM 6AMCKY A0 aHumasiHoTo, CUHOT ja
npornacyea HatamollHaTa npoKpeauuja - HeBO3MOXHa! A Kpaj-
HaTa ues Ha TepopM3MOT e TOKMY MpoKpeauujata ga craHe
HEeBO3MOXHa, 3HauM Aa Aojae 0O akTMBHA Heraumja Ha Meka-
Ta. OCHOBHMOT NapafioKC KOj roHW BO Tepopu3amM MOxe fa ce
cBefe Ha J1akaHOBCKOTO ‘AaMCKO’, BCYLUHOCT WHP@HTU/IHO
onbuBake fa ce 6uge Bp3aH CO JOroBopoT. Mnu co HeoTeu-
HWYHNOT KanauuTeT Ha Cyb6jeKTOoT Aa ce KOHM(pOHTMpa co
MmeTo, 3a koj 36opyBa KpucrteBa. Bo HejacHata MeluaBuHa
0f, YXuUBatbe W MOoHWXyBahe- TOj LWTO M u3gaBa Hapenoute
Ha TefnoTo, BO MCTOBpeMe 3aefHO CO CBeaouuTe, ja Mokaxysa
AnabokaTta conmgapHocT. Camca BCYLWIHOCT ja MpaBu BO3MOX-
Ha ugejata 3a NocTtoeweto BOH CumboseH nopefok. KasHarta
3a Taa He/BO3MOXHa ersucteHuuja, e ybucresoTo, a usspLumnte-
noT e TaTKoTO, OTM TOKMY TOj nofdouHa Ke MoXe ga ja pexa-
6unnTMpa cemejHata CTPyKTypa u ro pecraspupa Nopenokor.

Toa e ybucTBO 0f, OCBETA, HO U UAEHTUTETHO YOUCTBO
- camo rnpeky yéucTteBo Ha TaTKOTO, efeH cTaHyBa (MOBTOPHO)

In terrorism, as well as in sadism, the themes of the
Father and the patriarch dominate. However, the subjects of
terrorism and sadism are different. Deleuze writes that the
sadistic theme resides, after all, on the theme of the Father who
destroys his family.4 In sadism, the picture of the woman is
created in such a way that she explodes, since the sadistic
Father is the one who disbands the family and prostitutes its
members: in an indicative scene in the story, Samsa’s sister
plays the piano for the tenants, who are, figuratively, a deaf
audience, since they are blind to any aestheticism. Playing the
piano is an order of the Father for the prostitution of his daughter,
while the tenants are the symptom of the disbanding of the family.

This is where terrorism positions itself close to sadism.
I think that terrorism, which resides on the theme of the Son and
his restlessness regarding the system, has very similar effects
on the body of the Patriarchy. The Son'’s terrorist strategy, which
can be referred to as bodily terrorism, the terrorism of the body,
effects what is crucial for the Patriarchy - and, doubtless, that is
the Body itself. In the explosion, which comes after the
metamorphosis, by living close to the animalistic, the Son renders
any further procreation - impossible! And verily, this is terrorism’s
final goal: making procreation impossible and, in effect, actively
nullifying the Mother. The main paradox leading into terrorism
can be brought down to what Lacan called lady’s refusal, in
fact, an infantile denial to be tied up to a contract. Or, as Kristeva
says, the neotenic capacity of the Subject to be confronted with
the Name. In the hazy mixture of joy and humiliation - he who
gives the orders to the body simultaneously, together with the
witnesses, shows deep solidarity - Samsa, in fact, renders the
idea of existence outside the Symbolic Order possible. The
punishment for this im/possible existence is a murder, and the
Father is the prosecutor, so that he can then rehabilitate the
family structure and restore the Order.

This is a vengeful murder but also an identity murder -
only by killing the Father, one becomes a Father (again). On the
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TaTko. Ha TepeHOT Ha TBOETO YHULUTEHO Teso, jac CcTaHyBam
EHTUTET, eAUHCTBEH U LUENOCEH.

MporoHcTBO

Strangely, the foreigner lives
within us: he is the hidden
face of our identity...

