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INTRODUCTORY NOTE

This book is amended and refined version of the doctoral disser-
tation The Analysis of Subjects Hamlet and Ahmed Nuruddin through
Nietzsche s Disguise Principle and the Use of Mask defended in 2022.
It is divided into 15 chapters, some of which represent a theoretical
introduction to the topic, whereas others are devoted to the analysis of
the aforementioned play and novel. Furthermore, it contains some of
the author’s modified and supplemented parts of previously published
research papers listed in the “Bibliography” section.

Firstly, I would like to thank Svetlana Seatovi¢, PhD, the head
of the Department of Poetics of Modern and Contemporary Serbian
Literature, then to Bojan Jovi¢, PhD, the director of Institute for
Literature and Art in Belgrade.

I owe many thanks to the academician Zoran Paunovi¢, PhD,
who was my mentor during the preparation of my doctoral dissertation.
I am grateful for their help, for the valuable advice and suggestions
I received during the process of writing this book.
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1. INTRODUCTION:
NARROWING DOWN
THE SCOPE OF THE TOPIC

This monographic research strives to examine the phenomenon
of masking (disguising) founded on the principles tackled by the
worldwide renowned philosopher Friedrich Nietzsche. The vital pur-
pose of putting the mask on is producing an illusion through behavior
so as to protect the genuine self. The monograph argues both Ham-
let and Ahmed Nuruddin are Nietzschean subjects, divided within
themselves, torned by an inner conflict and the Althusserian ones,
the ideologically fashioned subjects. Hence, there are contradictions
between their being and their public persona, the mask itself, worn
in front of other people as a means of reaching a goal whereas their
being is their true self, who they in fact are.

According to Jovan Hristi¢, this constitutes

“[...] the basic and most important theme of Shakespeare’s tragedy:
the topic of the ambiguity of human and human actions. A person is
not only torn between opposites, but a human being combines those
conflicted tendencies within oneself. As a result, it makes a person a
contradictory being with two sides and two faces™ (Hristi¢ in: The Scene
1967: 380).

',[...] osnovnu i najvazniju temu Sekspirove tragedije: temu dvosmisle-
nosti ljudske li¢nosti i ljudskih postupaka. Covek ne samo $to se nalazi izmedu
suprotnosti, on u sebi spaja suprotnosti, i to ga ¢ini protivre¢nim bi¢em sa dve
strane i dva lica” (Hristi¢ u: Scena 1967: 380).

11
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This motif will be researched through the analysis of two ideolog-
ically conditioned subjects. One of them is Hamlet, the Shakespeare’s
Hamlet’s protagonist, and the other one is Ahmed Nuruddin, the main
hero of Mesa Selimovi¢’s Death and the Dervish in the light of the unity
of the Apollonian and Dionysian principles within their beings with
regard to the tragedy of revenge (revenge tragedy) that will be used
as the research framework.

This monograph represents an attempt of New Historicism
readings of the Shakespeare’s play Hamlet and the famous Serbian
novel Death and the Dervish authored by the Serbian writer of Mus-
lim origin Mehmed Mesa Selimovi¢. This very notion introduces the
topic of duality which is the gist of this book in the key of Nietzsche’s
masking principle. It coincides with the Jungian dividing of the Self
on its antagonistic parts one of which is Persona whereas the other is
the Shadow. With this in mind, we will be using this division applied
to Mesa Selimovic’s protagonist Ahmed Nuruddin. This is the topic
further elaborated on in the Jasmina Ahmetagi¢ essay “Private and
public in Selimovi¢’s novels Death and the Dervish and The Fortress™>.

Furthermore, this book compares and contrasts Hamlet and
Ahmed Nuruddin, the protagonists of two great literary works of
two literatures, British and Serbian, will be striving to penetrate into
their diversity. On the one hand, Harold Bloom notes that “all that
matters is Hamlet’s consciousness: endless, boundless and at war
with itself”* (Bloom in: Bloom (ed.) 2008: xii). As opposed to this is,
at first, a literary character whose consciousness is painfully limited
by his absolute dogmatic blindness to which he is utterly dedicated
given being a dervish. He truly believes in the objectivity of the law,
in the meaning of the principles, rules and regulations that are the

2 Svi prevodi su ili komercijalni prevodi knjiga ili originalni prevodi na
engleskom jeziku u zbornicima, ¢asopisima, itd. ili ih je uradila sama autorka
osim ukoliko nije drugacije naznaceno.

* “All that matters is Hamlet’s consciousness: infinite, unlimited, and at
war with itself” (Bloom’s Shakespeare Through the Ages: Hamlet, Edited and
with an introduction by Harold Bloom Sterling Professor of the Humanities
Yale University 2008: xii;)

12
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same for everyone and that must not be challenged, even when it
comes to his own next of kin because that would betray his service to
the principles that he puts above everything and everyone, including
his birth family, brother, blood kinship on the basis of which, like
Hamlet, he is obliged to sanctify the murder of his closest biological
relative. His consciousness starts a fight against itself when Harun is
killed, and he opts for revenge, at least in front of others, justifying it
as fighting for justice.

Additionally, the monograph tackles the phenomenon of a moral
duty in both the play and the novel, as well as rebellion and the acts of
rebellion of the protagonists, and, lastly, the revenge aimed at against
those in power representing the most influential decision-makers
and political mechanism’s gears. It is a reaction to a gross and cruel
injustice on a personal level caused by the aforementioned authority
figures resulting in them obtaining and keeping their political posi-
tion thus ensuring power and influence. Unlike Nuruddin’s, however,
Hamlet’s revenge bears the mark of moral superiority as it contains
the statehood foundation whereas Nuruddin’s is entirely marked by
his dogmatic mindset even though it is also generated by the sense
of biological and social duty. This is the main difference between the
doom found in both characters.

Hamlet’s revenge is not completely devastating, while Nurud-
din’s, however duty-oriented, undoubtedly is. Bearing this in mind,
this book aims to portray in great detail why both of them seem to be
revenge tragedy tragic heroes. But it will also advocate that they might
not entirely be those types of characters despite these two literary
pieces belonging to the revenge tragedy genre.

Both of these pieces of writing are immensely related to politics.
Just like the plethora of literary texts, they tackle the topics such as polit-
ical persecution, murder, political order and an eye for an eye principle.
This conclusion can be made based on the fact that both Hamlet and
Ahmed Nuruddin eventually kill those who had killed or are responsible
for having their next of kin killed first. Deaths are revenged by deaths of
the killers and the victims are the members of their close family.

13
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At the same time, the killings are politically motivated. It goes
without saying that the phenomenon of political power is a large theme
in Hamlet as well as in Death and the Dervish. That is the basis of
our research. Hamlet and the Serbian novel resonate with the Grand
Mechanisms analyzed in the chapter “Kings” of the book Shakespeare
Our Contemporary® by Jan Kott (Kott 1990: 17-69).

This book seeks to portray their mutual aspects, criteria and on
what grounds both ot them are considered a revenge tragedy, and how
they are interwined through the existence of the subject as a plurality
that eventually shrinks to one element. They both depict protagonist
as Althusser’s subjects. The tragic feature is analyzed on the basis of
A.C.Bradley’s interpretation of Shakespearean tragedy and Hamlet
and Hamlet, the play and as the character. This monograph dives
into what is tragic in both writings and within both heroes’ mindsets
and psychological composition, as well as whether and in what way
both of the protagonists (do not) contribute to their own tragic end
in terms of their relationship with the fate. Hamlet, the protagonist
of the play, surrenders to it at the end. On the other hand, Ahmed
Nuruddin tries to navigate it, which is very obvious during the course
of his revenge in Death and the Dervish.

Moreover, this book provides the revenge tragedy genre de-
velopment brief overview and its ancient roots. It will explaine how
Lucius Annaeus Seneca is tied to the Flizabethan dramatic tradition,
tackles the role of the moralitiy plays within this period of the English
literature, and how the vice-related characters appearing in them can
be related to the rulers in the two selected pieces of writing on the
basis of the moral corruption and the wrongdoings of those in power.

This monograph places the emphasis on the phenomenon of
the Machiavellian hero. Exploring the Niccold Machiavelli’s politi-
cal doctrine, the book points out similarities between Claudius and
Aini-effendi, or the figure of the musellim in Death and the Dervish.

¢ Kott, Jan, Shakespeare Our Contemporarie (srp. Jan Kot, Sekspir nas
savremenik, Beograd: Sarajevo: Svjetlost, preveo Petar Vujici¢, 1990).

14
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As well as the figure of a ruler in the Middle Ages in England. More-
over, it will tackle a relationship between monarchs and history in the
Renaissance texts and merging history and policy in those texts in the
light of New Historicism, as politics is a key motive both in the play
and the novel. With this in mind, it deserves to have our attention
drawn to it. Additionally, we will analise the relationship of fathers and
sons in these two pieces of writing. Consequently, we will be able to
compare and contrast those family relations and portray the closeness
or the lack of it and how it influences the feelings and behavior of the
most prominent male figures in the play and the novel that make the
scientific corpus of this book.

The backbone of Shakespeare’s play and the Serbian novel
written by Mesa Selimovic is the murder of the member of the close
family, which sheds light not only on the individual lives of their
next of kin, but also on politics on a wider, social level which is the
functioning of the society, its rulers as well as their subordinates in
the context of the kasba in Death and the Dervish that is, the state in
the Hamlet play. The thread that connects them is New Historicism,
based on Stephen Greenblatt’s understanding of it and his interest
in the socio-historical-religious context of Shakespeare’s age and its
cultural aspects such as institutions and their role within the society,
so richly depicted in the novel.

With regard to this, this monograph intends to investigate the
cultural position of the Other in two contrasted pieces of writing. The
theoretical frame of this point of view is a study of Stephen Green-
blatt Renaissance Self-Fashioning: From More to Shakespeare as far as
Hamlet is concerned. When it comes to the Serbian novel, professor
Aleksandar Jerkov’s text “Mesa Selimovié’s Golden Book™ will be used
to show the different approach to the Other Stephen Greenblatt offers
in his book. Given that both of them tackle the same phenomenon,
we will try to compare and contrast their writings.

° JepkoB, AnekcaHpap, »,3narHa Kiwura Mere Cenmnmosnuha” y: Memra Ce-
numosuh, Jlepsuws u cmpini, dipupeguo u ioiosop Haiiucao Anekcaugap Jepxos,
HWH: Beorpap: 2004.
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Moreover, the genesis of the revenge tragedy in Renaissance liter-
ature in England, as well as the sources that preceded today’s Hamlet,
including the ones originating from the other literary traditions as
well as from the domestic one is what we should pay our attention
to. Hence, this book provides the versions related to Hamlet written
by some of the authors who influenced Shakespeare’s Hamlet and the
mark they left in the contemporary play. The authors we will rely on
are Francois de Belfort, Saxo Grammaticus, and Thomas Kyd.

The book explores the connection between the private experience
of a loss and the motives of the loss in two analyzed writings, that is
the way in which the authors coped with the transformative moments
in their lives representing the thematic thread of two pieces of writing
forming the monograph corpus.

Next, what these two pieces of writing share is a relationship
between the motives of crime and revenge present in both the play
and the novel. The protagonists will be analyzed in the light of Hugo
Klein’s essay “What happens in “Hamlet™ published in The Scene, The-
atre Arts Review. He claims Hamlet is “the avenge unequieved with his
own matter” (Klein in: The Scene 1967: 298), while, unlike, the first part
of the novel, the dervish Ahmed Nuruddin is the avenger imbued with
his own matter in its second part. Based on this insight, we could draw
the contrasting parallel of Hamlet and Death and the Dervish’s protag-
onists Hamlet and Ahmed Nuruddin: The avenger (not) pregnant with
his cause (Hamlet, 2. 2. 552) Consequently, we will analyse the reasons
behind these two types of behaviors of the main characters.

Eventually, the mutual motive in these two pieces of writing is
a dire need of literary heroes, Nietzsche’s subjects, for putting a mask
on. The essence of Nietzsche’s understanding of the subject rests on
an inner conflict between how the subject behaves in front of others
and who he really is. The mask denotes the difference between the
essence, what is true and what is shown by them, for example on social
occasions. It is a gap between their personal identities, or what they
think and feel and their mask which is how they present themselves in
the social context, i.e. their Persona as the separation of the individual

16
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and the role falls under the category of crucial aspects of modernity
according to Espen Hamer who is cited by Jasmina Ahmetagic¢ in her
essay “Private and Public in Selimoviés novels Death and the Dervish
and The Fortress” (Espen Hamer in: Ahmetagi¢ in: Palavestra (ed.)
2010: 145).

We can consider the mask in the light of binary oppositions. To
be precise, we will look into Hamlet’s behavior as a prince, that is a
ruler, a man in love, a grieving son, a (fake) lunatic and who becomes
an avenger more due to the externally imposed circumstances than to his
own wishes. This will be compared to Nuruddin’s behavior as a dervish,
that is a priest, a high-ranked member of a society, a son, a failed lover,
a brother without a brother and, lastly, an avenger on purpose, directing
his own revenge. This is a major difference between the two of them.

In this monograph, Ahmed Nuruddin being the dervish will
be analyzed as an (anti) Apollonian mask containing many elements
of the Apollonian mask. However, what separates these two is the
consciousness regarding it being an illusion. In order for him being
the dervish to be the Apollonian mask, the dervish should have been
aware of it being an illusion, but he is not until after his brother be-
ing murdered. That is why his mask is the anti- Apollonian one. If he
had been aware of it not being genuine, it would then have been the
Apollonian mask. Since he hadn’t been, it is the opposite of it. Hence,
the anti-Apollonian one.

The mask hides and protects what is under the mask in situations
that precede or are a consequence of truly seeing “[...] to the essence
of things [...]”® (Nietzsche 2003: 39). In the case of the dervish, his
belonging to the Mevlevi dervish order and life in the tekke will be
analyzed in the light of Nietzsche’s mask hiding a ’private being’
(Becanovi¢-Nikoli¢ 2013: 100). It will surface upon facing the bounda-
ry situation which is his brother’s death. In Hamlet’s case, however, that
mask will be Dionysian. The emphasis will be placed on the feigned
madness as a sign of overstepping psychological boundaries, and con-

¢[...] ,,bacilli pronicljiv pogled u sustinu stvari” [...] (Nice 2020: 43).

17

Prelom - M T - KNJIGA.indd 17 22-Jul-25 19:55:01



MARIJA S. TERZIC

sequently, the (mis)use of affects for the purpose of exaggeration with
the aim of subversive action against the political order represented by
his step-father, Claudius, who is also the new, illegitimate ruler owing
to having married Hamlet'’s mother, Gertrude.

Much like Hamlet, Ahmed Nuruddin is an idealist. He cannot
accept reality as it deviates from the rigid concept of the religious
dogma he is accustomed to. The dissonance of reality and the tran-
scendental idealism he lives in causes the need to escape the reality
inside his being, the hurt the reality bears such as his girlfriend mar-
rying another man while he is on the battlefield and returning from
the war, the constant necessity to remove himself from participating
in it by taking refuge at a safe distance from the beastly face of reality
on which the ugly features of death, hatred, betrayal, and love that
never stopped hurting him are still so very alive and present regardless
of the fact that it happened a long time ago. He is reminded of it at
the beginning of the novel through meeting with another beautiful
woman reminding him of his girlfriend and at the end, in the scene
with a young man sent to him by his mother, Nuruddin’s former lover.

He rejected love proudly and vainly since he was disappointed
by the woman whom he used to love, who did not wait for him to get
back from the war but got married to another man instead. He also
dismissed the possibility for love embodied in her proposal to escape
together (Selimovi¢ 2018a: 384). The resignation towards that and
any other woman connects Ahmed Nuruddin and Hamlet, who is
revolting with Ophelia’s makeup because it reminds him of a female
pretending which is aimed at his shameless mother.

Their behavior is the expression of indignation, “[...] against the
injustice and cruel logic of political pragmatism [...]”” (Vuckovi¢ in:
Deli¢ (ed.) 2014: 521), which they experienced by facing the death of
family members. Victims, however, are not only their deceassed ones,
but Hamlet and Ahmed Nuruddin as well, given being burdened with

7 TbuX0BO TOHALIAbE 13Pa3 je PEBONTA ,|...] IPOTUB HelpaBfe 1 CypoBe
JIOTHIKE TTO/IUTIYKOT IparMaTusma [...]” (Byukosuh y: Jemrh (mp.) 2014: 521).

18
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the moral duty of revenge resulting in their own death as well. This
duty implies what the two of them are the weakest at — acting on it. For
this reason, the Hamletism as a delayed action (Klein 1964: 63) is a very
important place in Hamlet, which is less present in the Death and the
Dervish. Its more significant function is to highlight the differences,
presumably one of the key ones, in the behaviors of the two protagonists.

Both of them are metaphorically woken up from their previous
reflexive comfort and forced to dedicate themselves to acting in
accordance with the new situation. The notion of murder prevents
them from keeping their position between two (im)possible choices,
two contrasting options that divide their Self since each requires
the absolute subordination to their imperatives. This is the gist of
Hamlet’s and Ahmed Nuruddin’s inner conflict. Given more than
one choice and more than one way in which they can act according to
their feelings, principles, wishes and beliefs, they are the embodiment
of the Nietzsche’s concept of subject (Duri¢ 1997: 95). By making a
(non)conscious decsion to opt for one of the two possibilities, they
are reduced to a single entity (Ibid: 107). This is a new insight when
compared to the author’s doctoral dissertation.

Neither of them portrays any Machiavellian tendencies or traits
at the beginning. The motivation of revenge is what puts two protag-
onists in the conflicting position. For Ahmed Nuruddin, the matter
of revenge is a personal issue, motivated by a Dionysiac heated hatred
towards those who are to be blamed for killing his innocent brother.
Moreover, they brought his moral purity in which he invested his entire
identity as the dervish in question prior to that moment. At the end
of the novel, however, he is degraded as a human being by making a
conscious identification with those he had hated the most after having
found out about his brother’s murder and especially facing musellim
in the Kuyunjiluk against whom he wanted to take revenge on. But,
by doing so, he takes revenge on himself as well. His revenge is driven
by hatred, his personal tragic character flaw.

For Hamlet, on the other hand, the revenge is not entirely a
personal matter, but it has a statehood-related character. He did not

19
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take revenge on Claudius just for killing his father and marrying his
mother. The Prince took revenge on the decadent usurper who had
disgraced Denmark and deprived it of its legitimate heir (Klein in:
The Scene 1967: 298). That is why there is something sublime in his
act, unlike in Nuruddin’s, as well as in his death, unlike in Nuruddin’s.
Hamlet’s tragic flaw is not the revenge which he had to carry out due
to tradition but persistently postoponing acting on it.

Thi is why, in the interspace of the essence and form, truth and llu-
sion, what they really are and how they behave in social situations, that is
the mask, primarily the Dionysian one, characterized by swirling passions
and intense emotions, they are (not) revenge tragedy tragic heroes.

There is an inner conflict in both protagonists. When it comes
to Hamlet, it is a conflict rooted in the difference between the past
version of himself, who was not (considered) crazy, and him in the
present, who, in the courts opinion, is, in fact, (considered) insane.
In addition, there is a conflict within himself between his masculine
and social identity. In other words, he is torn between contradictory
aspirations of Hamlet, the man and Hamlet, the ruler. Next, there is
a conflict between Hamlet, the believer, to whom faith prohibits to
commit a murder and Hamlet, the son, who should be obedient and
revenge his father by commiting it that is killing Claudius.

In Nuruddin’s case, it is about the conflict between the dervish,
the kadi, the believer and the man within himself. As a dervish, kadi
and believer, he is subordinate to the law and obliged never to deviate
in any way from the Koran, which determines what is common in a
superior position compared to the personal and individual, what he
must do as a man, a son, a brother on the basis of humanity and the
biological imperative (Ivanov 2017: 384).

Both Hamlet and Ahmed Nuruddin are beings within whom
“[...] the conflict of two worlds, two truths and two forms of moral
behavior™ (Kovac 1975: 55) fight for dominance and seek loyalty to
themselves and their principles. Their “[...] personality and its actions

8 ,,[...] sukoba dvaju svetova, dviju istina i i dvaju oblika moralnog pona-
$anja” (Kovac 1975: 55).

20
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are constantly in the conflict of contradictory motivations and deter-
minations [...]”° (Ibid). Their identity becomes divided into several
components such as a private, social and mask. It is the way of their
social presentation, as they represent in the collective, when they are
in front of others or in society in general.

The matter of identity is considered in the key of social identity
based on belonging to a certain collective, be it a group, order, family
and social class. The mask is the way in which the two protagonists
present themselves in the context of the social community which hides
how they really feel and what they genuinely think.

The position of Hamlet and Ahmed Nuruddin is the position of a
man in time, the social community - the society to which he belongs,
the position of a failed man, a man who renounces love and, conse-
quently, rejects the meaning of existence, which is why he failed, the
position of a high-ranking member of the system, “[...] the “sheikh”,
or head of a religious community”'® (Cooper, Jr. in: Selimovi¢ 2018a:
8) obliged to bow his head in the name of ideology the position of
the idealist in the world of cruel utilitarianism, the position of the
intellectual in the world of political cruelty and, finally, the position
of man facing death.

In such a system in which one man or a few of them decide on
life and death, it is the position of a powerless man in front of a society
as a whole in which those in power are ready to do everything it takes
to protect their personal interests, which they will defend at all costs,
even if it takes sacrificing an innocent man. It is a system that imposes
political practice through its institutions and accompanying ideology
that comes down to the binary opposition of domination: subversion,
which is one of the most interesting relationships New Historicism
deals with. The political systems in question in this monograph are
tyrannical, authoritarian and absolutist.

? ,[...] li¢nost i njeni postupci nalaze se neprekidno u spregu opre¢nih
motivacija i odredenja [...];” (Ibid).

10 ,[...] $ejhili glava verske zajednice” (Cooper, Jr. in: Selimovi¢ 2018a: 8).
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Such a system is ruled by the Machiavellian heroes whose hypoc-
risy and humiliating indifference and immorality can be explained in a
meaningless conversation with obvious superiority rooted in knowing
more than those they talk to. We see that in Death and the Dervish in
the scenes in which the dervish goes to those in power to ask what
his brother did and why he is impisoned. We also notice this when
Gertrude and Claudius criticize Hamlet for suffering too much while
mourning his father, whom Claudius had killed earlier, before the play
even starts. However, Hamlet does not know that yet at that moment.

Those scenes portray two kinds of relationships. First, the relation-
ship of a man towards a member of his family who has passed away or
who thinks he is imprisoned in a fortress, and the relationship of a politi-
cal authority who hides behind his title. But since they are not conducted
at the same level of consciousness, those conversations are meaningless
(Petrovic¢ 1981: 39). And that shows the meaninglessness of the position of
man in a totalitarian society because the only language that such societies
speak, and are capable of understanding, is the language of raw violence
and repression (Ibid.). It is a language that neither Hamlet nor Ahmed
Nuruddin speaks. In order to adapt to the rules of an environment that is
not close to them in any way, they must first learn to behave in it. That is
why they wear masks. The mask is the difference between their “private
being™" (Becanovi¢-Nikoli¢ 2013:100) and their social representation as
a means of protection from the hostile environment.

The purpose of the mask is to protect them in the community
from which they are alienated, even physically distant, at the Univer-
sity, and in tekke in which the only thing that matters is the word of
Allah. In this book, it is viewed as the external authority influencing
Ahmed Nuruddin’s mindset and his behavior. Even in the second
part of the novel, he claims that his revenge originates from this
standpoint. The dervish’s mistake is that what he thought was also
valid outside the space he is used to, which is the tekke, in the space
which begins after the tekke threshold is crossed. But the murder of

1 ,[...] npusarno 6uhe” [...] (bevanosuh-Huxonnh 2013:100).
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his brother proves him wrong. It is only than that he starts realising
that his founding premise, according to which the government is there
to exercise the law, is not true. The power is there to protect its own
interests and remove anyone jeoparizing it. In Death and the Dervish,
Harun is the collateral damage of such an utilitarian approach. In
Hamlet, Hamlet himself is the only threat to Claudius when it comes
to benefiting from the fratricide he had committed including ruling
the state, marrying the women he wants, obtaining the throne and
the status he earns as a ruler.

A couple of sets of requirements of Nuruddin’s awareness, his
inherent one and the one he as the dervish acquires, adopts and inter-
nalizes as his own create the inner conflict, the dilemma embedded
in Hamlet’s doubt, “to be, or not to be: [...]”** (Shakespeare, Hamlet,
3,1, line 56) life and death, obey or not to obey the ghost we find in
the in the scenes with Is-haq in the Serbian novel as in those scenes
the man and the dervish fight for supremacy. This is obvious in his
attitude portrayed when Ahmed Nuruddin goes to meet the rulers
hoping secretly that the meeting will not be held after all, although he
knows that his fraternal and family duty require him to ask for Harun.

This book explores the internal antinomy (Ivanov 2017: 380) of
the literary characters Hamlet and Ahmed Nuruddin, their internal
doubling of the Self due to the Nietzschean multiplicity of conscious-
ness and will (Purié¢ 1997: 97) because

“this game of self-splitting is only possible in the conditions of an
internal antinomy, [...] the searching for oneself game, the self-stalk-
ing, self-withdrawing, the vivid feeling of one’s inner wanderings and
meeting oneself, almost sensing one’s dead-end roads and unexplored
secret chambers of the soul-related labyrinth™* (Ivanov 2017: 380).

12 buru uwr He 6utn? [...]” (Wexcnup, Benuke wipaieguje, npes. Cumuh
u [Taunyposuh, 2022: 64)

B ,[...] urpa Tparama 3a camum cob6om, caMoyxobema, caMOy3MULIalba,
K1BO oceharbe CBOjIX YHYTpPAIIBUX TyTaba U CyCpeTa ca caMuM coboM, ro-
TOBO 4y/HO Brbere 0e3M3/IasHNX IyTeBa M HENCTPAXMBUX TajHNX Ofaja Ky-

»
meBHor naBupunTa” (VBanos 2017: 380).
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Both of them are condemned by the truth'* (Selimovi¢ 2018a:
106) obliging them to act, even when they would rather not do so.
The moment of the mufti’s and the dervish’s meeting is metaphori-
cally represented by an interrupted game of chess perhaps an already
finished one. This detail can be interpreted as the government play-
ing with those making a plea to them. They end the party when it
best serves their agenda on purpose thus pulling the rank.

