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B
flopo Bce XanyuuHauuja.

lpennetyBamweTo Ha pacara,
POAOT M HaLMOHANHOCTA BO
Bapyx Meje -Yysap Ha
lpanuyaiia®

1. Kpajonuk wro Tpe6a aa ce oTKpwme...

Crenara 3amovYHyBa CO COHYEBA peYHA JIOJIMHA HU3
Koja Jieb/iaT 3AUBOBM YTPUHCKA MarJja... TummHaTa ja
mapaar 60oraTé HempeKHHATH 6J1ar03BYYHU TOHOBHU, KOU
ce 3acuiyBaat. [TanHopamcku, kamepara 6aBHO Ce IBIKH
Kpaj pexara, KoH ceHkure. U Toraii, Ha/i TeMHATa BO/IeHA
MOBPIIIMHA U HAIJIACEHHW CO aKOPJU BO TPU TOHOBH, CE
[0jaByBaaT MMUIbATa Ha TpuTe miymunu. Kamepara
ce 33JIp>KyBa Ha HEKAKOB HENPENO3HATJIIUB IIPEIMET,
3yMHpa ¥ HW30CTpyBa Ha CaHJaIa 3arjlaBeHa Mery
Kapmu BO Bojiata. KpereHao o/t >KuueHr UHCTPYMEHTH
3aBpuiyBa €O BHCOK TOH. Pe3. Ilpexky miaTtHOTO
IpeJieTyBaaT IpBja U CIyllIaMe My3UKa IIITO IIOTCEeTYBa Ha
BecTepH. Ce I10jaByBaar /iBe JKEHU, CEJHATH €THA CITPOTH
Jpyra Bo Kytme. Exaara mocera mo dororpadcku anapar
U ja cJIMKa JpyIIKaTa Koja HaKpPaTKO ja IMOTJIeHYBa, M
ce HaCMEBHYBa U PEBHOCHO M ce Bpaka Ha KHUTATa IIITO
ja unta. KazapoT moBTOPHO To HUCIIOJIHYBa Op3aTa HU3a
JIpBja, caMO 3a MUTl; HaeJHAII TU 3aMeHyBa KpyIeH
KaZiap co Bojaa mrTo Teue. bp3akor ApBja ce mojaByBa
VIIITE €JTHAII, HO HAIJIO IO 3aMeHyBa HOB KpPyIeH KaJap
co Bojia mTo Teve. Y Toram Haj, Bozata ce BOOOIIIyBa
HACJIOBOT Ha GmiIMOT. Pe3 70 KpajoT HA HacI0BHATA
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1. A landscape to be discovered...

The scene opens with a sunny river valley as wafts of
early morning fog drift through. Sustained pitches rich
in harmonics break the silence, rising in volume. The
camera slowly pans along a river, into the shadows.
Then, superimposed on the dark water’s surface and
accentuated by the sound of tri-tone chords, the names
of three actresses appear. The camera lingers on an
unidentifiable object, zooms in, and scrutinizes a sandal
caught between rocks in the water. String instruments
crescendo and reach a high-pitched note. Cut. Trees
rush past on the screen as we hear music evocative of
a Western. Two women appear, sitting opposite each
other in a train compartment. One of them reaches for
a camera and photographs her companion who briefly
looks up, smiles, and diligently returns to the book she is
reading. Passing trees fill the frame again for an instant
only to be suddenly replaced by a close-up of flowing
water. The stream of trees appears once more and is
abruptly replaced by another close-up of flowing water.
The title of the film then materializes, superimposed on
the water. Cut to the end of the title sequence, the film
Varuh Meje — Guardian Of The Frontier begins. Yet we,
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IIUIa, IToYHyBa (uamor Bapyx Meje—-Yyeap Ha
I'panuyaita. Cenak, HUe, IJIeJaYUTe, MI03aCTaHyBaMe
VIIITE 32 MUT, HEMOKEJKH 1a APKUMeE YEKOP CO TEKOT Ha
CJIMKUTE.

2. ...33 HAUMOHANUCTMYKA KOHCTPYKLM]a. ..

Bapyx Meje —Hyeap na I' panuyaitia e, 10 MHOTY HEIIITA,
n3BoHpesleH ¢uwiM. Toa e NMPBUOT CJIOBEHEUKU UTPAH
¢unm mrTo ro pexxkupasna keHa. Bo 2002 roaumHa ja
nobu Harpazata Maudpes Canirebep Ha OepIMHCKUOT
dunmcku decrusan ,bepnunane“. I[Tokpaj Toa, 3arart-
HyBa HM3a Ipallakba BaAXKHU 32 (PEMHUHUCTUUKUTE U
IIOCTKOJIOHUjAJIHUTE paclpaBy: (PUIMOT € eJUHCTBEH
MOpaZi HAUMHOT Ha KOj JlaBa OIIIUPeH MaTepujajl 3a
aHaIM3a Ha IPeIUIeTyBamkeTo Ha pacaTa, CEKCyasTHOCTa U
POZIOT BO KOHIIEIITOT HA HAIMjaTa U Ha ITPANIAkHEeTO OKOJLY
IIpeTCTaBaTa 3a HABOJHO HEYTPAIHUOT, Hen30exeH U
HeMEeHJIUB CTaTyC Ha HanyjaTa. Ha moBpIITHO paMHHIIITE,
dunmoT packakyBa IIpUKa3Ha 3a TPU JIPYrapKu KOU BO
TEKOT Ha CBOJOT IPB CeMeCTpaJieH pacIyCT IJIOBAT CO
KaHy 1o TeyeHreTo Ha KoJia, peka Ha rpaHuIiaTa nomery
Cnosenunja u Xpsarcka. Habpry, 3a BHUMaHHETO Ha
IJIe/IavoT MOYHYBa /1a ce OOPU U e/lHa JIpyra, apajeaHa
IIOTKA, KOra TpUTe KEHU TI'M TOPMO3H ,YyBapoT Ha
rpaHHIlaTa“ KOj TO CJelu HUBHOTO OJHECYBAam€e 3a J1a
ce MOTPIIKU Jla He ce IpeMHUHAT (XOMO)-COLMjaJIHUTE,
OpOJIeH!, PaCHU U HAI[MOHAJHHU TpaHUNu. ,dyBapor*
ce obuayBa Jla TU yCOIJIACU OIIITECTBEHUTE HOPMH U
HAIIMOHAJIHUTE TPAaHUIM U Ha TOj HAUMH HE CaMo IITO
ce MpeTCTaByBa KaKO HAIIMOHAJIWCT,” TyKy M3pasyBa U
e/lHa PEeTKO OCIIOpyBaHAa M IIMPOKO pacIpocTpaHeTa
KOHIIeNIHja 3a ,Hanujara“. Kako mossacteH 0OJIMK HA
IIpeTCTaByBakbe, HallMjaTa CTaHaJIa eHa O] HajBaXKHUTE
CJIMKU 3a OIIITECTBEH KOHCEH3yC U IIOBJIACTEH OOJIMK
Ha ujeHTHUKanuja. Tue MexaHuU3MH T'M MacKHpaar
Hej3UHATa IMAapUUjaJIHOCT YW HeEj3UHATa HUTPUHA [0

the viewers, linger for a moment, unable to keep up with
the flow of images.

2. ...for a nationalist construction...

Varuh Meje — Guardian Of The Frontier is, in a number
of ways, a remarkable film. It is the first Slovenian feature
film directed by a woman. It was awarded the Manfred-
Salzgeber Prize at the Berlin Film Festival, Berlinale, in
2002. Additionally, it raises a number of issues that are
important to feminist and post-colonial debates: the film
is unique in the way it provides ample material to analyze
the entanglement of race, sexuality, and gender in the
concept of the nation and question the notion of a nation’s
supposedly neutral, inescapable und unchallengeable
status. On the surface, the film tells the story of three
female friends who, during their first semester break,
canoe down the Kolpa, a border river between Slovenia
and Croatia. Soon, a parallel storyline competes for the
viewer’s attention as the three women are tormented by a
“Guardian of the Frontier” who monitors their behaviour
to make sure that (homo-) social, gendered, racial, and
national “frontiers” are not crossed. The “guardian”
tries to bring social norms and national borders into
agreement, thereby not only presenting himself as a
nationalist,> but also representing a rarely challenged
widespread concept of “the nation.” As a privileged
mode of representation, the nation has become one of
the most important images of social consensus and a
privileged form of identification. These mechanisms
mask its partiality and artifice to the point where they
are no longer perceptible. If basic characteristics of a
nation exist, Benedict Anderson’s analysis is certainly
significant to their understanding: to him, the nation is
an “imagined community” that is “conceived as a deep,
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TOJIKAB CTEIleH IITO BeKe He MOXKAT Ja ce 3abesiekar.
AKO TI0CTOjaT OCHOBHH OJJIMKH Ha Halldja, aHaJIu3aTa
Ha Benenukr AHznepcoH (Benedict Anderson) curypao
ke Oujle 3HauajHa 3a /Ja ce pa3bepat: 3a HEro, HaIyjaTa
e ,3aMHCJIeHa 3aeHUIA“ KOjalllTo ,Cce JOKHUBYBa KaKO
JUTabOKO, XOPU30HTAJIHO ApyrapcTBo“ (Anderson 1991,
7),0e3 orJie ] Ha OUUIJIEIHUTE HeeJHAKBOCTH BO IIOBEKETO
OMINTECTBA. BeTyBameTo 3a 3aeQHUYKO YYECTBO, 3a
€IHaKBOCT BO PAaMKHTE Ha HallfjaTa, JOBEJIO /10 IIUPEHE
Ha KOHIIENTOT, a JaJeKyCesKHa IIOCJIeINIa O Toa €
IIITO, JIEHEC, Ce 3eMa 37[PaBO 3a TOTOBO JIEKAa YOBEK MMa
HAI[HOHAIHOCT ¥ YyBCTBYBa IIOBP3AHOCT CO APYTH Jiyre
KOM JKMBeaT BO HCTaTa 3eMja, MaKO HUTy T'd II0O3HABa
HUTY, [TaK, HEKoTall ke TW 3amno3Hae. [lonatamy, Bapyx
Meje ro waycTprpa HQUHHOT Ha KOj BP3 €/THO KOHKPETHO
€BPOIICKO IJIEUIIITE 32 HAI[MjaTa BIHjaesie PACUCTHYKHI 1
XEeTepO-CEKCUCTUUKY UCKIyIyBauKy IPaKTUKU. Bo eqHa
cekBeHIa o/ GUIMOT ce MPUKaXKyBaaT MaXKU U KEHH CO
a3MCKO IOTEKJIO KaKo ja MUHyBaaT pekara Kosma 3a ga
crurdat 70 CioBenuja. Begnarn ru ¢akaat moJiuiajum,
Ha KOH, MaK, BeJalll UM YeCTUTa UM, CTUCKajKh UM paka,
UM ce 3abs1arogapysa ,, 4yBapoT Ha rpaHuIiata“, Koj 6p3o
ce ImojaByBa Ha camMoTO Mecto. Ha Toj HauwH GHIMOT
JlaBa MpUMeEpP KaKO KOHKPETHUTE ,Hebeanu“ ce Opkaar
O/l TpaHHUIMTE Ha HalujaTa, ,KJaCHYHA MeIIaBHHA
0/l WHCUTYIHMOHAJIHA W IIOEJUHEYHH PACU3MH" KOU
Teo Tonnbepr (Theo Goldberg) rm HapekyBa ,pacHa
epponensamuja“ (Goldberg 2006, 354): Oumejku
KOJIOHHjaIU3MOT ce caka KaKo HEIIITO IITO Ce CAYIUIIO
JIpyraze, EBpora MosKke /1a ce 3aMUCIA KaKo ,,MECTOTO Ha
u 3a EBponejuure carenn ucropucku” (Goldberg 2006,
354), a cOOZIBETHO Ha Toa EBpomnejuute ce meduHUpaar
KaKO HCKJIYYHBO 0€JI0 M XPHCTHjaHCKO HaceJeHHeE.
IlojaByBameTo Ha Hebenu JIMKOBH BO Bapyx Meje
HarjacyBa Jieka MUTOT 3a OesiaTa XpucTujancka EBpora
ce OZpPXKyBa IIPEKY CTPOTO Bap/ieibe Ha TPAHHUIIUTE KOE
ce 3aCHOBa BP3 BOOUYBAIETO HA TEJIECHUTE PA3JIMKH.
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horizontal comradeship” (Anderson 1991, 7), regardless
of the inequalities evident in most societies. The promise
of participation, of equality within a nation, has led
to the concept’s advancement with the far-reaching
consequence that, today, it seems to be a given that one
has a nationality and feels bound to other individuals
who dwell in the same land, although one neither knows
those individuals nor ever will. Furthermore, Varuh Meje
illustrates how a specifically European view of the nation
is influenced by racist and hetero-sexist exclusionary
practices. One sequence shows men and women of
Asian origin crossing the Kolpa River to reach Slovenia.
They are immediately captured by police officers who
are themselves congratulated and thanked, handshake
included, by the “Guardian of the Frontier,” swift to
appear on the scene. The film thus exemplifies how the
“non-white” people in question are expelled from the
boundaries of the nation, a “classic mix of institutional
and individual racisms” referred to by Theo Goldberg as
“Racial Europeanization”(Goldberg 2006, 354): since
colonialism is regarded as having taken place elsewhere,
Europe can be imagined as “the place of and for
Europeans historically conceived” (Goldberg, 2006, 354),
and Europeans concurrently defined as an exclusively
white and Christian population. The appearance of
non-white characters in Varuh Meje highlights how the
myth of a white Christian Europe is maintained through
rigorous border policing based on the identification of
physical difference. The body is where the determination
of whether someone belongs to a nation or not takes
place: “through the simple expedient of demonizing and
reifying the range of colour on a palette” (Morrison 1992,
7). Varuh Meje thus shows how borders are drawn in
active practices, while the criteria clarifying who belongs
and who does not appear fuzzy.
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TesioTO € OHA MeCTO Kajie IITO Ce YTBPAYBA AaTU HEKO) 1
MpuIara Ha HaIdjaTa Wik He: ,IIPeKy mpocTaTa UTPUHA
Ha JIEMOHU3WpPakhe U KOHKPETU3HPakhe Ha OICEroT Ha
6ou Bp3 majerara“ (Morrison 1992, 7). Taka, Bapyx
Meje nokakyBa Ha KOj HAUWH TPAHUIIUATE CE UCI[PTYBaaT
BO aKTUBHUTE IIPAKTHKH, I0/IeKa KDUTEPUYMHUTE CO KOU
ce TojacHyBa KOj IpUIIara, a Koj He MpuIiara ce HejacHH.
FopecrioMmeHaTaTa CeKBEHIIA BOCIIOCTaByBa  €IHO
OTIaCHO CII€HAPHO IITO MOXKE Jla TH 3acerHe U OeyruTe
npotaroHUucTku Aspa, Kana m CumoHa: omacHocra Jia
ce Oume uckiaydeH(a) oj IpHUIIaJHOCTa HA HaIHjara,
O/l TPHUIAJHOCTAa KAaKO INTO BO TEKOT Ha (UIMOT ja
dbopmynupa ,,YyBapor Ha rpanunara“. Bo oBoj nmpumep,
3akaHaTa J00uBa OOJIMK Ha TAKTUKA HA 3aCTPAIyBarbe
Yyuja 1eJ1 € JIa AUCIUIUIMHUPA U J]a ypeyBa, OJTHOCHO
HEIIITO IIITO jac Io JIOKUBYBAM KaKO MeXaHH3aM 3a KOj
Tonu MOpHCOH BeJiH JleKa Ce COCTOM O/ BHECYBame Ha
cUKaTa 3a ,pacU3WpPAHOTO JIPYro“, MeXaHH3aM IITO
Taa ro HapeKyBa appuKaHH3aM: ,HAa4YMH Ha HAJI30P BP3
mpalramaTa Ha CTaJIeXOT, CeKCyaJHaTa cj1000/1a, U Ha
perpecujaTa, CO3/I1aBalbeTO M KOPHUCTEHETO HAa MOKTA“
(Morrison 1992, 7). Toraiii, oBa ,,pacCU3UPaAHO APYTO* CIIy-
KM KaKO CJTMKa 32 criopez0a ,,3a J1a MOKe Ia Ce UCI[PTYBaaT
¥ HaMeTHyBaaT MU3yMOT M MMIUITUKanuuTe Ha Gemocra®
(Morrison 1992, 52). I'lemaHo of Taa TEPCIEKTUBA,
jacHO ce pas3JIMKyBaaT PACHCTHYKHUTE WCKIyJIyBarba
3apaau JeprHUpamke Ha HEKOja Hallhja U YPeAeHOCTa 1
JUCITATIIMHATA IIITO KaKO PEe3yJITaT M ce HaMeTHyBaa Ha
pajara: nako oBre OOJIUIM Ha MMOTYNHYBAKE TIOCTOjaHO
ymaTyBaaT €/leH Ha Jpyr, YOBEK MOpa jacHO Ja THu
pasTpaHUYH U CIOpPEJ], HUBHHUTE IPAKTUKH U CIOPE]
MIOCJIETUITUTE IIITO ITPOUBJIETYBAAT O] HUB.