Jynuja Kpucrtesa,

Strangers to Ourselves

VoeHTnyeH ncxoq - Aa ctaHaMm efieH Tamy Kaje LTo
6une mMHory - ce para Kora CMHOT caka [a ro OeHu, a He ja ro
Tepopuaupa MopegokoT. Bo lMpecyaa, Kadka gasa obpasel, Ha
XOMOCeKcyasiHa, u/nu nHuectyosHa /byboB. CMHOT caka fa ja
HagMUHe ambuBasieHTHOCTa Ha [lopefokoT/IFaTkoTo, Taka LUTo
MpPOronTyBajKn ro UCTMOT, Ke ja noBpatu m3rybeHaTa npBo6MTHA
xapmoHuja. Toj xanyumHupa ga ce coeauHu co Llenoto. U osge
06jeKTOT Ha /byboBTa Tpeba fa ucyesHe, HO He NPEKY YHWULL-
TyBawe (M KasHata, yOMCTBOTO), TYKy NPEKy MpOrontyBawe (1
eKasHarta, camoybucTBoTo). naBeH jyHak Ha lNpecyga e CuHOT
Feopr beHgemeH. Toj e Ha BPBOT Ha NpodecUoHaNHMOT "
npvBaTHMOT npouyT. Mo cMpTTa Ha Majka My, TaTKOTO U3UYKK
onara. CMHOT ro npe3emMa TaTKoOBUOT GU3HKC, BOBeAyBa HOBUHW U
OTKakKo CTaHyBa 6orar, ce cBplysa co 6orata HacnegHuyka. Ce
yliTe ce ABOYMW OKO/y MAOHWOT 6pak, Guaejkn e HeCUrypeH Kako
3a T0a fja ro U3BECTU CBOjOT HAMHTVMEH npujaTen of, miagocra.
TaTkoTo Ha BeHfemeH, BeKe Ha CMpTHa rnocTena, Aasa HajocTap
oTnop, Npornacysajky ja BepeHuuaTa 3a BYHOBHA LUTO € npegageH
CMOMEHOT 3a Majkata, a npujatenot of Pycuja 3a nara! OTKako
ro ocyfyBa CWHOT Ha cMpT, beHaemeH 3amuHyBa of AoMa U ce
camoybuBa. HajgpamatnuyHata v HajMucTMyHa hurypa BO oBaa
NoBecCT, npujaTenoT oA MAagocTa, e ToTasiHa CNpPOTUBHOCT Ha
BeHgemeH. OTKako He ycnean BoO paboTarta, TOj Mmurpypasn Bo
MeTporpaj 1 3anoyHan 6u3HUC, Koj MponagHan. He ycnean ga
eTany BO KOHTaKT CO TamollHaTta KOJ/IOHWja Ha CBOW 3emjauMm,
NCTOBPEMEHO TY6ejKM M Bpekute co TaTkoBuHaTta. OropuyeH o
CBETOT W nyreTto, M oTdpnysa cute 06jeKTU U OapoBu, ce
pa36osyBa, M CTaHyBa NPOrHaHWK, MOTOYHO CTpaHeL,.

territory of your destroyed body, | become an entity, only and
complete.

Exile

Strangely, the foreigner lives

within us: he is the hidden face of our
identity...