They are the heroes of a revenge tragedy because the key motive
of both pieces of writing is the revenge. The accompanying motif is
hesitation. For instance, Hamlet’s endlessly contemplate two conflict-
ing possibilities. He is ethically neutral. Nuruddin’s dervish passivity,
which, being grounded in his idea of his own service to “the Islamist
dogma”™* (Petrovi¢ 1981: 42), prevents him from fighting for his
brother. He convinces himself and others to fight for the principle,
which he is proud of, because for him it is the essence of the dervish
calling, the fascination with the common and the collective. What
he does not admit to himself is that this is his way of escaping from
himself by escaping from the personal.

Ahmed Nuruddin will die a hostage to his own demonic
passion of hatred, and Hamlet dies having freed Denmark from a
decadent ruler thus giving it a bright future by leaving it in the hands
of Fortinbras, a man suitable to be king. Because of this difference,
the two of them, the failed Hamlet and the failed Ahmed Nuruddin,
are (neither) the tragic heroes of the revenge tragedy. Applied to
Hamlet and Ahmed Nuruddin, these two contradictory principles,
Apollonian and Dionysian, build their personal tragedy because,
according to Ivanov,

“Apollonian - the forming, connecting and centripetal elements of
personal predispositions and compositional influences were neces-
sary to Nietzche’s genius as borders, to frame the boundlessness of
music, acquittal and centrifugal Dionysuses. However, the dualism

1 ,[...] ocyben cam ncturom” (Cermmmosuh 2004: 103).
15 islamisticka dogma” (Petrovi¢ 1981: 42).
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of his gifts, or, according to himself, his ,,virtues”, had to take them to
mutual conflict and condition their fateful internal racing”'¢ (Ivanov
2017: 380).

In case of Hamlet, his revenge is full of the Apollonian light
embodied in his statesman-like behavior overcoming his personal
vengefulness. This makes his revenge, hower unconvincing it might be,
an act of a dignified ruler. His reconciliation testifies to the harmony
of these two opposing principles. In Nuruddin’s case, his hatred fueled
his vengefulness, which he conducted to heal his personal injury, or,
more precisely, him being and feeling offended. The tragic dimension
overwhelmed sobriety because there was not sobriety in him from
the very beginning.

Hamlet and Death and the Dervish are the pieces of writing tack-
ling the idealist’s disorientation in the reality of political utilitarianism
perpetuated by his Machiavellian-minded executors. The main feature
of such political practice is interest. Being ready to do anything for the
sake of one’s own goal is the credo of the rulers in both parts, backed
up by a powerful but inhuman system of government. Idealism has no
place here because the naivety and moral purity on which it is based
is not possible within the framework of totalitarian societies ruled by
Claudius, Aini-effendi, musellim, mufti, Piri-Voivode and vali. It is
a world where Hamlet, Harun and Nuruddin are defeated as moral
idealists. And, even more, as beings of emotions. Both writings depict
the tragedy of “[...] consciousness caught in the focus of an internal
subjective drama™” (Vuckovi¢ in: Deli¢ (ed.) 2014: 522).

16 anonoHckn — ¢opmmpajyhn, mosesyjyhn u neHTpueTanHu eeMeH-
TV JIMYHUX TIPEAVCIOSNULMja VM CIOMO/BAIIbIX YTULAja OVMIN Cy HEOIXOHM
HudeoBoM reHujy kao rpanutie, ja 611 yOKBUPMIM Ge3rPaHUYHOCT MY3UKe,
ocnobabhajyhe n uentpudyramne dnonmcose cruxmje. Mebhytnm, myammsam
IeIOBUX JIAPOBA, WM, KAKO OV OH CaM peKao, HeroBIUX ,BP/IMHA’, MOPA0 MX je
OIBECTH JI0 Y3ajaMHOT CYKOOa 1 YCIOBUTH JXOB CYAOOHOCHM YHY TPALEbYU pac-
uen” (MBanos 2017: 380).

7 Oba menma mpuKasyjy Tparuky ,[..] csectu yxsahene y sxmxm yHy-
Tpaume cybjexTusHe gpame” (Byukosuh y: Jenuh (mp.) 2014: 522).
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The collision of two realities, the Hamlet’s and Nuruddin’s in-
ner one and Machiavellian — marked physical reality changes their
emotional, psychological and moral structure through a process of
metamorphosis leading them to revenge. Nuruddin opts for revenge
out of hatred, whereas Hamlet does that out of the statesman’s need
to free his country from the Machiavellian who usurped it. Revenge
leads both of them to tragedy, but Hamlet’s, unlike Nuruddin, is
not absolute. The main problem faced by both Hamlet and Ahmed
Nuruddin is (not) crossing the line.

In order for the border to kept on the safe distance, in addition to
internal will and strength, one of the main factors is finding meaning.
That is why “[...], Shakespeare tried to portray us how to Hamlet, even
more than gross, nothing but meaning is missing for action”"® (Koljevic
1981:175). Finding them in love did not go for their hand, they became
alienated from members of their family, and to the end of the other
faithful detention each in their own fortress, Hamlet to their statesman
role, and Ahmed Nuruddin in the roles of the dervish and the kadi.

On the universal level, if the primordial meaning is found, the
one leading a man to Apollonian sublimity, he then has a longer way
to go to cross the line, which gives him more room to maneuver to
keep a safe distance from the part of himself, symbolized by Dionysus.
In every person, he implies tragedy embodied in an altered state of
consciousness, where meaning cannot reach due to exceeding one’s
own emotional and affective capacities. The higher a man rises, but
only in a way that truly fulfills him, the further he will move away
from the dangerous border. In Hamlet, the dangerous line has not been
crossed, although it seems that it has been, because in his “madness”
there is an Apollonian element of sobriety. He rules his madness, not
the other way around.

However, if a man rises in the Apollonian heights, and, if he does
that even with his whole heart, like Ahmed Nuruddin, but owing to

18 [...] Illexcriup ce MOTPYAMO fa HAM MOKaKe KaKO XaM/IeTy, jOI BHLIe
Hero Bpyry, HumTa Apyro ocum cMmucia He Hegoctaje 3a akuujy’ (Komenh
1981: 175).
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certain circumstances such as losing a beloved woman, to which he re-
sponds by becoming the dervish, he does that out of spite, because he is
hurt as opposed to truly feeling the need to do so, then he can approach
adangerous situation such as in case of the change of the circumstances,
e.g. the death of his brother. If so, he might fall, but not on the border
but in the boiling destruction such as hatred in which everything will
eventually burn until this flame gets drowned in the water. This is a sad
story of a man who failed at being a human being, whose life has lost
its meaning by letting love, the golden bird of happiness.

The meaning of Hamlet’s suffering is given by statesmanship
because he removed the malignancy from the organism of the suf-
fering body of his state. This is discussed in the essay “Hamlet: The
Analogy of Action” by Francis Fergusson in The Scene, Theatre Arts
Review (Fergusson in: The Scene 1967: 337-352). Hamlet is, in this
way, a healer. On the other hand, he too has lost meaning, Ophelia
and love, which makes him akin to Ahmed Nuruddin

Nuruddin’s state of intoxication by the religious doctrine was a
surrogate of the existing world with whom the dervish did not want
anything, an illusion that was desrtroyed by the death, by the sobering
up of Ahmed Nuruddin caused by his brother’s death, which he expe-
rienced as an injustice caused not just to Ahmed Nuruddin personally,
the epigon of the ruling government.

Hamlet and Ahmed Nuruddin “[...] have truly seen to the essence
of things [...]”" (Nietzsche 2003: 39) leading to a Dionysian crossing
the boundaries on their part:

“[...] the living forces’ polarities are resolved in liberating terrors. In this
case, what is essential spills over the phenomena boundaries. The god,
which starts dancing in the womb of a divided non-being here breaks
through its boundaries by growing in it. [...]. Inspired by Dionysian
drunkenness, Nietzsche was aware that (as he did not want anything
less than that) our heart must change, some deep change must take
place inside us, some transformation of the entire soul-related structure

¥ ,[...] bacila pronikljiv pogled u sustinu stvari [...]” (Nice 2020: 43).
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for the purpose of the earthly character enlightement [...]”* (Ivanov
2017: 381-383).

In case of Hamlet and Ahmed Nuruddin, this type of transfor-
mation is noticeable in the form of madness and hatred, but also in
the way in which their being is changing. Their transformation takes
place in opposite directions. At first, Nuruddin appears as a passive
man grounded in his belief in God and serving to it as the dervish.
Eventually, owing to the course of tragic events, he becomes an avenger,
whereas Hamlet becomes passive after having completed the revenge
that had been imposed on him, the way he was prior to the chain of
events forcing him to act. Becoming aware of the situation and cir-
cumstances significantly contributed to their inner change.

Hamlet's and Ahmed Nuruddin’s gaining awareness regarding
the other world existing outside the one they believed in before he
has “[...] truly seen to the essence of things [...]”*" (Nietzsche 2003:
39) shaking their faith in the existence of reality in which they had
believed. Their root were severely shaken by the boundary situation
which is the tragic death of the family member upon which they
realized and acknowledged the existence of the another, horrifying
world full of primordial moral evil embodied in the highest political
structures striving to preserve their position no matter what. This
entails the matter of both morality and protagonists’ obvious ethical
neutrality under new circumstances.

The social context is an important dimension of Nietzsche’s
masking/disguising principle as the subject has the need to distance

2 Y oBom marocy 60roo6yxBarama, IOTAPUTETH XXUBKUX CU/IA paspe-
maBajy ce y ocnobabhajyhum yxxacuma. OBfie ce CyLITO IpenynBa MPeKO rpa-
Hute nojaBa. Ope 601, 3aurpaBiy y yropbu paspgebeHor Heb6uha, cBojum
HapacTameM Y lbeMy Ipobuja mwerose rpanuiie. [...]. HagaxuyT guonnsmjcknm
nujanctBoM, Hude je 610 cBecTaH Jja 3a IIPOCBET/bebe 3eMa/bCKOT /TuKa (jep
HUIITA Makbe Hije XTeo) Hallle Cplie Mopa Ja ce M3MeH, Aa YHyTap Hac Mopa
I ce JOTOAM HeKa y0oKa IIPOMeHa, HeKY Ipeo6paraj IeJIOKyIHOT JyLIeBHOT
ckona [...]” (ViBanos 2017: 376-383)

21 ,obojica su bacila pronicljiv pogled u sustinu stvari” (Nice 2020: 43).
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himself thus enhancing his position in the threatening surroundings
by distancing himself. He wants to both remove himself from that
space and to achieve his goal. Hamlet aims to provide himself with a
valid justification for what he, heavily influenced by Cristian moral
norms, believes to be an inappropriate behavious. The place where that
kind of behavior should take place is the court, which is, by definition,
the heart of the political power. Self-fashioning of identity depends
immensely on the institutions deciding what behavior is desirable and
what is inexcusable. For example, the rebelion against the ruler and
his God-given authority is absoultely prohibited.

Both Hamlet and Ahmed Nuruddin are very contemplative
heroes whose reflection occupies an important place in their un-
derstanding of the world. This book wants to explore the reasons
why there is an inner conflict within the protagonists between their
own opinion and what is the voice of another structure or authority
embedded in our very core, which happens to be the source of our
own awareness stemming from the outside of our being. Hamlet and
Ahmed Nuruddin are the victims of the authority and the tradition
of the society and temporal context they live in, in which social cir-
cumstances play a crucial role in (self-) fashioning of their identity.

The aforementioned source of consciousness until Harun’s murder
for Ahmed Nuruddin is “the Islamist dogma™* (Petrovi¢ 1981: 42). Just
like any other, it implies absolute belonging and the radical renunciation
of the world, while medieval, Christian understanding of suicide plays
a major role in Hamlet’s hesitation. “The medieval view of suicide as a
sinful and punishable act is expressed in [...] Hamlet’s complaint that
God has given a law according to which man has no right to kill him-
self”* (Milosevi¢ in: Shakespeare, Hamlet, trans. Simi¢ and Pandurovic,
1966: 10-11). Throughout the play, Hamlet regrets this.

22 islamisticka dogma” (Petrovi¢ 1981: 42).

# Srednjovekovno glediste o samoubistvu kao gresnom i kaznjivom aktu
dolazi do izraza u onoj [...] Hamletovoj Zalbi $to je bog dao zakon po kome
¢ovek nema prava da digne ruku na sebe” (Milosevi¢ y: Sekspir, Hamlet, prev.
Simi¢ i Pandurovié, 1966: 10-11).
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On the other hand, Ahmed Nuruddin considers the law fascinat-
ing. His upbringing rooted in him a reflexive reaction to what is consid-
ered generally and commonly accepted. What signifies his submission
is complying with what the majority adheres to. The act of surrendering
one’s will is not simply a submission to something arising from the belief
a moral act is embodied in the act of that surrender. If the subject of
the moral component as the basis of submission, it becomes devoid of
significance. A mental framework functioning as a main condition for
mental clarity is, therefore, necessary (Petrovi¢ 1981: 27).

Any individuals aspiration is to harmonize with what is consid-
ered common, that is, to comply with the law. The comprehensive sin
draws an individual away from the life which considers the law the
supreme power instance within a society. Achieving harmony with
what is permanent is the human existence unchangeable purpose. Are
there bigger virtues from helping one’s brother who is in trouble thus
meeting both human and divine orders? On the other hand, helping his
brother who brought him to difficulties means confrontation with the
law. Hence, for the law to be obeyed, it must also be disputed (Ibid.).

To stay alive or kill oneself is the core of Hamlet’s doubt. In
the Death and the Dervish, it is mostly present in his pondering the
situation in which Is-haq appears. He is constantly debating what he
should do as a man contrasted to what his duty is as a dervish and vice
versa. Hamlet’s doubt presents the oscillation between two opposing
extremes, such as Nuruddin’s weighing for and against helping the
fugitive, that is, his brother at that moment while he thought Harun
was still alive. The inability to decide for either of the two possible
options creates an inner conflict within the two protagonists.

The monograph draws attention to two tragic heroes who are the
bearers of the inner plurality arising as a result of the plurality within
oneself in the light of consciousness and will (Puri¢ 1997: 96-97). Their
plurality leads to an inner conflict within the two protagonists due to their
contradiction. Each of these identities, namely, is based on certain princi-
ples that are opposite to each other. The mutual exclusivity of the principles
causes the inner conflict of the two characters. Their contradiction in the
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consciousness of the protagonists causes Hamlets and Nuruddin’s split,
which makes it difficult for them to ethically determine themselves and
(self-)aftirm. This contributes to their neutral position which is always
between one or the other choice instead of opting for either of them.

Nietzsche tackles the phenomenon of inner plurality, the multi-
plicity of consciousness on one hand and the will, on the other hand.
Human identity is based on the consciousness. Opposing identities
entail a myriad of conflicting principles within subjects thus causing
an inner conflict. Interpreters “in this diversity, in that chaos, notice
two plans, the voices of heroes and the narrator, consciousness and
subconscious, to put it simply, dualism”* (Ibid.). Within both pro-
tagonists, it is related to the “[...] deep, inner division of the self”*
(Vattimo 2011: 108), the polarity existing between one’s own and voice
of the Other’s conscience, that is external and externally imposed
(Becanovi¢-Nikoli¢ 2007: 312).

It represents an authority such as religion, politics, ideology, or
any other collective matrix including morality, which is the case in
the Death and the Dervish given that

“[...] Nuruddin’s moral viewpoint has an authoritarian character. The
source of his opinion about the world does not originate from his own
core values, but from a source exisiting elswhere, outside of himself.
He simply complies with its rules” (Petrovi¢ 1982: 49).

Upon facing his brother being arrested and meeting Is-haq, the
duality within dervish’s being emerges.

The duality in these writings is also noticeable in the intertwin-
ing of two worlds, one of which is the world of the deceased ones,
communicating with Hamlet and Ahmed Nuruddin, such as the King
Hamlet, which literally speaks to his son, at the beginning of the play,

2%y TOj pasHOBPCHOCTH, Y TOM Hepexy, npumMehyjy ABOCTPYKOCTH IIaHa,
I[JIaCOBA jyHAKa 1 HapaTopa, CBECTI I MOfICBeCTH, Ayanusam’ (VIcro).

» ,[...] korenito samorazdeljivanje Ja” (Vatimo 2011: 108).

% Nurudinovo moralno stanoviSte ima autoritarni karakter. Izvoriste
njegovog prosudivanja sveta nije u njemu samom no je izvan njega. On mu se
samo priklanja” (Petrovi¢ 1981: 49).
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imposing on him the obligatory task, which is the revenge, for him to
complete, and Harun, whom or what he believes is his dead brother’s
bones Nuruddin buries “[...] next to the tekke wall [...]"* (Selimovi¢
2018a: 266) aiming to remind him of his own moral duty to avenge
his brother to revenge his brother’s victimhood and to be, “[...] a
vindication of my hatred”, (Ibid.) as he says in the second part of
the novel, after organizing the burrial of what should be his brother’s
remains. This portrays two worlds’ interaction in the Serbian novel.

Furthermore, in the Death and the Dervish there is a figure,
the fugitive named Is-haq, entailing both worlds with its mystical
occurrence in the pitch-black night. This can be related to Hamlet’s
experience, which is the encounter with his late father’s ghost. Is-haq
is a fugitive, which is, as is the ghost of King Hamlet, Nuruddin’s
moral temptation requiring him to make a decision and break free
so as to act, to choose the side instead of constantly debating whether
he should behave as a dervish or as a brother.

This book aims to explore the motivation of the (in)action of the
two protagonists in the light of the conflict that exists between their
thoughts and actions. In the sense of the unity of thoughts and actions,
thinking and action, hesitation and determination in execution, a man
is the result of the mutual action of two phenomena. One is conscious-
ness. The second is the will. Their conformity determines man as a
willing, thinking and acting being. Their dissonance is a phenomenon
we will examine using the examples of Hamlet and Ahmed Nuruddin.

The reasons why the two heroes hesitate to act will be looked into
by examining their subjective experiences in boundary situations, “[...]
dramatic, boundary events, kicking the man from his routine [...]”%,
(Milosevic 1978: 167) they face for which they are neither guilty nor
responsible. Their guilt lies in their (not) acting properly on it. King
Hamlet and Harun are Hamlet’s and Ahmed Nuruddin’s closest male

7 ,[...] y3 Texujcku 3up [...]” (Cenumonuh 2004: 274).

% ,[...] ompaBmame Mmoje mpxme” (VicTo: 273).

»[...] dramati¢na, grani¢na zbivanja, koja ¢oveka izbacuju iz njegove sva-
kodnevne kolotecine [...]” (Milosevi¢ 1978: 167).
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relatives, a father and a brother, who were killed. In both cases, the
death in question is the one of the closest members of the close family,
both subjects are related to on the account of biological relationships,
that is, by blood. Both of them, Hamlet and Ahmed Nuruddin, are
obliged to revenge their loss.

These situations are the points after which the lives of the protago-
nists are no longer as they were, marked by intellectual work, ideals, and
away from reality. Prior to those boundary situations, Hamlet and Ahmed
Nuruddin were only aware of the physical, tangible, sensory, material,
concrete world. The moment of dealing with boundary situations for two
protagonists is a moment of gaining tragic knowledge — “[...] The man in
that knowledge seems as if, in fact, he just got awake. Because now he is
face to face with boundary situations, full of unrest, making him moving
on™ (Jaspers in: Stojanovi¢ (ed.) 1984: 234). According to Novica Mili¢,
this is the “[...] Dionysian moment of sobering up — a moment of gaining
insight in horror and meaninglessness™" (Mili¢ 2000: 133).

Their overall engagement was directed towards their personality
enhacement, as well as philosophy, Koranic exegesis and a wide array of
long-lasting principles and rules tradition and religion rest upon. Those
should be adopted and not re-examined, thus making them a their social
identity cornerstone. The identity in question is based on belonging to
collective matrices such as family, state, army, religion, such as Chris-
tianity in Hamlet, as well as the feudalism, tradition, culture, morality.

As a consequence, by being fashioned in an ideological way
through the influence of an external authority (Becanovi¢-Nikoli¢
2007: 312), a literary character became ideological conditioned, the
product of external impacts of tradition, culture, morale, religion
deeply rooted in their personality thus replacing the individuality as
the personal identity foundation.

0 [...] ¢ovek u tom znanju deluje kao da je, u stvari, tek postao budan. Jer
sada je n licem u lice sa grani¢nim situacijama, pun nemira koji ga goni napred”
(Jaspers u: Stojanovic (pr.) 1984: 234

31 [...] dionisovski trenutak otrZenjenja - ¢as uvida u uZas i besmisao”
(Mili¢ 2000: 133).
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The foundations hese influences rest on include the worldpicture,
the religious systems signifying the compass navigating the right direc-
tion based on chosing between right and wrong, by advocating what
is right and what is wrong, good and evil. The politics and ideologies
as a matrix of turning a man into the subject through the impact of
institutions’ authority overridden their personal voice. Therefore, the
natural starting theoretical point of this monogaphy is new historism.

This book attempts to tackle the inner conflict emerged from
the contradictions of multiple duality: the union of the Apollonian
and the Dionysian the personal and the collective level, the self and
the mask opposition in two tragic heroes. Being torn between one’s
own voice and the voice of an externally imposed authority in Hamlet
and Ahmed Nuruddin is the combination of the Apollonian and the
Dionysian in the two heroes, which is the source of tragedy within
them. It is based on the conflict between measure and not having the
sense of it, boundaries and their violation. It is an internal boundary
between what is personal, what is the social identity of the protagonists
and which parts are considered their masks.

While the protagonists’ personal identity rests deeply buried in
their self that it could no longer have been seen, not even below layers
of these external authorities” influence, their personality seemed to
be intact. But when the boundary situations have initiated issues that
caused “the private being” (Becanovi¢-Nikoli¢ 2013: 100) to a moral
and emotional duel between monarchs, sheikh, brother and son, and
when personal categories violently opposed the common and socially
acceptable ones within two characters, a fierce inner conflict between
their intense emotions, passions, feelings and affects on one hand
and the rigid rules on the other. Thus, in the mind of a single person
a plurality was born. That plurality is tragic to its very core because
“the internal freedom and external necessity are two half of the tragic
world”* (Schlegel in: Stojanovi¢ (ed.) 1984: 75). Death and the Dervish

_ ,unutra$nja sloboda i spoljagnja nuznost su dva pola tragi¢nog sveta”
(Slegel u: Stojanovié (pr. ) 1984: 75
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and Hamlet’s protagonists are morally trapped and torn between these
irreconcilable extremes. One is a firm believer, the other is not.

On that note, in order to portray the vital differences between
Hamlet and Ahmed Nuruddin, we will rely to August Wilhelm von
Schlegel. He argues it is true that he is a prince with royal manners
and a highly developed mind. He is honest, open and capable of
noble ambition with the best sense of propriety, highest level to
fervently applaud that excellence in other people. Something he
himself lacks. He never completes tasks. He is not only driven to
fabricate because of necessity. He is hypocritical and has a natural
propensity for immoral behavior toward himself his absurd schem-
ing is frequently just a front for his evil. lack of resolve: ideas as he
states on another occasion which. own. But one part coward three
parts wisdom. Primarily he has been criticized for his harshness in
rejecting love of Ophelia whom he himself had loved and for his
insensitivity to her death. He is too consumed by his own grief to
have any. In addition to his apparent apathy his compassion for
others allows us to survive by no means the extent of his inner
disturbance. In contrast, we clearly see a malevolent glee in him
after he has achieved his goal, eliminated his adversaries more by
accident and necessity than by any other means rather than on
his own merits to force him to take prompt and decisive action of
bravery as he admits after Polonius is killed and with deference. To
Guildenstern and Rosencrantz. Hamlet does not really believe in
himself or in anything else from displays of religious assurance that
he disregards. As long as he can see he believes in his father’s ghost
despite skeptics doubts it but as soon as its gone he sees it almost
in the morning light. A lie. He has even descended to the level of
saying that here is nothing good or awful but thinking makes it
so the poet loses himself in this with him. Thoughts that are like
labyrinths with no obvious beginning or end (August Wilhelm von
Schlegel in: Bloom (ed.) 2008: 142-143).

Through facing the boundary situation, Hamlet and Ahmed
Nuruddin became the Nitzschean subjects, deeply divided, with a
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few conflicting kinds of will and consciousness within himself that
defines the personal identity of Hamlet and Nuruddin as being a son,
and Nuruddin as being a son and a brother. Hamlet is also defined
as a carrier of social identity of monarchy, he is the prince, whereas
Nuruddin is the dervish, sheikh, the member of the political system,
just like Hamlet. Their representation in the social context is the
Nietzsche’s mask. Both of them are, in addition to this, defined as men
that are the representatives of the masculin discourse.

The aforementioned identities implying their respective con-
sciousnesses and wills, and founded on different systems of values are
mixed within the same being. their mutual conflict causes a contradic-
tion in the two protagonists. Each of the irreconcilable contradictions
demand from both of them an extreme loyalty. The attempt of both of
them to simultaneously adhere to all those extremes and to be faithful
to the identity of a son, brother, man, and ruler within themselves
requires them to enter the arena with Machiavellian heroes hungry for
power. The two heroes, in order to fight with themselves and others
within themselves, but also with others in the society, poisoned and
rotten as Claudius and the rulling cast in the Serbian novel camouflage
themselves in the social environment. The mask is the way in which
Hamlet and Ahmed Nuruddin present themselves in the social milieu
surrounding them because otherwise they would not have been able
to carry out the revenge in the first place.

Hamlet’s madness and Nuruddins being a dervish are masks. Ham-
let's madness is far from genuine, he has total control over it, meaning
he is not entirely overwhelemed and consumed by it, he is not lost in
its web, unlike Ahmed Nuruddin, who is absolutely subordinated to his
dervish-related social identity, a dervish title. During the conversation
with musellim, however, it proved to be irrelevant. In the second part
of the novel, his personal identity is grounded in hatred which turns
out to be the main force of his revenge. Hamlet, too, takes revenge, but
in a different way when compared to Ahmed Nuruddin.

The crucial differences between the two protagonists are the
driving forces behind their motivation for conducting their revenge
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and how fast they act on it. for Hamlet, in addition to fulfilling the
task of the ghost of his father, it is also the act of liberating the state,
and for Nuruddin, the revenge represents an expression of the high-
est degree of his hatred towards the killers of his brother. In order to
carry it out, he adopts their means. That sealed his moral decline with
a wax of Machiavellian dehumanization. It is quite a change from a
God-obedient priest he used to be in the first part of the novel.