Kora, Ha mpumep, ,M3yMUTEe M HMILUIHKAIUUTE" Ha
PaCHCTUYKOTO MCKJIy4YyBalbe ce KOHTPACT BP3 OCHOBa
Ha KOj Ke ce co3jlaBaaT IIpeTcTaBU 3a ,0ejiocta®, Toa
He B3HAYM U JeKa He IPOM3BeAyBaaT ypeayBauKu

The above-mentioned sequence establishes a threatening
scenario that could also concern the white protagonists
Alja, Zana and Simona: the threat of being excluded from
belonging to the nation, formulated by the “Guardian of
the Frontier” in the course of the film. In this instance,
the menace takes the shape of an intimidation tactic
designed to discipline and regulate, which I perceive as
a mechanism specified by Toni Morrison consisting in
the introduction of the figure of the “racialized other,”
a mechanism she refers to as Africanism: “a way of
policing matters of class, sexual license, and repression,
formations and exercises of power” (Morrison, 1992, 7).
This “racialized other” then serves as a contrasting figure
“tolimn out and enforce the invention and implications of
whiteness” (Morrison 1992, 52). From that perspective,
racist exclusions for the purpose of defining a nation
and the resulting regulation and discipline enforced
onto the populace clearly differ: although these forms
of subjugation constantly refer to each other, one has to
distinguish them clearly in their practices as well as in
their consequences.

When, for example, the “inventions and implications”
of racist exclusion are a contrast to produce notions of
“whiteness,” this does not mean that they do not bring
about regulating and disciplining effects. As Richard
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U JUCHUIUTUHUpAYku edektu. Kako 1mITo mokaka
Puuapyn Majep (Richard Dyer 1997), KoHIenTor 3a
,0emocTa“ ce 3aCHOBa BpP3 IOJIUTHKA Ha TEJIOTO BO
KOja XeTepOCEKCyaTHOCTAa WUrpa IpecyJHa yJiora, Kako
CPEeJICTBO 3a PeNpPOYKIIHja Ha pacaTa u iepHUpabe Ha
ponor (criopeau Dyer 1997, 30). Ha coimyen HauuH, Hupa
JyBasi-/lejBuC Besiu JieKa JKeHUTe UTpaaT 3HadajHa yJjiora
BO HAITUOHATUCTUIKUTE U PACUCTUYKUTE OITIITECTBA (CII.
Yuval-Davis 1997, 27). Cnoco6HOCTa Ha }KEHUTE J]a paraaT
MO3Ke O] HUB J]a HallpaBH ,,HOCUTEIN HAa KOJIEKTUBHOTO®
(Yuval-Davis 1997, 26), Taka IIITO KOHTPOJIHUPAIETO HA
’KEHCKaTa CeKCyaJIHOCT CTaHyBa IpecyAaHO. TakBoTo
JUCIUTUINHUPAbe U ypelyBarkbe UMa yjora u Bo Bapyx
Meje, nako ce pa3juKyBa O IUPEKTHOTO KOPHCTEHhE Ha
HACHJICTBO NPEKY IMOTPAaHUYHHUOT pekuM. IIpumep 3a
TOAa € 3aIIETOT Ha (PUJIMOT: TPUTE IMPOTATOHUCTKH AJba,
2Kana u CuMOHa HUKaKO He My ce IPOTHUBAT Ha ,,4yBapoT
Ha rpaHunara“. HampoTus, HUBHUTe ueu U GaHTa3uU
ce TOJIKy WCIIpeIUIeTeHH co (aHTa3wjaTa 3a HalUjarta,
IIITO HE MOKAT J]Ja My Ce CIIPOTHBCTaBaT Ha HACHJICTBOTO
Ha HEj3UHHUTE TEMEJTHU AUCKYpPCU U obndau. OUIMOT ja
WJIyCTPUpA HaCMJTHATA KOHCTPYKIIHja Ha HaI[hjaTa MPEKy
JMOuaTHATa BPCKA YHe HACUJINE € AyPH U IOT0JIEMO
Ouzejku He MOXKe Jjla ce apTUKYJIMpPA KaKO TaKBa, TYKY
MOJKE Jla Ce COTIJIeZla €IMHCTBEHO Cpe/ie HEj3UHOTO
3aKaHyBaYKO U MOPHUYABO TAMHCTBEHO M3MECTYBambe.
OBa ru 3araTHyBa CJI€THUBE IIpallaiba: KOJIKY IPEIU3HO
MPOILIECOT Ha HACTAHOKOT HA HalWjaTa W BO HErO
UMIUTHIIMPaHaTa Cy0jeKTUBHOCT ce KUHeMaTOTrpadCKHu
OTCJIMKaHU BO Bapyx Meje—Yyeap na Ipanuuaita?
ITonaTaMmy, KO TEOPUCKH KOHIIEIITH CE Ha PaCIIojIarame
3a /1a ce 00jacHW 3aIUIETKyBameTO Ha CyOjeKTHBHATa
danTasuja, JsmOWmanmHAaTAa KaTekca, 3aMHUCIEHATa
3aeIHUIIA 1 BUCTUHCKOTO HACUJICTBO IIPU IIOCTAHOKOT Ha
HalijaTa ¥ BHaTPeIIHAaTa TeMa/ I0/IaTHOCTA /1a IO U3Pa3y
OHa IIITO BO HACJIOBOT ro HapekoB xanynnHAIINJA? Ha
OBHeE ITpalllarba ke ce OCBpHAM CO YHUTarbe Ha Bapyx Meje,
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Dyer (1997) has shown, the concept of “whiteness” is
based on a politics of the body in which heterosexuality
plays a crucial role, as the means of reproducing race and
defining gender (cf. Dyer 1997, 30). In a similar vein,
Nira Yuval-Davis states that women play a significant
role in nationalist and racist societies (cf. Yuval-Davis
1997, 27). Women’s ability to give birth may make them
to be “bearers of the collective” (Yuval-Davis 1997, 26),
so that controlling women’s sexuality becomes crucial.
Such disciplining and regulating also plays a role in
Varuh Meje, although it differs from the direct exercise of
violence through the border regime. This is exemplified
in the film’s plot: the three protagonists Alja, Zana and
Simona do not oppose the “Guardian of the Frontier” in
any way. On the contrary, their ideas and imaginations
are so interwoven with the fantasy of the nation that
they cannot oppose the violence of its foundational
discourses and practices. The film illustrates the violent
construction of the nation through a libidinal bond
whose violence is even greater as it cannot be articulated
as such, but only be perceived in its threatening, uncanny
displacement. This leads to the following questions: how
precisely is the process of the nation’s becoming and the
subjectivity implied therein portrayed cinematically in
Varuh Meje — Guardian Of The Frontier? Furthermore:
which theoretical concepts are available to express
the entanglement of subjective imagination, libidinal
cathexis, imagined community and real violence in the
becoming of a nation and its inherent subject/ion to
express what I refer to in the title HalluciNATION? I will
address these issues through a reading of Varuh Meje,
so let us return to the two sequences described at the
outset, as they touch on a number of topics that play a
significant role in the film itself.
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I1a 3aTOa IIpe/ijIaraM /ia ce HaBpaTHUMe Ha JIBETe CEKBEHITN
IIITO I'Ml ONIMIIIAB Ha IOYETOKOT, OW/Iejku HAaUHyBaaT HU3a
TEMU IIITO UTPAAT 3HAYAjHA yJIOTa BO CAMUOT (PUIIM.

3....0[ KOja HEKOM MOXKe fa Ce UCKNYYaT ...

Opn mouetokoT Ha Bapyx Meje ce BocmocTaByBaart JBa
jacHU TIpocTOopa KOW MeryceOHO CH COOJIBETCTBYBAart:
aKyCTHYHHUOT W BU3YeJHHOT. [[ofleka BOBeHATa CeK-
BEHI[a OTCJINKYBA €JHa HABU/IyM HernOHaTa Ipupo/ia, To
CJIyIIaMe 3BYKOT Ha My3HUKa CO IapIHjaTHU TOHOBH IIITO
MIOTCETyBa HA CPEJHOBEKOBEH €BPOIICKU MUCTHUI3aM
U3paseH, Ha IPUMEP, HU3 TPErOPHUjaHCKUOT HAaIIEB.
Ho, cBerara ybaBuHA IITO ja MPU3WBAAT U MPHUPOJIATA
¥ My3HWKaTa ja HapyllyBa KaMepara KOjaIllTO Ce JBHKH
maHopamMcku 0e3 Jf1a ce 3aryiefla BO IEPCHEKTHBATA
Ha HHUEIHO JIWIle; HAMECTO TOa, KaMepaTa ce JIBMKHU
HE3aBHCHO, CH ja HCTPa)KyBa OKOJIMHATA BO €HA KOM-
O6mHamuja ox JpYOONMUTHOCT M Boajepusam. Ilepcmek-
THBaTa Ha Cy0jeKTHBHA Kamepa CTaHyBa II0jacHa
KOra HEOUeKyBaHO 3yMHpa elHa OOyBKa BO BOJaTa,
KpPIIEjKH TO PUTAMOT IITO Ce BOCIOCTABYBJI /IO TOj
mvur. OBOj Kafiap ro BOCTOJIMYyBa OKOTO Ha KaMmepara
KaKO He3aBHCHA IlepcreKkTuBa cama 1o cebe. Hu
ol/lasleKy He TIPEeTCTaBYBajKU Ce3HAeH U JIajleueH
IIOTJIE]l, Taa WPUTHPA YIITe MOBEKe 3aIITO HUIITO He
M TPOTHBPEYM HA BO3HEMHUPYBAUKaTa CyOjeKTHBHA
IepCIeKTUBa Ha KaMepaTa HyZJEejKU JOTOJHUTETHHU
(okasHM TOUKH, KaKO IITO NMPaBU KaMmepa Bp3aHa 3a
HEKO] O] MPOTaroHNUCTUTe. be3BpeMeHocTa Ha CIMKATA,
IIITO MOKeJIa Jla ce JI0JIOBU BO KOj OWJI0 MHUT, HEj3UHATA
HEBP3aHOCT 3a MEPCIEeKTHBAaTa HAa IPOTArOHUCTOT,
HEeHaJlejHaTa II0jaBa HA WMUIba HEBP3aHW 3a HUEEH
YTBP/IeH JIUK, CEHKAaTa IIITO Ce jaByBa HA IMOBPIINHATA Ha
BojiaTa, HeslodatmBaTa 60ja HA TOHOBUTE HA YKUYEHUTE
WHCTPYMEHTH, Ha/I0araEeTO BO YETBPTHHCKU HHTEPBAJIN
IIITO U3TJIe/ia KaKo /1a 6apa My3u4Ka pa3pelrHuna: CUTe

3. ...from which some may be excluded...

From the beginning of Varuh Meje, two distinct spaces
are established, corresponding with one another: the
acoustic and visual spaces. While the opening sequence
portrays a seemingly unspoilt landscape, we hear the
sound of overtone music evoking European medieval
mysticism as expressed, for example, by the Gregorian
chant. Yet the holy beauty evoked by both landscape
and music is disturbed by the camera panning without
fixing its gaze on the perspective of a specific individual,
instead, the camera moves independently, exploring
its surroundings in a combination of curiosity and
voyeurism. The point-of-view of a subjective camera
becomes clearer when it zooms in unexpectedly on a
shoe in the water, breaking the tempo established up
until that juncture. This shot establishes the camera’s
eye as an independent perspective in its own right. Far
from displaying an all-knowing and distant gaze, it
irritates further as nothing contrasts with the unsettling,
subjective camera perspective by providing additional
focal points, such as the camera attaching itself to a
protagonist would. The timelessness of the image,
which could have been captured at any point in time,
its non-attachment to the perspective of a protagonist,
the sudden superimposition of names unrelated to any
established character, the shadow that appears on the
water’s surface, the unseizable tone colour of the entering
string-instruments, the coming in quart intervals,
seeming to demand musical resolution: all of these
elements haunt the place and make the idyllic landscape
seem ominous and uncanny by leaving up in the air
whether the perceived happenings are real or imagined, a
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THE eJIEMEHTH I'O OICEJHYBaaT MeCTOTO M WAUINYHATA
IPHUPO/IA ja IIpaBaT Jia U3rjie/ia 3JI0KOOHO U MOPHUYABO
TAWHCTBEHa, OCTaBajKW TO BO BO3YXOT HeEPa3peIleHO
Ja JiebnM TpallalkbeTo AaJIM COTJIEZJaHUTEe HACTaHU
ce CTBapHM WM 3aMHCJIEHU, CIIOMEH OJi MHHATOTO
WU pacKajkaHa CeralrHoCT, IIpejiara WJIM CTBapHOCT,
O6uzaejku ,uecTo ce para MOpHHYaBa CTBAPHOCT KOTa Ke
ce 3aMaTH rpaHuIarta Mely aHTazujara u cTBapHOCTA™
(Freud 1953, 223), cnopen aedunujata Ha CUTMyH/T
®pojn (Sigmund Freud) 3a reHe3aTa Ha MOpHHYaBaTa
CTPaAHOCT.