Julia Kristeva,

Strangers to Ourselves

An identical outcome - to become one where there were
many - takes place when the Son wants to marry instead of terrorize
the Order. In The Judgment Kafka presents an ultimate pattern of
a homosexual and/or incestuous love. The Son desires to overcome
the ambivalence of the Symbolic Order/Father by swallowing it,
and his intention is to restore the lost, initial harmony. He hallucinates
of merging with the Whole. The object of love in this story is supposed
to disappear as well, but not by destruction (with murder, as a
punishment that follows), but by swallowing (with suicide, as a
punishment that follows). The main character in The Judgment is
the Son, Georg Bendemann. He is at his professional and private
peak. After his mother's death, his father physically deteriorates.
The son takes over his father’'s business, incorporates some
innovations and after becoming rich, he affiances himself to a rich
heiress. He is still hesitant about the future marriage, since he feels
uneasy how to notify his most intimate friend from the youth about
his future plan. Bendemann's father, already on the deathbed, resists
both, the fiance - declaring her the reason for desecrating the
memory of the mother, and the friend - declaring him a lie! He
sentences the son to death and Bendemann leaves the house and
commits suicide. The most dramatic and most mystic figure in the
story, the friend from the youth, is a total opposite from Bendemann.
After making nothing of his work, he immigrated to St. Petersburg
and started a business there, failing again. He did not succeed in
contacting the colony of his kinsmen there, and lost all connections
to his country. Embittered by the world and the people, he rejects
all objects and gifts, falls ill, and becomes a refugee, a foreigner, to
be more accurate.
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Tyka pgoafa [0 panugHOTO NOTCeTyBa 3a NPoAyKUW-
jata Ha [Opyrnot Bo MeHe. Toj ro mporsacyBa npujaTesnoT of
MeTporpag 3a flara: ,, T HeMalwl HWKakoB npwujaten Bo leTpo-
rpag. Cekoraw cu 6un weraypuja, na He oTcTanu HUTY BO MOjOT
cnyyaj* Benm T0j. AKO npujaTenoT e nara, Toraw Toj He Xusee
Bo CaHT [leTtepcbypr, TyKy Bo CUHOT. 3Haun, CMHOT KOj yC-
newHoTo noctom Bo CumboneH lMopefok, nma notpeba ga
n3rpagn KBanTuUTaTMBHO cCNpoTuMBCTaBeHO AnTep-Ero, koe
OMncTojyBa TOTa/IHO HeycnewHo BO UCTUOT CumbonuyeH [o-
penok. Ce noctasyBa npallaHteTo: 30WTO beHaemeH vma not-
peba ga npogyumpa Jlaxdo Jac? Ke ce nocnyxume oBfe CO
M3BOHPEAHMOT YBUA BO Mpupojara Ha ceb6ecrno3HaHMeTo 0f,
KHUrata MeTtacTtasu Ha yxumBahweTto (1994) Ha CnaBoj XXuxek.

Bo yBOAOT KOH OBaa KHUra, XmXekK ja packaxysa
ennsopgarta o Ppojgosata noceta Ha LkKodjaHCckuTe jamu
Bo CnoseHuja. Bo ceBouTe cnucu Ppojg nuwysa Aeka fofeka
ro pasrnegysan acuUMHaHTHUOT CBET Ha NoA3eMHUTe jamu,
Ha CBOe W3HeHajdyBatbe, HaefHall ce COO0YUN CO efeH Apyr
nocetuten. Taa cueHa nofouHa My NOMOrHan fga ja cosgjaje
nosHartata mMeTadopa 3a CYMHyBawe BO [AOJ/IHUOT CBET Ha
HecBeCHOTOo. dpojg HaneTan Ha TorawHWOT BueHckn rpago-
HayenHuk ap Kapn Jivrep, npeTcTaBHUK Ha [ECHOTO KpWso,
pagukaneH aHtucemut. Urparta Ha 360poBuTE CO Mpe3nmMeTo
Ha Jlurep, Koe Ha repmaHcku 3Hauu nara (luger - nara) ro
nosefna KOH TeMefilHaTa BMUCTMHA Ha HEroBOTO Y4yewe feka
npy NpPoAopoT BO A/1a60YMHUTE HA Halwlata JIMYHOCT, Toa LITO
Ke ro oTkpueme Tamy e - Jlarata. Taa TeMesiHa U UCKOHCKa
nara, e kpeaumja Ha Cy6jeKToT KOj rpagu haHTasmaropuyHa
KOHCTPYKUMja CO NMOMOLW Ha KOja HacTojyBa Aa ja npukpue
ambuBaneHTHocTa Ha CumboneH lMopefok BO Koj 6opaBume.6
OTenoTBOpPEHUOT 1 BUANNB BeHaemMeH e ycneweH no cute
HOpMK Ha NopefoKOoT, HO TOj UCTOBPEMEHO HerysBa efeH CKpu-
eH, naxeH beHgemeH, koj Tpeba ga cBefoun 3a TemMesnHaTa
HeycrnewHocT Ha cekoj Cy6jekT BO MNopefokoT. Bo beHaemeH
XXMBee CBecTa [eKa He MOCTOM TakKBO HELUTO KakO MHXepHeTHa
COMCTBEHOCT Ha cy6jekToT. HeroBmoT ABOjHMK KaxkyBa AeKa
He MocTon TepuTopuja Koja MeHe MU npunara.