This book analyzes the metamorphosis of Hamlet and Nuruddin
from the very beginning. At first, both of them are warriors, Hamlet is
a swordsman while Ahmed Nuruddin was fighting in the war which
was waged for Islam. Moreover, Hamlet is a student, Ahmed is the
dervish, a Muslim priest, therefore an intellectual, both of them are
sons of their fathers. Additionally, Ahmed is an older brother. Both of
them are lovers up to some extent that were deprived of the love of a
beloved woman. The only difference being that in Hamlet, she has the
name. It’s Ophelia. Then, Hamlet is starring to seem to be a disturbed
mind. Nuruddin, on the other hand, fully identifies himself with his
dervish function and title, prior to finding out his brother had been
killed. Next, he becomes a kadi thus replecing the previous one, to
whose death he cotributed. In the end, he is the victim, as is Hamlet.

Since this book finds ideology as a common characteristic of
the two pieces of writing, the motif of the two heroes as Althussarian
subjects will run through it. These are subjects who are ideologically
conditioned by institutions and under the influence of ideologically
colored authorities whose voice they adopted while growing up thus
having their personality fashioned in the given circumstances. The
presence of the urge to perform certain “moral” actions in us is what is
called the voice of conscience. For Nietzsche “[...] it is nothing but the
presence in us of the authority of the community in which we live”*
(Vattimo 2011: 104). The conflict that exists in the two protagonists is
the one between the personal and the socially imposed and internal-

3 ,[...] to nije nista drugo nego prisustvo u nama autorteta zajednice u

kojoj zivimo” (Vatimo 2011: 104).
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ized as their own, which intrudes into their moral being and calls into
question their ethical indeterminacy, and thus dims the confirmation
of themselves as morally conscientious individuals.

Hamlet’s and Ahmed Nuruddin’s revenge was aimed at Mach-
iavellian heroes, which are in both the play and the novel portrayed
as the ruling villans. They are the representatives of worldly, judicial
and spiritual authorities, musellim, kadi and mufti in the Death and
the Dervish In both writings, criminals are machiavelistic characters.
Politics is the field of their action, the chessboard where the pawns that
are regular, common, ordinary people are placed. Their destinies are
in the hands of the rullers which make decisions not by the law, but
on the basis of their own coviction, predominantly and more often
than not in the light of their personal motifs and interests, as Claudius
in Hamlet and musellim, kadi and mufti in Death and the Dervish.

In both writings, in the English/Shakespearian play and in the
Serbian novel, the individual enters the conflict against a repressive
regime, with the state, or at least with the part of the state, involving
the ruling structures, the so-called “state ideological appliances*
(Althusser 2009: 26-34) and institutions whose task is to maintain
the system in power by support the ideological matrix of the domi-
nant class, which is most positioned within the system of state status
hierarchy. It is about rulers, who bring and implement laws that serve
their personal interests as opposed to the community and its members.

The irony of both pieces of writing is that the protagonists
themselves belong to the layer against which they rebel thus person-
ally witnessing the hypocrisy of the authorities. In other words, both
depict the relationship between authority and subversion. Nedless to
say, the authority rests on repression. The cornerstone of repression is
commiting violence. It is a common theme layer both in the play and
in the novel. What is more, commiting violence is what their plots are
all about. To begin with, the motif of a violent murder is what connects
these two writings before any other parallels are noticed. They narrate

* IpxaBHe upaeornoluke amapare” (Altiser 2009: 26-34).
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the story about the victim that is an innocent person killed by the cor-
rupted power. Killings reqire vengeance. Hence, the revenge tragedy.

In case of Ahmed Nuruddin, there will come the time for trans-
formation motivated by the dark side of man’s being, the destructive
passion of hatred, casting the shadow on what could very conditionally,
be called aspiring to reaching the dervish-related correctness that was
not based on a sincere need for devoting his life to serving the God
and the religion, but the way in which Nuruddin watched his morrally
bautified reflextion in the mirror of “Islamist doctrine” (Petrovi¢ 1981:
42) is why hatred the beginning of his dehumanization, his failing
at being a dervish as being one entails moral purity and superiority.
More importantly, that represents his defeat as a man. In Hamlet’s
case, it is a simulated madness. Nuruddin will eventually die because
he allowed himself to be infinitely seduced by his personal hatred as
he will get arrested and will be waiting to be killed in the prison. His
magnificent revenge plan backfired.

Nuruddin’s tragedy partially lies in the fact that his actions are
not the ones of an injured man, a grieving brother, but of an insulted
man whose brother’s misfortune called into question the only thing
he found in himself, his substance, meaning and purpose. It is his
vocation. According to Popovic,

“dervish is a man who thinks dogmatically, his mind is molded, re-
gardless of personal honesty, and life sets traps for him and breaks
the armor of his supposedly stable thinking and attitude towards the
world”** (Popovi¢ 1988: 77-80).

It portrays the lack of his humanity.

It is the same lack of humanity Hamlet possess when killing
Polonius. The trap that changes Nuruddin’ life is the execution of
revenge in order to settle for the death of his brother in the name of
which he uses Machiavellian means.

> ,Dervis je ¢ovek koji misli dogmatski, ukalupljeno, bez obzira na licno
postenje, a zivot mu stavlja zamke i razbija oklop njegovog toboz stabilnog
misljenja i odnosa prema svetu” (Popovi¢ 1988: 77-80).
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Finally, Jan Kott in the book Shakespeare, our contemporary says
the following: “In Shakespeare’s royal tragedies there is only hatred, lust
and violence, there is only the Great Mechanism [...]”** (Kott 1990: 60).
This monograph tries to deal with the motives of hatred and violence
and the Grand Mechanism (Ibid: 52) in Hamlet and Death and the
Dervish and as well as masks of hatred and madness.

In addition, this book aspires to withdraw the parallels between
revenge in Hamlet and Death and the Dervish in terms of antagonistic
engagement as well as to highlight the similarities and differences
between them through the perspective of their (not) doing.

The aspect of doom that is common for both literary pieces is
worth being mentioned. It is especially emphasized in the section
dealing with the motive of revenge in the Serbian novel. The tragic
dimension naturally builds on the disposition of protagonists due to
the fight of different identity constructs within them. It resonates with
the Nietzsche's plurality of subject philosophy.

1.2 NEW HISTORICIST PREMISES TO HAMLET
AND DEATH AND THE DERVISH

New Historicism is the theoretical framework cornerstone i sve
isto do kraja. It will be used as the foundation for the political aspects'
interpretation this book provides not only in terms of themes and
motives that can be compared and contrasted by drawing parallels
and conclusions on the basis of their similarities and/or differences,
but also in the light of cultural studies as this particular approach to
literature allows less rigid points of view aiming at expressing more
broadily the mutual connections between culture and society (Veeser
in: Dometi 2002: 63) as the impact culture has on a single being is
quite significant.

This is especially obvious when it comes to Hamlet and Ahmed
Nuruddin. The focal point of this comparison is religion or, rather, the

3 U Sekspirovim kraljevskim tragedijama postoje samo mrznja, pozuda
i nasilje, postoji samo Veliki Mehanizam [...]” (Kot 1990: 60).
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dogmatic influence of religious matrix/matrices on the to protagonists’
mindset and, consequently, behavior.

Vladislava Felbabov’s essay in Dometi magazine bearing a
simplified yet straightforward title “New Historicism”, that was
also edited by the aforementioned contributor to the magazine,
tackles the New Historicism genesis, its crucial characteristics and
most significant representatives, as well as why it differs from prior
critical schools. Namely, its founder, Stephen Greenblatt became
aware of the existence of a new direction of interpretation rejecting
the principles that used to be used when analyzing literary and art.
Instead, it provides us with a fresh, independent and original, com-
prehensive reading and understanding of the text. He was dissatis-
tied with the ways in which literary texts were tackled prior to that
period, as exclusively aesthetic phenomena that are observed and
experienced exclusively as aesthetic creations without any contact
whatsoever with culture, that is, with the cultural production and
writings it produced during the Elizabethan Renaissance. To put it
in another words, the text was regarded completely isolated, without
any relation with the cultural tradition, and equally reluctant to look
for a mirror, the worldpicture, in which a large number of people
believed when it comes to reading and interpreting a piece of writing
(Felbabov in: Dometi 10).

The emergence of New Historicism in Great Britain and America
was not overlooked by Stephen Greenblatt. For him and his fellow
like-minded colleagues, pieces of writing are not and cannot be in-
separable from culture. Quite the opposite, actually, they seem to be
on a certain culture-oriented mission consisting of serving as a cul-
tural training ground where cultural tendencies, whether it is about
difficulties or desires or preoccupations, are adopted or not. For this
reason, they thought that the best and most expedient way to assert
such tendencies of the given era of the Renaissance in England, which
are present in a piece of writing, is if it is not viewed narrowly, only as
atext, but in a way that will more fully and deeply explain its meaning
and be a reflection of all the elements contained in it, using the time
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in which it was created. That time is, when it comes to literature, “[...]
its historical context™ (Ibid.).

The function of adhering to this critical practice, then newly
established, is that interpretive hubs will be linked to the then adver-
sity related to history and culture. [...]. At that time, when the English
was ruled by Elizabeth I followed by James I Stuart was the time of
confusion in terms of the orders of collective cultural matrices and
visions, concepts, templates, rituals, rites, manners that derived from
them. These authors noticed. For them, these extremes had labels of
dedication to the virtue of correctness, loyalty, obedience, obedience,
loyalty, obitiousness from one and a spronial effect, diversarian,
destructive urge, undermining on the other. This is seen in the texts
from that time (Ibid: 8).

These two extremes have always been associated with rulers,
decision-makers, influential politically powerful men who were at
the top of the class ladder. Taking into account the social, and thus,
inevitably, the political context, New Historicism provides an oppor-
tunity to observe the interaction of a piece of literary text with “[...]
the complex structure of institutions, practices and beliefs that shaped
the culture and society of the English Renaissance as a whole™® (Ibid.).

The essence of New Historicism is studying historical texts, both
literary and non-literary, with reference to the sociocultural and his-
torical context of their creation. For New Historians, history has an
important place in the study of literary texts. It is important because
the writings are “[...] constitutive parts of historical parts, not their
reflex or mere image™® (Le$i¢ 2003: 19).

New Historicism examines texts belonging to the past, regardless
whether they are literary, i.e. literary and artistic, or non-literary. It
does not concentrate exclusively on literary texts, though, nor does it

7 ,[...] njen istorijski kontekst” (Isto).

¥ ,[...] slozenom strukturom institucija, prakse i verovanja koji su ob-
likovali kulturu i drustvo engleske renesanse u celini” (Isto.).

¥ ,[...] konstitutivni djelovi istorijskih delova, a ne njihov refleks ili puka
slika” (Lesi¢ 2003: 19).
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give them any kind of primacy over non-literary ones. To put it brief-
ly, it tackles the texts belonging to that particular period in general.
Additionally, it pays attention to both kinds of texts so that, based on
their reading through the prism of the context and its relevance to the
piece of writing in question, so that it would know the conditions that
prevailed at the time and how they were incorporated into the text,
that is, what we learn about them based on the text (Lesi¢ 2003: 20).

“Attributing importance to all preserved texts belonging to the same
epoch, they read both literary and non-literary texts side by side, equal-
ly carefully. At the same time, they do not consider literary texts to be
primary (as the main subject of study), and non-literary texts to be sec-
ondary (as documents that shed light on literary texts), but treat both in
the same way, as equal and equally relevant ,textual traces” which were
left by the past and which, together, form that network of textuality (or
“culture”) that we call “Renaissance” or “Classicism” or “Romanticism”
etc” (Ibid: 20).

The supporters of New Historicism believe in an unbreakable
and undeniable relationship between the circumstances in which
the text originated and the text itself. They represent the point of
view that history is not available to us in any other way except in the
texts that survived to this day (Ibid: 19). Although it would be too
easy to claim that the texts fully reflect the epoch of their creation,
it can be argued that they represent valuable, although not fully
authentic testimonies about the period when they were created.
Therefore, all the text traces from that time available to us should
be thoroughly read (Ibid: 23).

0, Pridajudi istu vaznost svim sacuvanim tekstovima izjednog vremena,
oni ¢itaju uporedo, i podjednako pomno, i knjizevne i neknjizevne tekstove. Pri
tome oni ne smatraju da su knjiZzevni tekstovi primarni (kao osnovni predmet
izucavanja), a neknjizevni sekundarni (kao dokumenti koji osvjetljavaju knjize-
vne tekstove), ve¢ i jedne i druge tretiraju na isti nacin, kao ravnopravne i podje-
dnako relevantne ,tekstualne tragove” koje je ostavila proslost i koji, zajedno,
¢ine onu mrezu tekstualnosti (ili ,,kulturu”) koju nazivamo ,,renesansa’; ili ,,kla-
sicizam’, ili ,,romantizam” i s.” (Le$i¢ 2003: 20)
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The representatives of New Historicism want to tackle the way of
life the texts describe. Hence, they examine non-literary texts such as
“[...] legal, judicial and medical documents, court and social declara-
tions, official reports from the conquest of overseas countries, marine
diaries, ship logs personal letters, etc”* (Ibid: 25) that are historical
documents. What we need to be aware of nowadays is the fact that
we cannot look at the text as such, which entirely resonates with the
circumstances given the influence history, ideology, understanding and
way of thinking, as well as discursive practice. And the language itself
does not provide us with absolutely clear insight into reality. For this
reason, it should be considered in the light of the dominant socio-his-
torical processes, turmoil and impacts that have texts, and not focusing
exclusively on its content outside of its context (Le$i¢ 2003: 26).

It is important to accentuate that New Historicism does not
insist on the connection between text and history being one-sided
in the sense that only history has impact on the text. It advocates the
view that this connection is mutual, and that the text also influence
history hand in hand with its other factors (Ibid: 19). New Historicism
focuses on topics such as power, state, culture, ideology, but interprets
them in a new way by analyzing them with reference to the context.
New Historians expand the field of their own interest and action to
non-literary texts (historical, political, economic, cultural, sociologi-
cal) in order to gain knowledge about that time and its social, cultural,
political and ideological constants that had to shape discourse, social
practices, and even literature, as one of the forms of culture.

This method examines written texts more fully than some of previ-
ous methods. In response to a New criticism, which consideres a text to
be a separate entity that has nothing to do with the history or culture in
which it was created (Felbabov in Dometi 2002: 7), nor with the author,
and the poststructuralism that focuses only on the text in question (Lesi¢
2003: 17). New Historicism advocates that history and culture that existed

4 [...] pravne, sudske i medicinske dokumente, dvorske i drustvene pro-
glase, zvani¢ne izvjestaje s osvajanja prekomorskih zemalja, brodske dnevnike,

privatna pisma, itd” (Vcro: 25)
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in the past occupies an important place, and that the writings are the ex-
ponents of those circumstances. Pieces of writing do not have to be only
literary, because non-literary texts also testify about the cultural codes of
a given historical period in which they arose (Ibid: 20).

On the other hand, New Historicism advocates the post-struc-
turalist position that texts are actually the only point of encounter
with the past and that it can only be found in them and only in
them it makes sense to search for the past. The historical context
that New Historians tackle is England in the 16t and 17th centuries,
that is, England during the Renaissance, ruled by Queen Elizabeth,
including the worldpicture of that time Tillyard writes about.

The supporters of this method of the study of literature seek
to penetrate the causal connection between society, culture, social
practices of that time and literary and non-literary texts that have
arisen. They, as Pehter says, believe that texts were used as an instru-
ment of society and culture (Pechter in: Dometi 2002: 119).

“[...] Literary pieces of writing are not observed as privileged and
unstable achievements that occur at a historical background but each
text, whether literary or not, is considered equally historical and each
text record is treated equally. In light of such access to Shakespear’s
historical dramas, the drama text points out as functional’ discourse
within which ideological conflicts and conflicts can be more or less
open articulated” (Holderness in: Be¢anovi¢-Nikoli¢ 2007: 31).

New Historicism supporters “[...] strive for literary texts to inter-
pret the effects as “historical fields” on which something else happens
than a clean act of artistic creation™? (Lesi¢ 2003: 30).

42 [...] knjizevna dela se ne posmatraju kao privilegovana i neistori¢na ostva-
renja koja se javljaju na nekoj istorijskoj pozadini ve¢ se svaki teskt, knjizevni ili
ne, smatra podjednako istorijskim i svaki tekstualni zapis se tretira ravnopravno. U
svetlu takvog pristupa Sekspirovim istorijskim dramama, dramski tekst se ukazuje
kao ‘funkcionalni’ diskurs u okviru kojeg ideoloski sukobi i sukobi mo¢i bivaju
manje ili viSe otvoreno artikulisano” (Holderness u: Be¢anovi¢-NIkoli¢ 2007: 31).

8 ,[...] teze da knjizevne tekstove protumace uravo kao ,istorijska polja”
na kojima se dogada i nesto drugo nego ¢isti ¢in umjetnickog stvaranja” (Lesi¢
2003: 30).
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The connection between society, culture, discourse which “[...]
represents a system of opposing forces in which the rules determine
what is valid, expressible and possible [...]”** (Spremi¢ 2011: 14) and
texts implies a way of which society is depicted in the texts. “The ulti-
mate goal of analysis in the texts of representatives of new historicism
in the sphere of political [...]”* (Becanovi¢-Nikoli¢ 2007: 32) as well
as the way in which those texts influence the creation and shaping
of social tendencies, but he does not focus only on those elements
in the text, but also takes them into account. Hence, “dramatic texts
[...] are interpreted as places where the dynamics of the actions of
authority and subversion directed against that same authority can be
followed™ (Ibid: 33).

New Historicism focuses on the interrelationship of the histor-
ical circumstances of that moment that influenced the authors of the
Renaissance, since New Historicism studies pieces of writing in the
light of Renaissance social events and by focusing on the privileged
upper social classes, such as members of the royal family or church
dignitaries, it is a member of the privileged classes and the benefits
they achieve, whether it’s social status, influence, money or power.
This is also noted by Edward Pechter in his essay New Historicism
and its discontents: the politicization of Renaissance drama, saying,
“[...] New Historians constantly focus and limit themselves to the
leading institutions of Renaissance society, especially the monar-
chy” (Pechter in: Dometi 2002: 116). The political implications as
well as the relationship between the power of society and culture

# [...] diskurs predstavlja sistem suprotstavljenih sila u kojem pravila
odreduju ono §to je validno, izrecivo i moguce [...]” (Spremi¢ 2011: 14).

# ,Krajnji cilj analiza u tekstovima predstavnika novog istorizma u sferi
je politickog [...]” (Be¢anovi¢-Nikoli¢ 2007: 32).

# dramski tekstovi [...] bivaju tumadeni kao mesta na kojima se moze
pratiti dinamika delovanja autoriteta i subverzije usmerene protiv tog istog au-
toriteta” (Becanovic¢-Nikoli¢ 2007: 33).

¥ ,[...] HOBU McTOpMYapyU ce cTamHO ycpencpebyjy n orpaHudaBajy Ha
Boiche MHCTHUTYIIMje peHecaHCHOT APYILITBA, HApOYNTO Ha MOoHapxujy  (Ilex-
tep y: Jomeru 2002: 116).
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and the relationship towards the individual are the subject of the
study of New Historicism.

The institutions themselves are not important as such, but due
to the impact that they have on society and individuals through
generally accepted cultural codes that shape the rules of conduct
in society and, thus, what is socially accepted by the majority, or,
in turn, which is not accepted, and individuals and marginalized
groups have two choices: or to accept the dominant political order,
or that fighting him actually fighting for his self.

The struggle for a ’private being™*® (Becanovi¢-Nikoli¢ 2013:
100) and the humane in man, his humanity and personal autonomy is
hampered by the rigidity of the government and its institutions, which
oppose all attempts by man to gain independence, since indoctrinated
people are easier to manage, and manipulation is one of the means by
which dominant order is preserved.

“The representations of the world in a written discourse participate
in the creation of the world; they participate in shaping the modality
of social reality and in adapting writers, interpreters, readers, and
audiences to numerous and changing subject positions in the world
they create and live in”* (Felbabov in: Dometi 2002: 15).

It is the most obvious on the example of King Hamlet, committed
by Claudius, after which he accepted the throne, who, in line with Eliz-
abethan rules, should belong to Hamlet, based on the primogeniture
rule. Claudius is, therefore, absolutists, who is in a dishonest, immoral,
blasphemous manner won the authorities. It signifies the dominant
discourse of Elizabethan England in a dramatic form against which
subversive discourse is released in Hamlet.

4 ,[...] mpuBarno 6uhe [...]” (bewanosuh-Huxomnh 2013: 100).

¥ Ilpukasu cBera y IMCAaHOM AMCKYPCY YUECTBYjy Y CTBapamy CBETa;
OHIM y4eCTBYjy Y OO/IMKOBabY MOJAIUTETA APYLITBEHEe CTBAPHOCTI U Y IIPK-
narobaBary mumcana, TymMada, 4uTanana u n3bnamke Ha 6pojHe U IPOMEeH/bUBE
cybjekaTcke IO3MIMje Y CBETY KOjii OHM CTBapajy u y kome xuse” (Penbados
y: Homeitiu 2002: 15.)
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New Historicism interprets the texts by concentrating on the
dominant discourse whose discursive practice was to implement
ideology through government institutions with the aim of completely
subjugating those who belong to that society (Lesi¢ 2003: 28). This
direction is of interest to the State’s relationship with Society, because
this is where the space is hidden where elements that are a threat to
the system can appear. In other words, it is a space for subversion and
“[...] traces of diversity and unusualness that meant resistance to the
discourse of the Government™ (Le$i¢ 2003: 28).

Self-fashioning of identity in the Renaissance is, therefore, a
process that involves the individual and the influence that ideology
has on him indirectly, through the institutions that embody it, and
with the aim of encouraging the individual to be in the function of
the ruling ideology in order to spread its influence and reduce the
possibility of being heard the voice of diversity, which is a threat to
the dominant circles and, being such, a potential threat.

“Since people constituted themselves as individuals when they obeyed
one of those cultural authorities, their behavior was shaped by the
codes that supported the institutions with which they identified [...]™
(Felbabov in: Dometi 2002: 18)

in this way, the individual was less of an individual, and more and
more social subject, and there is an undeniable connection between
the identity of the individual and the institutions of society that govern
the process of identity creation, which is the result of their actions,
as Greenblatt says (Ibid). “Creating a recognizable self is a process of
weighing forces with powerful control mechanisms”* (Ibid). In the

%0 ,[...] tragove razlicitosti i neuobicajenosti koji su znacili otpor diskursu
Vlasti” (Lesi¢ 2003: 28).

1 Iomro cy ce /bymyu KOHCTUTYMCANM Kao jefuHKe Kaja O6u ce 1o-
BIHOBA/IY HEKOM OfJ TUX KY/ITYPHUX ayTOPUTETA, IBbJXOBO IIOHAIIAbE Ce 00/I1-
KOBaJIO0 KOJOBMMA KOji Cy MOAp)KaBajie MHCTUTYLMje ca KOjUM CY Ce MICHTH-
¢duxosani [...]” (Genbados y: Jomemwiu 2002: 18).

2 ,CrBapame IIpeNo3HAT/bMBOL ja je IpOLieC OfMepaBama CHara ca
MohHuM MexaHusmuma Kourporne” (Vcifio).
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monograph Shakespeare Behind the Mirror: Conflict of Interpretations
in the Reception of Shakespeare’s Historical Plays in the Twentieth Cen-
tury>, Zorica Becanovi¢-Nikoli¢ states that

“[...] several general properties of the hermeneutic practice of New
Historicism. First of all, the interpretations of New Historicism are
approached in the same text (literary, but also any other, because their
status, in accordance with Foucault’s understanding of textuality, is equal)
as a cultural artifact and culture as a text. The text is never interpreted
outside of the context, the conjunction of the text and the context (which
may constitute another text, but may also be social acts or conditions) is
the focus of the reader’s attention. The symbolic and material combina-
tion of the text and the culture to which it belongs is interpreted. Next,
dynamics, or circulation, circulation, as Greenblatt says, of social energy
isa complex and two-way process in which social practice creates certain
discursive strategies and influences them, but these discursive strategies
also influence social practice. But this circulation of social energy most
often takes place in a closed circle of power that itself produces subversion,
allows it to be advertised, and then, once advertised, it includes it, tames
it, deprives it of its radical and effective edge. Then: the immutability of
human nature is excluded, the human being is seen as a social construct
of the time in which he lives™** (Bec¢anovi¢-Nikoli¢ 2007: 283).

5> Zorica Becanovi¢-Nikoli¢, Sekspir iza ogledala: sukob interpretacija u re-
cepciji Sekspirovih istorijskih drama u dvadesetom veku, Geopetika, Beograd: 2007.

* ,[...] nekoliko opstih svojstava hermeneuticke prakse Novog istor-
izma. Najpre: interpretacijama novog istorizma prilazi se u isti mah tekstu
(knjizevnom, ali i svakom drugom, jer je njihov status, u skladu sa fukoovim
shvatanjem tekstualnosti, izjednacen) kao kulturnom artefaktu i kulturi kao
tekstu. Tekst se nikada ne tumaci izvan konteksta, sprega teksta i konteksta
(koji moze ¢initi drugi tekst, ali ga mogu ¢initi i drustveni ¢inovi ili stanja)
nalazi se u fokusu citalacke paznje. Intepretira se simbolicko i materijalno sade-
jstvo teksta i kulture kojoj pripada. Potom: dinamika, ili kruzenje, cirkulacija,
kako kaze Grinblat, drustvene energije slozen je i dvosmeran proces u kojem
drustvena praksa stvara odredene diskurzivne strategije i utie na njih, ali i te
diskurzivne strategije uti¢u na drustvenu praksu. No ta cirkulacija drustvene
energije najc¢e$ce se odvija u zatvorenom krugu moc¢i koja sama proizvodi sub-
verziju, omogucava da ona bude oglasena, da bi je potom, tako oglaenu, sobom
obuhvatila, pripitomila, lisila radikalne i dejstvene ostrice. Zatim: isklju¢ena je
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However, it is not an official set of rules of the New historical
approach. Since the absence of these rules met with strong opposition
from the academic community, Greenblatt tried to argue why that
direction could not be narrowed down to any set. He tried to explain
it in the essay “Toward the Poetics of Culture”. The most concise and
general answer, of course, to the question of what New Historicism
deals with is that its scope is the connection between art and society.
Greenblatt’s understanding of New Historicism implies that this criti-
cal pioneer should be seen as a common denominator for a wide range
of possible ways in which a text can be read and analyzed, different
keys in which it can be interpreted, i.e. a variety of perspectives and
prisms that can be applied to a certain text. Each of them examines
from its own domain the dilemmas and difficulties that arise when
scholars examine how literary creations reflect and maintain social
norms, as well as their influence on prevailing cultural codes (Felbabov
in: Dometi 2002: 9).