ITokpaj o6jacHyBamaTa Ha TAKBUTE KOHKPETHU CTPABOBH
mTo ce Hyzgat Bo ®pojmoBuoT orsen; MopHuuagoilio
(1953), Xomu K. ba6a (Homi K. Bhabha 1994) nonane
elHa Ba)kHA JUMeH3HWja Ha JedHWHHUIMjaTa Taka IITO
MTOKa’ka Jleka MOPHUYABOTO UMa ,,0/IeK IIITO MOXKE /1a Ce
CJIYIITHE jaCHO, MaKO U UCIIPEKUHATO, BO (GUKI[UUTE IIITO
I'M Mpedpo/yBaaT CUJINTE Ha KyJITYPHUTE PA3JIMKUA BO
1eja HU3a TpaHcucropucku nozpayja“ (Bhabha 1994,
13). 3a baba, MOPHHYAaBOTO € OCOOEHO BHU/JIUBO BO
aCIeKTUTE Ha COBPEMEHOTO, OYPKOACKO OIIITECTBO KOU
ce3abopaBeHu 1 HerupaHu. Taka, Toj 101aBa OMIIITECTBEH
acnekt Ha PpojroBaTta nmo3Hara aAedUHUIA]A, IPUA IIITO
MOPHHYABOTO € ,C€ IITO MOpaso Aa ocraHe (...) TajHO
U CKpHMEHO, HO cemak uajeriao Ha suaenunHa“ (Freud
1953, 224). baba ru mpeucrnuTyBa OJHOCUTE Ha MOKTa
¥ WHTEPECHUTE IITO TO MPOU3BEAyBaaT U Ce CTpeMar ja
r'0 O/Ip’KaT OHA IIITO € MPUBATHO WJIM jaBHO, OHA IITO Ce
JIPPKH BO TAjHOCT WJIH ce 00eJI0/IeHyBa, /T0/IeKa 11eJITa Ha
MOKTa J]a I'¥ OZ[pe/IX THE COPKUHH U ITO/1eJI0N HUKOTAIIT
He ce 0CTBapyBa /10 KPaj, TaKa IIITO OHA KOH IIITO CE CTPEMH
MOKTa ce IpaBH cebecr MOPHUYABO 3a0€J1eKJINBO.

ITpurtoa, ckyiasHOCTa Mery IPHBATHOTO M jaBHOTO,
nosies1ba KapaKTepUCTUYHA 32 MOJEPHOCTA, CIOpPEr
Baba, ce HapymyBa, 3aceHeTa U MOPHHYABO 3aMeHETa
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remembrance of the past or a narrated present, delusion
or reality, since an “uncanny effect often arises when the
boundary between fantasy and reality is blurred” (Freud
1953, 223), according to Sigmund Freud’s definition of
the genesis of the uncanny feeling.

In addition to the explanations of such specific fears
offered in Freud’s essay The Uncanny (1953), Homi K.
Bhabha (1994) has added an important dimension to the
definition by showing that the uncanny has “a resonance
that can be heard distinctly, if erratically, in fictions that
negotiate the powers of cultural difference in a range of
transhistorical sites” (Bhabha 1994, 13). The uncanny is,
for Bhabha, especially apparent in aspects of modern,
bourgeois society that have been forgotten or negated.
He thus adds a societal aspect to Freud’s renowned
definition, the uncanny being “everything that ought
to have remained (...) secret and hidden but has come
to light” (Freud 1953, 224). Bhabha questions power-
relations and interests that produce and try to maintain
what is private or public, what is kept secret or exposed,
while the aim of power to determine those contents and
divisions is never fully attained, so that what power aims
at makes itself uncannily perceptible.

In the process, the symmetry of the private and the
public, a characteristic division of modernity, becomes,
according to Bhabha, disturbed, over-shadowed

:
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co, Ha Tmpumep, (QEMUHUCTUYKUTE IPUTOBOPU OF
THUIIOT ,,IPUBAaTHOTO e moutuuko“ (Bhabha 1994, 15);
moHaramy ,, HerpujaTHOTO rv mo/irpeBa 6aHaTHOCTUTE HA
PacHU3UPAHOTO OIIIITECTBO ¥ BO HAQjCUTHUTE HEIITA, KaJle
MOZKe J]a CEeTHETE, a KaJIe He; KaJle /1a )KUBEETE, a KaJIe He;
IIITO MO’KE JIa YYUTeE, a IITO He; KOO MOXKE J1a JbyOuTe,
a xoro He“. (Bhabha 1994, 21). [Ipeky komeHTapuTe Ha
baba, yoBek MOXKe IOHATaMy Jla MCITUTYBA KOU MOKH
Ha KyJTypHaTa pPa3jUYHOCT W3JIETyBaaT BO IpPeIeH
wiad Bo Bapyx Meje, IpeUCIIUTYBajKU TH MOCTOJHUTE
TPAHUIN U 3aCEHYBAjKH T'O MTOPEAOKOT BO OypP:K0OACKOTO
OTIIIITECTBO.

OTKpuBambeTo Ha pacrapeHata oOyBKa, HarylacEHO CO
My3HKaTa U JBHKEHETO Ha KaMepara, MOXKe Jla TOo Jiazie
MPBUOT I1aTOKa3 3a BAaKBOTO IPEUCIHUTYyBambe. lypu u
0e3 dhopMasIHO HarJiacyBambe, 00yBKaTa KakKo ,IIPeIMET
ol IUBWIN3AIMjaTa“ m3rjeAa Tyro BO ,HernOHaTaTa
npupoaa“. Kako pars pro toto, Taa mpeTcTaByBa H JIUIIE
KOEIIITO He € BO KaJIapOT ¥ KOe MOPa HEKOTalll IIPETX0THO
JlaTo UCTPaKyBaJIo TOj TepeH. [I0KOJIKy OBa yIlaTyBarbe Ha
HMCUYE3HATO JIUIIE CaMO 10 cebe € MOPHUYABO, KOHTEKCTOT
IITO € MpeJa IJIeJauoT OTCIWKYBa WU JIPYT, HOMAJIKY
ouuresieH npecrait. Kako mro tBpaenie EH MeKJIMHTOK
Bo Imperial Leather (1995), ,,IOPHOTPOIICKAaTa“ TPaJIx-
[[Mja HAa eBPOLIEHTPUYHHUOT UMIIepUjau3aMm ja ,,peMu-
HHU3HpaA“ 3eMjaTa, 3a II0TOA JIa MOKE /Ia CE CHJIyBa U OCBOH
Bo marku notrdat (McClintock 1995, 22/23). BoBenHaTta
CEKBEHIIa TI'0 IIOBTOPyBa OBOj TeMeJIeH HapaTHUB 3a
€BpPOIICKaTa COBPEMEHOCT KAaKO Ja € Bapujaluja Ha
TeMaTa: HCTO TaKa, IMOYHyBa U CO ,OTKpHUBame“ Ha
eZlHa ,IEeBCTBEHa IPUPOIa“, HO IOTOA IMOKaXKyBa €JleH
HeycIellleH o0uJT Taa W Jila ce OCBOHW. JIMIIETO IIITO
CTaITHAJIO Ha 3eMjaTa OTCYCTBYBa U He yCIIeasIo Ia OCTaBH
Tpara O/ CBOETO HEKOTAIITHO IPHUCYCTBO; yIlaTyBamaTa
Ha HEro WiJ Ha Hea Ce PETKHU U PaIlITPKaHH, KaKo Jia TH
O/lHeJIa JoTeYeHara ,,JuBa“ peka.

and uncanningly doubled by, for example, feminist
contestations like the “private is political” (Bhabha 1994,
15); furthermore, “the unhomely stirs” the banalities of
a racialized society, in the smallest of matters, “where
you can sit, or not; how you can live, or not; what you
can learn, or not; who you can love, or not” (Bhabha
1994, 21). Through Bhabha’s comments, one can then
question which powers of cultural difference come to
the fore in Varuh Meje, challenging existing limits and
overshadowing the order of bourgeois society.

The discovery of a single shoe, accentuated through
music and camera movement, may provide the first clue
to this questioning. Even without formal accentuation,
the shoe as “an object from civilization” appears alien
to the “untouched nature.” As a pars pro toto, it also
represents a person missing from the frame and who
must have explored that terrain at an earlier point in
time. If this reference to a missing person is in itself
uncanny, the context available to the viewer also depicts
another, less obvious transgression. As Anne McClintock
has argued in Imperial Leather (1995), the “porno-
tropic” tradition of eurocentric imperialism “feminizes”
the land, so that it can subsequently be ravished and
conquered in a masculine enterprise (McClintock 1995,
22/23). The opening sequence repeats this foundational
narrative of European modernity, as if it was a variation
on the theme: it also commences with the “discovery”
of a “virgin landscape,” but then goes on to show an
unsuccessful attempt at conquering it. The individual
who set foot on the land is absent and has not been able
to leave a mark of his or her former presence; references
to him or her are scarce and scattered, as if carried away
by the flow of the “wild” river.
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Co ayry3un Ha IMIIEPHjaJTHOTO OCBOjyBaIbE HA ,,JIEBCTBEHA
deMja“ — a MEKJIMHTOK HamaTd YKaXkKyBa JeKa KOJIO-
HU3anyjaTa ja MPUAPYKYBaJl MHUTOT 3a HeEKakBa
,HeHaceJeHa, HeYelrHaTa 3eMja“, JIo/leKa H3BOPHUTE
JKUTEJIN ce CUMOOJIMYHO CTaBeHH BO aHAXPOH IIPOCTOP
(McClintock, passim) — ce nmpoaoJKyBa ¥ BO HapeaHaTa
CeKBeHIIa. BHecyBameTo BecTepH (QUIMCKa My3HKa
JIUPEKTHO yIlaTyBa Ha ,,IpBOOHUTEH Hpu30p“ (urszene)
Ha KoJIOHUjasiHa (daHTa3Mja, 3allTO ,0CBOjYBAETO HA
3amnaznot” Bo CeBepHa AMepuKa, 4eCTO MPUKAKYBAH BO
BeCcTepH (UJIMOBHTE, IO CJIEAN TOKMY TaKBa MYy3HKa.
PacrernyBameTo Ha ,rpaHUINTE HA NUBUIM3aNHjaTa“
MoHaTaMy BO ,JuBHUHaTa“, kako mro Po3a b. IlIHajaep
(Rosa B. Schneider 2003, 138) ro mapadpasupa HapaTu-
BOT 3a rpaHumnaTa Bo CA/l, JOIOJTHUTETHO ce HaracyBa
IIPpEKY JApPYTH JiBa cuMOO0J1a, BO30T U (GOTOrpadCKUOT
amapar. Mcropujara Ha doTtorpadujara u uctopujara Ha
KOJIOHHjaJTHAaTa HayKa/leJIaT HEKOU CYIITUHCKHU TOCTATIKI
IITO MO/pa3bupaaT cobuparbe, paclpoCTpaHyBame H
mucnuiinHa (copeau McClintock, 1995, 123). Bo 19
Bek, doTorpadujara ce KOpUcCTeIa 3a 1a ce MPUKAKyBa
U MepH ,pacHara“, ,XxucrepuyHaTta“ u ,KpHUMHUHaJIHATa"
nzonaveHocTt (cmopemu McClintock 1995, 124), ucro
KAaKO INTO >KeJIe3HUIIATAa MM Ipullafa Ha TeMeJTHUTE
mutoBu Ha CA/I.

Waxo moxxebu BO30T He e 3Ha4aeH cuMOOJI 3a IOBp3a-
HOCTa, HETOBUTE ,,MUCTHYIHU ‘ CBOjCTBA — KOU BO (GPUIMOT
ce 3aciIyBaaT CO MOPHHYABU BU3YEJIHU M aKyCTHUYHH
eJeMeHTH — ja OOJMKyBaaT KyJTypHaTa HECBECHOCT,
ocobeHO OHUJIEjJKM TyKa ce W3HecyBa e€JHa BaKHA
KyJITypHA pa3jIiKa — pas3jiuKaTa Mely Ma)KeCTBEHOCTA 1
»keHcTBeHOCcTa. Kako mto mokaka Tepesa e JlaypeHnTtuc
Bo Aauca He (de Lauretis, 1984), ocHOBHaTa KyJITypHO
HapaTHBHA CTPYKTypa COJPKU TeMeJIHA mozenba Ha
pozloBUTE, MOZEaba INTO HYAU CAaMO /JBE IO3UIIHH:
,MaIlIKO-JYHaK-4OBEK, Ha CTpaHaTa Ha Cy0jeKTOT; U
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Allusions to the imperial conquest of “virgin land” —
McClintock repeatedly points out that colonization was
accompanied by the myth of an “uninhabited, unspoilt
land,” while the original inhabitants are symbolically
placed into an anachronistic space (McClintock, passim)
— is pushed further in the next sequence. The entrance
of a Western film tune makes direct reference to an
“urszene” of colonial fantasy, the “conquest of the West”
in North America, presented time and again in the
Western film-genre accompanied by this kind of music.
The deferment of the “limits of civilization” into the
“wild,” as Rosa B. Schneider (2003, 138) paraphrases the
US-American frontier narrative, is further emphasized
through two additional symbols, the train and the
camera. The history of photography and that of colonial
science share intrinsic procedures entailing collection,
dissemination and discipline (cf. McClintock 1995, 123).
Photography was used in the 19th century to portray and
measure “racial,” “hysterics,” and “criminal” deviance
(cf. McClintock 1995, 124), just as the railway belongs to
the founding myths of the United States.

Though the train may no longer be a significant symbol
of connection, its “mystical” qualities — enhanced in the
film by uncanny visual and acoustic elements — shape the
cultural unconsciousness, especially since an important
cultural difference - the one between masculinity and
femininity - is expressed here. As Teresa de Lauretis
has shown in Alice Doesn’t (1984), the basic cultural
narrative structure contains a fundamental division of
genders, one that only offers two positions: “male-hero-
human, on the side of the subject; and female-obstacle-
boundary-space, on the other” (de Lauretis 1984, 121).
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»KEHCKO-TIPpeYKa-TPaHHUIa-IPOCTOP, HA Jipyrara cTpaHa’“
(de Lauretis, 1984, 121). 3a Hea, geduHHIEjaTa HA
Jypuj Jlorman (Jurij Lotman): ,tTukoBuUTE MOXKE J1a ce
Mo/iesIaT Ha MOBIKHU, KOU Y>KHBAAT CJI000/1a BO OZHOC
Ha IMMOTKaTa-IPOCTOPOT, KOU MOKAT /Ia CH IO MEHyBaaT
MECTOTO BO CTPYKTypaTa Ha YMETHHYKHOT CBET U OTazle
rpanunara, (...), ¥ Ha HENOABHWKHU, KOH, BIIPOUEM,
mpercraByBaaT (¢yHKINHja Ha TOj mpoctop® (Lotman,
1979, 167), yKasKyBa Ha pOJIOBO o0esiekaHa XHepapxuja
BO KOja MAIIIKWTE jyHAIlX TH I00MBaaT aKTUBHUTE YJIOTH,
JlIoZIeKa . KeHaTa“ ja 1oOmMBa cMMOOJIMYHATA HapaTUBHA
dyHKIMja Ha JIOKanKja, MECTO, Ha ITpeYKa, UJIU CTaHyBa
rpaHuYHa (pUrypa, HEIITO IITO MOpa Jia ce copyanaa (de
Lauretis 1984, 118/119).