Cekoj ycnex e MuTOMorMja Ha OTKpadeHoTo; Toa LUTO
cy6jeKkToT ro nocefysa e narata. Toa LWITO BUCTUHCKU CyLU-
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At this point, a rapid reminder of the production of the
Other in me takes place. The Father declares the friend from St.
Petersburg a Lie: “You have no friend in St. Petersburg. You've
always been one for pulling people's legs and you haven't
hesitated even when it comes to me." If the friend is false, then
he does not live in St. Petersburg, but in the Son. That means
the Son, who lives successfully in the Symbolic Order, has a
need to create a qualitatively opposed Alter Ego, which exists
completely unsuccessfully in the same Symbolic Order, in the
same time. A question arises: Why does Bendemann feel the
need to create a False I? Here we will recall the extraordinary
discernment of the nature of self-cognizance in Slavoj Zizek'’s
Metastases of Enjoyment (1994).

In the prologue of the book, Zizek tells the episode of
Freud’s visit to Shkofyan Caves in Slovenia. In his writings, Freud
notes that while sight-seeing the fascinating world of underground
caves, to his surprise, he suddenly met another visitor. This
scene later helped him create the well-known metaphor of
descending into the nether world of the subconscious. Freud
met Vienna’'s mayor at that time, Dr Karl Lugger, a right wing,
radical anti-Semite. The word-play with Mr. Logger’s surname,
the German for lie (die Luge - a lie), brought him to the essential
truth of his learning: when going deep into our personality, the
thing we will discover there is - the Lie. This basic and primordial
lie is a creation of the Subject, which creates phantasmagoric
constructions with the aid of which it tries to cover up the
ambivalence of the Symbolic Order in which we dwell.5 The
embodied and visible Bendemann is successful by all norms of
the Order, but he simultaneously fosters a hidden, fake
Bendemann, who will testify of the essential failure of every
Subject in the Order. There is a consciousness that resides
inside Bendemann, one that says there is no such thing as the
inherent ownership of the subject. His double says there is no
territory that belongs to me.

Every success is the mythology of the stolen; what the
subject owns is the lie. What really exists in the Symbolic Order
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TecTByBa BO CumboneH lopefok He e Jac, TyKy cTpaHeuoT
Ha Jac. Bo kHurata Stragers to Ourselves Jynunja Kpuctesa
JaBa K/lydyHa MHBEecTUUMja BO Teopujata Ha CTpaHuoT, KOj Mo
JeuHnumnja e cekorawl MOETO CKPWEHO Juvue, gpyraTta crpa-
Ha Ha MOjOT COMNCTBEH MAEeHTUTeT.7 3Hauu, jac cym usbernu-
ua Ha camata cebe, jac cym cekoraw Ha gucrtaHua og Jac,
6uaejkn auctaHuyata e MojoT WTuT. bugejku auctaHuata e
3a beHgemeH, oHa WTO aHMmanu3mMoT e 3a Camca, BTOpPUOT
oCTaHyBa W nocTaHyBa TepopucT, Buaejku aHMManusmMoT My
0BO3MOXYBa fa noctom BoH CumboneH lMopefok, gofeka
NPBUOT 3aMUHYBa M Kpeupa gnctaHua, oTM Taa My OBO3MOXYBa
Ja Tpara no 3ary6eHoTto, n ga pabotn Ha nocakyBaHOTO. OHa
LUTO e ceKoraw TpajHO M3rybeHo, LWITO npoAyuupa cTpaHel, BO
4YOBEKOT, (haHaTMK Ha M3ry6eHoTo, € HeMaweTo Majka, Benu
KpucteBa. Kako wto Bo ,,CTpaHeuoT" Ha Kamu oTyfyBaheTo
Hactanysa Nno CMpTTa Ha MajkaTa - Taka u beHgemeH ce du-
rypvpa BO CTpaHel, BO MOMEHTOT Kora ja ryéu majkata. Toj
rybuToK noBnekyBsa esnba - He 3a NPOCTO nocefysare npej-
MeTu - TYKY 3a HajpyHaameHTanHaTa xenba Bp3 Koja ce
3acHOBa CeTo GUBCTBYBahe, CUMOT ja3uK M 3Hadewe - xenbata
3a Bpakate BO NpBOOGUTHOTO eauHCTBO. Kpucteea ro tema-
TM3upa OpyrvoT, 3a30pHMOT Jac npeky noeTtcka cnuvka 3a
JeTe Koe M oThpanno cute xenbu 3a 06jeKTn 1 Koe NnpepaHo
m nporontano poautenute.8Kaj Kadka npujatenot og Met-
porpaj e UCTo Taka fedmHupaH Kako ,cTapo gete“. Ha HoBo-
KOHCTUTyupaTta TepuTtopuja, beHgemeH ro cmectyBa CBOETO
dobuuHo Jac, ceojoT lpujaten, koj ro otchpna CumboeH
MopefoK, NpeKky YMHOT Ha oTdpnare Ha 6Gpakor.