As Felbabov says, Montrouse agrees with Greenblatt. Montrouse
thinks the creation of a new basis for the interaction between litera-
ture and non-literary texts of cultural formation from which the task
to which New historicism should be dedicated. He wrote an essay in
which he contrasted texts that do not only belong to literature, but
also those in relation to the literary part of the undeniable authority
various by type and nature. He also included other spheres such as
social practice and political institutions (Ibid: 17).

“In an essay from 1986, Luis Montrose briefly tried to formulate and
reexamine some of the theoretical, methodological and political assump-
tions and implications of the pieces of literature written by experts on
the English Renaissance — “the New Historians” Such writings aimed to
reshape the areas of society and culture in which the canonical literary,
primarily dramatic pieces of writing of the English Renaissance were
produced by positioning them not only against other literary genres and
forms of writing outside the literary canon, but also against other areas

nepromenljivost ljudske prirode, ljudsko bi¢e se posmata kao socijalni kon-
strukt vremena u kojem zivi” (Becanovi¢-Nikoli¢ 2007: 283).
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of culture, including social practice and political institutions at the time
of the origins of the modern English state” (Ibid).

In his opinion, a good starting point would be to neglect the
formalistic understanding of literature as exclusively aesthetic crea-
tive creation. He also thinks that the same should be applied to the
theory of reflections, which, as its name suggests, tackles literature as
areflection of an ideological commitment unanimously accepted and
adopted by the whole society.

“Since it does not accept such paradigms, a new historian, he must
explain how texts not only represent the forms of knowledge and au-
thorities that shaped the culture, but in the legislation of the practice
and codes that embodied”* (Felbabov in: Dometi 2002: 10).

New Historicism is, therefore, a new approach, bearing new insights
and assumptions. It examines a new chapter in the history of England
— the birth of its modernity. In addition, “[...] New Historical criticism
can claim to be new because it refuses to accept the difference between
“literature” and “history”, between “text” and “context’, as well as because
it he refuses to imagine an autonomous and privileged individual - either
the author or the work - as opposed to the social or literary one back-
ground (Ibid: 18). Stephen Greenblatt writes about such individuals in
his book Renaissance Self-Fashioning: From More to Shakespeare.

U eseju iz 1986. godine Luis Montoruz je ukratko pokusao da for-
mulise i preispita neke od teoretskih, metodoloskih i politickih pretpostavki
i implikacija radova koje su pisali stru¢njaci za englesku renesansu - ,,novi
istoricari”. Takvi radovi su Zeleli da ponovo oblikuju oblasti drustva i kulture
u kojima su nastala kanonska knjizevna, prvenstveno dramska dela engleske
renesanse tako $to su ih postavili ne samo prema drugim knjizevnim zanrovima
i oblicima pisanja izvan knjizevnog kanona, ve¢ i prema drugim oblastima
kulture, uklju¢ujuéi drustvenu prasku i politicke institucije u vreme nastanaka
moderne engleske drzave” (Be¢anovi¢-NlIkoli¢ 2007: 283).

¢ IlomTo He mpuXBaTa OBe HMapajurme, HOBU MCTOPUYAP, TBPAM OH,
Mopa Jia 06jacHM KaKo TeKCTOBY He CaMo Jia IIPeJICTaB/bajy 00/IMKe 3Haa 1 ay-
TOpUTETA KOje je 00/MIMKoBaIal KyITypa, Beh 1 4nTaoluMa oHaB/bajy IpaKce
U KOfjoBe Koje yTenosmyjy” (Penbabos y: Jomeitiu 2002: 10).

51

Prelom - M T - KNJIGA.indd 51 22-Jul-25 19:55:02



MARIJA S. TERZIC

On the other hand, New Historicism in its methodological
foundations shares a certain similarity with approaches such as the
poetics of culture, feminism, and revised Marxism that contribute to
the literature by establishing connections with new discourses. These
directions have influenced Anglo-American literature by opening new
fields, and thus new ways and new angles from which literature can
be considered by which “[...] they find dialectic between literary text
and its world™’ (Felbabov in: Dometi 2002: 10-11).

In Death and the Dervish, the dominant topic is Ahmed Nurud-
din’, the tekki Sheikh’s loyalty to dogma. On the basis of Me$a Selimov-
i¢s book Memories®, a clear parallel with the communist ideology and
loyalty to the revolution, due to which an innocent man, his brother, died
can be drawn. He was the role model for portraying Ahmed Nuruddin’s
death owing to believing in religion. The dervish’s brother’s death is used
in the novel as an illustration of what might happen if/when someone
jeopardizes the political system, just like the Sevkija Selimovi¢ death is
used to portray the strength of communist ideology in Yugoslavia. The
novel was published in the late 1960s (1966).

The analysis of the two aforementioned pieces of writing is fo-
cused on their protagonists. This is important when it comes to their
interpretation in the light of New Historicism because “Gallagher
and Greenblatt mark New Historicism as a history of possibilities, a
critical practice interested in the general, but also in favor of a spe-
cial - individual voice™® (Spremi¢ 2011: 21). In these two writings,
it is the voice of Hamlet, the Danish prince and the dervish Ahmed
Nuruddin’s voice. In order to portray the position of these two pieces
of writing within socio-cultural codes, New Historicism seems to be
an appropriate methodological position because

7 ,[...] onn Hamase gujanexTnKy M3Mehy KibVIKEBHOT TEKCTA I FETOBOT
csera” (Ibid: 10-11).

%% Mesa Selimovi¢, Sjecanja, 2018, Vulkan, Beograd.

¥ ,Galagerova i Griinblat oznacavaju novi istorizam kao istoriju mogu-

¢nosti, kao kriti¢ku praksu zainteresovanu za opéte, ali i naklonjenu posebnom
- individualnom glasu” (Spremic¢ 2011: 21).
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“[...] New Historicism was constituted as a place of academic ideological
struggle between containment and subversion. Critics who advocate
the possibility of effective mediation of individual or collective subjects
against forms of domination, exclusion and assimilation vigorously
oppose critics who emphasize the ability of the early modern state,
personified in the image of the monarch, to restrain the subversive
action of the individual”® (Felbabov in: Dometi 2002: 29).

She notices that of all critical theories applied to the study of
English Renaissance literature, New Historicism managed to appear
as the most dominant and most influential in the last two decades of
the twentieth century and the early year of the twentieth century. The
founder of this movement is Stephen Greenblatt, who used to teach
England Renaissance literature at the University of Berkley, at the be-
ginning of the 1980s, and currently teaches at Harvard University. In
1980 he published a key book Renaissance Self-fashioning: From More to
Shakespeare, and two years later in his Genre magazine preface, the term
New Historicism, unknown prior to that, emerges (Spremic’ 2011:11).

The common goal that brought Greenblatt and his collaborators
together was to question the position of English Renaissance literature
within the wider network of discourses and social practices during
the 16t and 17t centuries. Their position was that literature does not
exist as an autonomous aesthetic sphere, cut off from the history that
produced it, unlike the New Criticism, whose reduction of the literary
work to the aesthetic dimension was one of its main premises. In the
opinion of modern historians, the pieces of writing of the English
Renaissance are inextricably linked with other cultural productions
of that time (Felbabov in: Dometi 2002: 7).

0 HoBM MCTOpHM3aM ce KOHCTUTYMCAO Ka0 MeCTO aKaJeMCKe MLe0TIo-
ke 6op6e. Kpnrdaapu koju sactymajy moryhHocTn epukacHOr mocpenosarma
HOjeMHAYHNX MM KOJNEKTMBHUX cy6jekaTa IpOTMB OOIMKa JOMMHALM]E,
UCK/bYyIMBabha U aCUMIIALje €HEPIMYHO Ce CYIPOTCTaB/bajy KPUTUYApPU-
Ma KOjy HaIJallaBajy CIOCOGHOCT paHe MOfiepHE ApKaBe [ePCOHN(IKOBaHE
y MUKy MOHapxa ja 06ysga cybBepsusHo fenoBame’ (Pen6abos y: Jomeidiu
2002: 29).
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By connecting literary pieces of writing with non-literary situa-
tions and other sciences, above all with history, he put the followers of
New historicism in a position to oppose some other literary theories.
Specifically, with this attitude, the New Historians opposed the older,
positivist historicism, which assumes that a literary piece only reflects
the prevailing circumstances and a consistent view of the world within
which it appeared (Spremi¢ 2011: 11).

Greenblatt learned that in the United States of America’s aca-
demic circles, there is a new phenomenon called New Historicism
that consideres literary pieces of writing cultural artifacts; Therefore,
the historical context offers the best tool for their interpretation. The
professors who established New Historicism in these academic circles
matured during a very turbulent period and turmoil in America in
the 1960s. Therefore, they strive to interpret and understand social
issues of that time (Felbabov in: Dometi 2022: 8).

Above all, what stands out is the contribution of Johann Got-
tfried, who says that there is no human nature that can be said to exist
outside of the historical context of people. He states that humans are
born with very few instincts and are therefore highly adaptable in
nature. As such, identity is a product of the human learning process,
which can either lead to perfection or corruption. Diversity in hu-
man beings is purposeful, and it is wrong to reduce such diversity to
anything that implies unification and sameness. On the contrary, we
should insist on individuality and individuality both at the level of the
individual and at the level of culture (Spremic 2011: 12). Moreover,

“[...] Hereder’s view that differences between cultures and individuals
are a reason for hope, and not for endless conflicts the representatives
of New Historicism consider stimulating for the study of the individual
and specific”® (Becanovi¢-Nikoli¢ 2007: 284-285).

¢ ,[...] Herederovo videnje su razlic¢itosti medu kulturama i pojedincima
razlog za nadu, a ne za beskrajne konflikte, predstavnici novog istorizma sma-
traju podsticajnim za proucavanje pojedina¢nog, specifiénog, individualnog”
(Becanovi¢-Nikoli¢ 2007: 284-285).
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The academics looked at New Historism as a doctrine or move-
ment and therefore expected Greenblatt and his followers to come
up with a comprehensive program (Felbabov in: Dometi 2022: 8-9).
The New historism resists being reduced to the set of principles that
can be defined. From the very beginning, the theoretical framework
was lacking, and there was obviously no program for its performance.
This means that no one is tied together with a set of questions to be
deciphered in a certain way to get a new historical reading of the text.
Galager and Greennblatt are skeptical towards the role of designing
an abstract prior framework for explaining the literary piece. This
view opens a valid critique space due to the lack of theoretical basis.
However, such ambivalence according to the theory is inherent to new
historism, because it combines attractiveness and repugnance directed
towards theoretical constructs at the same time (Spremic¢ 2011: 19).

New Historicism is an approach that examines a piece of writing
not only narrowly, as an artistic creation, within the limits of the text,
but more broadly, looking at the socio-cultural context in which the
work was created. Applying the New Historicism critical approach
implies that attention is directed to politics, history, culture and the
context from which the pieces of writing arose. One of the key points
of this approach is that reality can only be understood in the light of
the culture that the literary work reveals, and that an objective obser-
vation of history is impossible [...] (Vesi¢ 2013: iv—v).

She indicates how culture shapes society and vice versa, thus rede-
fining the interplay between the texts and other key forms of action. It is
thus able to express intricate and relations that are not managed that exist
between social and cultural events, portraying their reciprocal impacts
and confronted attempts to affect each other (Spremic 2011: 21-22).

Supporters of New Historicism seek to penetrate the causal
relationship between society, culture, social practices of that time
and literary and non-literary texts created within it. They, as Pehter
says, believe that texts were used as an instrument of society and
culture (Pehter 2002: 119). Supporters of the New Historicism, “[...]
strive to interpret literary texts as “historic fields” where something
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else happens rather than a pure act of artistic creation™? (Lesi¢ 2003:
30), connecting society, culture, discourse, which “[...] is a system of
opposing forces in which the rules determine what is valid, indictable
and possible [...]”** (Spremi¢ 2011: 14).

A literary text is related to other pieces of writing within and
outside the domain of literature; however, the goal of the connection
is not to understand society as a whole. New Historicism is interested
in historical particulars causing breaks, changes and discontinuity
(Ibid: 13). One of such breaks is the Renaissance.

“When asked how Renaissance looked like from the new historicism
point of view of, it can be answered that it is indicated as a dynamic,
discontinuous and radically heterogeneous discursive creation in which
a plethora of discursive practices circulate — and disappear, conflict and
complement —. Among them, in which apart from the texts, institutions,
models of behavior and material production that also fall into the same
category, primary importance for New Historians, by all means bear
texts, without a doubt, literary as well as non-literary, canonical as well
as marginalized. For that reason, they [...], read, next to each other,
Shakespeare’s plays and private diaries, writing manuals, religious trac-
tates, witchcraft tractates, moralizing writings, serons, colonial writings,
writings in the field of state theories, archival and legal documents. The
juxtaposition of various texts expands the range of knowledge about
the Renaissance and confirms another Greenblatt’s thesis, the one on
the circulation of social energy. Reading each of the four great tragedies
reveal a diverse and specific features of the Renaissance, but are often
repeated main preoccupations of New Historians — exploring the forms
of power of dominant order, subversion and its limitation™ (Ibid: 112).

62 ,[...] teze da knjizevne tekstove protumace upravo kao ,,istorijska polja”
na kojima se dogada i ne$to drugo nego ¢isti ¢in umjetnickog stvaranja” (Lesi¢
2003: 30).

6 ,[...] diskurs predstavlja sistem suprotstavljenih sila u kojem pravila
odreduju ono §to je validno, izrecivo i moguce [...]” (Spremi¢ 2011: 14).

% ,Na pitanje kako izgleda renesansa iz vizure novog istorizma moze se
odgovoriti da se ona ukazuje kao dinami¢na, diskontinuitetna i radikalno hete-
rogena diskurzivna tvorevina u kojoj cirkuli$u - izranjaju i nestaju, sukobljavaju

56

Prelom - M T - KNJIGA.indd 56 22-Jul-25 19:55:02



THE NEW HISTORICIST PARALLELS OF HAMLET AND DEATH AND THE DERVISH

The Renaissance was previously viewed as a bridge towards
the accented Christian and monolithic Middle Ages, but also as
the hand outstretched towards the modern epoch. Jonathan Dol-
limore complains that the human condition essentially influences
social and historical environments, contrary to an essential point of
view. Dollimore describes the seventeenth century as a transitional
stage between medieval essentialism, which, as such, defines and
recognizes as a unique creation based on God, and humanism of
Enlightenment, which emphasizes human individualism. Dollimore
in a Renaissance dramatic literary tradition finds ideas on the na-
ture of human identity, which is not anchored in continuity, but in
discontinuity and, which is, on top of that, entirely determined by
the society. (Ibid: 23-24).

In her research paper “New Historicism and Cultural Ma-
terialism in Serbian Literary Thought®, Jana Aleksi¢ tackles the
connections between these two literary schools and the context of
Serbian literature from the end of the twentieth and the beginning
of the twenty-first century. Her paper deals with the connections
between New Historicism and domestic literary tradition, together

se i dopunjuju — mngobrojne diskurzivne prakse. Medu diskurzivnim praksama
u koje, pored tekstova, spadaju i institucije, modeli ponasanja i materijalna proi-
zvodnja, primarni znacaj za novoistoricare svakako imaju tekstovi, knjizevni kao
i neknjizevni, kanonski kao i marginalizovani. Zato oni, kao $to je u prethodnim
poglavljima prikazano, Sekspirove drame ¢&itaju naporedo sa privatnim dnevnici-
ma, priru¢nicima za uéenje pisanja, verskim traktatima, traktatima o vesticarenju,
moralizatorskim spisima, propovedima, kolonijalnim spisima, delima iz oblasti
teorija drzave, arhivskim i pravnim dokumentima. Jukstaponovanje raznorodnih
tekstova pro$iruje domete saznanja o renesansi i potvrduje jo$ jednu Grinblatovu
tezu, onu o cirkulisanju drustvene energije. Citanja svake od &etiri velike tragedije
otkrivaju raznorodna i specifi¢na obeleZja renesanse, ali neretko i ponavljaju glav-
ne preokupacije novoistori¢ara — istrazivanje oblika mo¢i dominantnog poretka,
subverzije i njenog ogranicavanja” (Spremic 2011: 112).

 Anexcnh, Jana, ,HoBM ncTopusam u KyITypHU MaTepujanusaM y cp-
IICKOj KibVDKeBHOj Mucin’ y: Kwusesna uctopuja, Vol. 54 (2022) No. 177,
Article 2 (p. 33-60), https://doi.filbg.ac.rs/pdf/journals/kis/2022-177/kis-2022-
54-177-2.pdf
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with many other authors, she refers to Predrag Palavestra, Milan
Radulovié, Svetozar Petrovié, Milan Ka$anin, Zoran Milutinovié,
Tihomir Brajovi¢, Boris Bulatovi¢, and Vladimir Dimitrijevi¢, Zoran
Milutinovi¢, Vladislava Felbabov, Zdenko Lesi¢, Vladimir Gvozden,
Stephen Greennblatt, Zorica Bec¢anovi¢-Nikoli¢, Gerald Graf. All
of them are experts on New Historicism. She also uses additional
material on this topic such as its elaboration in various doctorates
and monographs such as the doctorate of Violeta Vesi¢ and the
monograph of Milica Spremi¢. The author clarifies the positions
and premises of the New Historians from the point of view of the
Anglo-American tradition, thus building a bridge to our literature
and culture which is, like many others, influenced by new historicism
and cultural materialism.

According to the author’s opinion, Zoran Milutinovi¢ holds a
significant position when it comes to the presence of New Historicism
in our literary and cultural space. He is recognized as a pioneer who
introduced this approach to Serbian literature by dealing with the
topic “New Historicism in the science of literature”, which he edite. It
was published in the magazine The Word (Rec, 1995). His perspective
highlights the influence of Stephen Greenblatt, a prominent literary
historian and scholar of Shakespeare. Milutinovic¢ tries to investigate
the reading of literary texts from the English Renaissance through a
cultural prism within the American academic sphere, as presented in
the text “Poetics of Culture” by Stephen Greenblatt (Milutinovi¢ 1995:
59) in: Aleksi¢ 2022: 37-38).

Acting as a defense counsel of Greenblatt’s ideas, he emphasizes
their critical significance in contemporary literature. This approach
connects historical literary forms with contemporary contexts, distin-
guishing it from traditional historiography, formalistic methodologies
and historism. The new historians concentrates on shading light on
a sociocultural landscape in which the Renaissance literature was
created, examining its mutual relations with different discourses and
contemporary social institutions, as well as non-discursive practices

(Ibid).
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»The consequence of this is to move traditional historical interest from
making a single diachronome text of autonomous literary history on
synchronical text of one cultural system”® (Ibid: 38).

She also mentions Stephen Greenblatt’s book Culture, translated
by Vladimir Gvozden and published in Golden Beam (Zlatna greda)
magazine in November 2004. In this book, Greenblatt explores the
importance of culture in literature (Aleksi¢ 2022: 40-41). The goal
of cultural analysis is to expand the scope of the text and establish
connections between the text and various discursive forms, practic-
es and values within the culture. The context in which the literary
work is created is essential for the correct interpretation of the layers
of meaning that the text conveys to the culture and vice versa. Ac-
cordingly, literature and art play a vital role in both the transmission
and transformation of cultural narratives (Greenblatt: 41 in: Aleksi¢
2022:41). Prominent authors, through their literary pieces of writing,
skilfully manage cultural patterns, whether they reproduce, change
or facilitate their exchange, thus illustrating their power over perma-
nent narratives (codes) of culture that affect people’s movement and
limitations (Greenblatt: 43 in: Aleksi¢ 2022: 41).

Acting as cultural patterns intermediators, writers draw elements
from the cultural sphere and transfer them to the artistic domain, re-
sulting in writings that serve as “architectural buildings of accumulation,
transformation, presentations and making transfers of social energy and
practice” in time and space. They also consider their own relationship
with cultural patterns and their own position within that culture, given
that each artistic creativity serves as an educational instrument (Ibid).
Following up these theoretical premises and through thorough exami-
nation of non-literary texts, which can be accessible, that are first-class
historical events, Greenblatt articulates his premise on self-fashioning
during Renaissance, whether it is literary, social or personal, resulting

s ,Tloc/menuIia Tora je MpeMellTarbe TPA/MIMOHATHOT HCTOPUjCKOT MHTe-
pecoBama Ca CauMibaBarba jEIHOT [MjaXPOHOT TEKCTa AyTOHOMHE KHbVDKEBHE
MCTOpYje Ha CUHXPOHMjCKM TEKCT jefHOT KynTypHor crcreMa” (Anexcnh 2022: 38).
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in a comprehensive book on the development of Shakespeare literary
art and self-fashioning in his plays (Aleksi¢ 2022: 41).

This anthropological-sociological critique is present in Greenblatt's
famous book Renaissance Self-Fashioning: From More to Shakespeare.
Its goal is the poetics of culture. Influenced by authors such as Clifford
Gertz, James Boone, and Mary Douglas, Greenblatt sought to portray
how social context, cultural framework, and patterns of behavior in-
fluenced the fashioning of individual identity during the Renaissance
period. The purpose of anthropological research is to find and analyze
the interpretative structures through which individuals and societies
express their identities and what they have gone through. According to
Greenblatt, literature and culture are connected to each other as follows:

“Literary study that leans towards that practice should take into account
that the status it has, which implies the interpretation and the intention
to decode literature as part of the sign system of which culture is com-
posed; its real goal [...] is the poetics of culture” (Grinblatt 2011:23-24
in: Aleksi¢ 2022: 40).

A comprehensive meta-theoretical examination of the philo-
sophical foundations, critical methodologies and British and Amer-
ican scholars’ procedures dedicated to the historical interpretation
of literature as cultural artifacts was presented by literary theorist
Zorica Becanovi¢-Nikoli¢ in the monograph Shakespeare Behind the
Mirror: Conflict of Interpretations in the Reception of Shakespeare’s
Historical Plays in the Twentieth Century. In her analysis, she investi-
gates how proponents of New Historicism perceive literary writings
or plays. For these scientists, such writings are not primarily aesthet-
ic creations, but manifestations that must be examined in the full
complexity of their cultural functions, both in their original context

¢ ,JIutepapHo Ipoy4YaBame Koje Haruibe Ka TOj Ipakcu Tpeba f1a ysme y
063up f1a je CTaTyc KOjU MMa, a KOju IIOfipasyMeBa MHTePIPeTHpatbe U HaMepy
7Ia ce KIbVDKEBHOCT JIEKOAMpa Kao Jieo 3HAKOBHOT CHCTeMa Off Kojer je KynTypa
CacTaB/beHa; HeH IMpaBy UMb |[...] je moeTnka kynrype” ([punbmar 2011: 23-24
y: Anexcuh 2022: 40).
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and in the cultures that receive them (Becanovi¢-Nikoli¢ 2007: 277
in: Aleksi¢ 2022: 42).

The influence of culture in the two selected pieces of writing
is performed through religion, i.e. through the relations of the pro-
tagonists, and the ratio of the individual according to any collective
dogmatic practice refers to Althusser, and his understanding of the
subject that is precisely based on that relationship. In his essay Ideology
and state ideological apparatus, he underlines the importance of an
imaginary relationship that individuals have in relation to their actual
circumstances, which is ideology (religious, moral, legal, political,
whatever other). He equates ideology with an illusion but provided
that an ideology in an individual’s awareness did not become dogma,
that is a person does not experience it as a true criterion based on
which he is positioned in the world, his own existence and within
society (Althusser 2009: 53-54).

In addition, the influence of Clifford Geertz on New Historicism
is obvious. Some of his concepts and premises new historians took over
from his piece of writing Interpretations of Culture. His settings concern
the interaction of an individual, society and culture (Felbabov 2002: 26).

“In Geertz’s symbolic anthropology, culture is a medium of symbiosis
“set of control mechanisms - plans, recipes, rules, instructions” The
code system regulates the life of society by “managing” the production
of conventions, practices and artifacts that are often credited the term
culture”®® (Marshal Sahlins. Chicago. University of Chicago Press, 1975,
VIII, 55 in: Felbabov in: Dometi 2002: 26).

This is why the role of religion is the bearer of meaning in Hamlet
and Death and the Dervish, because the protagonists are guided by

6 Y IupoBoj cuMO6OIMYKOj aHTPOIIONOTHjH KYATYpPa je MEeAUjyM CUM-
Omo3e ,,CKYII KOHTPOJTHUX MeXaHN3aMa — I/IAHOBA, peljeraTa, IpaBmIa, yIyT-
craBa”. CHCTeM KOJOBa perylmile >KMBOT APYLITBA THME IITO ,yIpaB/ba’
IPOM3BOMAHOM OHE CKYNMHe KOHBEHI[Mja, Tpakce u apTedakaTa Kojuma ce
YeCTO HelpelusHo mpunucyje Hasus Kynrypa~ (Marshal Sahlins. Culture and
Practical Reason. Chicago. University of Chicago Press, 1975, VIII, 55 y: ®en-
6a60B y: Jomeitiu 2002: 26).
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the dogmatic patterns that greatly limit the process of their (self-)
fashioning. Everything that is not in accordance with the principles
propagated by Christianity or Islam is perceived as a hostile Other,
against which there is a resistance in advance. That is what prevents
Hamlet from acting. Just as service to Islamic doctrine prevents
Ahmed from actually living. “Religious apparatus remind in sermons
and other great ceremonies of birth, marriage and death that man
is only ashes and that he will be saved only if he loves his neighbor
[...]7% (Ibid: 42).

This irresistibly recalls “the quintessence of dust”” mentioned
by Hamlet (2,2, 302) and his attitude towards Christianity, which
has a decisive influence on his (non-)determination to kill Claudius,
as well as on the introductory scenes from the novel Death and the
Dervish in which Nuruddin makes a contrast between his dervish
role before and after his brother’s imprisonment, when his attitude
towards death changes (Selimovi¢ 2018a: 28). That is the place in
the novel where the beginning of the conflict. The gist is the pro-
tagonist’s conflict with the world, with the authorities, and actually
with himself and the religious principles within either Hamlet or
Ahmed Nuruddin.