Bo Bapyx Meje, ,oCBOjyBameTO Ha 3eMjaTa“ U
»DaCTerameTo Ha FPAaHUIMTE Ha IUBUIN3AIdjaTa“ MOXKe
Jla yKa)kaT Ha CJIETHOBO: JIOKOJIKY CEPHO3HO cMeTame
Jneka Aspa, Kana u CuMmoHa 3aciy:KyBaaT Ja ,y>KUBaaT
coboma BO ofHOC Ha moTKaTa-mpocropor (Lotman,
op.cit.) 3amTo maryBaaT, cakaar Jia ja HCTPasKyBaaT
3eMjaTa W CTBapHOCTA Jia ja Gesnexkat Ha (ororpadumy,
00€eCIoKOjyBauKNUTE AKYCTUYHU M BU3YETHA MOTHBH MOXKE
Jla ce ofiHecyBaaT Ha OIIaCHOCTA IIITO ce Ha/IBUCHYBa BP3
HUBHOTO IIPaBO, Ha (GaKTOT JleKa Toa MOpa Jia Ce CIIPeYH.
ITonatamy, TOKMy HHUBHOTO BJIeTyBake BO yJorara Ha
»OTKpUBAYN“ — €CTETCKU eBOLIMpaHa HU3 IMOTTEKCTOT
Ha BECTEpHOT, YOeIJIMBO /I0JIOBEH IIpeKy BeCTepH
My3HKaTa, IPeKy KaJipuTe CO ONKPYKYBaHkeTO TUITUYHU
3a TOj JKaHP U JOMAKUHCKHOT POMAHTU3aM - € OHa IIITO
€ BHATpeIIHO IIOBP3aHO CO IIpeTCTaBUTe 3a ,0esocTa’.
Kako mro Bestu Puuapy [lajep (Dyer 1997), BecTepHOT
KaKo >KaHp IOKaXkyBa ,IPETIPUEMYUB IOABUT® KOj
e HyXeH 3a KOHCTpyupamwe Ha TpaHCIe/leHTaTHa
becrestecHa ,,0ey10CT“, KaKko M 3a Co3[aBalbe Ha HOBO
YTOIIMCKO OIIITECTBO KAaKBO IITO Ce ONHIIyBa BO JacHa
cyobuna (Manifest Destiny) (cu. Dyer 33). BecrepHoTt

For her, Jurij Lotman’s definition: “Characters can be
divided into those who are mobile, who enjoy freedom
with regard to plot-space, who can change their place in
the structure of the artistic world and cross the frontier
(...), and those who are immobile, who represent, in fact,
a function of this space” (Lotman 1979, 167), implies a
gender-specific hierarchy in which masculine heroes take
the active roles while “woman” takes on the symbolic
narrative function of a location, a place, a hindrance, or
becomes a borderline figure, something that has to be
overcome (de Lauretis 1984, 118/119).

In Varuh Meje, the “conquest of the land” and the
“deferred limits of civilization” could indicate the
following: if we seriously consider that Alja, Zana and
Simona lay claim to “enjoy freedom with regard to plot-
space” (Lotman, op. cit.) because they travel, want to
explore the land and document reality in photographs,
the uncanny acoustic and visual motives could refer
to the threat interposing itself to their claim, to the
fact that this ought to be prevented. Furthermore, it
is precisely their taking on the role of “discoverers”
— aesthetically evoked through the Western subtext,
pervasively called up through western music, genre-
typical scenery-shots, and fireside romanticism — that is
intrinsically linked to notions of “whiteness.” As Richard
Dyer (1997) states, the Western as a genre displays an
“exercise of enterprise” essential for the construction
of a transcendental incorporeal “whiteness” as well as
for the formation of a new utopian society as described
in Manifest Destiny (cf. Dyer, 33). The Western as a
frontier narrative is not only concerned with an endless
expansion into “open space,” but also explores which
codes, values, and customs should prevail. Thus, the
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KaKO HApaTUB 3a TPAaHUIUTE HE Ce 3aHMMaBa CaMO
co 0ecKpajHOTO IIMpEeme BO ,,0TBOPEHHOT IIPOCTOP®,
TYKy HCTPQXyBa U KOW KOJIOBH, BPEIHOCTH U O0OHMYaH
Tpeba nma HazaBiazeaT. Taka, BECTEPHOT HOCTAJITHYHO
ro BeJMYa WMIIEPUjAJTHOTO 3a3eMale Ha 3eMjaTa
— IITO, UICTOPUCKU KaXKAHO, IIPOU3BEJIO CO TeHOIU/ Ha
JIOMOPOJIHUTE AMEpHWKAaHIIM — W TO IpeoOpasyBa BO
MOpaJTHO-TPaHCIEZEHTEH TTOT(AaT BO KOj OesmTe MaXKu
MOKaT o7] cebe 1a HampaBaT caMOITPOTJIAaCEHH jyHAITH.

IIporaronucrkure Aspa, Kana m CumoHa cu 3emaar
Oeseuka Marlka yJsora; ,dyBapoT Ha TpaHHIlaTa“ He ja
Hamara, BCYIITHOCT, HUBHATa ,0eJIOCT‘ TyKy MalllKaTa
mos103k0a IITO € HeM30CTaBeH Jies1 of Taa ysora. OHa
IITO U30WBa BO NpEJIEH IJIaH TyKa HE € PACUCTHIKOTO
HCKJIyYyBarhbe HAa TPAHUYHATA MOJINTHKA; HAIIPOTHUB, BO
OBHE CJIyYaW ce MOKAXKyBaaT HEJ3MHUTE WHKIIY3UBHU
MPAKTUKA Ha peryjadpame W IUCHUIUIMHUpame Ha
POZIOT M Ha CEKCyaJIHOCTa. 3aToa, 0esocTta € BHUCOKO
nudepeHIpaHa KaTeropuja, KaTeropyuja Koja He caMo
IIITO JIOZleJTyBa OIIIITECTBEHH YJIOTH CIiopes OojaTa Ha
KOJKaTa, TYKy W NPETCTaBU 3a POJIOT M CEKCyasTHOCTa
(Bumu Dyer, passim).

Bo KOHTEKCT Ha OBHE IIPETIIOCTABKH, YOBEK MOKE
na ro caru Bapyx Meje kako GuiaM Bo KOj ,oKeHaTa“
(mpounTaHa KaKO KyJATYpE€H KOHCTPYKT) H ,JKeHUTe"
(kako ucropucku cybjekT)® ce MelryceOHO TOBP3aHH,
JI0JIeKa Ce MCIHUTYBa HUBHUOT OJHOC KOH ,U3Tpazbdara
Ha Hamujata“ m ,0emocra“. Cemak, umarpaabata Ha
HaI@jaTa ImTo ce 06paboTyBa BO (GHIMOT M BO KOja ce
BKJIYYEHU U , KEHUTE“ U , KeHaTa“ e, yIITe O/ CAaMHOT
MOYEeTOK, TIOBp3aHa co HacwieH 4ynH. Bo Bapyx Meje
HaIijaTa UCXOAyBa o] 3aryda, OuIejKu TPBUOT 3HAK 3a
YOBEUKH JKUBOT Ce OZ[HECYBA HA Mcue3HaTo Jiuie. Cakam
Jla yKaskaM Jieka (GUJIMOT, O TIOUYETOKOT, TO 3araTHyBa
MpalameTo JaJlyd TOj 3HAK KOHCOJMUAWpA HEKaKBa
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Western nostalgically glorifies an imperial seizure of
the land — which, historically speaking, resulted in the
genocide of the Native Americans — and transforms it
into a morally-transcendent endeavour in which white
men can turn themselves into self-proclaimed heroes.

The protagonists Alja, Zana and Simona lay claim on a
white masculine role; it is not their “whiteness” that is
attacked by the “Guardian of the Frontier” but, indeed,
the masculine position that is part and parcel of this role.
What comes to the fore here is not the racist exclusion
of a border policy; on the contrary, in these instances
its inclusionary practices of regulating and disciplining
gender and sexuality are shown. Whiteness is therefore a
highly differentiated category, one that not only assigns
social roles according to skin colour, but also notions of
gender and sexuality (see Dyer, passim).

In the light of these propositions one could understand
Varuh Meje as a film in which “woman” (read as a cultural
construct) and “women” (read as a historical subject)?
are related to each other, while their relationship to
“nation-building” and “whiteness” is examined. Yet,
the nationbuilding dealt with in the film and in which
both “women” and “woman” are involved is, from the
beginning, connected with an act of violence. In Varuh
Meje, the nation originates in a loss, as the first sign
of human life refers to a missing person. I would like
to suggest that the film, from the beginning, poses the
question of whether this sign consolidates a desire: the
wish to transform a character playing an active role into

’E
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kesiba: kesba ofipesieH JIMK INTO UTpa aKTUBHA yJiora
Jla ce mpeoOpa3ud BO TOIIOC, BO MECTO, HETOBOTO HJIU
HEj3MHOTO HCYE3HYBakbe Jla Ce TPETBOPH BO CUMOOJI
Ha Ka3Ha 3a MPEMUHYBAambETO HAa HeKoja rpaHura. Kou
KYJITYPHU Pa3/IUKU ce 3aMOJIKHATH, OCY/IEHH J1a OCTaHAT
HEBUJJTUBYU WIH OCy/IEeHU Ha CMPT 3apajiyl u3rpazda Ha
Hamuja?

4. ... NPeKy HULWKATA Ha HACUUETO ...

WNaxko tpute nporaroHuctku Kana, Asba u CuMOHa BO
TEKOT Ha (QUIMOT CH 3eMaaT yJjora Ha MAalllK{d jyHaK
U TPrHyBaaT BO CBETOT, HapaTHBHaTa (QYHKIMja Ha
»KeHaTa“ e IOCTOjaHO IIPUCYTHA.

Bo Tekor Ha nesmot dunm Bapyx Meje (omacHocTa o)
POZI0BO 00€JIe’kaH0 HACUJICTBO Ce IIOCTABYBa M HADATUBHO
U ecteTcku. Bo BoBegHaTa cekBeHIa, GUIMOT CO3/aBa
YYBCTBO HAa OMACHOCT INPEKy HHIWJAEHTHA My3UKa U
IIpeKY KOPUCTehe Ha Cy0jeKTHBHA KaMepa-0Ko, TaKa IITo,
JIlypH U TIpeJi IJIOBUADATa CO KaHyTO, 3aKaHATa CTAaHyBa
ounrsiesiHa, GpJajku ja cBojaTa CeHKA BP3 IIyCTOJIOBHOTO
O6erctBo Ha Tpure xeHu. Ho, He ce HyAM HUKAKBO
objacHyBame OsaromapeHue Ha Koe Ou ce oOjacHMIIA
OTACHOCTA, TaKa IITO OBHE TPHU €CTETCKU IIPeJBECTH]ja
W3IJIeaaT KaKo IMpas3HU (QOpMysu IITO 3ayakyBaart.
Ha npumep, xora Cumona u KaHa, HaOpry OTKako Ke
IIPUCTUTHAT BO POJHUOT I'paj HA AJba, peliaBaar Jia ce
nckamnar Bo Kosma, mo3HaBaar /ieka pekaTa € TpaHuIa
Mmery CioBeHnja u XpBaTcka. OBaa BeCT ja MOTTHKHYBA
2Kana na mpenuivBa JIypu 10 XpBaTCKaTa CTPaHa, CO IITO
CTaHyBa CpeJUIIITe HA THTEPECOT Ha cuTe. MlcToBpeMeHO,
3all0YHyBa ¥ MY3WYKHOT MOTHB Ha MOPHUYABOTO,
OJTHAIIpe] BOCIIOCTABEH BeKe BO BOBEJHATA CEKBEHIIA.
Kaxko j1a To TosIKyBaMe OBa JINETeTCKO MpeaABecTre? AKO
IIOMHUCJINME JIeKa OBOj MYy3WYKH MOTHUB HQjUPBUH TO
CIyIIIHaBMe Kora ce IIOKaXka ,HamyliTeHaTa“ oOyBKa,

a topos, a place, to turn his or her disappearance into
a symbol of punishment for crossing a border. Which
cultural differences are silenced, doomed to remain
invisible or sentenced to death for the purpose of nation
building?

4. ...through the thread of violence...

Although the three protagonists Zana, Alja and Simona
take on, in the course of the film, the role of the masculine
hero and set out into the world, the narrative function of
“woman” is ever-present.

Throughout Varuh Meje, (the threat of) gender-specific
violence is narratively and aesthetically staged. As in the
opening sequence, the film provides a sense of danger
with incidental music and the use of a subjective camera-
eye so that, even before the canoe trip, a threat becomes
evident, casting its shadow on the three women’s
escapade. Yet no explanation is offered to understand
the peril, so these aesthetic hints seem to be empty,
misleading formulas. For example: when Simona and
Zana, shortly after arriving to Alja’s hometown, decide
to take a swim in the Kolpa river, they learn that it
forms the border between Slovenia and Croatia. Zana
feels encouraged by this news to swim right over to the
Croatian side, thereby becoming the focus of everyone’s
attention. At the same time, the musical motif of the
uncanny, which had been established in the opening
sequence, sets in. How should we interpret this diegetic
clue? If we consider that this musical motif was first
heard when the “deserted” shoe was shown, we could
read it as a signifier for an impending mortal threat. Yet
why should a young person’s dare be a death-threat? The
diegetic clue is not taken up in the plot, so Zana is shown
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MO2XKEMe J1a 'O YUTaMeE€ KaKO O3HAYUTeEJI 3a Ha/[BUCHATaTa
CMpPTHaA OITaCHOCT. Ho, 3omito egen miiajemniku IIPpKOC
6ou 6m CMPpTHa OIacHOCT? JlrereTckoTo npeasecrue ro
HEMa BO IIOTKAaTa, I1a C€ IIOKa>XyBa KaKoO Kana ce KadyBa
10 HACHUIIOT HA p€KaTa O XpBaTCKaTa CTpaHa U KaKO UM
MaBTa Ha OCTaHaTHTE, a II0TOAa ce Bpal’ca.

CimueH eeKT ce co3/1aBa U co Cy0jeKTUBHOTO KaJIpUpa-
b€ - OBHE KaJIPH Ce cOCeMa jaCHU caMu 110 cebe, HO mMaaT
BO3HEMHDPYBAuUKU e(deKT Bp3 IJIeau0T M H3IJIe/[aaT
KaKo Jla ce CIy4yajHo ydpseHH. bersmuor morses Ha
cyOjeKTHBHATa Kamepa KOH oOyBKaTa, poTorpadcKuoT
amapar, KHUTaTa, JABara MOOWIHU TejieOHA WM JBaTa
yudTa OYWIa 3a COHIE, CYOjJEKTHBHHOT KajJiap CO
aCIIUPHUHOT IITO Ce PacTBOpAa CHUMEH O] TOJ JTHOTO
Ha 4almara co BOJd: IITO UM JlaBa 3Hauyelbe Ha OBHE
npeavern? EAuHCTBEHO KOMOWHAIMjaTa Off My3UKa H
cy0jeKTUBHO KaJ[puparbe, O/ 3BYK U CJIMKA, € OHA IIITO ja
IJIeTe MpeskaTa BO Koja ce paka mpruKa3Ha 3a HaCUJICTBO.
Honeka Aspa, Cumona u Kana mojagyBaat 1o goJsrata
HOK 3a0aBa, TaTKO M Ha AJba MOYHYBA HA TIJIaCc /la UM
YWTA HAIKC O BECHUK: MCUe3HaTa CTy/leHTKa. 3eria
CO JIPYIITBO U BeKe HUKOj He ja Buzes. Jlogmeka Aspa,
Cumona u yKaHa ce 00uyBaat fja 1 HajaaT cpekeH Kpaj Ha
nmpukasHata — ,Ila mro, curypHo otunuia Bo JbybspaHa
U cera ’Kypka“ — KamepaTa H3JIeTyBa OJi €HTEPUEPOT
¥, co OaBHA NMaHOpaMa, HU IOKa)KyBa MHPHO rpaTde
IIITO Ce Kalle BO COHIleBUHA. MICTOBpeMeHO, TaTKO M Ha
Aspa TPOJOJIKYBA Ha ciaWdYeH HayuH: ,Moxkebu. Ho,
MOJTUIIMjaTa IIPOHAIILIA e/IeH Hej3UH YeBesl Kpaj pekara.
Mo>kebu 1 He BU € JIoOpa ujiejaBa /ia IJIOBUTE O KaHy!“
Ho, 3omto moBuabaTa co KaHy Ja He e m00pa uaeja?
[IpeKy TaTKOBOTO IpeyNpeayBambe, MPEeKy 3JI0KoOHaTa
My3HWKa ¥ 3ByYHHUTE €JIEMEHTH, 3aIJIETOT C€ 3a0CTPyBa
¥ pacKakyBa NpPHKa3Ha BO KOja JIeMHE OIACHOCT, He
caMO 3a HCUe3HaTaTa CTYAeHTKa, TYyKy, MOKeOW, W 3a
TPUTE MPOTAaroHUCTKH. Mako cé /10 KpajoT Ha QUIMOT
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climbing the river’s embankment on the Croatian side,
waving to the others, and then making her way back.