Ke cu mo3sonam efHa urpa u Ke ja cBpTtam Tesarta.
AKO TaTKOTO naxe, npuvjatenot og Pycuja e BucTuHCkM. OBaa
npeTBpTeHa Te3a, Ke BMAVMe, OCBEH LUTO AoBejyBa [0 UCTUTE
pe3ynTtaTu, nomMmara fa ce OAroBOpM Ha npallareTo: 30LWWTO
BeHpemeH ce camoy6buBa? OTkako beHaemeH npu3Hasa feka:
-He Moxam cebecu ga ce usgenkam BO YOBEK KOj Of, MeHe 6u
61N NocooaBeTEH Aa npujaTencTeyBa Co Hero“, HeroeaTta Bepe-
HUua, dpuga, nokaxysa TemMesieH OTNop KOH npujaTenoT op,
Pycuja. Taa yyBCTyBa Aeka paHaTVKOT Ha OTCYTHOTO, CTpa-
HeLoT e HajTeMesniHaTa /byboB Ha beHaemeH, 1 Toa ja Tepa ga
Kaxe: ,AKO mmalwl Taksu npujatenu, eopr, He Tpebano Boon-
wTo ga ce sepuw!“ Bo TaTkoBckaTta M natpuapxanHarta Tema

is not an |, but a foreigner to the I. In her book Strangers to
Ourselves, Julia Kristeva makes a key investment in the theory
of the stranger, which is, by definition, always my hidden face,
the other side of my own identity.6 That means that | am a
refugee to myself, | am always at a distance, since this distance
is my shield. Since distance is for Bendemann what animalism
is for Samsa, the later stays and turns into a terrorist, because
animalism will enable him to exist outside the Order, while the
former leaves and creates a distance from which he can both
search for what is lost, and work on what is wished. And what is
always permanently lost, what creates a foreigner within oneself,
fanatic of the lost, is being motherless, says Kristeva. Just like
in Camus’ Stranger, where the alienation comes after the death
of the mother, Bendemann is shaped into a foreigner when he
loses his mother. That loss creates a desire in him - not for
simple possession of objects - but for the most fundamental
wish that is the base of our entire existence, all the language
and knowledge - the wish for return to the primary unity. As her
theme, Kristeva takes up the Other, disgraceful “I" and realizes
him through the poetic picture of a child who has rejected all
wishes for objects and has swallowed up his parents all too soon.7
The friend from St. Petersburg in Kafka is also defined as an
“old-child". In the newly constituted territory, Bendemann situates
his phobic I, his Friend, who rejects the Symbolic Order by
rejecting the marriage itself.