Conflict is the most common interaction which New Historicism
studies. The topic of conflict is something that occupies Greenblatt’s
attention. “Greenblatt is less interested in the broad and constraining
frame pieces of writing of some established social practice, and more in
the individual conflicts and restraints that these frame pieces of writ-
ing impose as restraints on individual authors™”* (Felbabov 2002: 20).
Namely, “he [...] analyzes the techniques that numerous institutions

»70

¢ Penurumjckm amapar myteMm mopcehama y IpomoBeaMMa 1 APYTUM
BEIMKIUM LiepeMOHMjaMa poberba, BeHYamba U CMPTH Jia je YOBEK CaMo IeIeo
u a he 6uy crraceH camo yKO/IMKO BOJM BO/u O/mpKiser ¢Bor [...]” (Vcro: 42).

70 xBuHTeceHumja npammHe” (lllexcriup, Benuke iwipaieguje, npes. Cu-
muth n ITangyposuh, 2022: 52)

7t Ipun6rmaTa Marme MHTepeCyjy WIMPOKM U CIIyTaBajyhu OKBUPK Heke
yCTaj/beHe [PYyLITBeHe IPaKce, a BUIIE TI0jefTHAYHI CYKOOU I CITyTaBambe KOju
T OKBMPYU HaMehy kao crere nojenuuaynum ayropuma” (Pendados 2002: 20).
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use to discipline individual behavior™? (Ibid: 22). Those techniques
are closely related to the degree of control they want to achieve over
members of the society.

For this purpose, they use hypocrisy, repression, different punish-
ment forms, threats so as to intimidate the individual thus preventing
him from undermining order. Violence is a mutual technique rulers in
Hamlet and Death and the Dervish opt for. The result of that violence
is death. It is the mutual motif in private lives of two authors, William
Shakespeare and Mesa Selimovi¢, and has a significant impact on both
of them and their aforementioned pieces of writing.

1.3 NEW HISTORICISM:
THE ROLE OF HISTORY

For Serbian novel and Shakespeare’s tragedy, which Lenard Ten-
nenhouse also analyzes as a historical play, socio-historical occasions
are refracted on their textological, thematic and motif-related area in
such a way so as to become crucial factors of the text. On the other
hand, both pieces of writing had an impact on the time when they
were created. Both of them etail history, politics and literature. This is
most obvious in the motif of power, which is one of the most impor-
tant ones in this analysis of the Serbian novel and Elizabethan play.

Almost throughout the entire 20t century, history was consid-
ered not to be a literary phenomenon ensuring that literary interpre-
tation is correct. It was supposed to be the foundation for reading a
literary part (Vesi¢ 2013:I). Literary writings are re-analyzed through
the prism of their historical and political context.

The question arises as to what history is for Shakespeare and how
it fits into his oeuvre in the light of New Historicism. This is possible
because new historians call for a reorientation towards history, culture
and society, which goes beyond the framework of mere Marxist anal-

72 ,[...] ananumsmpa TexHuKe Koje OGpOjHE MHCTUTYLMje KOpucTe fa 6u

AVCUMIUIMHOBAIE MOHaMamke nojeguuna” (Vcro: 22).
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ysis. Abstract allegorical meanings of fiction texts can be exposed to
critical examination, as well as the political-historical meaning of that
criticism. This was one of Weber’s important contributions, calling for
self-reflexivity in scientific research. Criticism seeks to chase itself, that
is, to reveal vulnerabilities until it reaches a stage where culture can
no longer be criticized. Since our temporary world is recorded in one
text or another, there is a great need to understand the textuality of
history as well as the historicity of the text (Grubaci¢ 2012: 373-374).

The supporters of New Historicism, headed by Stephen Green-
blatt, were against the formalism, which propagated the interpretation
of literature is insulated from her historical context [...], nor did they
adhere to historism, that prevailed at the beginning of the 20t century,
emphasizing the connection between literary pieces of writing and
the worldview of the epoch in which they were formed (Felbabov in:
Vesi¢ 2013: 10-11).

“While an interest in historical text, which has a role to produce reality
was in the spotlight of the Old Historicism, new historicism focuses
on the exploration of ideological distance between text and historical
reality”” (Ibid: 28).

It creates the text, but the text also participates in the creation of
historical continuity. It collaborates with other historical forces having
shaped it and often changing them (Lesi¢ 2003: 19). By placing history
high on that bar “[...] what used to be the background all of a sudden
requires attention that was once given only to the foreground and a
privileged piece of art”* (Spremic 2011: 21).

The relationship between the foreground and the background
somewhat reminds of the center : margin relationship. This is one

7 ,Dok je u sredi$tu starog istorizma bilo interesovanje za istoriograf-
ski tekst, koji ima ulogu da proizvodi stvarnost, u sredi$tu novog istoizma je
istrazivanje ideoloske relacije izmedu teksta i istorijske stvarnosti” (Vcro: 28).

7 ,[...] ono $to je bilo pozadina odjednom zahteva paznju nekada pri-
davanu samo prednjem planu i privilegovanom umetnickom delu” (Spremié
2011: 21).
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of the relationships New Historicism is interested in. They argue
that history is not available to us in any other way than in the texts
lasting to present day (Lesi¢ 2003: 19). Namely,

“traditional terminology makes the difference between a literary text
and history as the foreground and background. Hence, it perceives
literature as a reflection or refraction of its context™” (Spremic¢ 2011: 22).

For this reason, they believe that examining texts in a histori-
cal key is vital. Therefore, new historians are not only interested in
reading and interpreting the text itself, but also in history, the past
in which the text was created, as well as in the mutual influence of
history and the text.

New Historicism and, critical trends related to it attempt to
grasp the connection between literature and other society discourses
as well as their interweaving.

“Critics who want to understand English literature of the 16t and 17th
centuries must establish how the texts they are studing are connected to
the complex structure of institutions, practices and beliefs that shaped
the English Renaissance culture and society as a whole””® (Felbabov in:
Dometi 2002: 8),

given literature develops under the influence of culture, and society
as such.

This introduces an interest in politics and the importance of the
political element in Renaissance pieces of writing, above all the ones
written by Shakespeare.

“Shakespeare’s great tragedies represent a kind of treasure trove of
topics for new historisim studies of the social scene of the Elizabethan

7> ,[...] ono §to je bila pozadina odjednom zahteva paznju nekada pridavanu
samo prednjem planu i privilegovanom umetnic¢kom delu” (Ibid: 21).

76 ,Kputndapu Koje >xefe Ia cxBaTe eHITIeCKy KibyDKeBHOCT XVI u XVII
BeKa MOPajy fla yCTaHOBe KaKo CY Jie/ia Koja IIpOy4YaBajy MoBe3aHa ca CIOKEeHOM
CTPYKTYPOM MHCTUTYLMja, IIPaKce ¥ BepOBaba KOji Cy OOIMKOBAIN KyITYPY
U IPYIITBO eHITIeCKe peHecaHce y uemmun” (Pen6abos y: Jomeisiu 2002: 8).
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and Jacobean eras, especially for the investigation of how institutions
such as court, church and family, and various forms of practice and
beliefs, shaped the culture of the late sixteenth and early seventeenth
centuries. Some of those themes are revenge, witchcraft, ghosts and the
supernatural in general, melancholy, simulated or true madness as a
subversion of the dominant order [...]””” (Spremi¢ 2011: 25).

New Historicism tackles political implications as well as the re-
lationship between the power of society and culture and relationships
to the individual. This approach is engaged in interwiving of society
and culture or reportedly autonomous I and political and cultural
institutions which actually fashion it” (Ibid: 33). Institutions are im-
portant because of the influence they have on society and individuals
who constitute i through commonly accepted cultural codes that shape
the rules of conduct in society and, thus, what is socially accepted by
the majority, or, in turn, what is not.

According to New Historians, the relationship between the in-
dividual and society can be a relationship of binary oppositions, the
power of unquestioned authority and resistance. “According to them,
power is still embodied in the king, or in a certain series of certain
institutions, and the discourse is located within the framework of a
stripped-down and simple model of domination and subversion™,
(Spremi¢ 2011: 118) discussed in Hamlet and Death the Dervish.

“New Historians” believe texts both reflect and participate in the
generating history; they emulate main cultural codes while simulta-

77, Sekspirove velike tragedije predstavljaju svojevrsnu riznicu tema za
novoistorijska proucavanja drustvene scene elilzabetinskog i jakobinskog doba,
posebno za istrazivanje nacina na koji su institucije poput dvora, crkve i poro-
dice, i razliciti oblici prakse i verovanja, oblikovali kulturu poznog $esnaestog
i ranog sedamnaestog veka. Neke od tih tema jesu osveta, vesticarenje, duhovi
i natprirodno uopste, melanholija, simulirano ili pravo ludilo kao subverzija
dominantnog poretka [...]” (Spremi¢ 2011: 25).

7% ,Po njima moc¢ je jo$ uvek otelotvorena u kralju, ili u odredenom nizu
odrdenih institucija, a diskurs je lociran u okvirima ogoljenog i jednostavnog
modela dominacije i subverzije [...]” (Spremi¢ 2011: 118).
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neously offering individual responses to prevailing discursive practice.
They reveal various totalitarian maneuvers of the Government that is
everywhere, sees everything and monitors everything, as well as forms
of individual resistance. The existence of Power is emphasized in the
interpretation of a text. Consequently, the discursive practice of the
authority possessing power spread to other discursive forms (literature
and theater)”” (LeSi¢ 2003: 33).

Claiming that the texts completely faithfully reflect the era of their
creation would be overly simplifeid. It can, however, be argued they
represent valuable, even though not entirely authentic, evidence of the
period in which they were created. For this reason, it is necessary that
all the textual traces from that time available to us are thoroughly read
(Ibid: 23). As far as the New Historians are concerned, this particularly
refers to Renaissance texts: “They interpret the Renaissance texts they
read in relation to the discursive practice of the Renaissance culture,
especially to the prevailing discourse which was an instrument of re-
pression, and which spread and renewed the ideology of the State, the
King, Churches, Ruling Classes, Masculinity” (Ibid: 28).

New historicism focuses on topics such as power, state, culture,
ideology, but interprets them in a new way by analyzing them with
reference to the context. Additionally, it interprets the texts by fo-
cusing on the dominant discourse whose discursive practice was to
implement ideology through government institutions aiming to com-
pletely subjugate those belonging to that society. All these categories

7 ,,Po uvjerenju ,,novh istoricista’, tekstovi reflektiraju istoriju, ali je i sami
proizvode; u njima se odrazavaju dominantni kulturni kodovi, ali i individualni
»odgovori” na vladajucu diskurzivnu praksu; oni svjedoce o razlic¢itim reppre-
sivnim strategijama sveprisutne Vlasti, ali i o razli¢itim mogu¢nostima indi-
vidualnog otpora. Pri tome se u tumacenju teksta naglasak obi¢no stavlja na
otkrivanje prisustva Mo¢i, §to onda ukazuje na Sirenje diskurzivne prakse Vlasti
nadruge diskurzivne forme (knjizevnost, teatar)” (Lesi¢ 2003: 33).

% Renesansne tekstove koje i$¢itavaju, oni tumace u odnosu na dis-
kurzivnu praksu renesansne kulture, narocito na prevladavajuéi diskurskoji je
bio instrument represije, i koji je $irio i obnavljao ideologiju Drzave, Kralja,
Crkve, Vladajuce Klase, Muskosti” (Ibid: 28).
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are connected by power. Its presence in the texts is one of the crucial
phenomena modern historians dwell on because:

“[...] they recognize the authoritarian presence of power [...], which
imposed its controlled, “ideologized” discourse on them in those texts.
Simultaneously, however they find a refreshing variety of discursive
practice and try to recognize the traces of diversity and unusualness
that meant resistance to the discourse of the Government in those texts.
(In this respect, too, they followed Foucault, whose pieces of writing
offered strong arguments for the rebellion of the individual against all
systems of domination™ (Ibid).

New Historicism focuses on the privileged upper social strata,
such as members of the royal family or church dignitaries, that is,
members of privileged classes and the benefits they achieve, whether
it is social status, influence, money or power. The most significant
privileged class in Hamlet and Death and the Dervish is the govern-
ment whose representatives are the rulers. They establish and maintain
power and dominance through violence.

Both, New Historians and Cultural Materialists, are engaged in
culture. They both define a culture as a conflict of two opposing ten-
dencies; on the one hand, there is a tendency to “dominant discourse”
or ,discourse of power” to limit everything by exercising immense
control. On the other hand, there is resistance of subordinate or
dissident entities such as opposit political ideologies, marginal social
groups or subversive art movements challenging discourse power and
trying to demonstrate their own power (Ibid: 45).

Additionally, Foucaults theory clearly resonate with New His-
toricism. It reflect the discontinuity: places or moments of rupture,
transformation of metamorphosis, opposite the Tillyard’s coherently

81 ,[...] u tim tekstovima oni prepoznaju autoritarno prisustvo moci |[...],
koja im je nametnula svoj kontrolirani, ,ideologizirani” diskurs. Ali u isto vrijeme
oni u tim tekstovima nalaze osvjezavajucu raznovrsnost diskurzivne prakse i nas-
toje prepoznati tragove razli¢itosti i neuobicajenosti koji su znacili otpor otpor
diskursu Vlasti. (I u tom pogledu oni su slijedili Fukoa, ¢ija su djela nudila jake
argumente za pobunu pojedinca protiv svih sistema dominacije” (Vcto).
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presented ’Elizabethan world picture. For this reason, England re-
naissance can no longer be considered a monolithic period, but it
is deconstructed through “[...] conflicting orthodox and subversive
impulses in social practice and in texts, anxiety between acceptance
and refusal of certain cultural matrices, between assimilation and
resistance”®? (Be¢anovi¢-Nikoli¢ 2007: 275).

Not only are concrete expressions of power and its institutional
attributes explored, but also the omnipresence of power and the
resistance that naturally comes into contact with it. Moreover, the
dynamics of power and resistance, that is, suppression of subversion
is also examined (Ibid: 276).

This means that cruel authoritarian procedures are a product of
history. They are portrayed on the theater stage, indicating it takes
over the same discourse. The text can also be interpreted as a chess
game in which there are rigid figures of the government on one side,
and on the other one there are tose rebelling against that discourse,
who are opposed to it through subversive action (Ibid.), by which the
individual tries to express his own subjectivity in the social context.

The relationship between the social context and imanence asks
dependence on the external world as opposed to autonomy. In the
interpretive sense, this fundamental contrast between these two visions
has never been finally resolved. On one hand, there is the pursuit of
justifying its existence as looking outside of the scope of the text; it
is opposed to, perhaps, a certain fear expressed in front of a piece of
art autonomous nature which exists accoridng to its principles. On
the other hand, there is a fear of a possible illusion that this view has
- the point of view that there is an internal force in a piece of writing,
whether it is intoxicating or frightening, historical or transcendent.
This can either convert an artistic text to a mere social construct or
appear alternatively as a “principle of creativity” acting independently

8 ,[...] sukobljavanje ortodoksnih i subverzivnih impulsa u drustvenoj
praksi i u tekstovima, napetosti izmedu prihvatanja i odbijanja odredenih
kulturnih matrica, izmedu asimilacije i otpora” (Becanovi¢-Nikoli¢ 2007:
275).
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through history, enumerating all possible events under the umbrella
of the sky. Such an eternal conflict of autonomy and heteronomy, with
tension between individual affirmation and longing for its abandon-
ment, can be seen as one of the basic questions of interpretation which
goes much deeper than the domain of literature (Grubaci¢ 2012: 381)

Milica Spremi¢, the author, of the monograph Politics, Subversion,
Power: New Historicist Readings of Shakespeare’s Great Tragedies® pro-
vides a brief overview of this method at the very beginning of her book.
She focuses on the roots of this critical practice. Specifying the data on its
historical develeopment, she records when and where it appeared for the
first time, mentiones its most prominent representatives and what some
of them such as Stephen Greenblatt and Katarin Gallager agree about.

She also singles out Michael Foucault and Clifford Geerz, whose
influence on new historicism and cultural materialism is immense.
It is especially reflected in the difference in understanding the phe-
nomenon of power, which is one of the vital ones when this practice
is considered. Her study offers several possible New Historical inter-
pretations that do not insist on unilateral interpretation of the text,
but provides an opportuity for analyzing Renaissance plays through
their reading in the light of politics and history (Sofranac 2011: 158).

1.4 THE HAMLET AND DEATH AND
THE DERVISH’S HISTORICAL BACKGROUND:
THE APPLICATION OF GREENBLATT’S
SELF-FASHIONING

The historical framework of both pieces of writing is important
for understanding and analysis of the play and the novel because it
portrays the objective circumstances of a given historical moment and
thus provides a political-ideological framework within which the two
authors shaped their worldview and the identity of their protagonists

5 8 Milica Spremi¢, Politika, subverzija, moc: novoistorijska tumacenja
Sekspirovih tragedija, Zaduzbina Andrejevi¢, Beograd: 2011.

70

Prelom - M T - KNJIGA.indd 70 22-Jul-25 19:55:03



THE NEW HISTORICIST PARALLELS OF HAMLET AND DEATH AND THE DERVISH

in accordance with the then-current social norms in Elizabethan
England, i.e. communist Yugoslavia. The (self-) fahioning of identity
is an important element of the Hamlet and Death and the Dervish.

Special emphasis in these two pieces of writing comparative
analysis ais on the binnar oppositon: those in power vs the subversive,
hostile, threatening Other that needs to be eliminated, as is the case
with King Hamlet, and then with his son, Hamlet, and with Harun,
and, then, Ahmed Nuruddin. It must be done by the rulling structures
as that is the only way to preserve their social position. Both writings
tackle the relationship of repression portrayed in control mechanisms
such as state repressive network, those turning to commiting violent
deeds (Althusser, prev. Filipovi¢, 2009: 27) and subversion, as well
as the positioning of the individual and his identity self-fashioning
within the apsolutist political system.

The system recognizes Other as a threat that needs to be dealt
with, permanently removed if/when portraying signs of rejecting the
subordination and willingness to be shaped within cultural matrices
or practices conducted by the state ideological apparatus such as
churches, schools, families, legal, political institutions, etc. (Althusser,
prev. Filipovi¢, 2009: 28). Subjects’ fitting into the cultural matrices is
performed through ideology, (Ibid: 30). “Ideology is a system of ideas
and representations dominating the mind of a man or social group”
(Ibid: 47). For example, such a system of ideas is religion, which is
very important in Hamlet and the novel Death and the Dervish. A
considerable amount of their plots is based on their pondering this
motif and their behavior revolving (or not) around it.

In his book Self-Fashioning in the Renaissance: from More to
Shakespeare, Stephen Greenblatt ponders the identity of an individ-
ual in Elizabethan England. In a concise but very detailed preface,
he explains his approach to this topic and provides the premises his
study is based on. In the introductory section of this study, Greenblatt

8 Ideologija je sistem ideja i predstava koje dominiraju umom ¢oveka ili
drustvene grupe” (Mciiio: 47).
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states his point of view that in sixteenth-century England, individuals
recognized the existence of selves and the potential to shape them. One
of the clearest observations we can make is that during the sixteenth
century, there seems to be an increased awareness of the construction
of human identity as a process that can be manipulated and created
(Greenblatt 2005: 2).

While such self-awareness was prevalent among the elite in
the classical era, the advent of Christianity ushered in a progressive
skepticism regarding humanity’s ability to shape its own identity. Al-
though this perspective was not the only point of view in the following
centuries, it had considerable influence, and a strong alternative did
not begin to emerge until early modern period (Ibid: 2).

For example, mid-wives of that time often tried to shape the
skulls of newborns to comply with social standards (Ibid. : 2). The
same goes for the personality and behavior of people. They must fit in
the socially-imposed mold and behave according to well-established
cultural, political, institutional and ideological matrix. The design
concept can involve an abstract form: recognizable identity, unique
approach to the world and a consistent manner of observation and
action (Greenblatt 2005: 2).

Self-fashioninig draws its significance from its action without
drawing attention to a rigid separation of literature and social life. It
consistently exceeds the boundaries that exist between the creation of
literary characters, personal identity development, the experience of
the influence of external forces and efforts to shape others. Although
such boundaries must be rigorously maintained in critical analysis
and in the fact that we make a difference between literary styles and
behavioral styles, this approach reduces our understanding of intricate
interrelationships within a certain culture (Greenblatt 2003: 3).

Self-fashioning can be seen as a renaissance interpretation of
these control mechanisms, a system of meaning that shapes individuals
navigating the process of transformation between intangible potential
to tangible historical existence. In this framework, literature acts on
three interconnected ways: as a reflection of specific behavior of its
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author, as the embodiment of behavior-shaping codes and as a critical
examination of the codes themselves (Ibid.).

Language like other sign systems, is a collective construct. Our
interpretive endeavor must include a more nuanced understanding of
the implications of this reality by examining both the social context
of the literary text and the representation of the world within that
text. The literary text remains the primary focus of this research on
self-formation. Each of these texts is considered a center of gravity for
intersecting forces in the sixteenth-century culture (Ibid.).

The importance of texts does not lie in our ability to discover
the underlying historical principles behind them, but in our ability
to analyze the interaction between their symbolic frame pieces of
writing and those observable in the lives of their creators as well as in
the wider social context. This analysis reveals a unique and intricate
process of self-creation, allowing us to gain deeper insight into the
formation of literary and social identities within this culture. In this
way, we can achieve a tangible understanding of the implications for
the concrete “I” of different types of power that are both concentrated
in institutions, such as the court, the church, the colonial adminis-
tration and the conservative family, while also spreading through the
meaning-ideological frame pieces of writing, the prevailing modes
of which person expresses himself and repetitive narrative patterns
(Ibid: 3).

In 1589, Spenser articulates that the fundamental aim and
importance he has “crafted” in The Faerie Queene is “to cultivate a
gentleman.” This sentiment is echoed through his knight Calidore’s
assertion that “within each individual’s self... it is to shape his own
lives ‘estate.” Additionally, when Spenser conveys to his beloved in
one of the Amoretti, “You shape my ideas and mold me from within”,
he is alluding to the distinct connotations of the verb “fashion” in
his time - a term conspicuously absent from Chaucer’s work. While
the term has long been employed to denote the act of creation or to
describe particular traits and appearances, as well as unique styles
or designs, it is in the sixteenth century that “fashion” emerges as a
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prevalent concept for articulating identity formation. This process of
shaping can be interpreted quite literally as the physical formation of
an individual; as Job poses in the King James Bible, “Did not someone
create us in the uterus?”(Ibid: 2)

Fashioning may suggest another recognizable shape-a more or
less distinct personality or manner of addressing the world itself, and
a persistent way of seeing and behaving. As would be presumed, the
Christ is the recurrent model for this last fashioning (Tyndale in: Gre-
enblatt 2005: 2). The apostle Paul wrote in the epistle to the Romans
that those whom God hath foreknown “them he fashiond unto the
shape of his son”: which means, according to Tyndale in the Obedience,
that “the true Christian, He felt himself altered and fashioned like unto
Christ” (Ibid: 3)

Archbishop Sandys preached that “we must fashion ourselves
according to that similitude and likeness which is in him”, while the
1557 Geneva New Testament says that Christ “was disfigured to fashion
us, he died.for our life” The ultimate example for this line of thought
was Scripture itself: Paul, also to the Corinthians, says in Tyndale’s
translation, ,,to the weak was I made weak, that I might gain the weak:
I am made all things to all men, that I might by all means save some”
(1 Cor. 9:22). This principle of adaptation is not only in service to the
propagation of the gospel: in Richard Taverner’s Garden of Wisdom
(1539), for example, we are informed that he who would be conversant in
public affairs “must ... fashion himself to the manners of men,” and this
admonition is promptly reiterated without ceasing (Greenblatt 2005: 3).

When it does not refer to Christ, which is a separation that can
give rise to much anxiety-self-styling thus acquires a range of other
meanings, it is the practice of parents and teachers; it is linked to
manners or demeanor, more particularly that of the elite; it suggests
hypocrisy or deception, an adherence to outward ceremonys; it sug-
gests representation of one’s nature or intention in speech or actions.

“And with representation we go back to literature, or rather we may
see that self-fashioning derives its interest precisely from the fact
that it functions without regard for a sharp distinction between
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literature and social life. It invariably transcends the borders of the
creation of literary characters, historico-cultural formation of one’s
own identity, the experience of being molded by forces over which
one has no control, the attempt to fashion other selves” (Ibid).

In essence, self-fashioning is a Renaissance form of evolution-
ary self-control i self-culturalization mechanism of the society that
moves from an abstract to a material individual. Literature operates
in the enclave as a form of manifestation of the concrete actions of
the specific author, as an artwork or a literary piece is a depiction of
the conduct of the conduct-forming codes, and as a notion of those
codes. These practices of interpretation are, in my opinion, illustrated
in the preceding essays, and they should be concerned with all three
of these behaviors. If an interpretation restricts itself to the author’s
action, that becomes a literary biography (in a traditionally historical
or meta-analytic manner), and there is a danger of not seeing the big
picture of other meanings in which both the author and his works are
woven. On the other hand, ifliterature is seen only as a system of social
rules and orders, then it is in danger of losing its identity altogether
as an ideology (Greenblatt 2005: 4).

The concept that is usually related to the British version of the
New Historicism is Cultural Materialism. This syntagma was used
by a British Marxist, Raymond Williams. This critical methodology
is more harmonized with Marxist principles, and therefore has a
certain degree of concern for social and political issues that are not
in the academy-oriented US perspective. Cultural Materialism is the
opposite of the internal approach to literature. He suggests combining
historical context, theoretical frame pieces of writing (those covering

% ,A campezcraB/bameM ce BpahaMo Ha KIbVDKEBHOCT, MM TIPe, MOYKEMO
Jla CXBATMMO JIa CAMOOGIMKOBabe M3BOMM CBOj MHTEPEC YIPABO U3 YNEECHUILIE
Ia oHO QyHKLMOHNIIE 6e3 0031pa Ha OIITPY pasnuKy u3MeDhy KibIDKeBHOCTY 1
mpymTBeHor xuBoTa. OHO 6e3 U3yseTKa Ipenasu rpaHniy usMmeby creapama
KIbVDKEBHUX JIKOBA, OONMKBaba CONCTBEHOT MICHTUTETA, NOKIUB/baja /ja Bac
06/MKyjy cie BaH Balile KOHTDOJIE, IIOKYIIaja fja 06/MMKyjeTe i Apyre NAEHTH-
tere" (Ipun6nar, npes. Hesena Mpbenosuh u Jenena Crakuh, 2011: 22).