A similar effect is achieved by point-of-view shots of
a subjective camera; these takes are nothing but self-
explanatory, but have a disconcerting effect on the viewer
and appear to be interjected by accident. The subjective
camera’s glance upon a shoe, a camera, a book, two
mobile phones and two pairs of sunglasses, the point-
of-view shot of a dissolving aspirin-pill, taken from the
bottom of a glass of water: what gives those objects
a significance? Only the combination of music and
pointof-view shots, of sound and image, webs the net in
which a story of violence is caught. As Alja, Simona and
Zana are having breakfast after a long night out partying,
Alja’s father begins to read a newspaper article out loud
to them: a female student is reported missing. She went
out with friends and was never seen again. While Alja,
Simona and Zana try to find a happy ending to the story
— “So she probably went to Ljubljana and is having a great
time!“ — the camera leaves the interior space and shows,
in a slow pan, a small, peaceful town lying in sunshine.
Simultaneously, Alja’s father continues in the same vein:
sMaybe. But the police found one of her shoes by the
river. This canoe trip might not be such a good idea!” Yet
why should the canoe trip not be a good idea? Through
the father’s warning and the foreboding music and sound
elements, the plot thickens, narrating a story where
danger lurks, not only in relation to the missing student
but also, possibly, to the three protagonists. Although
one has to rely on suppositions up until the end of Varuh
Meje, the question of whether “something” is threatening
the life of its main protagonists is one of the driving

’II
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Doro Wiese HalluciNation

JIeJad0T MOpa Ja ce TMOTHHpa Ha IPETIOCTaBKH,
MpallakbeTo JAJIN ,HEIITO“ TH 3arpo3yBa >KUBOTUTE HA
IJIABHUTE IIPOTAaTrOHUCTKHU € €JIeH O JBHUTaTeJINTe Ha
MpUKa3HaTa BO TEKOT HA IEeJUO0T (UIM: OMACHOCTA Of
,HEIIITO“ HeoApeleHo, IITO UaK0 — WJIU 3aroa IITO - €
MTOTKOIIAHO, MOJKe J1a ce c(paTH KaKo POJOBO 0OeJIeskaHo
HAaCWJICTBO, OCOOEHO 3aToa INTO TH JIEMHE TOKMY
TPUTE MPOTATOHUCTKHU. IJiefajku HaHazal, MMPa3HUTE,
JaXKJIMBU (POPMYJIM 32 OMACHOCT cera MOXKe Ja ce
corjieiaaT Kako oOJIMK Ha Henmpudakame Ha HHUBHOTO
o/lHeCyBame: KeHM KOU HPKOCHO CH T PU3HKyBaar
TeJjlaTa, jaBHO Y»KMBaaT U MMaaT IIAaHWHAPCKU YEBJIH,
KHUTH, MOOWIHU TestedoHH U (oTorpadcKu amapary,
0/l TepcrHeKTHBa Ha KaMmepara, He ce BOCIpHeMaaT BO
MO3UTHBHA CBeTJIMHA. lcTOBpeMeHO, HaJiBHCHATaTa
ONACHOCT IIITO JIOTOTAIl IJIEAAYOT CaMO ja HACETyBaJI,
cera Beke BJIeryBa BO HApaTHBOT. ,IIOPHOTPOIICKOTO®
3jamame IITO MPETXOHO To JiehUHUPaAB ce IMOBP3yBa
€O MPHKa3Ha 32 HACUJICTBO, HACKJICTBO IIITO MOJKE /1a ce
HACOYHY KOH IIPOTAarOHUCTKUTE KOU U3TJIe/laaT KaKo J1a TH
MHHYBaaT FPAHUIIUTE HA JI03BOJIEHOTO IIITO TU O/IPEAYyBA
OKOTO Ha kKamepaTta. Cemak, M3pUYHATA OIMACHOCT Of
pooBO 000EHO HACWJICTBO HACTalyBa €IMHCTBEHO
MpeKy 100p0 yTBP/IEHN MaCKyJTMHUCTHYKHA oOpaciy Ha
JIOMHHAIIAja BO 3allaJIHUTE OIIITECTBa, KOja HE caMo
IITO Ce CTPEMHU /1a HAIIPABU O/1 ’KEHUTE IIPeMETH Ha TOA
3janame, TYKy U Jja TH U3JI0KU Ha MOKHOCTa HEKAKBO
HACWJICTBO Jla Ce HACOYM KOH HUBHUTe Tesa. IIpeky
OTIIPBUH IIpa3HUTE 3aKaHW, (QUJIMOT ycCIleBa Jila TO
MIOITOTBY TEPEHOT 32 O[pe/leHa CTPYKTypa Ha HACUJICTBO,
IIITO MOKE CaMO XUIOTETHYKHU JIa UM Ce ,,[IPUITHIIE” Ha
MIOJIOT, Ha POJIOT wix Ha pacata. OBOj KOHCTPYKT BO
(puaMOT ce BocnocTaByBa I0/Ie/THAKBO KaKO M OITACHOCTA
0/1 HaCUJIHE.

MeryToa, OTIPBUH, MPOTAarOHUCTKUTE BO (PUIMOT ce
pacTpraaTé Mery TPTHYBabeTO, CTPaBOT U OYHTOBHOCTA.
Naxko Aspa, CumoHa 1 yKaHa ce 10BOJTHO OecTpaIrHu 3a 1a

forces of the storyline throughout the film: the threat of
a diffuse “something” that, although — or because- it is
undetermined, may be understood as gender-specific
violence, especially since it looms particularly over the
three female protagonists. In retrospect, the empty,
misleading formulas of a threat can thus be perceived as
a form of non-acceptance of their behaviour: women who
risk their bodies daringly, enjoy themselves in public, and
“own” hiking boots, books, mobile phones and cameras
are not, from the camera’s perspective, perceived in a
positive light. Simultaneously, the looming danger that
was, until then, only apparent to the viewer, enters the
narrative. The “porno-tropic” gaze I have defined earlier
is linked to a story of violence; a violence that could
also start to target the protagonists who seem to cross
the limits of the permissible defined by the camera-eye.
Yet the explicit threat of genderspecific violence only
comes into play through well-established masculinistic
patterns of domination in Western societies, which not
only wants to make women objects of the gaze, but also to
subject them to the possibility of violence being aimed at
their bodies. Through what are, initially, empty threats,
the film succeeds in setting the stage for a structure of
violence, which can only be hypothetically “assigned” to
a sex, gender or race. This construct is staged as much in
the film as the threat of violence is.

At first, however, the protagonists of the film are torn
between setting off, being afraid, and being rebellious.
Although Alja, Simona and Zana are fearless enough
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TPTHAT HA CBOETO MaTelleCcTBHE U ITOKPaj HaJ[BUCHATATA
OIIACHOCT, 3aKaHWUTE O Hea UCIUIUBYBAaT BO HUBHUTE
npuka3zHu. Ha nmpumep, xora TprayBaaT koH Kosma
3a Jla IUIOBAaT CO KaHy, TW 3alupaaT Ha MOJIHUIUCKHU
KOHTPOJIEH MyHKT. J[ofieka Apyr Bo3ay HU3JIeryBa Of
aBTOMOOHJIOT, Ce paKyBa CO TOJIUIAJIUTE U TH CJIyIla
JT0JIeKa My pacKarkyBaar IITO IpaBar, JKaHa U3MHUCITyBa
npHKa3Ha 3a Hero. ,Ej, eHe ro youenor. A 3Haere IITO
HanpaBwiI? Ja OIHEN B IIyMa, ja CHUJIYBAJI, ja MCELKaJ
U ja ynotpebui 3a pubapcku mamern!“ Mako Hej3suHaTa
IpHKa3Ha, BO PAMKHUTE Ha HApal1jaTa, ce I0KUBYBa KAKO
IIIera, a MOToa Cce KOPUCTU KAKO BUII, Taa BOCIIOCTABYBa
¥ e/lHa HUINKA BO IPHUKa3HaTa IITO MOTOa M30HMBa BO
3amieToT. Bo MCTO BpeMe, MOCTOjaHO Ce W3MEHyBaaT
MOpPHHYaBa My3WKa U BECTEPH MOTHUBH, HABEZYBAjKU I'O
IJIeZIaYOT /Ia BEpyBa JIeKa THE JIBe HUIIIKKU CaMoO IITO He
ce criowie. be3rpmKHO, MPOTArOHUCTKUTE TPIHYBaaT Ha
CBOETO TaTeIlecTBHE U T OT(PJIaaT npeaynpeayBambaTa
OJ1 TATKOTO W O/ MOMYETO Ha AJba, CTABajKU Ce BO HUCT
KOIII CO YYyZOBHIITaTa 3a KOW T'U MpeAyIpeayBaat:
s11azere ce oz sBepoBu! Cepuicku youjiu! U ox sioBrinm!
U op xeHcku!“ Ila cemak, HUBHAaTa KOHCTPYKI[Mja Ha
peasiHOCTa e KPeBKa U JIECHO MOKe JIa ce Hapyiu. Fako
cakaar Jia ce o/i/lajieyaT O/ 3aCTPAIlyBauyKUTe IIPUKA3HU
JlyejJKU TW /0 HECTBApDHU pa3MepH, CEmaK ce IOBeKe
U ToBeke ce BHecyBaar Bo HuB. Ha mpumep, Kana
M3MHUCIIYBa YIITE €/[Ha MaJjia MPUKa3Ha JI0/IeKa 3aeTHO
co AJba BecJiaaT CoO pa3roJieHU IPajiu: ,3HAaUHl, OHA TAMY
e XpBarcka?“, mpamryBa. ,/la Tubam! 3emja mosiHA CO
youjuu u nepeprutu! lllymune Bpujart o HuB. EbeHmHe
XPBAaTCKU BOEHU BeTEpPaHU HE MOXKAT Jla MPECTaHaT /ia
ybouBaar.“ Jlomeka Tepa co MpUKa3HaTa U YOUCTBOTO Ha
MCYe3HaTaTa CTYIEHTKa My T'O TMPUIIHIIyBa Ha HEKO]
XpBAaTCKU BETEPaH, CJIyIIaaT WCTpel. YIUIAIIEHH,
’KEHUTE BeHAII CU I'M 00JIeKyBaaT rPaHUIUTE, a AJba
ce obOuyBa /1a CIipevyu OMacHOCTA /1a ZI0jie BO Hej3MHaTa
cTBapHOCT: ,,Toa e camo HEKOj JIOBIIHja“, cH ce yOeayBa.
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to start their journey in spite of the looming danger, its
threat surfaces in their accounts. For example, when
they set off on their canoe trip down the Kolpa, they find
themselves stopped at a police roadblock. While another
driver-by gets out of his car, exchanges handshakes with
the policemen and lets them tell him what they’re doing,
Zana spins a tale about him. “Hey, there’s the killer.
And you know what he did? He took her into the woods,
raped her, cut her up and used her as fish bait!” Although
her story is, within the narration, perceived as a joke and
later used as a running gag, it also establishes a storyline
that surfaces in the plot. At the same time, eerie music
repeatedly alternates with the Western motif, leading
the viewer to believe that these two strands are on the
verge of intertwining. Carefree, the protagonists start on
their journey and dismiss Alja’s father’s and boyfriend’s
warnings by placing themselves on a par with the
“monsters” they are being warned about: “Watch out
for beasts! Serial killers! And hunters! And females!”
Nevertheless, their construction of reality is delicate
and easy to unsettle. Although they want to distance
themselves from the threatening stories by inflating them
to unrealistic dimensions, they find themselves more
and more captured by them. Zana, for example, invents
another little story as she and Alja paddle around with
their tops off: “So that’s Croatia over there?” she asks.
“Fuck! A country full of killers and perverts! The woods
are full of them. Those fucked up Croatian war veterans
who just can’t stop killing.” While she continues her
tale and imputes the murder of the missing student to
a war veteran, they hear a shot being fired. Intimidated,
the women immediately put their tops back on, while
Alja tries to prevent the threat from finding its way into
her reality: “It was just a hunter,” she tries to reassure
herself.

’II
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Ho mro 3Hauu Toa ,,camo joBpuja“? CuMoHa, HAaUBHA U
JIEKOBEpHA, a OTTyKa 1 HEBKJIOIIEHA BO TPOjKara, Op30
ITOYHYBa Jla HaceaHyBa. MaJIKy 10 MaJIKy, CH CKJIOIyBa
JIeJTYUEbA O] IIPUKA3HUTE CO COIICTBEHUTE MEPIENIINH 1
HaOp30 cpekaBa YOBEK KOj 3a Hea € ,KpaJsl Ha Irymara‘“:
MMTCKHU JIMK IITO T'O BHECyBa Ajba BO €lHA OJi CBOUTE
IMPUKA3HH KaKO HEKOj IINTO IIyIITa CBETYJIKA Ja TH
MarericaaTr JeBHMI[MTE M TaKa I[€JIOCHO Ja I'M omaroca.
Kora, Bo efieH MUT, BO €IeH peUeH pakaB Beke He Td
rjlefia APyruTe JiBe U ce 3ary0yBa, Ha e[Ha YHMCTHHKA
37I0TJIelyBa €JIeH BO HAaroH, HO KOTa OJTHOBO Ke TO
IIOIJIE/THE U3JIeryBa JieKa e puboJsioBen. Pr6ooBenoT u
JaBa 3Hak Ha CHMOHa Jja 3acTaHe Kaj IITO € JIo/ieKa TOj
ja dpiu jagunara.

Toram mnpukazHaTa €BOJIyHpa INPEKy HHU3a KaApU U
KOHTpakaapu Bo kou CHMOHA ro rJiefja pubOIOBENOT
KaKoO CH ro craBa puOApCKUOT cram Mely HO3eTe, IO
MTOBJIEKyBa KOHEIIOT CO MAalllMHKaTa W ja Baau pubata
O/l jasiiIiaTa BO BUCHHA Ha CBOeTo MelyHOxje. [Toseka,
CO TIPETOII, Ce M0jaByBa CJIMKA Ha CBETYJIKH, a TIOTOA T'H
iegame CuMOHa U PUOOJIOBEIOT KaKO CH pa3MeHyBaaT
morsieau. Torari, co 3ByK Ha IJIaCEeH TamaH, KamepaTa
Op30 ce ABMIKU KOH PUOOJIOBENOT KOj ja yaupa pubara
ox 3emja. CiemyBa KpyreH kazap Ha CUMOHA CHUMeEHA
HU3 OyTuHUTE Ha pubosioBeroT. Ce CMeIKa, a moToa
UM O/ITOBapa Ha JPYTUTE JIBE KEHH KOU ja BUKAaT /1a ce
BpaTH.