| shall allow myself a game and turn this thesis around.
If the Father is lying, then the Friend from Russia is a real one.
This twisted thesis, as we shall see, not only brings us to the
same results, but also helps answer the question: why does
Bendemann commit a suicide? After Bendemann admits that: “I
can't cut myself to another pattern that might make a more suitable
friend for him”, his fiancee, Frieda, shows a fundamental
resistance towards the friend from Russia. She feels that the
absent foreigner is the most fundamental love of Bendemann,
and that forces her to say: “If you have friends like that, Georg,
you shouldn't ever have gotten engaged at all.” In the Fatherly
and patriarchal theme of The Judgment, the female figure of the
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Ha lpecypa >keHckata durypa Ha OTCyTHaTa BepeHuua ekc-
nnogvpa nocunHo. Apata tatkosuu og Metamopdo3a u [Npe-
cypa ja npoctuTympaaT KepkaTa, WavM mgHata Kepka cnopep,
3aKoHOT. Kako HocuTen Ha cagu3moT, TaTKoTo Ha [pecypa
npecygysa pacnywrawe Ha hamununjata, Kora rnokaxysa uc-
KOHCKa HeTpnenmBOCT KOH BepeHuuata: ,3atoa LITO M Mo-
AurHyBalwe dyctaHuTe, 3aToa LITO Baka rm nogurHysawle gyc-
TaHWTe, Taa ofBpaTHa rycka... TM ce npuaenu 3a Hea, 3a fa
MOXell 6e3 npeykn ga ce 3a40BOJyBall CO Hea, 0 OCKBep-
HaBM CNOMEHOT 3a HawaTa Majka, ro usgage npumjatenot u
CBOjJOT TaTKO ro CTaBW BO KpeEBET Aa He Moxe fda buae kagapeH
Aa ce nompgHe." be3 pasnvka ganu lNpujatenot e nara win
He, HeroBaTa nosuuuja Kako Megumjatop Ha /byb6oBTa € He-
COMHeHa. beHgemeH e Bp3aH cO TaTKOTO BO TakBa penauyuja
LWITO HMeaHa XeHcka durypa He e gobpepojoeHa. Taka ce
CTPYKTYyMpa TpojHa ¥ Mallka /byb6oBHa penaumja mefy Caguc-
Tnuknot Tatko (Cygujata), CuHoT n Mpujatenot. VickoHcKkaTa
/byb60BHa xenba Ha beHaemeH e ynateHa koH MpgeanHuot Tart-
Ko/CumboneH nopefok. OCBEH HeOTEHWYHOCTa, OBa € /byboB
BOH 3aKOHOT, MOTOYHO Jby6OB KOH 3aKOHOT, /bybOB norosema
op, 3akoHoT. Taa nogpasbupa He camMo Kpaj Ha npokpeauujarta,
TYKY BO YMHOT Ha LLe/IOCHOTO MPOronTtysawe Ha lMopefok - u
HeroB Kpaj. 3apaju KonancoT Ha BpegHocuTe Ha lMaTtpuap-
XanHoto Teno, Camca, Koj octaHyBa e ybueH, a beHgemeH
KOj 3aMuHyBa ce camoybuBa. Bo Hekoja paka, camoybucTsBoTO
Ha beHaeMeH e XeHCKOo, ako cmeTame CO AMCTMHKLMjaTa Koja
Kpuctesa ja npaByM Mery mMawkoTO U XEHCKOTO caMoybucTBo.
MallKoTo e u3pa3 Ha COMNepHULLTBOTO CO TaTKoTO, pecnek-
TMBHO co bora, BO cmuena Ha ogpegHuua Ha 6utueTto. Bo
Hekoja paka, Camca camMmoT ce U3/10KyBa Ha yobucTteo Ha Tat-
KOTO, OTW BO TOj YMH TOj 0 M3pasyBa CBOETO COMEPHULLTBO
co CnmboneH Mopepok. Kaj beHaemeH BO Mmpalake e camo-
y6MCTBO Kako ocnobodyBakwe Of Bonjata waM ofg WAeHTUTe-
TOT - TOa He e TOJIKy u3pa3 Ha COMepPHULUTBO, KOJKY LTO €
n3nes, C/iMYeH Ha NPOroHOT, MPOroH BOH lMopenokoT.

MenaHxonnyHa 3abenelika:
cTparternja uam TakTuka?

Cegym roguHn no Metamopdoo3a u lMpecypa, Kadka
Hanuwan fonro v 607HO nucmo o tatko My (Letter to Fa-
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absent fiancee, explodes more strongly. Both fathers in The
Metamorphosis and in The Judgment prostitute the daughter, or
the future daughter-in-Law. As the conveyor of sadism, the Father
in The Judgment sentences the family to disbandment, when he
exhibits primordial impatience towards the fiancee: Because she
lifted up her skirts, because she lifted up her skirts like this,
the revolting creature...you went after her, and in order to have
your way with her undisturbed, you have disgraced our mother's
memory, betrayed your friend, and stuck your father into bed
so that he can't move. Whether or not the Friend is a lie, his
position as mediator of love is unquestionable. Bendemann is
tied to his father, in a sense that no female figure is welcomed.
That way, a threesome, male love relation is structured among
the Sadistic Father (Judge), the Son, and the Friend.
Bendemann’s primordial wish, in fact, is directed towards the
ideal Father/Symbolic Order. Apart from its neotenity, this is a
lawless love, more specifically, love for the Law, love greater
than the Law. It presents not just the end of procreation, but the
end of the Order, as well. Due to the collapse of values in the
Patriarchal body, the one who stays - Samsa - is killed, and the
one who leaves - Bendemann - commits suicide. In a way,
Bendemann suicide is a female one, if we take into consideration
Kristeva’'s distinction of female and male suicides. The male one
is an expression of the antagonism towards the Father, and
respectively, God, in terms of determination of the being. In a
way, Samsa deliberately exposes himself to being murdered by
his Father - that is how he expresses his antagonism towards
the Symbolic Order. When it comes to Bendemann, it is about
suicide as freeing from will or from identity - it is not so much an
expression of antagonism, as it is an exit, similar to the exile. An
exile from the Symbolic Order.