75

Prelom - M T - KNJIGA.indd 75 22-Jul-25 19:55:03



MARIJA S. TERZIC

Marxism, feminism, structuralism, psychoanalysis and poststructur-
alism), and commitment to political engagement, with textual analysis
(Becanovi¢-Nikoli¢ 2007: 301).

In 1984, Jonathan Dollimore wrote about the double function
of the text in his book Radical Tragedy: Religion, Ideology, and Power
in Drama of Shakespeare and His Contemporaries. According to him,
the text can be and is both a product and a producer. It is part of the
culture and cultural framework of a given time, a certain community
and their cultural matrices. As such, it has the power to influence the
current discourse through various texts, influence social institutions
as well as social self-awareness, as these elements also influence it,
which is why it is a product. In Dollimore’s view, materialist criticism
connects the literary canon and its changeable interpretations to the
cultural matrices that create them, while studying how those inter-
pretations can reproduce or change those matrices. This reveals the
non-existence of a complete, monolithic reality, because it, in that
form, does not exist: there are disagreements and conflicts of interests
under the “hegemonic” (Dollimore in: Grubaci¢ 2012: 375-376).

The preface of the book Political Shakespeare, written by Dol-
limore and Sinfield, is based on Williams and Althusser’s claim that
the essence of cultural materialism is to understand a literary text in
a very specific historical context (Becanovi¢-Nikoli¢ 2007: 308).

For new historians and cultural materialists, a literary text is
considered a concrete product of a certain historical epoch. According
to this group of critics, any text can be considered a political act if the
social, political and cultural structure of the context in which it was
written can be recognized in it (Spremi¢ 2011: 22). In Renaissance
England, the context implies rigid institutions of power.

Social institutions such as the court, parliament, church, ju-
diciary and educational institutions during the Elizabethan period
were in charge of preserving a monolithic ideological image in the
society. The theater in particular was under strict state control; acting
troupes were obliged to have a nobleman as a patron, and scripts
had to be approved by the authorities. The theater was, in a way, the
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place where the king’s rule continued. The period was notable for
social mobility (especially under Cromwell), and Catholic-Protestant
conflicts, as well as the beginnings of global ubiquity as England first
established naval supremacy. The theater was a place of significant
ideological struggle, where contradictions within the prevailing
culture were very pronounced (Bec¢anovi¢-Nikoli¢ 2007: 323).

Ideological struggle rests on power and relationships of power.
Like New Historicism, cultural materialism considers power relation-
ships an important paradigm constituting the foundation for inter-
preting any text. However, one of the main differences differentiating
these two focuses on their time: while New Historicism tackles power
relations in societies that are historically far away from the modern
ones, cultural materialism connects literary texts with current power
relations (Spremic 2011: 23).

“Since ideas are transferred by material institutions - ideological state
appliances, which, in parallel, with repressive state apparatus, main-
tain social system and shape material practice. Althusser claims that
both ideas, as drivers and realization of the material world — material.
The category of the subject is, according to him, an integral part of
ideology, which constitutes subjects”* (Be¢anovi¢-Nikoli¢ 2007: 309).

Greenblatt says that his method requires careful balancing, as it
involves reconciling the various functional perspectives mentioned
earlier. It is inherently complex; the main issues at hand make it im-
possible to completely isolate one type of discourse from another or
to distinctly separate artworks from the thoughts and lives of their
creators and audiences. Social actions are always situated within frame-
works of public meaning and are interpreted, even by their creators.
Similarly, the text of the literary works we analyze inherently reflects

8 ,Buduci da se ideje prenose posredstvom materijalnih institucija - ide-
oloskih drzavnih aparata, $to, uporedo s represivnim drzavnim aparatima, odr-
zavaju drustveni sistem i blikuju materijalnu praksu, Altiser tvrdi da su i ideje,
kao pokretaci i ostvarenje materijalnog sveta — materijalne. Kategorija subjekta
je, po njemu, sastavni deo ideologije, koja konstituise subjekte” (Be¢anovi¢-Ni-
koli¢ 2007: 309).
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this embeddedness. Language, similar to other systems of signs, is
a collective creation; our task is to more sensitively understand the
implications of this by examining both the social context of the liter-
ary text and the reflection of society within that text, including oral
responses, innovations, and counter influences (Greenblatt 2005: 3).

The efforts of authorities to assert power and control during the
Renaissance in England are evident in their treatment of language.
This era featured distinct linguistic variations employed by different
sectors, including the State, the Church, everyday citizens, families,
and the lower classes. Each of these groups utilized diverse regis-
ters of language. The State, as an embodiment of Power, Authority,
and Control, aimed to overshadow other forms of expression and
influence within social discussions. Consequently, its language’
permeated various forms of renaissance prose, alongside fiction
and artistic works, as well as bureaucratic documents, medical texts,
personal correspondence, and marriage certificates. Through this
approach, the government aimed to regulate social interactions and
the structural components of state mechanisms, encompassing law,
religion, medicine, theater, and literature, as their absence could lead
to political instability. In the sixteenth century, there is no singular
narrative of the self, but rather a result of our tendency to simplify
the complexities of intricate and creative individuals into manageable
and orderly forms (Greenblatt 2005: 2).

The writers discussed here share several notable characteristics.

First, none of these figures hold a title, a longstanding family
legacy, or a status that ties their personal identity to “a clan or caste”.
With the exception of Wyatt, all these authors belong to the middle
class (Ibid: 9).

Second, self-fashioning for these individuals requires submission
to a higher power or authority that exists outside of themselves, such as
God, a revered text, or institutions like the “church, court, or colonial
and military administrations”. While Marlowe stands out due to his
intense opposition to hierarchical authority, this very defiance can
sometimes reflect a form of submission (Ibid).
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Third, self-fashioning occurs in relation to something perceived
as foreign, unusual, or threatening. This menacing Other - be it a
“heretic, savage, witch, adulteress, traitor, or Antichrist” - needs to be
identified or fabricated for the purpose of confrontation and destru-
ction (Ibid: 9).

Fourth, the authority views the foreign element as either chaotic
and lacking order or as a false representation of order, which is often
seen as a demonic distortion. Consequently, descriptions of chaos tend
to become organized and thematic, with the chaotic easily transform-
ing into the demonic, leading to a perception of the alien as a warped
reflection of authority (Ibid: 9).

Fifth, what one person sees as authority may be perceived as
alien by another (Ibid: 9).

Sixth, when one form of authority or alien presence is eliminated,
another inevitably emerges (Ibid: 9).

Seventh, multiple authorities and aliens coexist at any given
moment (Ibid: 9).

Eighth, although authority and alien presence are external, they
are also experienced as internal necessities, meaning that both sub-
mission and destruction are internalized processes (Ibid: 9).

Ninth, self-fashioning is primarily, though not solely, expressed
through language (Ibid: 9).

Finally, the power harnessed to confront the alien on behalf of
the authority often exceeds its intended purpose, posing a threat to
the very authority it seeks to uphold. Thus, self-creation is consistently
accompanied by feelings of threat, erosion, or loss of self (Ibid: 9).

Self-fashioning takes place at the intersection of authority and the
outsider The outcome of this interaction reflects both the authority
and the outsider who is often seen as a target. As a result, any identity
that is formed through this process inherently carries the indicators
of its potential undermining or erosion (Ibid: 8-9).

The process of shaping oneself and undergoing the process of
shaping by cultural institutions such as family, religion, and the state
was deeply interconnected. There were no instances of complete,

79

Prelom - M T - KNJIGA.indd 79 22-Jul-25 19:55:03



MARIJA S. TERZIC

unrestricted subjectivity. In fact, the human subject often appears to
lack freedom, emerging as an ideological creation influenced by the
power dynamics present within a specific society (Ibid: 256). The
sixteenth-century English figures remain firmly attached to the hu-
man experience and the concept of self-fashioning, even when they
reflect on themes like the absorption, corruption, or loss of the self.
What other options were available to them? What is the alternative
now, for that matter? The Renaissance individuals we have examined
recognize that in our society, forsaking self-fashioning equates to
relinquishing the desire for freedom and surrendering one’s tenacity
(Greenblatt 2005: 256-257).

Mesa Selimovi¢ used his own personal, ideologically-related trag-
edy as the thematic backbone of his most famous novel (Cooper Jr. in:
M. Selimovi¢ 2018: 9). In the book umesto in Vil iz Stratforda: Kako
je Sekspir postao Sekspir, Greenblatt writes that Shakespeare may have
received the news of his son’s illness in 1596. It was a turbulent period in
his life. At that moment he was in London, where a lot was happening.
First, the patron of the theater company to which the writer himself
belonged, Henry Carey, died. In addition, the voices of clergymen and
political leaders of the gutter started to be heard again about how, for
the sake of protecting the health of the city, both moral and physical,
the theaters should be closed. This must have had a negative effect on
the other members of Shakespeare’s acting company. Moreover, it was
not only talked about, but also acted upon. Performances could not be
performed in the locations where the city inns were located, and there
was even a possibility that it would have gone one step further - that
the rulers had caused all the theater houses to be closed for an indefi-
nite period of time. Because of this inhibition, the actors were forced to
play their plays elsewhere. They did it, and spent the summer months
outside of London, on tour, traveling. Greenblatt gives several options
as to where Shakespeare was at that time: either he was on tour with his
theater colleagues or he was staying in London writing one of his plays:
King John, the first part of Henry IV, or The Merchant of Venice. But what
Greenblatt considers certain is that the news reached the great writer
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that his son was ill, which resulted in his returning home to Stratford as
soon as possible. And it may be that he arrived too late to find Hamnet
alive. There is no record of how Shakespeare felt at the time, but what
is known is that it was not the first death he faced in his life. Namely,
when he was a 15-year-old boy, his seven-year-old sister passed away
(Greenblatt, trans. Stojanovi¢, 2006: 288-289). Greenblatt writes that
the connection between the personal experience of losing a child and
the play Hamlet was very clear to the audience at the time (Ibid: 311).

Shakespeare’s tragedy Hamlet fundamentally exploreds suicidal
ideas that steming from losing a loved one, which the audience intui-
tively realized. This topic can also reflect the author’s internal turmoil.
The playwright named his twins Judith and Hamnet, according to their
neighbors, Judith and Hamnet Sadler, in Stratford. Historical records
from Stratford indicate that Hamnet was alternately called Hamnet
and Hamlet Sadler, which is the result of flexible writing conventions.
Often writing the name of his son, together with the remaining name,
could re-open an emotional wound that never fully healed, even if
the decision was to look again at this tragic narrative was motivated
by financial reasons. It is important to note that the plunging of the
main character in madness in Hamlet caused by the death of his father,
not the son. If the tragedy is really rooted in Shakespeare’s personal
experiences, it could be speculated that he connected his son’s death
with an imaginary death of his father. The term “imagined” is used
here because Shakespeare’s father is buried September 8, 1601. In
the church of the Holy Trinity in the cemetery. Although perhaps
approached to the end of its life, he was probably still alive during the
creation of the play and its first performances. Shakespeare thinking
about his father’s death and son raise intriguing questions regarding
their interconnection in his psyche (Ibid: 311).

Milica Spremi¢ writes in her book that Shakespeare lost both his son
and his father within six years”. Maybe he was still under a lot of stress
as his father’s death is deeply woven into the plot of the play. His son’s
death as well as the certain death of his father - are difficult moments
of mourning and memories - representing a mental anxiety that could
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describe the explosive power and the depth of pronounced feelings in
Hamlet™ (Ibid: 317). It is, therefore, reasonable to assume Shakespeare’s
sons death could have been the foundation for Hamlet.

The common characteristic of Shakespeare’s Hamlet and Mesa
Selimovi¢’s novel Death and the Dervish is the fact that: “between the
order of action and the moral order in Shakespearean world, there
is an opposition, which is human destiny. It is impossible to escape
from it”® (Kott 1990: 30). Hamlet and Ahmed Nuruddin were made
sure that was true, being put in a situation that they had to decide
for either of those two opposing ordesr. This is how their identity is
fashioned, that is shaped.

The formation of a recognizable self involves a delicate balance
against powerful control mechanisms. Regardless of whether it focuses
on the autonomous self or the self presented in literature, through the
literary character, Greenblatt positions subjectivity in the context of
mutually contrasting forces. This relationship includes “the Other”
on one side while absolutist authorities are on the other. As such,
they represent a threat and undermine the possibility of developing
and achieving human autonomy. Moreover, Greenblatt claims that
writers, as they are deeply ingrained in their cultural mile, produce
pieces reflecting political tensions the Tudor state faced and document
their complex relations with Others and authorities. He refrains from
putting these texts in a separate aesthetic area, and analyzes them in
relation to the political challenges of England from the sixteenth cen-
tury instead. His examinations reveal that Renaissance literature can
be understood in the light of its institutions, customs and ideologies,
whose importance was reflected in its power and ability to influence

¥ ,Mozda su mu misli bile jo§ napregnutije jer je razmisljanje o ocevoj
smrti duboko utkano u zaplet drame. Sinovljeva smrt kao i neumitna oceva
smrt — teski su trenuci Zalosti i uspomena - predstavljaju dusevnu uznemi-
renost kojom se moze opisati eksplozivna snaga i dubina izrazenih ose¢anja u
Hamletu” (Mcino: 317).

88 Izmedu poretka delovanja i poretka moralnog u Sekspirovskom svetu
postoji suprotnost. Ta suprotnost je ljudska sudbina. Iz nje je nemoguce istrg-
nuti se” (Kot 1990: 30).
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culture fashioning, its discourses and matrices significant for the
development of society and collective awareness during the Tudor
dynasty reign (Greenblat 2005: 256-257).

They tried to control the medium and high layers of society
and restrict them in building their own identity. “It may be the
simplest and say that it was increased in 16t century in terms of
human identity design as a skill, procedure subject to manipulation®
(Greenblatt, trans. Mrdenovi¢ and Staki¢, 20). The essence of the
relationship is in the efforts of the institution or more of them to
support the individual and thus maintain its absolutist order that
generates a high degree of control over all members of society,
through which control is established.

Moreover, a multitude of empirical data suggests that the 16th
century may be a small degree of autonomy in the process of self-fash-
ioning than in previous centuries, as institutions (families, state and
church) imposed rigid discipline with their subjects who belonged
to higher and high social stations. Although important, the issue of
autonomy is not crucial. The ability to fashion its own identity is a
subset of much wider capabilities of fashioning the identity of others,
at least to some extent (Ibid: 19).

This means that as far as the individual is concerned, self-fash-
ioning, “[...] involves subjugation of absolute power or authority, which
is at least partially situated outside the person - God, a holy book,
institutions like the church, the court [...]”*° (Ibid: 28).

In his research, Greenblatt focuses on the sixteenth century and
how “I” was created and presented because h believes it was the first
period in England in which human identity was considered flexible both

% ,Moxpa je HajjenHocTaBHMje u pehm fa je y 16. Beky mocrojama
nosehana caMocBecT y HOITIeAy OO/MMKOBamba /bYACKOr MIEHTUTETa Kao Be-
IITUHE, TOCTYIKA IMOIoXKHOT MaHumynauuju” (Ipnu6mat, npes. Mphenosnh
un Crakmuh, 2011: 20).

% ,[...] yKbydyje moTunmaBarmbe arcoayTHOj MONM MM ay TOPUTETY, KOji
cy 6ap HeMmMMMYHO CMeIlTeHM M3BaH ocobe - bor, cBeTa KiuUra, ycTaHOBa
HOIYT LPKBe, ABopa [...]” (Mcino: 28).
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on social and individual level. He names it “fashioning”, a term he
believes represent its own consciousness of that period. Greenblatt
attributes credit for influencing his work to Burckhard’ Civilization
of the Renaissance in Italy, especially the perception of both the state
and the individual in Italy in the fifteenth century as subject of art
(Strir 1982: 383-394).

Greenblatt’s deviation from Burkhard lies in his perception
about how deep culture defines and limits the available models
available for the individual inside it. Greenblatt initially accepted
Burkhard’s view [...], but gradually became aware of social impacts
on individual decisions and opportunities. Greenblatt represents
the position that satire and psalms express two dialogical modes
of self-coupling: satire through negation and psalms through sub-
ordination. After reading the book, one does not only think about
one’s freedom or its appearance, but also where they themselves
and their presentations are positioned in societies with strict and
specific standards (Ibid.).

Greenblatt says that

“[...] in the early modern period, there is a change in intellectual, social,
psychological and aesthetic structures that govern identity creation. [...]
If we say that there is a new emphasis of the executive power of will,
we must say that there is also the most persistent and most unusual
attack on will; If we say that there is new social mobility, we must say
that there is a new determination of power, both families and the state,
which determine any movement within society; If we say that there is
an increased awareness of alternative ways of social, theological and
psychological organization, we must also say that there is a new com-
mitment to these ways and, finally, destroy these alternatives. It may be
simplest to notice and say that in the 16t century, it seems, there was
an increased self-consciousness in terms of human identity shaping
as a skill, procedure subject to manipulation. This self-awareness was
widespread among the elite in ancient world, but Christianity brought
a growing doubt in the power of a man to shape himself. [...] as a term
that means the activity or process of creating special features, a certain
style or pattern, it has been in use for a long time, but it seems to the

84

Prelom - M T - KNJIGA.indd 84 22-Jul-25 19:55:03



THE NEW HISTORICIST PARALLELS OF HAMLET AND DEATH AND THE DERVISH

16™ century shaping entered wide use as a way to mark the shaping
of one’s own identity. This shaping can be understood quite literally,
as imposing personalities of body form [...]”" (Greenblatt 2005: 2).

Each intention of deviations from subjugation is a space for
subversion and,

»[...] traces of diversity and unusual meaning resistance to the revision
of government” *? (Lesi¢ 2003: 28). The New Historians took over the
idea of the state from Michel Foucault. He saw the state as a monolithic,
ominous force, which his institutions (“discursive practice” or “repres-
sive structures”, in order to say Althusser) holding society under strict
supervision [...]”** (Ibid: 29).

1 ,[...] y paHOM MopiepHOM IlepHOAly TOCTOjU IPOMEHa y MHTeeK-
TYya/JHUM, [APYLUITBEHNUM, IICUXO/IOMIKVM J €CTEeTCKUM CTPYKTypama Koje
yIpaB/bajy CTBapameM HAeHTUTeTa. [..] AKO KakeMO [a IIOCTOju HOBO
HaI/IalIaBarbe M3BPIIHe MOhM Bo/be, MOpaMo pehit 1a ocToju 1 HajymopHMju
¥ HajHEYMODHMjU HaIlaJl Ha BOJ/bY; aKO Ka)kKeMO Jla IIOCTOj! HOBA PYLITBEHa
HOKpPeT/BUBOCT, MOpaMo pehn ma mocroju n HOBO yrBphuBame mohu, 1 1mo-
ponuiie 1 IpxaBe, Koje ofpebyjy cBako KpeTame y OKBUpPY APYIITBA; KO Ka-
XKeMO JIa II0CTOj ! IOBMILEHA CBECT O a/ITePHATUBHUM HaYMHUMA PYLITBEHE,
TEOJIOIIKe M NICUXOJIONIKe OpraHm3anuje, Mopamo pehu u fa mocroju Hosa
nocBeheHOCT HaMeTawky TIX HadMHA 1, KOHAYHO, VHULITABAbY OBUX ajITep-
HatuBa. MoX/a je HajjegHOCTaBHUje younuTn u pehu fa je y 16. Bexy, Kako
usIefa, MocTojana moBehana caMocBecT y IHOITIeRy O6GMMKOBamba JbYHCKOT
UJIEHTUTEeTa KA0 BEUITMHe, IIOCTYIKa IOJJ0KHOT MaHumynanuju. OBakBa
CaMOCBeCT OM/Ia je pacIpoCcTpameHa Meh)y enToM y aHTUYKOM CBETY, ajli je
xpunrhaHcTBo foHeno pactyhy cymmy y Moh doBeka fa cam cebe 00/mKYyje.
[...] Kao TepMuH KOju O3HAYaBa [IENATHOCT WM IOCTYNAK CTBapama Hapo-
YUTUX OJIMKA M3Inena, ofpebenor crun nam obpacua, ped je gyro 6mma y
yrmotpebu, anu je, nsriaena, y 16. Beky o6/IMKOBame YIIIO y IIMPOKY YIO-
Tpeby Kao HA4MH [ja Ce O3HAUM OOMMKOBaEbe COICTBeHOr MaeHTUTeTa.OBO
006/IMKOBaIbe MOXKe Ce PasyMeTy MPUIMYHO 6YKBAuyHO, KAO HaMeTarbe JIMY-
HOCTU TenecHor obnmuka |[...]” (Ipun6bnar, npes. Mphenosuh n Crakuh, 2011:
19-20).

%2 ,[...] tragove razlicitosti i neuobicajenosti koji su znacili otpor diskursu
Vlasti” (Lesi¢ 2003: 28).

% ,[...] Drzavu vidio kao monolitnu, svebuhvatnu silu, koja svojim in-
stitucijama (,,diskurzivnom praksom” ili ,,represivnim strukturama’, kako bi
rekao Altiser) drzi drustvo pod strogim nadzorom [...]” (Ibid: 29).
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The relationship between the individual and the state as the rela-
tionship of resistance and subversion reasoned with New Historicism.

The opposing forces play the game of history as the movements
of discourse formations, and Foucaults’s power theory explains the
position of the genealogists. Considering Nietzscshe’s argument that
no historical description is ever complete, Foucault’s genealogy turned
to history and power phenomena. In genealogy, power, interest and
will are in the foreground. While traditional history gives events that
logically and organically result in the present, a genealogist presents
arguments for heterogeneity and forces of power that produce heter-
ogeneous present (Spremi¢ 2011: 16).

The genealogy, developed by Foucault, changed the perception
of power as a negative construct, which is experienced as domination
over the existing element in something much more complex. The
power did not only remain repressive, exclusive or only limiting. It is
characterized as positive and productive. Individuals, discourses and
events occur as a product of power network and what this dynamic
can create (Spremic 2011: 16). The text is, “[...] viewed as a field where
political battles are taking place between the superior forces of repres-
sion and subversive individuals™* (Le$i¢ 2003: 33), as in Hamlet and
Death and the Dervish. With this in mind,

“[...] it describes the practice of parents and teachers; it islinked to
manners or demeanor, particularly that of the elite; it may suggest
hypocrisy or deception, an adherence to mere outward ceremony;
it suggests representation of on€’s nature or intention in speech or
actions” (Greenblatt 2005: 3).

% ,[...] promatra kao polje na kojem se odvijaju politicke bitke izmedu
nadmo¢nih snaga represije i subverzivnih pojedinaca” (Lesi¢ 2003: 33),

% ,CaMo06/1MKOBambe 06Mja HOBY HI3 3HAYEHHA: OHO OINCYje OHO LITO
pajie pOAMTE/bU U YIUTE/bM; IIOBE3AHO je Ca MAHUPMMA VMU HOHAIIaheM IIpeMa
ApyruMa, HApPOYNTO TIOHAILIAkEM eIUTe; OHO MOXKe [a yKaXkKe Ha JuIjeMepje
WM oOMamMBame, CKIOHOCT IpeMa ITyKOM CIIO/ballllbeM MpefiCTaB/balby;
yKasyje Ha IIpeicTaB/bakbe Heulje IPMUpPOJie WM HaMepe y TOBOPY VN Ha Jieny”
(Tpun6bnat, npes. Mphenosuh u Crakuh, 2011: 21-22)
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The institutions of authority in Renaissance keep their position
that the God himself gave them since in Elizabethan Age, the ruler is
a representative of God on Earth and and any rebellioin against him
is inadmissible, because it is a violation of God’s will (Kosti¢ 1983: 44).
Each rebellion must be ended as soon as it starts, and an individual
is forced to be a screw in the machinery that grinds any attempts of
self-fashioning. Naturally, this has its genesis.

“Stephen Greennblatt’s study Rennaisance Self-Fashioning [...] is written
under the distinct influence of Foucault’s writings Discipline and Punish,
and The History of Sexuality*®. In his books he draws the genealogy of
modern identity and claims that the idea of private and ghostual sub-
jectivity is the effect of a new modus of monitoring and a new way to
portray the power originated in Renaissance”®” (Spremic¢ 2011: 16-17).

The power is one of the phenomena intriguing Stephen Green-
blatt, “[...] one of the main preoccupations of his research”® (Spremi¢
2011: 64). He is interested in,

“[...] all aspects: how it circulates, how to limit the subversion, how to
create an illusion of individual freedom and freedom of choice and
how even the power is formed by discourse tricks and power™ (Ibid.).

In her book, Zorica Be¢anovi¢-Nikoli¢ argues the following:

“During the rule of the Tudor dynasty, the so-called "Tudor’s myth,
according to which the reign of Henry VII, Henry III and Elizabeth is
presented as a reward for the English people, previously punished a by

% Misel Fuko, Nadzirati i kaznjavati i Istorija seksualnosti.

7 ,studija Stivena Grinblata Rennaisance Self-Fashioning [...] pisana je
pod izrazitim uticajem Fukoovih dela Nadzirati i kaznjavati i prvog toma Istori-
je seksualnosti. U njoj Grinblat iscrtava genealogiju modernog identiteta i tvrdi
da je ideja privatne i duhovne subjektivnosti efekat novog modusa nadziranja
i novog nacina iskazivanja moci nastale u renesansi” (Spremic¢ 2011: 16-17).

% ,[...] jedna od glavnih preokupacija Grinblatovih istrazivanja” (Ibid: 64).

% ,[...] svi njeni aspekti: kako cirkulise, kako ograni¢ava subverziju, kako
stvara iluziju individualne slobode volje i slobode izbora i kako ¢ak i onaj koji
poseduje mo¢ biva oblikovan pomo¢u diskurzivnih trikova te moéi” (Mcizio).

87

Prelom - M T - KNJIGA.indd 87 22-Jul-25 19:55:03



MARIJA S. TERZIC

long civic wars due to the sin committed in 1399, when by overthrowing
Richard II Plantagenet by his cousin Henry Bolinbrook, the founders of
the Lankaster dynasty, was first endangered by the rule of the monarch To
the throne should have been given based on the right of primogeniture.
For a long time, the Shakespeare’s two tetralogies and especially the first
one portraying historical events closer to Shakespeare and his contem-
poraries, with the aforementioned ending celebrating Tudor dynasty, was
interpreted in accordance with Tydor’s myth, and Shakespeare was consid-
ered a spokesman of the official politics™* (Be¢anovi¢-Nikolic 2013: 67).