IIITo ce ciyuyBa Bo ciieHaBa? Ce BOCIIOCTaByBa Mpeska
o acomujanuu M aimy3uu, a CuMoHa ce garmwia BO
Hea. Co MarnuyHa, METOHUMHCKA CMEHa eJIeH U MaK ce
3aMHCJIyBaaT Kako ,KpaJIOT Ha IIyMaTa“ W ce U3eJlHa-
yyBaaT cO pubOOJIOBel], Yuja dasyCHa CeKCcyaTusaliuja
U HeHajlgjHa OpYTaJHOCT KaKO Ja W3BUPAAT IIPABO
on mpukasHaTta Ha KaHa 3a ybucrBoro. /lozeka oBa
3TYCHYBakh€ Ha 3aIJIETOT € BUJIJIMBO 3a Iyie1adoT, CHMOHA

But what does that mean, it was “just a hunter”? Simona,
naive and credulous, and therefore out of place in the
threesome, quickly starts to fall for the snare. Putting
together bits of stories and her own perceptions, she
soon encounters a man who is for her “The King of the
Forest”: a mythical figure introduced in one of Alja’s tales
as someone who lets fireflies bewitch virgins so that they
are completely under his spell. When, at some point, she
loses sight of the other two at a river branch and gets lost,
she sees a rutting stag in a clearing which, at second sight,
turns out to be an angler. The angler signals Simona to
stay where she is while he casts his line.

The story then evolves through a series of shot-reverse
shots in which Simona watches the angler stick the
fishing rod between his legs, reel in the fishing line, and
remove the fish from the hook at crotch level. An image
of fireflies fades in before we see Simona exchanging
glances with the angler, followed by a cutaway to Alja and
Zana calling for Simona. Again, the exchange of glances
between Simona and the angler. Then, accompanied
by a booming drumbeat, the camera pans rapidly to
the fisherman, who is smashing the fish on the ground.
This is followed by a closeup of Simona shot through
the angler’s thighs. She smiles and then responds to the
other women calling for her to return.

What is happening in this scene? A web of associations
and allusions is stablished, and Simona is caught up
in it. In a magical, metonymic shift, stag and man are
envisioned as “King of the Forest” and equated with an
angler, whose phallic sexualization and sudden brutality
seem to spring directly from Zana’s murder story. While
this thickening of the plot is apparent to the viewer,
Simona doesnot seem to be aware of the threat posed, as
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u3rjlela He € CBeCHa 3a OMAacHOCTa, HA INTO YKaXKyBa
Hej3uHaTa HacMeBKa. Kora gpyrure /iBe KOHEYHO Ke
ja HajaaT, Taa € coceMa IOHeceHa o7 OajkaTa Ha AJba.
~MucieBMe neka Te atia Hekoj siya Xpsat!“, XKana ja
mouekyBa CUMOHa, HO BTOpaBa U OZIroBapa co OMUEHO U
orcytHoJnte: ,He,CiioBeHen6eme”. Tyka,03HAUUTETUTE
KaKo IIITO ce pubaTa U KOHEIOT, €JIEHOT U JIOBIIMjaTa ce
coOupaaTH IOBP3yBaaT co MPETCTABUTE 32 HAITMOHATHATA
MIPHUIIQHOCT, IIPETCTaBHU IIITO aMOUBAJIEHTHO CE CTaBaaT
BO ¢okycoT. Jlomeka oaropopor Ha CHMOHA HCXOAyBa
o1 Hej3uHaTa aHTa3Huja, JUKOBUTE IIITO C€ UMAaHEHTHH
BO TEKCTOT ja CMeTaaT 3a HaWBHA, JIO/IeKa TJIeJauuTe
MOJKe JIa CMEeTaar JieKa ce MU3JI0KyBa Ha onacHocT. OBaa
moziesiba Ha TPU Pa3IUYHH IJIEAUINTA ce 3a0p3yBa BO
HapaTtuBOT. HapemHara Beuep soara 10 KOH(IUKT Kora
CuMoOHa To CJIe[id MPABeIoT Ha pubapcKaTa TPCKA IITO
ja Haora TOJIOKeHa Ha 3eMja, U Toa JAypH J0 IymMara
M KOra OCTaHATWUTe, TPUajKU IO Hea, HAOraaT YeBeJl.
7Kana ja 0OBMHYBA JleKa CO CBOETO HAUBHO O/THECYBAhE
MPUBJIEKYBa CUJIyBauu, AJjba ce 0OW/IyBa /1a TH CMUPH,
a CuMoHa, IaK, T'¥ YKOpyBa o0eTe BeJIejKU UM JieKa TH
MpaseJie MaKHuTe. 3a CeTO Toa BpeMe, BO HOKHATa CIleHa,
TJIEZIaY0T CJIEIN HU3A JIe30pPUEHTHPAYKHA CKOK-PE30BH,
IIPH IIITO I[EJTOCHO I'o TyOH YyBCTBOTO 32 OpHEHTAIHja.

Bo HapeaHuTe CeKBEHIIM, MapajieJIHUTE IOTKU 3a
oHa mTo € (aHTACTHKA, a IITO € CTBApHOCT, IITO €
IIyCTOJIOBHO, a IITO € (MCKJIYYUTETHO) HACHTHO, coceMa
ce 3aIUIeTKyBaar co ¢urypaiuja mro kaj MopHucoH ce
HapeKyBa ,adpuKaHU3aM " — uUrypargja mro, Kako IITo
BeKe 00jaCHUB, CJIy’KH KaKO KOHTPACT 3a OIHUIIIYBakhe Ha
,o0emocra“. ,3akaHyBa4KOTO"“ U ,,00ecTesieceHO" 3jamarbe
— IIITO HAIIATH Cce IIPOjaByBa ITPEKyY CyOjeKTHBHATA KaMepa
— ce 37001Ba CO HOB ITOTEHIIHjaJIeH 00jEKT, 10ieKa IpyIia
Jiyfe, Ha TUK A3ujatu, ce 06u/yBa 1aja mute Kosma. OBaa
HapaTUBHA JIMHHUja ce BOBeayBa kora Asba, CUMOHA
JKana peraBaart, 1o HOKHaTa KaBra, ia mobapaat oMol
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her smile suggests. When the others finally find her, she
is completely captivated by Alja’s fairy tale. “We thought
a crazy Croatian got you!” Zana receives Simona, only
to find her responding with a dreamy face: “No, he was
a Slovenian.” Here, signifiers such as fish and line, deer
and hunter are gathered and linked to notions of national
affiliation, notions put into focus ambivalently. While
Simona’s response is motivated by her fancy, the text-
immanent characters believe her to be namnve, whereas
the viewers might consider her to be putting herself into
danger. This division into three differing points-of-view
is driven on in the narrative. The following evening,
conflict arises when Simona follows the line of a fishing
rod set on the ground all the way into the forest while the
others, running after her, find a shoe. Zana accuses her
of attracting rapists through her namve behaviour, Alja
tries to appease them, and Simona reproaches them both
in turn with hating men. All the while the viewer is privy,
in a night time scene, to a series of disorientating jump
cuts, losing all sense of orientation.

In the following sequences, the competing storylines of
what is fantastic and what is real, what is adventurous
and what is (sublimely) violent, get all tangled up with
a figuration referred to by Morrison as “Africanism”
— a figuration which, as I have explained earlier, serves
as a contrast to limn out whiteness. The “threatening,”
“disembodied” gaze — repeatedly expressed through the
subjective camera — gains, as a group of Asian-looking
people tries to cross the Kolpa River, another potential
object. This narrative strand is introduced when Alja,
Simona and Zana decide, after the nightly fright, to seek
help in a Croatian village on the other side of the river.

:
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BO €/THO XpBaTCKO ceJio 0TaJle pekaTa. Co KpaTKy KOHTpa-
Ka/Ipy, ce MOKa)KyBaaT HO3e Kako ce MpoOuBaaT HU3
BO/Ia J10 KOJIEHA JI0/leKa JloaraaT /i CIPOTUBHYU HACOKHU.
Jlozieka »xeHUTe ro IpeHecyBaaT KaHyTO IIpEKy peKara,
ceTo BpeMe 300pyBajku 3a HACTAHOT OJf IIPETXOJHATa
HOK, Ce CJIyIa IMOBUK 3a nomorl. I1a cenak, ce YuHU Jieka
Hu Aspa, HU CuMoHa, HUTY KaHa He ro 3abesiesKyBaaT
— enuHCcTBeHO kora CUMOHa HaefHAIl 3acTaHyBa U T'H
IIpalniyBa JIPyTUTe M TJIefjaaT Jieka Majia Tpyma Jiyre
KOU JINYaT Ha A3HWjaTHU UCTO TaKa ja MHUHyBaaT peKara.
,beranu!“ 300pOT HeE3aUHTEPECUPAHO CEe OTTPTHYBA OF
ycHuTe Ha Aspa, a JKana B0o30OyzeHO 3abesexxyBa Jieka
eZlHa OJ1 >KeHUTe JIp>KU 4YeBes HaJUK Ha OHOj LITO TO
HalIIe MPeTXOoJHaTa HOK. ,Mokebu Toa € 0AroBopoT!®
W3BUKYBa, ,MOXKeOU HeKkoja Oerajika Cu To 3arybusia
yeBesioT. HukakBo yorctBo. Hukakso cuityBame. Kpaj Ha
npukaszHaTa.“ Bo mefyBpeme, GHIMOT HU3 HaNOpeTHU
Ka/Ipy He BOJIU KOH JIyI'eTo IIITO JINJYaAT Ha A3UjaTH, KOH,
IaK, I0/leKa ja MUHyBaarT pekara, 'l ip:kaT Asba, CuMoHa
u Kana Ha oko. Kamepata mobsivcky ro cjieu norjaeioT
Ha e/lHA ’KeHa U ce 33Jp:KyBa Ha Hero fojeka Kana ja
3aBpIllyBa cBojaTa mpukaszHa. Asba, Cumona u KaHa ro
IIPOJIOJIKYBAAT MATOT U ja Ty0aT rpyriata off BUJ I0/I€Ka,
KOra Ke IMPUCTUTHAT JI0 Operor, He CIIyIIHAT jaK UCTPEJL.
Ce xpujaT BO HUBA CO ITYEHKA U IJIefjaaT, co 3yMOT Ha
dororpadckuoT anmapar, Kako MoJIKIMjaTa ja OpKa u ja
¢daxa rpymara AsujaTi ¥ Kako Ha KyIrue ' TypKaaT BO
IIOJIMIVICKO KOMOU 0Tajte pekara. Oz HaII, TPAHIYIAPOT
Joafa co BO3WJIOTO JI0 HUB, U3JIETYBA OJf HETO U UM Ce
3abJiaro/iapyBa Ha ITOJIMIAjIIUTe CTerajku uM paka. [lItom
Aspa, Cumona u 7KaHa ce CUTYpHU JieKa MOoJINIUjaTa He TH
6apa HUB TyKy Oerajmure, IpOJIOJIKYBaaT 10 IaTeKaTa
1o cenoto. Camo CUMOHA CO COUYBCTBO Ce IIPaIllyBa IITO
JIY Ke cTaHe co ,,0eramute”“. Ho, rpynara Beke HeMa Jia ce
BUJIU TIOHATaMy Bo nmpukasHaTa. llITom ke micue3HaT BO
MIOJINIMCKOTO KOMOU, BeKe BOOIIIIITO HeMA Jia ce BU/IAT.

In shotreverse shots, legs wading through knee-deep
water are shown, coming from opposite directions. As
the women are transporting their canoe across the river
all the while discussing what happened overnight, a cry
for help is heard. Yet neither Alja, Simone, nor Zana
seem to notice it — only when Simona suddenly stops in
her tracks and asks the others to look do they notice a
small, Asianlooking group of people that is also crossing
the river. “Refugees!” The word slips, disregardful, from
Alja’s lips, and Zana excitedly remarks that one of the
women is holding a shoe that resembles the one they
found the previous night. “Maybe that’s the answer!” she
exclaims, “Maybe a refugee lost her shoe. No murder. No
rape. End of story.” In the meantime, the film crosscuts
to the group of Asian-looking people who, while crossing
the river, keep an eye, in turn, on Alja, Simona, and Zana.
The camera especially tracks one woman’s gaze, her
look still lingering when Zana concludes her story. Alja,
Simona, and Zana then continue their journey and loose
sight of the party until, upon reaching the riverbank,
they hear a loud gunshot. They hide in a maize field and
observe, via the camera zoom, how the group of Asians
are chased, captured by the police and bundled off into
a police van on the other side of the river. Suddenly, the
border guard drives up, steps out of his car, and thanks
the policemen with a handshake. Once Alja, Simona and
Zana are certain that the police are not after them but
after the refugees, they continue down the path to the
village. Only Simona inquires empathetically what might
happen to “the refugees.” But, as the story unfolds, their
small party will never be seen again. Once they have
disappeared into the police van, they will forever remain
hidden from view.
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ITITo 3HauM oBaa cekBeHIa? Mako e KpaTka, CMeTaM JieKa
€ 3HauvajHa 3allITo BHECYBa KOHTPACT BO HapalujaTa. Kako
mto ykaxka Tonun MopucoH, purypaTa Ha pacu3upaHara
SApyroct Bo kHmkeBHocta Ha CAJl e pediexkcuBHA
dabpukamuja kKoja ce KOPHUCTH 3a Ja Ce HCTPaXKar
CTPaBOBUTE U >KeJIOHUTE U Jla Cce Harylacu cjiobojara Ha
oennure (Morrison, 1992, passim). AKO 0BOj IIOTJIE/] TO
npuMeHuMe Bp3 Bapyx Meje, nebuTo Ha ,,paCU3UPAHUTE
JIpYyTU“ BO IIOTKATa MOKe Jia Ia/ie IPUMep U /a Harylach
Kako Toa Aspa, CumoHa u KaHa ce BIUIETKyBaaT BO
IIOCTAHOKOT Ha Hanujata. HuBHaATa peakiyja KOH
afcemeTo Ha AsWjaTHUTe IOKa)KyBa JieKa HHUTY eHa
O/l HUB TPUTE HE ce IUIAIIHN Ja He OH/ie MCKIyJYeHa Of
Harjata. IloHaTaMy, MOTIIEHYBAaYKHOT KOMEHTAp Ha
Ama (,berammu!“), couyBcTBUTENTHAaTa HECIIOCOOHOCT
3a aejcrBo Ha Cumona (,IIITo yim ke craHe co HUB?) U
ceHsarnuoHanu3MoT Ha 2Kana (,,I'1emajre v ro ueBesot!)
jacHO TMOKa’KyBaaT JieKa TOKMY HHBHATa CUTYPHOCT BO
mpuIaaHocTa (HalMOHAJIHATa) UM ja COIHpa CIOCO0-
HOCTa JIa BOCIIOCTaBaT BpPCKa CO a3HjaTckaTa rpyma. Bo
HEKOj TOTJIe], TOKMY HCK/IyIyBambeTO Ha PACU3HPAHUTE
JpYyTd OJ Hal{jaTa € OHa IITO MM OBO3MOKYyBa
Ha JKEHHTE Jla Ce YyBCTBYyBaaT IIOBP3aHH CO Hea.
(,/1ob6po 1mTO CcH TO IOHEeCOB macomioT, Benu KaHa);
3aKaHyBAaYKOTO CIIEHAPHUO BOJAM CMETKA HAI[HOHAHUTE
BPETHOCTH ¥ HOPMH — JAYyPH U KOra He ce mpudareHn
— Jla ce IIpero3HaBaaT Kako pedepeHTHa TOUKa,
aKo He 3a JIpyro, Torair 6apeM 3a Ja ce OCIopyBaart.
Taka, pacu3MOT € cOCTaBeH jejl Ha u3rpazbara Ha
Halyjata 3allTO — CO BKJIy4YyBakhe U HCKIyUyBarbe,
CO JIOJIeJyBaibe OIIIITECTBEHH U KYJATYPHU OJIMKH
cropes; 60jaTa Ha KO»KaTa — BOCIIOCTaByBa oOpaciii Ha
OJIHECYBaba M CTABOBH IIITO MCTO TaKa T'U PEryaupaar u
JUCHUIIMHAPAAT POOT M CEKCYyaTHOCTA.