A Melancholic Remark:
Strategy or Tactics?

Seven years after The Metamorphosis and The
Judgment, Kafka wrote a long and painful Letter to Father. With
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ther). Co gnaboka MenaHxo/suvja ce McrnoBefan 3a CKplleHaTa
Bo/lja Ha CWHOT npef npoxumbuTHata npupoga Ha TaTkoTo.
PasnnyHo og CuHOBWTE Ha HeroBuTe packasn, Kadka npe-
3eMasl TakTUYKKW, a He cTpaTelku peweHuja. Pasnukarta ce
COCTOM BO BPeMeTO M NjaHupaHeTo: cTpaTewknoT Cy6jekT
ja nnaHupa cBojaTa onepauuja, TakTM4KnMoT CybjeKT aejcTByBa
caMO kora ce 4yBCTyBa AMPEKTHO 3arpo3eH. Kadpka, uve nu-
CMO MOXe Ja ro Yntame Kako Harop Ha TakTu4apoT, HUKOrall
He ro ucnpartua MMCMOTO A0 TaTko My. Mlako ro cmeTtan TaTko
My 3a nparmaTtvyeH naTpujapx M TMpaHWH, U BO CBOWUTE BO3-
pacHu roavHun, ofbpan ga xuBee 6nMcKy Ao Hero. Llenoto
HEroBo TBOPELUTBO CBeAO4YM 3a aMbuBaneHTHOcTa Ha Cumbo-
neH Mopeaok 1 3a HeMakweTo cTpaTellka nosvumja 3a ogbpaHa
o4 Hea. Vinn 3a dhyHAameHTanHaTa HEBO3MOXHOCT Taa ga ce
JocerHe.

Ma cenak. Kadka ro umBeen >XMBOTOT CBECHO Cy6-
BEPTUPAjKN ro-4eHOT ro TPOLLEesl Ha PYTUHCKa KaHuenapucka
paboTa, a HOKTa BO MullyBawe. 3apeM He e Toa e€4HO 04 Nu-
uata Ha Tepopu3moT Ha CUHOT npotme CumboneH Mopenok?
MacnBHO-arpecuBHO pelleHne, Hanuk Ha Toa Ha Camca. [e-
CUMUCTUYKM OAFOBOP, C/IMYEH Ha MEecUMU3MOT Ha Herosute
CvHoBu. Kadhka camo efHall ro npoban peuentor Ha beHpge-
MeH- f006pOBO/THAOT NPOroH. 3amMuHas BO bepnuvH, 3a ga buge
Janeky ofi napaHTasHWTe BPCKWU, M 3a Ja ce MOoCBeTW Ha nu-
wyBare. Toa 6uno Bo 1923, a NoYMHan camo efHa asunaHTcka
roguHa nogouHa.
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deep melancholy, he confessed the broken will of the Son when
faced with the prohibitive nature of the Father. As opposed to
the Sons in his short stories, Kafka made tactical, not strategic
solutions. The difference is in the time and the planning: a Subject
strategist plans operations, while the Subject tactician acts only
when feeling directly threatened. Kafka, whose letter can be
read as an effort of the tactician, never actually sent this Letter
to Father. Although he saw his father as a pragmatic patriarch
and tyrant, Kafka chose to live near him even in his adult years.
His entire work is an evidence of the ambiguity of the Symbolic
Order and the lethality of not having a strategic position of
defense against it - or for the fundamental impossibility of actually
having one.

Regardless. Kafka lead his life consciously subverting
it - he spent his daytime doing routine office work, and his night
writing. Is this not one of the facets of the Son’s terrorism against
the Symbolic Order? A passive-aggressive solution, like that of
Samsa, a pessimistic response, similar to the pessimism of his
Sons. Kafka tried Bendemann’s recipe - exile, only once. He
left for Berlin, to distance himself from the family ties and to
dedicate himself to writing. This was in 1923, and he past away
only one refugee year later.
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