Apart from this, she points out the fact that the role of the law and
the importance of it being followed by any member of the community,
including the ruler, is underlined in Hamlet. This also portrays the
play’s political layer, however minor when compared to the mother-son
relationship it may seem to be. The political dimension of the play is
surely one of the play’s crucial thematic hotspots.

In Hamlet, as well as in Death and the Dervish, Shakespeare, as
well as Mesa Salimovi¢, “[...] strikingly raises the question of a ruler’s
responsibility and at least theoretically assumed ideal impartiality of
the law”'*' (Ibid: 71).

Devotion to the law implies a high level of development of moral
passion and reason. In Elizabethan England until the 18t century,
moral consciousness was believed to be determined by reason, which

10 3a Bpeme BnagasuHe Tjynopa, pasBujeH je 1 TAKO3BaHU ‘TjyAOPOBCKM
MMT, IO KOjeM je IpOCHepuTeTHY Nepuof BnagasyHe Xenpuja VII, Xenpuja 111 n
Enusaberte I, mpefcTaB/beH Kao Harpajia 3a HaraheHm eHITIeCKU Hapoj, IPeTXo-
IHO Ka)KEbeH JyropajHuM rpabaHckuM paroBuma 360r rpexa moummeHor 1399,
KaJa je cBpraBameM ¢ npectona Puvappa II IlmanrareneTa o cTpaHe HBerosor
6pata op crpuia Xenpuja bommuOpyka, ocHuBada fuHacTHje JlaHKacTep, IpBU
IyT yrpo>KeHa B/IaJilaBMHA MOHAPXa KOjH je IPecTo HAC/IEeVO II0 HeIIPUKOCHOBe-
HOM IpaBy puMoreHutype. [lyro cy lllekcrimpose Be TeTpanoruje, a HApOINUTO
IpBa, Koja IpuKasyje ucropujcke gorahaje 6moxe Illekcrpy u meroBuM cas-
peMeHMIMa, ¢ Beh IoMMbaHNM KpajeM y KojeM ce CIaBU HaCTaHaK JIMHACTIje
Tjymop, TyMadeHe y CKJIaZy € TjyBOPCKUM MUTOM, a Illekcrmp cXBaTaH Kao I71ac-
HOrOBOpHUK 3BaHn4He nommtrke” (Bewanosnh-Huxkomnh 2013: 67).

101 [...] ymedat/pBO IOCTaB/bA IMTANbE OATOBOPHOCTH BIafapa u bapem
TEOPUjCKM TIPETIIOCTaB/beHe UjjealHe HelpucTpacHocTy 3akona” (Vcro: 71).
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was thought to receive divine knowledge of truth, error, good, and
evil. The main moral dilemma for individuals was seen as the conflict
between passion and reason (Kosti¢ 1983: 43).

Radovan Vuckovi¢ discusses the governments attempts to
control different facets of society through the lens of language ex-
plaining the role of language in the literary development of Serbian
writers in his essay on Mesa Selimovi¢’s narrative techniques. During
the 1960s Selimovi¢ began his most significant work Death and the
Dervish which marked a significant shift in his critical focus. This
book was written in a distinctive way combining firsthand accounts
with a larger historical framework. Surprisingly the topic of conver-
sation has shifted to the function of language which skillfully turns
historical occurrences and realities into literary fiction (Vuckovi¢
in: Palavestra (ed.) 2010: 43).

Similar to how Shakespeare’s Hamlet is based on important mo-
ments in the playwright’s own life, Death and the Dervish also relies
heavily on the author’s own experience. The play itself contains the
historical and biographical details that Hamlet alludes to. Vuckovi¢
points out that Selimovi¢ had to turn historical material into a story
in Death and the Dervish. This novel however is not regarded as a lit-
erary or artistic production that exists apart from its historical setting
rather it is entwined with other literary and non-literary works of the
era that offer a cultural framework for comprehending these stories.
Many works of literature capture the political atmosphere of their
era. The difficulty Selimovi¢ faced in incorporating historical details
into Death and the Dervish serves as an example of this. Because new
historicism views literary works as reflections of a past culture that is
different from our own it can be used to analyze this Serbian text. The
only way to comprehend the expressive codes of that time period is to
look at them as existing texts rather than as distinct works of art (Ibid.).

Hamlet is greatly impacted by important moments in Shake-
speare’s life and reflects the historical setting he alludes to, much
like Death and the Dervish which is based on the authors own life
experiences.
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As Vuckovi¢ claims, Selimovi¢ had to deal with the difficulty of
turning historical facts into a story in Death and the Dervish. In addi-
tion to being a work of literature detached from its historical context
this work engages with other literary and non-literary works of its era
offering a cultural viewpoint that deepens our comprehension. Litera-
ture often reflects the political atmosphere of the time in which it was
written. Death and the Dervish was written with Selimovic’s task of
turning historical facts into a narrative form as a primary focus. This
Serbian novel can be analyzed using the New Historicist framework
which holds that literary works represent a specific cultural past
that is different from what we currently understand. These pieces
are regarded as reflections of a particular historical setting rather
than as standalone works of art and the only way to understand their
meaning is to consult the texts that have survived (Ibid.).

As mentioned in Vladimir Kecmanovi¢'s essay “The Assets of
Escaping to Allegory”, Death and the Dervish examines the political
and cultural norms of its era. Considered a modern story set in the
Ottoman Empire-influenced Islamic landscape of Bosnia the tale of a
dervish whose brothers misfortune forces Hamlet to struggle with the
choice of awareness fully aware of the horror and inevitable defeat that
such a choice brings. Nonetheless the work will be recognized as an
allegory by those who are familiar with the authors personal struggles
the historical setting and the environment in which it was written.
A more candid examination of his situation is made possible by the
author’s transposition of the communist regime into a new ideological
and temporal context (Kecmanovi¢ in Palavestra (ed.) 2010: 169).

Shakespeare also places Hamlet in the distant past of Denmark
in order to examine the political climate of Renaissance England.
Shakespeare undoubtedly made use of past readings of the play ranging
from Thomas Kyd to Belforest. The novel and the play however both
eloquently demonstrate the important role of literary creativity when
analyzed. The chapter that tackles the evolution of this play and the
theme of retribution within England’s early Renaissance literary tradi-
tion will go into greater detail on this.
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1.5 THE NEW HISTORICIST INTERPRETATION
OF POWER IN HAMLET AND DEATH AND
THE DERVISH

If we understand the kasaba authorities from the Serbian novel
as the kings from the Shakespeare’s (historical) plays, because that is
who they are based on their importance in the political hierarchy in
the community, a parallel can be drawn regarding that hierarchy in
both writings. Namely, in Hamlet, the main conflict on the political
level is the one between an usurper and the Prince. There are not many
people between these two political figures except maybe Polonius prior
to being killed by Hamlet. The king-usurper is on top of the political
system instead of Hamlet. The system being the manner in which
the state functions and, more importantly, the authority of the ruler
who demands, requires, expects complete and utter subordination of
members of the society based on his divine position.

In the light of Greenblatt’s view on the process of self-fashioning,
this can be translated as: “[...] there is only a situation of the king and
the system” (Kott 1990: 30). Such an organization of the state means
that “[...] there is no choice of freedom™'** (Ibid.). Both protagonists
are pressed by ideological necessity in a situation of repression of a
political system that killed an innocent man. Nedzad Dedovi¢ says that

“[...] New Historicism interpretation means emphasizing the effect of
centers of power - the logic of forces managing society as well as the
forms of resisting the power control - ideals of individual freedom,
resistance to authority. One of the basic postulates of the New His-
toricism, is the claim that the texts reflect history. We believe that the
principles of new historicism criticism correspond to the character of
Selimovic’s novels and therefore can be seen and interpreted from the
perspective of New Historicism™'* (Dedovi¢ 2012).

102 [...] nema u njoj slobode izbora” (Vcro).

103 _[...] novohistorijsko tumacenje podrazumijeva i naglasavanje djelo-
vanja centara mo¢i - logiku sila koje upravljaju drustvom ali i oblike otimanja
kontroli Mod¢i - ideale individualne slobode, otpor autoritetu vlasti. Jedan je od

91

Prelom - M T - KNJIGA.indd 91 22-Jul-25 19:55:03



MARIJA S. TERZIC

At its beginning, the Serbian novel portrays a man loyal to reli-
gion and its dogma, who becomes a political authority and the ideolo-
gy-run state system clerk, which leads him to betraying his best friend
and, eventually, his own death, while in Hamlet, the protagonist, who
is a representative of the royal family, there is a conflict between him
and Claudius, a self-proclaimed ruler, King, who reached the crown,
by having committed fratricity and committing sin.

Tackling the political side of Death and the Dervish, Miroslav
Egeric argues: “Of course, this is not a situation of - as in Shakespeare
- grand fresco-strokes of history ruining and raising states, chang-
ing Kingdoms or obtaining crowns for (temporary) enjoying ruling
power [...]”'** (Egeri¢ 2000: 53). That is, of course, right. However, it
is precisely the word portrayed in Hamlet. Ahmed Nuruddin and are
Danish Prince are put in the same situation in which unlawful and
unhealthy proceedings of Machiavelistic heroes who are,’[...] unscru-
pulous, selfish manipulators, skilled rhetoric without morals [...]”*%
(Becanovi¢-Nikoli¢ 2013: 66). Both pieces of writing are founded on
the same motif, which is a murder of an innocent man by those or the
one in power, Harun and King Hamlet, for the sake of preservation
of power. They are the threatening Other(s), about whom Greenblatt
writes in his study Renaissance Self-fashioning: from More to Shake-
speare, the Other, who is a threat that must be removed, either in the
fortress or in England, better yet, in death.

King Hamlet killed his own flesh and blood, his brother, a new
king, a man at the top of the political system, the new, next ruler, who

osnovnih postulata novog historicizma tvrdnja da tekstovi reflektiraju historiju.
Smatramo da navedeni principi novohistorijske kritike korespondiraju s kara-
kterom Selimovi¢evih romana te se stoga mogu posmatrati i interpretirati iz
perspektive novog historicizma” (Dedovi¢ 2012).

104 _HapasHo, oBzie Hutje ped — kao Kog [llekcnmpa — 0 Benukum ,,ppecko
- more3uMa’ MCTOPMje KOjuMa ce pylile 1 IIOMVDKY Ip)KaBe, Merbajy Kpa/beBCTa
nnu npubaBsbajy KpyHe 3a (IpUBpPEMEHO) y>KMBame Y BIafgapckoj mohn |[...]”
(Erepuh 2000: 53).

195 ,[...] 6eckpymynosum, ceOMYHN MaHUITY/IATOPH, BEIUTH PeTOpUYApH
6e3 mopara [...]” (bewanosuh-Hukomh 2013: 66).
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is on the throne, a man who is not just an ordinary man, but, due to
being a king, also is an institution, the most important piece of an
overall political order. He killed him during peaceful times, without
any other reason and but his own benefit, ambition and greed. What
he did is an injustice, a crime, a sin for which Hamlet finds out when
it is already late, after his father was killed. Soon enough, he will find
out the identity of the killer. The Grand Mechanism of History Jan
Kott writes about would stand in front of him on a mystical night in
the form of his father’s ghost, the victim of the moral corruption of
his illegitimate successor, who surrendered to indulging his passions
such as the desire to sleep with his former sister-in-law, for the royal
status, for a throne, and, lastly, for the decadence embodied in allowing
drinking parties.

When it comes to the crime that was committed, Ahmed Nurud-
din, similarly, learns, “[...] that those in powers, the highest-ranking
representatives of political order, “justice” (highhandedness, absurd,
injustice) killed his brother”'% (Egeri¢ 2000: 54). Institutions and their
representatives are responsible for Harun's murder. Ahmed Nuruddin
tries to, representing humanity and blood kinship, kindly ask them
to release his brother or, at least, that also ask them kindly what he
did, why he is arrested in the first place. He is a dervish forced by the
staged unfortunate circumstances raise the question asked by a man
is, not (only) a dervish, who is also the part of the political order given
his title and rank.

That question poses a man who, at that moment really does
believe in in justice and fairness of the law, who is unaware of the
cruelty of society that subordinates justice to its interests so that they
benefit from ti, and to their personal gain. Spending time in tekke,
Nuruddin is not aware of the arbitrariness of political representatives
in kasaba. He is convinced that the system of government is not a
cruel repressive apparatus, but an arranged set of rules, like the ones

16 [...] ma cy mohumim BacTy, mopeTka, ,,ipasfe” (caMOBOJbe, ANCYPHa,
Herpasjie) youmu merosor 6para” (Erepuh 2000: 54).
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followed by him and his fellow colleagues, in accordance with which
they live and behave.

Nuruddin addresses a few local political instances that, theo-
retically, could and should help him. Those are musellim, kadi and
mufti, at first followed by the police and, finally, valia’s deferdar.
He is, however, not only roughly, inhumanely (mis)treated by all of
them, but also humiliated with their arrogance, hypocrisy, disinter-
est. His cries for help face a strong resistance, the same as Hamlet’s
sorrow for the deceased, killed father is met with the disapproval of
the new rulling couple. Humanism that Nuruddin expressess, be it
only to soothe his desperate father, is opposed to the interests of the
authorities. He threatens them as Hamlet endangers Claudius later
in the play, and thus, and the state itself, with his insanity in which
everyone believes, or, more precisely, the one he makes everyone
believe but his friend Horatio to whom he admits his plan to pretend
to be crazy.

“In Death and the Dervish, local powerful people are behaving repres-
sively towards Ahmed Nuruddin because his words and seeking justice
for his innocent brother point out to unjust decisions of the government
system, especially kadi, the institution that should be among the first
ones to symbolize and prove it by his acts the state based on justice.
Nuruddin becomes a danger to the authorities because his behavour
“connects the system of dogmas with real relations” (Proti¢ in: Lagum-
dzija, 1986: 223), indicates the going against on the dogma which
is the most severe sin in the society that is ideologically marked™"”
(Dedovi¢ 2012).

17,U Dervisu lokalni moc¢nici represivno djeluju na Ahmeda Nurudina
jer svojim rije¢ima i traganjem za pravdom za nevinoga brata ukazuje na ne-
pravedne odluke sistema vlasti, posebno kadije, institucije koja medu prvima
treba simbolizirati i svojim postupcima potvrdivati pravednu drzavu. Nurud-
din postaje opasnost za mocnike jer svojim nastupima ,dovodi u vezu sistem
dogmi sa realnim odnosima” (Proti¢ u: Lagumdzija, 1986: 223), ukazuje na
ogrijeSenje o dogmu $to je najtezi grijeh u drustvu koje je ideoloski markirano”

(Dedovi¢ 2012). https://arhiva.tacno.net/novosti/represija-kao-dio-diskursa-
moci-u-romanima-mese-selimovica/
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“Five” instances ,,of power are also bulletproof “fortresses”, a symbol
present in all Selimovi¢’s novels. Nuruddin’s humiliation caused by
the authoritites through five of its “instances” - musellim, who rejects
him roughly and lets him know he is insignificant, while throwing his
opposing to the Holy Book to his face; kadi, who mocks and sends
him to “a stinking dungeon”; the police officer, who also ridicules
and humiliates him, and sends him in the fortress while suffocating;
mufti in front of whom he must act as a circus performer; and, lastly,
Valia’s Defterdar who pushes him to sign a warrant for Hassan’s arrest,
which, makes Nuruddin, become “garbage” (Death and the Dervish,
p.400)™1% (Ibid.).

Ahmed Nuruddin’s innitial premise is the system of government
values his dervish vocation, but this is not the case. The government
perceives him like any other individual in the kasaba. Musellim and
kadi even use the law and the Koran against him with the intention
ofletting him know that in an ideologicall-colored verbal duel against
them chances are slim to none to fight for his brother Harun. Mufti,
on the other hand, shows him that neither a different approach, an
attempt to awaken his attention by acting crazy, as Hamlet, will not
have a different effect. He finds this offensive not only as the dervis,
but as a man, too. When fighting against institutions, an individual is
defeated either way. When he confronts them and when he is trying
to draw their attention, but also when he uses their means. Either his
dignity or his morality and humanity in him will be suffocated.

198 Pet ,instanci” mo¢i predstavljaju i neprobojne ,tvrdave”, simbol
koji je prisutan u svim Selimovi¢evim romanima. Nuruddina vlast ponizava
preko pet svojih ,instanci” - muselima koji ga grubo odbija i stavlja mu do
znanja da je beznacajan, te mu imputira suprotstavljanje Svetoj knjizi; kadije
koji mu se ruga i Salje ga u ,smrdljivu tamnicu”; policajaca koji ga takoder
ismijavaju i ponizavaju, te urakljenog i zagusenog sprovode u tvrdavu; muf-
tije pred kojim je prisiljen da glumi cirkusanta; i, na kraju, valijinog defter-
dara koji ga primorava da potpise nalog za Hasanovo hapsenje ¢ime, kako
kaze Nuruddin, postaje ,dubre” (Dervis i smrt: 400)” (Vicro). https://arhiva.
tacno.net/novosti/represija-kao-dio-diskursa-moci-u-romanima-mese-se-

limovica/
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Such an attitude of “the authority sends a message that an in-
dividual is completely insignificant in relation to the system. It also
points out that everyone and at any time might become the victim of
the totalitarian system™ (Ibid.), such as Harun, as Hamlet was sup-
posed to be by falling in a trap Claudius prepared for him by sending
him to England, like King Hamlet, who was killed in his garden, far
from the battlefield..

“The death of a ruler is, by all means, a political issue, although,
for Hamlet it primarily represents the loss of criminally killed father”!*
(Becanovi¢-Nikoli¢ 2013: 98). On the other hand, “in the 1960s, by
publishing the masterpiece of Yugoslav literature, the novel Death and
the Dervish, Mesa Selimovi¢ provides the synthesis of existential issues
of his prose, through the key topic of the innocent brother’s execu-
tion [...]”""" (Andrejevic 1996: 7). His “[...] brother is guilty because
as a young clerk, he revealed the documents that were written by the
authorities in which the accused man was blamed without hearing so
that he could be executed because he knew too much”**? (Milosevic
2005: 223). The culprit is also an enemy in relation to the order, the
hostile Other, such as King Hamlet and Harun.

In both pieces of writing the guilty ones or, at least, those re-
sponsible for the death of King Hamlet and Harun should be sought
in the ranks of the authorities, among Machiavellian authorities. The
connection of the play and the novel and Shakespeare and Selimovi¢

109 vlast $alje poruku da je pojedinac potpuno beznacajan u odnosu na
sistem, ali se time ukazuje i na ¢injenicu da svako i u svakom trenutku moze
postati zrtvom totalitarnog sistema” (Jcio),

10 CMpT Bajiapa je, CBaKako, MOMUTUYKO IMHUTake, NaKko 3a Xamiera
IPBEHCTBEHO IIpefiCTaB/ba IybMTaK 3/104MHA4YKM youjenor ona” (beyanosuh-
Huxonuh 2013: 98).

11 Ie3fleceTUX TOAMHA, II0jaBOM peMeK-JIe/ia jyrOCTIOBEHCKe KIbIDKe-
BHOCTU Jepsuwt u cmpiti, Mema Cermimosuh y cBOjoj TuTepapHOj BeTMUMHI,
Jaje CHHTe3y ersiCTEHLMjaHUX NUTama CBOje Ipo3e, KPO3 K/bYYHY TeMy
cmakHyha HeBuHOT 6paTa [...]” (AHApejesuh 1996: 7).

12 [...] brat je kriv zato $to je kao mladi pisar otkrio dokumenta koja je
vlast sastavila o krivcima bez saslusanja radi smaknuca zato $to su mnogo znali”
(Milogevic 2005: 223).
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lies in the fact that King Hamlet and Harun resonate with Shakespeare’s
and Selimovi¢’s deceased members of the close family: the son and
the brother, respectively. King Hamlet, as we stated earlier, was killed.
Selimovi¢s brother, Sevkija, was shot. The minor violation is a motive
transposed into the Death and the Dervish. It refers to the offense made
by Harun, the dervish Ahmed Nuruddin’s younger brother.

This motive corresponds to the lack of King Hamlet’s guilt. His
innocence is reflected in the innocence of Harun and Sevkija Seli-
movi¢ because they did not commit any crime. Furthermore, their
actions reveal how the system uses fear to discipline its subjects.
They were both killed for the crime that is not really a crime. The
absence of guilt makes them sufferers who who died as victims of
the Great Mechanism of power (Egeri¢ 2000: 55). This mechanism
is responsible for the death of Hamlet’s father. The mechanism is
Claudius, the usurper, himself.

Yugoslavia was a state in which the war was waged when Seli-
movi¢’s brother was murdered (1944). According to Selimovi¢,” Yugo-
slavia where a civil war had already been waged, had become a scene
of violence and hatred. People were divided in two groups, the group
of victims and the group of butchers™" (Selimovi¢ 2018b: 92). The
revolution killed Selimovi¢’s brother.

Sevkija’s death is evil of those who were in charge of pardoning
the guilty and making a decision to take away a life. “Thus, our family
commitment to revolution and our entourage turned our protoves
and turned us into the victims™'* (Ibid.), Mesa Selimovi¢ says in
his Memories. Those responsible for the shooting of Selimovic’s
brother in the Serbian novel are presented as and in the functions
of the uthorities.

Self-fashioning can be found in Mes$a Selimovics life.

113 Jugoslavija, u kojoj je ve¢ postojao gradanski rat, preko no¢i je postala

popriste nasilja i mrznje a ljudi su se izdvajali u dva tabora, u Zrtve i krvnike”
(Selimovi¢ 2018b: 92).

14 Tako se nasa porodi¢na privrzenost revoluciji i nasa zanesenost
okrenula protov nas i pretvorila nas u zrtve” (Isto: 160).
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“Mesa Selimovi¢ portrays the ratio between poetry and revolution
extremely precisely. The communist ideal - the unity of poetry and
revolution - required preservation of the belonging both himself and
the dead brother to the revolution; it required revolutionary activity
to be continued; some pointless propaganda lecture in the service of
the revolution, previously announced on posters [...] should have been
held”'* (Deli¢ 2021: 22).

Namely, he subordinates the obligations towards the revolution
to his family tragedy because he is loyal to the Revolution and, “[...]
the active participant of the National Liberation War and Revolution
of its first days™'¢ (Jirsak in: Selimovi¢ 1983: 289). His brother was
killed in that whirl.

“When I heard that Sevkija was shoot, I experienced a shock. I was
laying powerless to understand anything, and was constantly crying.
After a few days, an UDBA chauffer came to me who drove my broth-
er to the shooting, and pass on a message from a dead man. Sevkija
was calm about shooting; He said; — Say hello to Mesa, tell him I'm
innocent. I knew he was innocent, neither of the judges did not argue
differently. The driver was not allowed to tell me where he was buried,
so even today I don’t know where his grave is. That amazing, blind, a
small act was a turning point in the life of all members of my family;
we all felt that we were seduced by things we could never expect. And
it is not about death of any of us, we were ready, seven of us took part
in a revolution, but about such a terrible injustice, without reason and
without meaning ... [...]. Yes, I was shocked, I couldn’t understand
anything, I was spending day and night sleep-deprived without food,
crying, not knowing what I was going to ask. And the next day, the only

15 ,Memra CemimoByh n3yseTHO IPENM3HO M30LITPaBa OFHOC MOe3nja—
peBonyuuja. KoMyHUCTMYKM Miean — jeIMHCTBO IOe3Nje U peBOIyLuje —
HaJIarao je fa ce oYyBa IIPUIIAJHOCT PeBOMyLuju U cebe 1 MpTBOra Opara;
Ia ce PeBONYIVIOHAPHA aKTMBHOCT HACTaB; Ja Ce OfpXM HeKO 6ecMMCIeHO
IpOIAraHfHO IIpefjaBame y CIyKOM peBONMyLuje, paHuje HajaB/beHO Ha
maakarama |[...]” (Jemnh 2021: 22).

16 [...] aktivni sudionik narodnooslobodilackog rata i revolucije od njen-
ih prvih dana” (Jirsak u: Selimovi¢ 1983: 289).
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day I heard about brother’s death, five - six days after the shooting, I
should have held a lecture already announced posters. I didn’t cancel
it. I don’t know what I'was saying and how I said it, but I was talking.
And that’s what I imposed on myself. In fact, my process is incom-
prehensible: that someone demanded it from me, everything would
be simple, as a multiplication table. It was the nightmare. I suffered
like never in my life, and I was trying to stay in the I considered only
possible, only human. Even after that inhuman act! I wanted, I guess I
separate those two spheres, the private and the general one [...]. I may
have thought I did not have the right, since I was aware of so many
deaths, to take my personal loss as a reason to leave the revolution that
had become the meaning and essence of my existence”” (Selimovié
in: Deli¢ (ed.) 2014: 397).