Jlosieka kaMepara ce 3a7p:KyBa Ha IIOTJIEZIOT HA A3HjaT-
KaTa AypHu U oTKako KaHa rv u3Hesa CBOUTE MUCJIH, Taa
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What does this sequence mean? Although short, I believe
it is significant because it introduces a contrast to the
narration. As Toni Morrison has pointed out, the figure
of the “racialized other” in USAmerican literature is a
reflexive fabrication used to explore fears and desires,
and to highlight the freedom of whites (Morrison 1992,
passim). If we apply this insight to Varuh Meje, the debut
of “racialized others” in the storyline could exemplify
and highlight how Alja, Simona, and Zana are woven
into the becoming of nation. Their reaction to the Asians’
arrest show that neither of the three fears exclusion from
nationhood. Furthermore, Alja’s dismissive comment
(“Refugees!”), Simona’s empathetic incapacity to act
(“What will happen to them?”) and Zana’s sensationalism
(“Look at her shoe!”) make it clear that it is precisely
their certainty of (national) belonging that inhibits their
ability to establish a relation with the Asian party. In
some respects, it is exactly the exclusion of racialized
others from the nation that allows the women to feel
affiliated to it (“I am glad I brought my passport,” says
Zana); the threatening scenario ensures that national
values and norms — even when they are not accepted — are
recognized as a point of reference, if only to be contested.
Racism is thus constitutive for the building of a nation
as it establishes — by inclusion and exclusion, by the
assignment of social and cultural characteristics through
skin colour — patterns of behaviours and attitudes that
also regulate and discipline gender and sexuality.

As the camera dwells on the Asian woman’s look even

once Zana has already expressed her sentiments, it

:
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YIITE eHAII apTUKYJINpa He3aBUCeH moryien. Mefyroa,
BO OBOj CJIy4aj, TO] He HMCIpaka 3aKaHa; HAIIPOTUB, TH
M3JI03KyBa TJIeZJauuTe Ha JIUK KOj IJIeJla IPaBO BO HUB
— CWJIeH TecT, OuJejKU TJIeZlabeTo ja CcUMOOoIU3upa
croco0HOCTa Ha CyDjeKTOT Jla CoIyielyBa W IIaMeTH
(cm. Silverman, 1996). Kora A3zujaTkata € CBpTeHa KOH
KaMepaTa, ce 371001Ba CO CTaTyC Ha Cy0jeKT — CTaTyC IITO
OBO3MOJXKYBa Pa3jIMYHO U JIUBEPreHTHO COTJIEYBAIbE,
CO IITO MOXKEJIO Ja Ce OBO3MOXH M PACHUCTHYKOTO
oAHecyBamwe Ha Aspa, Cumona u KanHa fa ce ryena Bo
ITOMHAKBO CBETJI0. buyiejku HUTY 016paHOEHHOT CTaB HAa
Aspa, HUTY JBYOOIIUTCTBOTO Ha JKaHa, HUTY COUYBCTBOTO
Ha CuMoOHa He BOJIAT KOH IIPOMEHA Ha HHUBHOTO
OJlHeCyBame; HAIPOTHUB, OBHE CTABOBU IOJJPKyBaaT
cTaTyc KBO BO KOj rpynaTta AsujaTH ce J0XKHUBYBa KaKO
IIPETCTAaBHUK Ha PAacHOTO Jipyro. buznejku duiMor HU
IIpeTcTaByBa cy0jeKT Koj IJlefa IpaBO BO KaMepara,
TO] UM OBO3MOXKYBa Ha IVIeJJayWTe DPAa3JIMYHO Jia ce
cMmectar cebecH BO OZHOC Ha H3JIOKEHATa CHUTYyaIyja,
Ha TOj HaYWH OBO3MOXKYBajKH UM Ja TO IIperno3HaaT
U /ZIa ce OrpaZiaT Of PacU3MOT KOj € UMIUIUIIUTEH BO
OJITHECYBamhEeTO 1 IOTE3UTE Ha [JIABHUTE IIPOTArOHUCTKH,
Y /JIa ja coTvIeZlaaT HUBHATA CBUPEIIOCT ¥ HECOJIU/IAPHOCT.
ITonaTamy, KaKo IITO ce Pa3BMBA IPUKA3HATA, 3aIJIETOT
IIOKa>KyBa KOJIKY HacHJIHO ce (TpaHc)dopMupaaT poaoT
U CeKCyaTHOCTa BO GYHKIIHjA HA UE0JIOTUHUTE OF] TUIIOT
KpB U 3eMja. OIMOT KyJIMUHHpPA KOTa TPUTE JKEHH,
II0 KpaTKa Iay3a Ha XpBaTcKaTa CTpaHAa Of] peKarta, ce
Bpakaat Bo CioBeHMja U HawayBaaT Ha ,UyBapoT Ha
rpaHMIlaTa 3a KOj ce MOKaKyBa JieKa € HUCTUOT OHOJ
prboJIOBeI] ¥ BO3aY LITO 3aIIpe HA IMOJIUIUCKUOT IIYHKT,
KoMy Aspa My npunuiia youcro. Ce 3akaHyBa Jieka Ke
IIOBUKA IOJINIIYja, a Ha MOJINIAJIUTe CUTYPHO HEMA /14
UM Oujie o ked Kora ke BU/IAT JleKa HEKaKBU pa3rajieHu
IpaJICKU MIMU3JIY, HadypaHU Ha TETOBAXKU U TUPCUH3H,
ama 6e3 dpaepu, 6apaar nosobap xuBoT Bo CroBeHUja.
IToToa ru THCKA BO CBOjOT aBTOMOOWJI, HO ycIleBaar aa

articulates an independent gaze yet again. However,
in this instance, it does not convey a threat; on the
contrary, it exposes the viewers to a character that is
looking straight at them — a powerful gesture, since
looking symbolizes the subject’s ability to perceive and
to remember (cf. Silverman 1996). When the Asian
woman faces the camera, she acquires the status of the
subject — a status that allows to perceive differently and
divergently and thus might allow to see Alja’s, Simona’s,
and Zana’s racist behaviour in a different light. Because
neither Alja’s defensive stance, Zana’s curiosity nor
Simona’s compassion lead to a change in their behaviour;
on the contrary, these attitudes perpetuate a status quo
in which the group of Asians is seen as representing the
racial other. Since the film presents a subject looking
straight at the camera, it allows the viewers to situate
themselves differently with respect to the situation
shown, thereby allowing them to recognize and distance
themselves from the racism implicit in the behaviours
and actions of the main protagonists, and to realize
their cruelty and lack of solidarity. Furthermore, as the
story unfolds, the plot shows how violently gender and
sexuality are (trans)formed for the purposes of blood-
and-soil ideologies. The film climaxes when the three
women, after a brief interlude on the Croatian side of the
river, return to Slovenia and stumble upon the “Guardian
of the Frontier” who turns out to be the same person as
the angler and the roadblock car driver to whom Zana
had imputed a murder. He threatens to call the police,
who would certainly not be pleased to find spoiled city
brats, complete with tattoos and piercings but without
boyfriends, searching for a better life in Slovenia. Then,
he bundles them up into his car but they manage to
escape when he stops to shoot a deer. Meandering
orientationless through the forest, they happen to come
across a festival and, yet again, the “Guardian of the
Frontier” appears on the scene, this time as a nationalist
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n3beraaT Kora 3amupa jAa 3actpesna eyieH. CKATajku
0e3 opueHTanyWja HU3 IIyMara, CJIy4ajHO HAWAyBaaT
Ha ¢ecTrBaI U, OAHOBO, ,YyBapoT Ha TpaHHIaTa“
BJIETYBa BO CI[€HATA, OBOj MAaT KAKO HAIIMOHAJIMCTUYKHU
BOJIau KOj ITPOTIOBE/A JieKa Ke ja couyBasl ,J9ucroTaTta’
Ha CrnoBenuja. I oBojuar, ja OKHMByBa CJIMKara Ha
CrnoBeHuja mperiaBeHa o1 berayimy U ypoaHUTH KOU TH
UTHOPUPAAT KYJITyPHUTE HOPMHU, TPAUIIMHN U CEMEjHU
BPEAHOCTH, W YUj HANpeJeH HAaYMH Ha JKUBEerme Ke
ro yHuinTu cBeror. Ho CioBeHIUTE, BeJIM HA Kpajor,
HUKOTAIll HeMa Jja Th 3ab00paBaT OCHOBHHTE Hayesa Ha
cBOjaTa HallMja: CEMEJCTBOTO € CBETO, MajKUTe Tpeba
Jla CH ceZlaT JIoOMa, a XOMOCEKCYaJHOCTa € TOTpeIHa.
~,CnoBenuja Ha CioBeHmuTe!“, 3akIydyBa, Iper A
3allOYHEe HapOoJHaTa My3WKa M Ha HacoOpaHUTE UM
ro MOKa)KyBa CBOETO CEME)CTBO, Zo/ieka Asba, JKaHa u
CumMoHa (akaat IITHKIIA.

Tyka, IPOTOTUIIOT Ha HaIjaTa KOj C€ OXKHUBYBa Ce
H3eHavYyBa CO CEMEJCTBOTO: MeTadOPUTE 3a KPB U 3eMja
(,CnoBenuja Ha Cioennute!“) ja ,HaTypaiu3upaat”
HaI[HOHAIHATA Ap’KaBa, YHe U3BOPHUIITE CE 3aMHUCIyBa
BO IIOTEKJIOTO, JI03aTa ¥ HACJIECTBOTO, TAKa IIITO TOKMY
CEMEjCTBOTO € HEJ3UHHUOT TeMeJ. FICTOBpeMeHO, OHME
IITO TH IPEKPIIyBaaT OBHE IIOMMarba Ce OTylyBaaT W
IIPOTEPYBAaT Of ,3aMHCIEHATa 3a€HHUIA": JKEHUTE KON
He ce IIOKOpyBaaT Ha CEMEJHUOT Hjeas, MUTPAHTHUTE
KOMIIITO TParaar I10 I1oA00ap KUBOT U XOMOCEKCYAJIIIUTE
KOM BpIIAT ,IIPOTUBIPHPOJAEH mpecramn”. Onx Tpute
aukoBr, CMMOHA € OHaa KOjaIllTO HajJaecHO CTaHyBa
IUIEH Ha BakBUTe O0jaCHyBauK{d NIPUKa3HH, OUAEjKHU
HEe caMO IITO TPajHO IO ompaBayBa ,UyBapoT Ha
rpaHHIlaTa“ — ,IJie/iajTe, I1a TOj UMa ceMejcTBo!“; ,,camo
cakas Jia TIOMOrHe!“ — TyKy M CeKCyaJIHO ce IIOBP3yBa
co Hero. Bo HammopeaHa cCeKkBeHIla, Ce Pa3BHBAaT ITOTKH
IIITO CH KOHKYPHpAaarT eHa Ha pyra: O/ e[lHa CTPaHa, ce
moka)kyBa CHMOHa KaKo, BO CJIEJ] IIITO HAJIUKYBa Ha COH,
IO HaIyITa [IaTOPOT 3a Jla CU TU 3alITUTH IIpHjaTesI-
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politician preaching to keep Slovenia “pure.” Again, he
evokes the image of Slovenia being swamped by refugees
and urbanites who disregard cultural norms, traditions
and family values, and whose advanced way of life will
destroy the world. But Slovenians, he closes, will never
forget the core principles of their nation: the family is
holy, mothers should stay home, and homosexuality
is wrong. “Slovenia to the Slovenians!” he concludes,
before folk music sets in and he introduces his family
to the assemblage, while Alja, Zana and Simona take to
their heels.

Here, the prototype of the nation that is evoked equates
with the family: the metaphors of blood and soil
(“Slovenia to the Slovenians!”) “naturalize” the nation
state, imagined to originate in filiation, lineage, and
inheritance, so that the family is its very foundation. At
the same time, those who transgress these notions are
disowned and expelled from the “imagined community:”
women who do not yield to the family ideal, migrants in
search of a better life, and homosexuals who commit “an
offence against nature.” Of the three characters, Simona
isthe one who easily falls prey to this explanatory account,
as she not only excuses the “Guardian of the Frontier”
permanently — “Look, he has a family!”; “He only wanted
to help!” — but also engages with him sexually. In a cross-
cutting sequence, competing storylines evolve: on the
one hand, Simona is shown, in a dream-like sequence,
leaving her tent in order to protect her friends from
intended rape by “the Guardian of the Frontier” and two
of his supporters; on the other hand, Alja and Zana are
seen having sex together.

’II
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KUTE O] CHJIYBAEETO INTO ro HayMmMuie ,YyBapoT Ha
rpaHUIaTa“ W JBajiia OJf HETOBUTE IOJPIKYBAYH; OF
Jpyra CTpaHa, ce Iyiefa Kako Aspa u JKaHa MMaar cekc
3a€eHO.

Jlosieka JiBeBe JOKMBYBAaaT €KCTAaTHYEH BOCXUT, CEKCY-
ayiHUTe cTpactd Ha CHMOHA ce IIpeTBoOpaaT BO KOIIMap:
obJyleueHa BO HapoJlHA HOCHja, BO MPHUAPYKOa Ha
apXeTUIICKM CJIMKM Ha OTaH, BOJIa M TaHIl, OTIPBUH
Y’KHBa BO JIOZIBOPYyBamaTa oJ , YyBapoT Ha rpaHuIiaTa®,
JloJIeKa He oY He Jja MacTypbupa co puba. Kora koHeuHO
€jaKysiipa, He caMo IITO 33aJ cebe ocTraBa MpTBa pubAa,
TYKY 3a/1 HETO € | IpervlalieHara u 3rpodeHa CuMoHa.

5....CO WITO Cce co34aBa COY4EeCHULUTBO

Ha moyeTokoT 0J1 0BOj orJies ykaxas geka Bapyx Meje
—Yyeapoit Ha I'paHuyaitia ro aHATM3UPA 3aIJIETKyBa-
IbETO Ha PacaTa, CEKCyaJTHOCTa M POZOT BO KOHIIENTOT Ha
HaI[{jara, co IITO OTKPHBA JieKa CyOjEKTBHOCTA € TOJIKY
BHATPEIITHO UCIPEIJIETEHA CO HEJ3MHUOT ITOCTAHOK, IIITO
HEj3MHOTO TEMEJIHO HACHJICTBO HE MOJXKE Jla Ce COIJIe/ia.
Huz ucTOBpEMEHO HEHCKJIydyBalbe M HCKIyUyBarbe,
»PACU3UPAHOTO APYro“ ce IMpoTepyBa O TPAHUIUTE
Ha HaIMjaTa, JA0JleKa POJOT U CEKCyaTHOCTa Ha OesruTe
IIPOTAarOHMCTKH Ce PperyaupaaT U AUCIUILIMHUpAAT.
Bunejkn ananusaTta Ha QUIMOT cera ja 3a0KpYKUBME,
cakaM Jla ce HaBparaMm Ha oBaa auckycwja. [lokakas
Kako Bapyx Meje ipupe/tyBa »xejiba 1a UM ce o/ipeuar Ha
’KEHUTE — [10] 3aKaHa CO HACKJICTBO — O/IPE/IEHHU ITPOCTOPH
U BUIOBHU IIOBEJIEHHE, 0COOEHO OHME OJ[HECYBAIba IIITO
TUIIUYHO Ce IIOBP3yBaaT CO ,0ejlaTa Ma’KeCTBEHOCT".
®duiMor ja moBp3yBa oBaa (3akaHa CO) HAaCUJIHOCT CO
HAI[HOHAIMCTUYKHUOT IUCKYPC U CO TOA MOKAXKyBa KaKO
Taa CTaHyBa JIEJIOTBOPDHA CaMO aKO Ce BKOPEHH U BO
MIPETCTaBUTE KAaKO IIITO € ,HallkjaTa“ U BO CyOjEKTUBHUTE
HAUYMHU Ha IIOCTOEIbE U OffHecyBambe. buaejku ,,YyBapot

While those two reach ecstatic rapture, Simona’s sexual
passions turn into nightmare: dressed in a traditional
costume, accompanied by archetypical images of fire,
water, and dancing, sheinitially enjoys the advances of the
“Guardian of the Frontier,” until he begins to masturbate
with a fish. When he finally ejaculates, he does not only
leave a dead fish behind, but also a completely frightened
and disgusted Simona.

5. ... creating complicity

At the beginning of this paper, I suggested that
Varuh Meje — Guardian Of The Frontier analyzes
the entanglement of race, sexuality, and gender in the
concept of the nation, thereby disclosing that subjectivity
is so intrinsically interwoven with its becoming that its
foundational violence cannot be perceived. Through
simultaneous in- and exclusion, the “racialized other” is
expelled from the boundaries of the nation, while gender
and sexuality of the white protagonists are regulated
and disciplined. As the film analysis has now been
completed, I would like to resume this discussion. I have
shown how Varuh Meje stages a desire to deny women
— through threat of violence — certain spaces and types of
conduct, especially those behaviours typically associated
with “white masculinity.” The film relates this (threat of)
violence to a nationalist discourse, and thus shows how
it only becomes effective through its embedment both in
representationslike “the nation” and in subjective ways of
being and behaving. Since the “Guardian of the Frontier”
embodies both notions literally as well as symbolically,
the film illustrates this twofold violence. Women in
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Ha TPaHUIATA“ HCTOBPEMEHO T'M OTEJIOTBOpYBa obere
peTcTaBu U OyKBaJIHO W CUMOOJIMYHO, (PUIMOT TO
WIycTpupa Toa ABOjHO Hacwime. Kenute Bo Bapyx
Meje He ce caMO mpeaMeT HA HACUJICTBO, TYKy C€ U
3HAYUTEJTHO BKJIYUEHH BO HETOBOTO ITPOJIOJIKYBAIbE.
Jlukor Ha CUMOHA e IpUMep KaKo KEHUTEe I'M Kpernar
JIOMUHAHTHUTE IIOMMama Ha POJOT U pacara, Iypu
¥ KOra THe IIOMMama jacHO I[oMaraaT Ja Cce OJ[pKaT
JMUCKpUMUHANMjaTa U YTHETYBAKETO. AyIUPAjKU TyKa
Ha Jlenes (Deleuze) u na l'atapu (Guattari), moxke za ce
TBP/Y JleKa Hej3UHAaTa eJ1ba co371aBa 301p JOMUHAHTHU
00JIMIT HA TPOAYKIMja U PENpOAyKIHja, 0e3 mpurToa
CEeKOTalll /1a YKaKe JieKa CTPa/ia O] UE0JIONIKO CIETUIIO:
»He craHyBa 300p 3a UIE0JIOMIKY TPOOIIeM, 3a TPOOIEM
Ha HeIpelO3HaBame WIy3Hja WJIH H3JI0KEHOCT Ha
wiysuja. CtaHyBa 300p 3a mpobJieM Ha KeJioH, a skesibara
e nmen ox uHdpacrpykrypara“ (Deleuze/Guattari 1983,
104). OBa e, 6e37pyro, IpacTUUEH 3aKJIy4oK, OujiejKku
Bapyx Meje ucro Taka mpuKakyBa Hacuine. Meryroa,
3apeM He e IMPOHUKJIWBO Ja Ce Ipalla BO KOJIKaBa
MepKa >KeHHTe THU KpelaT HACWUJIHUTE OIIITECTBEHH
yCJIOBH, Ha TOj HAYMH INTETejKH cU U cebecu U Ha
npyrute? OIMOT 3aBPIIyBa TaKa IITO IO HACTAHUTE O]
npeTrxofHara Hok CHMOHA ce Bpaka JioMa, 30BpHUeHa Of
Oec, u ru 06BuHYBa Asba u JKaHa /1eKa ja octaBuie Kora
»,dyBapoT Ha rpaHuIata“ ja cuaysai. Jlasm oBaa Bep3uja
e suctuHuTa? Wnu Tpeba 1a BepyBame sieka JKaHa, koja
ja obBuHyBa CMOHA, haHTa3UpaIa 32 [eJIaTa enu3oza
3a J1a ce CIIpaBU co MeryceOHaTa jby00B Ha JKaHa u Aspa?
EnuHCTBEHO U3BECHO € IeKa TPUTE KEHU He yCIeBaar Jia
JIejCTBYBaaT COJIMJIAPHO U Jia Ce IIOTKPeITyBaaT Merycebe,
U TIOKPaj CBOWTE PA3JIMKH, MAKO HUBHATA CIIOCOOHOCT
Jla JejcTByBaaT MoxKesja Jia eBosyupa. I[loHaramy,
HUBHATa HECOJIUJJADHOCT CO JpPYTH JIMIA, Koja TH
HaJMUHYyBa ,[PAHUIUTE Ha JO3BOJIMBOTO“, HE CaMO
IITO MOZ/IPKyBa HAIMOHAJIUCTUYKYU JFCKYPC 3aCHOBAH
Bp3 TEMEJIHO WCKJIyJyBale Ha pacHU3UpaHUTE JPYTH,
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Varuh Meje are not only objects of violence, but are also
significantly involved in its perpetuation. The character
of Simona exemplifies how women sustain dominant
notions of gender and race, even when those notions
clearly help to sustain discrimination and oppression.
Alluding here to Deleuze and Guattari, one could argue
that her desire forms an assemblage with dominant forms
of production and reproduction, without necessarily
indicating that she suffers from ideological blindness:
“It is not an ideological problem, a problem of failing
to recognize, or of being subject to, an illusion. It is a
problem of desires, and desireis part of the infrastructure”
(Deleuze/Guattari 1983, 104). This certainly is a severe
conclusion, since Varuh Meje also portrays violence.
However, is it not insightful to ask to what extent women
are supporting social conditions that are violent, thereby
doing themselves and others damage? The film closes
with Simona returning home after the night’s events,
inflamed with rage, accusing Alja and Zana of forsaking
her when the “Guardian of the Frontier” raped her.
Is this version true? Or should we believe Zana who
accuses Simona of having fantasized the entire episode
to cope with her and Alja’s and love for each other? The
only certainty is that the three women do not manage to
act in solidarity or to support each other despite their
differences, although their capacity to act could have
evolved. Additionally, their lack of solidarity with other
individuals, transcending the “limits of the permissible,”
not only sustains a nationalist discourse based on the
fundamental exclusion of racialized others, but also turns
them into unchallenging and silent accomplices. In this
way, they become incapable of altering or configuring the
nation’s discursive construction. Thus, accepting racial
exclusion has an immediate impact on their possibilities
within the boundaries of nation.

’II



292

Doro Wiese HalluciNation

TYKY OJi HUB IIPAaBU U KPOTKHU U HeMH coydecHunu. Ha
TOj HAYWH, THE CTAaHyBaaT HECIOCOOHU /ia ja M3MeHaT
WM KOH(pUTYpHUpaaT AUCKyp3UBHATa KOHCTPYKIIHja Ha
Hanujata. Taka, mpudakameTo Ha PACHOTO UCKIIyUyBathe
MMa HEIMOCPEJHO BJIMjaHHEe BP3 HUBHUTE MOKHOCTH BO
paMKHTe Ha Halyjara.

AKO ce HaBpaTHMMe Ha IIPAIIaFkETO IITO HA ITOYETOKOT
rO MOCTABHUB BO BPCKa CO PACIOJIOKJIUBUTE TEOPUCKH
KOHIIENITH 32 aHayIn3a Ha Bapyx Meje, 6u ykaskasa gexa
HETOBOTO BHECyBalbe Ha HelpudaT/iuBa IepCIeKTHBA
Ha KaMepaTa 'l HaBeJyBa TJIeJlauuTe Jla ce JIeUIeHTH-
¢dukyBaat cebecH, 3a /1a MOXKAT J]a ja IPOYMTAAT caMaTa
rpara Ha MOKTa: Jlen/IeHTU(PUKaLHja IITO He € 00JIMK Ha
c1000/1a 071 HEIITO, TyKy ¢J1000/a /1a ce CTOPY HEIITO:
Jla ce TIperno3HaaT MexaHu3MuTe Ha cy0OjeKTuduKanmja,
3a KOHU ,pacaTa“, poJIoT U CEKCYaJIHOCTa Ce BaXKHU KaTe-
TOpHH, W Jla Ce YBUAAT HOBHU MOXXHOCTU 32 Pa3MHUCIIY-
Bame. 3a Jla ce CTOPHU Toa, MOXKeOH ke Ouzie MmpecyaHo
Jla ce CBPTU OJHOCOT Mery 3HAKOT (MHTEpIPETaHTOT)
¥ TOJIKyBaudOT, M YOBEK Jia JOIYIITH Jia ce WHPHUIpa
npeky ciaukute. Kako mro tBpzemre 3urdpus Kpakay-
ep (Siegfried Kracauer): ,ororpadgckure MeguymMu HA
roMaraar Jia ja Haf[MHHEeMe CBOjaTa allCTPAKTHOCT TaKa
IIITO HE 3all03HABaaT CO, TYKYpPeUYH 3a MPBIIAT, CO ‘3eM-
jaBa koja Ha koja kuBeeme’ (I'abpuen Mapcen (Gabriel
Marcel)); Hu TomMaraar Ja MUCJIMME HHA3 HeIlTaTa, a He
Hazg auB“. (Kracauer 1969, 192).

Ja kopucraMm oBaa MOKHOCT JIa UM ce 3abyiarozjapam Ha
dennkc Akcrep, Yad Xajmen u ca Mepcue 3a HUBHHOT

IIOTTUK U IIOMOIIITA.

[TpeBox ox anrIMCcKY ja3uk: OrHeH YemepcKu

Returning to the question I posed at the beginning
concerning the theoretical concepts available for the
analysis of Varuh Meje, I would like to suggest that
its staging of an unpleasant and unacceptable camera
perspective entices the viewers to de-identify themselves,
so that they can read the very fabric of power: a de-
identification that is not a freedom from, but a freedom
to: to recognize mechanisms of subjectification, for which
“race,” gender, sexuality, and nationality are important
categories, and to discern new possibilities of thinking.
To do so, it might be crucial to reverse the relation
between interpretant and interpreter, and to let oneself
be infected through images. As Siegfried Kracauer has
argued: “The photographic media help us to overcome
our abstractness by familiarizing us, for the first time
as it were, with ‘this earth which is our habitat’ (Gabriel
Marcel); they help us to think through things and not
above them” (Kracauer 1969, 192).

I would like to thank Felix Axter, Ulf Heidel, and Isa
Mercier for their encouragement and help.




Identities )

Ounmorpaduja:

Bapyx Meje —Uyeap Ha I'panuyaita: CnoBenuja/T'epmannja
2002; pexucep: Maja Bajc, cierapno: bpok Hopman Bpok,
3opau XorneBap, Maja Bajc; ynoru: WUBa Kpami, (Cumona),
IMua 3emsmjuk (PKana), Tama Ilorounuk (Aspa), JoHac
3uuymapmuk (YyBapoT Ha rpaHuIaTa); kaMmepa: bojaH
Kacrenuk; monraska: Ilerep Bpaar; mysuka: Crjyapt Jlassior;
npoayueHT: besna ¢uim Bo konpoaykiuja co Tapuc puam Bo
copabotka co 3/1®/APTE u TB CioBenuja.

benewku:

1. Bapyx Meje — Yyeap Ha Ipanuyama: CioBeHuja/
TFepmanuja 2002; pexxucep: Maja Baje, cuenapuo: Bpok
Hopman Bpok, 3opanm Xomepap, Maja Bajc; ymoru:
NBa Kpam1, (Cumona), [Tua 3eminjuk (?Kana), Tama
[Torounuk (Aspa), Jonac 3uupapmuk (YyBapoT Ha
rpanunara); kamepa: bojan Kacrenuk; moHTaxka: Ilerep
Bpaan; mysuka: Ctjyapt Janiton; npoxyueHnt: besa puim
BO Kompozyknuja co Tapuc ¢puim Bo copaborka co 31D/
APTE u TB CnoBennja. Bo HaramomrHuot Teker, BAPYX
MEJE.

2. Temnep (Gellner), na npumep, ro AedbuHHpPA HAIUO-
HJIM3MOT KaKO ,TeOpHja Ha ITOJUTHYKA KCIPABHOCT
[ITO Ha/lara €eTHUYKKUTE IPAHUIIM Ja He THU [IPeceKyBaaT
[MOJIUTUYKUTE U, OCOOEHO, ETHUYKUTE TPAHHUIIA BO
paMKuTe Ha JajieHa Ap:kaBa [...] 1a He TW OJ[BOjyBaar
HOCHUTEJINTe Ha MOKTa oj ocraHarure. [...] ma 3aroa
JIprKaBaTa ¥ KyJITypara cera Mopa fia ce mosp3ar (Gellner
1983, 36, nut. kaj Yuval-Davis 1997, 11).

3. [udepennujanujata mery ,KeHaTa“ U ,JKEHUTE® BO
(deMUHHUCTHYKHUTE TEOPUH ja BoBenie Tepesa ne Jlayperuc
(cm. Lauretis, 1984, 5-6).
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Filmography:

Varuh Meje — Guardian Of The Frontier, Slowenia/Germany
2002; director: Maja Weiss; scriptwriter: Brock Norman Brock,
Zoran Hocevar, Maja Weiss; starring: Iva Krajnc (Simona), Pia
Zemlijic (Zana), Tanja Potocnik (Alja), Jonas Znidarsic (The
Guardian of the Frontier); camera: Bojan Kastelic; editing:
Peter Braatz; music: Stewart Dunlop; producer: Bela Film in
co-production with Taris Film in cooperation with ZDF/ARTE
and TV Slovenia.

Notes:

1. Varuh Meje — Guardian of the Frontier, Slowenia/Germany
2002; director: MajaWeiss; scriptwriter: Brock Norman
Brock, Zoran Hocevar, MajaWeiss; starring: Iva Krajnc
(Simona), Pia Zemlijic (Zana), Tanja Potocnik (Alja),
Jonas Znidarsic (The Guardian of the Frontier); camera:
Bojan Kastelic; editing: Peter Braatz; music: Stewart
Dunlop; producer: Bela Film in coproduction with Taris
Film in cooperation with ZDF/ARTE and TV Slovenia. In
the following, quoted as: VARUH MEJE.

2. Gellner, for example, defines nationalism as the “theory of
political legitimacy which requires that ethnic boundaries
should not cut across political ones, and in particular,
that ethnic boundaries within a given state [...] should not
separate the power holders from the rest. [...] and therefore
state and culture must now be linked.” (Gellner, 1983, 36
quoted in Yuval-Davis, 1997, 11).

3. The differentiation between “woman” and “women”
has been introduced by Teresa de Lauretis into feminist
theories (cf. Lauretis, 1984, 5-6).
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