17 ,Kap cam uyo pa je Illedkuja cTperbaH, OKMBUO caM LIOK. Jlexao cam
HeMohaH fja MIITa CXBAaTHM, U HEIIPECTAaHO I/Takao. HakoH HeKOMMKo JaHa Jo-
rao My je modep YJIB-e Koju je Mora 6paTa ofjBe3ao Ha CTpujerbarbe, U JOHNO
MI IIOPYKY Off MpTBOT 4oBjeka. Illedkuja je 610 MupaH mpex CTpujerbarbe; peKao
je; — mosgpasu Merry, periu My Jla CaM HEBMH. Ja CaM 3HAO JIa je HEBUH, HU Cyuje
HICY TBpAue gpyradnje. lllodep Huje cMUO ja MM KadKe T7jje je caxparbeH, I1a HI
laHaC He 3HaM I7ije My je rpo6. Taj HeBjepoBaTaH, C/IMjert, MaJIOyMHU 41H 6110
je IpeKpeTHNIIA Y )KMBOTY CBJX YIAHOBA MOj€ IIOPOIMILE; CBM CMO OCjeTW/IN Jla
Cy ce iecusie CTBapy KOje HUKaJl HUCMO MOITIMO YeKuBaTu. VI Huje pujed o cMpTn
HEKOT' Off Hac, Ha TO CMO OM/IM CIIPEMHM, CEIMOPO Hac je OW/IO y peBOmyLuju,
Beh 0 Tako y)xacHoj Hempasayu, 6e3 pasiora u 6e3 cMucia... [...]. Ja, 61o cam
IIOKMpPaH, HMAIITA HICaM MOTao fia CXBAaTUM, iaH 1 Hoh caM IpoBeo 6e3 cHa
u 6e3 xpaHe, wiauyyhn, He 3Hajyhu mra hy oz cebe, jep je cBe Moje oBefieHO Y
nuTame. A CyTpajiaH, jeflaH jeVHM JaH KaKo caM 9yo 3a OpaToBjbeBy HOrMOMjy,
IeT — LIIeCT AaHa MOC/INje CTpHUjerbatba, TPebasIo je ja OP>KIM HeKO IpefaBarbe.,
Beh panyje HajaB/beHO ITakatyuMa. Hycam ra orkasao. He sHaM 1Ta cam 1 Kako
caM rOBOPUO, a/li caM ToBopuo. VI eTo, 61l To cam cebu HaMeTHYO. Y TONKO je
MOj TIOCTYIIAK HECXBAT/bUBMjI: JIA je TO HEKO 3aXTHjeBao O MeHe, cBe 6u 6m1o
jeIHOCTaBHO, Kao Tabnuia MHOXKema. OBako je kourMap. ITatio cam Kao HUKaz
y KUBOTY, a HOKYIIaBA0CaM la OCTAHEM Y KOJIOTEYMHY KOjy CaM CMaTpao jeAMHO
Moryhowm, jenuHo byackoM. Hak ¥ mocnmje Tor Hebyackor umHa! XTHO cam,
BaJb/Ia, /1A Pa3fIBOjUM Te ABUje cepe, IpuBaTHY 1 oty [...]. Moxpaa cam muic-
JINO [ja HeMaM IIpaBa y TOMMKIM CMPTHMa CBOj I'yOUTaK y3MMaTy Kao pasjor a
a HaITyCTUM PeBOJIYLMjy KOja je IMOCTala CMUCA0 U CYLITMHA MOT IOCTOjamba’
(Cemmmosuh y: lenmuh (mmp.) 2014: 397).
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Selimovi¢ says no one demanded from him to do that, that
it was his personal, entirely independent decision, and, insofarly
heavier. However, the reason he made this decision is a loyalty to the
revolution, as the Token of that time and the Communist doctrine.
Selimovi¢ demonstrated obedience to the ghost of the time in which
he lived. Otherwise, he would have been punished for disobedience
and insubordination in accordance with the method of the Commu-
nist authorities in Yugosavia towards disobedience, and the disobe-
dient ones that were, more often than not, sent to the Bare Island.
The Communist mold is extremely rigid and everything had to be
picture-perfect. The root of such point of view is subordination and
accepting beong molded accordingly.

He provides an in-depth explanation of the aforementioned
situation and his behaviour and chain of thoughts the following in
Memories''®:

“I may have been afraid to break up with myself as I was created by
the revolution, maybe I was dragged by inertia: How would I dig an
entire me ? [...] I can’t say anything specific, but I may have tried to
settle myself wounded and him, lost, with a revolution that eats its
children. So, I tried to go the same way, as if nothing had happened, I
didn’t leave the Party, I didn’t turn my back to everything I was [...]”'"
(Selimovi¢ 2018b: 162).

Prioritazing the revolution and interests of the state as op-
posed to his own sorrow can be considered self-fashioning because
an individual becomes subordinated to the authority of the state
and the significanc the revolution had for him, and which is,

18 Cjeharoa

19 'Mozda sam se plasio da raskinem sa sobom onakvim kakvim me je
stvorila revolucija, mozda me vukla inercija: kako ¢u raskopati sebe ciijelog?
[...] Ne mogu nista odredeno da kazem, ali sam mozda pokusavao da sebe
ranjenog i njega izgubljenog izmirim sa revolucijom koja jede svoju djecu. I
eto, poku$ao sam da idem istim putem, kao da se ni$ta nije dogodilo, nisam
izasao iz partije, nisam okrenuo leda svemu $to sam bio [...]” (Selimovi¢
2018b: 162).
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“[...] a great aim requires great sacrificies”* (Selimovi¢ 2018b:
163). His family filed that sacrifice and it was contributed to the
ideology altar:

“The revolution is an exceptional event in the history of our people.
It meant elevation, ecstasy, euphoric condition. Such moods may
result in great deeds and exceptional endeavors. But the enthusiasm,
which creates huge tension, cannot last long, that is a psychologically
unbearable. The Revolution lasted four years. It entailed straying away,
highhandedness, crossing boundaries, attempts to usurp the govern-
ment [...]”"*! (Selimovi¢ 1983: 289-290).

These are the links of Selimovi¢s life, its turning point — the
murder of his brother with Hamlet, whose central political topics are
the authority of those in power and government and the usurpation of
the government. Similar political philosophies, political government
based on dominant authorities and their strict reign requiring obedi-
ence and subordination, the importance of ideology and doctrines, the
Christian one and the Islamic one, play crucial role in both writings as
well as the position of an individual in such a hostile political system
benefiting from killing the innocent every now and then and making
people vanish into thin air without a trace are also what connects these
two pieces of writing.

“According to the motif of searching for the truth about his brother’s
death, [...], by revenge and rebellion against the authorities, Ahmed is
the literary brother of the Danish Prince Hamlet”'** (Milosevic 2005:

120 [...] za veliki cilj potrebne su velike Zrtve” (Mcitio: 163).

121 _Revolucija je izuzetan dogadaj u istoriji nasih naroda i znacila je el-
evaciju, ushi¢enost, eufori¢no stanje. Takva raspoloZenja mogu da rezultiraju
velikim djelima i izuztnim poduhvatima. Ali odusevljenje, koje stvara ogrom-
nu napregnutost, ne moze dugo da traje, to je psiholoski neizdrzivo Revolu-
cija je trajala Cetiri godine [...]. Ima zastranjivanja, samovolje, gubljenja mjere,
pokusaja uzurpiranja vlasti [...]” (Selimovi¢ 1983: 289-290).

122 _Po motivu traganja za istinom o bratovljevoj smrti, [...], po osveti i
pobuni protiv vlasti, Ahmed je literarni sabrat danskog kraljevica Hamleta”
(Milogevic 2005: 224).
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224). The difference between them is that Hamlet prepares revenge,
Ahmed both revenge and rebellion™* (Milo$evi¢ 2005: 224).

It goes without saying that ideology is the vital phenomenon
in Hamlet and Death and the Dervish analysis in the light of politics.
In the book Writers, Opinions and Conversations,'** Mesa Selimovi¢
explains the phenomena of ideology and dogma:

“Dervish is every man who believes in a particular ideology, no mat-
ter which one. He can be either a believer and a communist, anyone
who feels safe and rooted in general dogma. [...] I took the Koran as
a symbol, like canon. People who do not have their own thought will
reach for someone else’s. [...] If a man chooses the other path such as
the revenge, power, hate, authorities — there is no salvation for that
man. If Nuruddin didn’t choose that path, he would not have had to
die. Salvation for man is his personal decision. And life makes sense
only if love is found”'* (Selimovi¢ 1983: 269-270).

When it comes to an individual man who does not have his own
attitude, he thinks as follows:

“To be one of the many, doing the same things every time, always accept
the general thought, and not having your own, to be a drop in the ocean,
without your own attitude, means — not using the opportunities man
has simply because he is a man. It is not a personal accident, because
an underdeveloped personality does not fee itl, but general, because it
humiliates humanity”* (Ibid: 282).

123 Hamlet priprema osvetu, Ahmed i osvetu i pobunu” (Milo$evi¢ 2005: 224).

124 Selimovi¢, Mesa, Pisci, misljenja, razgovori, 1983, BIGZ, Beograd.

125 Dervis je svaki covek koji vjeruje u odredenu ideologiju, bez obzira
koju i kakvu. To je i vjernik i komunista, svako ko se u¢vr§¢uje u opstoj dogmi.
[...] Kuran sam uzeo kao simbol, kao kanon. Ljudi koji nemaju svoju misao
posezu za tudom. [...] Ako ¢ovek izabere onaj drugi put: osvete, mo¢i, mrznje,
vlasti - nema mu spasa. Da Nuruddin nije izabrao takav put, ne bi morao da
strada. Spas za ¢ovjeka to je njegova li¢na odluka. A Zivot ima smisla jedino ako
se pronade ljubavi” (Selimovi¢ 1983: 269-270).

126 Biti jedan od mnogih, neprestano i¢i kolote¢inom, uvijek prihvatiti opstu
misao, a nemati svoju, biti kap u moru, bez vlastitog puta i stava, to znaci - ne is-
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Selimovic concludes: “Not even Njego$ knows what a man is. But
he knows something else: that man must be a man. He sets ¢ojstvo as a
request. It's hard to be that, and even harder not to be” (Selimovi¢ 1983:
271). Perhaps it can be found in Hamlet’s hesitation to kill Claudius while
he is praying. Maybe the final part of Nuruddin’s speech in the mosque:

“Maybe I should hate them, but I can not. I do not have two hearts,
one for hatred, other for love. The heart that I have knows only grief
now. My prayer and my repenance, my life and my death - all of it

belongs to God, creator of the world. But my sorrow belongs to me”**’

(Selimovi¢ 2018a: 180)

is an example of ¢ojstvo, that is “humanity, manhood / being humane”,
according to Comprehensive Serbian-English dictionary'® (Illumka
2014: 2147).

The process of self-fashioning is developed under the influence of
external factors such as the environment through different institutions
and authorities establishing the reality of the individual forcing him not
just to believe in it, but also to contribute to it by means of his accepting
to participate in the illusion created by the institutions for the purpose
of obtaining absolute control over the members of society. In this way,
people are passive recipients of different social influences. The goal is
to prevent a man from thinking and turn him into a subject.

What else is similar in these two literary writings is the fact
there is somebody outliving the victim (victims) who is to revenge
the crime, who needs to tell their stories (Fortinbras and Hassan) and

koristiti mogu¢nosti koje ¢ovjek kao ¢ovjek, ima. To nije nesreca li¢na, jer je neraz-
vijena li¢nost, ne osjeca, vec opsta, jer unizava ¢ovjecanstvo” (Selimovi¢ 1983: 282).

127_Sta je ¢ovjek ne zna ni Njegos. Ali zna drugo: da ¢oviek mora biti
¢ovek. Njegos ¢ojstvo postavlja kao zahtjev. Tesko je to biti, a jos teze ne biti”
(Mcro: 271).

»-MoxXIa 6u Tpebano ja MX Mp3MM, aly He MOTY. Ja HeMaM JiBa CpIia,
jelHO 3a MpXKIbY, ApPYro 3a /pybaB. OBO IITO MMaM, Cajl 3Ha CaMO 3a TYTY.
Moja MonmuTBa 1 MOja IIOKOPA, MOj >KMBOT M Moja CMPT, CBe TO Ipumnaza bory,
CTBOpUTE/bY CBHUjeTa. A Moja >kanoct npumana Menn” (Cenmumosuh 2004: 181).

128 [Mlunka, [lanko, Benuxu cpiicko-eninecku peunuk, Ilpomerej, Hon
Cap, 2014.
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consequently, to inhale a new life into the play and the novel. In both
pieces of writing the focal point is a crime. However, the literary shap-
ing of this motive has given the universal dimension to both of them.

Itis the very shaping of the novel avoiding trivia and speculation
that elevates this Serbian novel to the artistic level. Aleksandar Jerkov
writes about that in the text, “The Golden Book of Me$a Selimovi¢”
He draws attention from the historicity of the text to its artistic quality:

“The drama Death and the Dervish, says the writer, came from a
long-lasting desire to write a novel about the brother who was innocent
yet shoot at the end of World War II. Selimovic’s brother, a prominent
partisan, was shoot by the partisans because of a insignificant offense,
which was not quite an offense.From this point of view, it could be
immediately noticed thatthe fact that this is the novel without war and
revolution, without socialist ideology and party dogmas - therefore to
the extent that has not been transferred to the novel - presents a clear
sign of artistic transcedence of time, ambience, circumstances, faith or
ideology”'** (Jerkov in: Selimovi¢ 2004: 418).

Additionally, Mesa Selimovi¢’s novel Death and the Dervish pro-
vides something that transcends experience of the Other as a threat.
What's more, it offers us understanding, “[...] of something foreign,
and someone else’s from the inside”'*° (Ibid: 416), a bridge towards the
Other providing a reconciliation and a peak in “[...] a foreign, different
culture, especially the world of Islam™?' (Ibid: 414).

129 Npama Jlepsuut u cmpill, Ka>ke Mucall, IPOVCTEKIIA je 13 BUIIEHeLle-

HMIjCKe >Ke/be JIa HalliIlle POMaH o OpaTy Koju je HeBUH CTpe/baH IOTKpaj py-
ror ceerckor para. CenumosuheBor 6para, UICTAKHYTOT IAPTU3aHa, CTPe/baN
cy mapTusaHu 360r 6e3HaYajHOT IIpeKplilaja Koju 1 Huje 6o mpekpiaj. [esa-
HO 13 OBOT YIJIa, MOIVIO 011 Ce OfjMaxX IIPUMMETHUTH Jja je YIIPaBO TO LITO je 0BO
pomaH 6e3 para u peBonynuje, 6e3 COLMjamUCTUIKe UEONIOTHje U IAPTHjcKe
JorMe — JJaKjIe Y MepU OHOTa IITO HYje IPeHeceHo Y POMaH — jacaH 3HaK yMeT-
HIMYKOT IpeBas/DKeba jeHOr BpeMeHa, aMOMjeHTa, OKOIHOCTH, Bepe WM
upeonoruje” (Jepkos y: Cenmnmonuh 2004: 418).

130 [...] meuer crpanor, u Tyher usnyrpa” (Ibid: 416).

11 [...] crpany, apyraunjy Kyntypy, moce6Ho cet ucnama’ (Ibid: 414).
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That also happens by portraying a culture and, furthermore, the
foreign culture within the literature of one nation or one relatively close
geographical area. It is also the way in which it gets enriched with a
new insight from something related to the abroad, that is not familiar
or does not evoke the feeling of something we are accustomed to.

“The literary world of the two most successful Selimovi¢’s novel, Death
and the Dervish and The Fortress, is the most important artistic achieve-
ment in the shaping of the Islamic world in Serbian prose, although
this is not the most important feature of these novels”** (Jerkov in:
Selimovi¢ 2004: 415).

It is an immeasurable Selimovi¢’s contribution to our literature,
culture and development of the spirit as “[...] his writing provides
the opportunity to the free and intelectual people not to stress the
differences, and not to forget similaritie” (Ibid.). It must be said that
while New Historicism emphasizes conflicting relationships and con-
trasting practices, as well as the combat between the oppressors and
victims, this novel offers a call for mutual acceptance and respect, as
opposed to settlement. It is an identity and national, suprahistorical,
supracultural significance of the novel.

2 KmIDKeBHU cBeT fiBa Hajycremja CenumMoBuhesa pomaHa, [Jepsu-
wa u cmpi n Tephase, HajsHAYAJHUU je YMETHUUKM JOMET y OOIMKOBAmBY
VICTTAMCKOT CBETA Yy CPIICKOj MPO3Y, MAKO TO HUjé U HajBaKHUja OIIIKA OBUX
pomana” (Jepxos y: Cenumosnh 2004: 415).
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2. HAMLET AND DEATH AND
THE DERVISH AS REVENGE
TRAGEDIES: THE SITUATION
AND THE ACT

The novel Death and the Dervish is similar to Hamlet in terms
of the process, “[...] of the suspension between inactivity and actu-
ally acting”?** (Bogicevi¢ in: Lagumdzija (ed.) 1973: 49) as well as
with respect to the motives such as crime and revenge. Therefore,
the tragedy of revenge is imposed as a natural framework for their
comparison.

The pattern used for writing revenge tragedies not only for
Shakespeare’s fellow contemporaries, but also for Shakespeare himself,
may have been The Spanish Tragedy (dating back maybe from 1589
whose printed version was created in 1592). It is arguably a vindictive
tragedy performed by all drama troops from Shakespeare’s age |[...].
It was written by Tomas Kyd. In Shakespear’s Hamlet, however, the
influences from The Spanish Tragedy, among others, are noticeable,
but Titus Andronicus with its procedures brutally portrayed on the
stage by far closer to Kyd as opposed to being linked to Hamlet as far
as their mutual similarities are concerned (Milanovic 2009: 380). In
The Book on Hamlet"*, Rastko Kosti¢ argues that:

“Elizabethan tragedy of revenge was created on the basis of Seneca’s
tragedy. Its character was moralistic. Tragedies tackling English or
Roman history or, the legends, on the other hand, had to, despite any

133 [...] dvoumljenja izmedu nemo¢i i odluke” (Bogicevi¢ y: Lagumdzija
(pr.) 1973: 49).
134 Rastko Kosti¢, Knjiga o Hamletu, Beograd: Atos: 2011.
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unusual event on the scene, primarily educate people than to entertain
them. A monstrous revenge wil be opposed to a monstrous crime”'*
(Kosti¢ 2011: 37).

The answer to the question how Seneca became a part of in the
Elizabethan dramatic tradition legacy is rather simple.

“Under the influence of humanistic studies which spread from Italy
throughout the XIV and XV centuries, English playwrights were
exposed to Italian plays with Aristotelian elements such as those by
Terence, Plautus and Seneca. This halted the commencement of the
development of national drama (moralities miracles and interludes).
Whereas the comedy in a domestic tradition was powerful and es-
sential the influence of foreign elements is more noticeable in the
tragedy that lacked domestic models. When English drama reached
a dead end the external effects started to take effect on schedule.
Fortunately playwrights in England were able to emulate the mistakes
and models of drama that had been evolving in Italy and Spain for a
century because the Renaissances influence was delayed there. English
playwrights were given the opportunity to create new structures such
as breaking the play up into acts and establishing dramatic unity as
evidenced by the earliest adaptations of foreign dramas. Italian play-
wrights, however, heedlessly adopted the theory of drama from the
recently unearthed Aristotles Poetics and English theater would be at
odds with this during the Renaissance. Its creators were open-minded
regarding ideas coming from Italy created by the renewal of the ancient
drama. Simultaneously, they wanted to nurture their own tradition
and national identity. This explains the neoclassical theory of drama
and anti-Aristototle’s creation in England. Not wanting to leave the
medieval drama rich tradition, the English playwriters merge the old
and the new thus providing their own tradition with new creative
impulses. They copy Seneca’s tragedy full of horrors, Plaut’s comic

1% Elizabetanska tragedija osvete nastala je po ugledu na Senekine
tragedije i imala je moralisticki karakter. Tragedije sa sizeima iz engleske ili rim-
ske istorije ili pak, legende, morala je, uprkos svim neobi¢nim dogadajima na
sceni, vise da pouci puk nego da ga zabavi. Cudovignom zloc¢inu suprotstavice
se ¢udovisna osveta” (Kosti¢ 2011: 37).
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types a playful pastoral world, the ghost of the Italian “Comedia Dell
Arte”, but, at the same time, they keep the form of the old moralitets,
mixing tragic and comical elements in a play and the free use of the
time and place in the fable (which is the opposite of the so-called
Aristotel’s rules). For that reason, such special plays occur in England
Renaissance”™ (Andrejevi¢ 2010: 121).

Its creators were open-minded regarding ideas coming from
Italy created by the renewal of the ancient drama. Simultaneously,
they wanted to nurture their own tradition and national identity.
This explains the neoclassical theory of drama and anti-Aristototle’s
creation in England. Not wanting to leave the medieval drama rich
tradition, the English playwriters merge the old and the new thus
providing their own tradition with new creative impulses. They
copy Senecas tragedy full of of horrors, Plaut’s comic types a playful
pastoral world, the ghost of the Italian “Comedia Dell’ Arte”, but, at
the same time, they keep the form of the old moralitets, mixing tragic
and comical elements in a play and the free use of the time and place

in the fable (which is the opposite of the so-called Aristotel’s rules).
For that reason, such special plays occur in England Renaissance

(Andrejevi¢ 2010: 121).

16 Iop yruijajeM XyMaHUCTUYKMX CTYAHUja, Koje Cy npoamparne u3 Vra-
nmuje kpo3 XIV n XV Bek, eHI/IecKu ipaMaTudapy Cy ce yIO3Ha/M ca JpaMa-
Mma Tepenumja, Ilnayra, Cenexke u gpamama u3 lVtanmje myHe apucTOTeNOB-
CKUX €/IeMEHaTa LITO je 3ayCTaBW/IO 3allOYeTy IpaBal] Pa3Boja HalMOHAIHE
fpame (MoOpanmTeTa, MMpPAKy/la, MHTEpIyfa). YTHUIIAj CTPAaHMX e/leMeHaTa
OUMIIEfHUjM je Y Tparefnju Koja Huje uMasa fomahe Mopere, JOK je KoMexuja
6una y nomahoj Tpaguuujn jaka u BUTaaHA. Y TUIAjM CIIO/bA HA €HITIECKY Apa-
My JOLUIM Cy MIAK Ha BpeMe, Oalll y TPEHYTKy KaJia je OHa JOLIA O MPTBE
tauke. Kako je penecanca y EHIyiecky KacHO CTHITIA, IpaMaTuyapy cy Ha cpehy
MOITIA Jla Ce TOBeAy MPUMEPUMa 1 TPelllKaMa fipaMe Koja ce TOJ, aHTUYKUM
yruuajem Beh cro roguua passujana y Viranuju n Hlnannju. IIpse aganranmje
CTpaHMX MpaMa YKasyjy eHIJIECKMM JpaMaTvdyapuma MOryRHOCTM HOBMX
CTPYKTYpa, TIOfiefie Ha YMHOBE U MOCTOjamba APAMCKOT jemnHcTBa. Mehytnm,
Teopuja paMe, KOjy Cy UTA/INjaHCKI IpaMaTU9apy CJIET0 IPATUIN U3 TEK OT-
kpuBeHe Apucrorenose IToetuxe, u cama fgpama y Exrieckoj 6uhe y Benukom
packopaky y go6a penecance” (Andrejevi¢ 2010: 121).
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While attempting to find the origin of Hamlet, the critics explored
the Danish historian Saxo Grammaticus who lived in the second half of
the 12th century, Brutus, the old Roman historian who came in handy
as Hamlet’s model, and the ancient myth on the year-round seasons,
which was the foundation for numerous mythological topics as well
as for common narrative topics from the European literature previous
periods. As old as the human literature, there is a story about a woman
who killed her husband, followed by marrying her lover who helped
her commit the crime. Simrok had already stated that Hamlet was a
distorted version of Orest; his tragic form Klitemnestera should be
remembered, Orest, to conclude that the morality in that already ex-
tremely artistic subject was preceded by much more rough and older
forms. Regarding Hamlet’s act of madness, similar cunning deeds
were presented, which, according to the legend, were used Hamlet
and Brutus, a person who conducted blood revenge (Stefanovi¢ in:
Shakespeare, trans. Stefanovi¢, 2013: 5-7).

Upon Gervendill’s death, Rorik, the King of Denmark, appointed
his sons, Horvendill and Feng, for Jutland governors. Shortly after-
wards, Horvendill stands out as one of the most famous maritime
heroes, and the Norwegian king targets him as a rival. After the
conditions were placed and verified by the Horvendill, he beat the
Norwegian king in the personal duel. Consequently, the Danish king
fell in love with him and offered him his daughter to be his wife. He
had a son with her named Amleth. Horvendill’s success encourage his
brother Feng’s jealous and hatred, resulting in fratricity. Later, Feng
committed the blasphemy by lying and marrying his brother’s mur-
dered woman, hardly managing to erase the scars of fraternity. Upon
watching everything, Amleth started ploting a conspiracy aiming to
appear foolish. He began thinking about a revenge under the pretext of
madness due to fear for his life. He often sat next to the hearth and split
the wooden hooks he had collected, them into fire and stored them.
His behavior looked suspicious to Feng, so she tried to detect what
Hamlet’s real mental state was. Amleth is now faced with a plethora
of tests, from which always manages to get out of owing to apparently
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naive, but always astute answers and deeds. He is being tested, among
other things, with the little help from the girl Hamlet used to love.
She stands by him in this cruel and unpleasant attempt. After these
failures, one of the Fang’s friends recommended Fang should hit the
road and test Amlet in a private conversation with his mother, whereas
he - that friend - would secretly eavesdrop. Unaware of the reaction
to be obtained from the population, he is hiding in the beginning.
Next, he gradually gatheres his father’s acquaintances and other sup-
porters, persuading them by means of a long sermon. They elected
him their king, portraying their appreciation in that way respecting
that act of great boldness that involves stunning determination and
covert cunningness (Ibid.).

This story seems to have suffered many changes during previous
dramatization attempts before it was given the shape we are familiar
with from Shakespeare tragedy. Given that the earliest known version
of Hamlet dates back 1587 or 1589 and that Shakespeare’s tragedy
cannot date before 1600 years, it would be extremely worthy to have
the original version of Hamlet. Thomas Kyd is believed to be its
author. He is one of the most significant playwriters among Shake-
spearess literary ancestors. It is most likely that all the main elements of
Shakespeare’s later Hamlet had already existed in this early version of
the play. However, the primary motivation behind this great-Hamlet
campaign seems to have been the motivation of a saint. Despite the
popularity of the topic, the play does not seem to have been a grea hit.
Small income, it produced supports this statement as well as a series
of mocking references to the ghost that the actor mentiones in the
theater and weeps miserably when he hears that line: “Hamlet, the
revenge!” and to the several tragic Hamlet-style speeches (Ibid: 8).

Shakespeare’s Hamlet was printed in 1603. In what is known as
the first Quarto edition, and was first recorded in the Association of
Book Sellers on July 26, 1602. In 1604 another Quarto edition, which
was largely altered and expanded, was published. There were more
Quarto editions publihed in 1605, 1611 and 1637, as well as the release
without a date that appeared as a reprint of the one published in 1611
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together with several more so-called Quarto editions. There was another
independent text for the First Folio edition of Shakespeare, published in
1623 after the poet passed, next to his two friends actors Heming and
Condel. This was necessary because numerous locations mentioned in
the quarto edition were omitted in the edition of the Folio. However, the
Folio edition and thesecond-fourth edition are mainly corresponding,
while Shakespeare scholars continue to find problems, obstacles and
disagreements with the first Quarto edition (1603). Some argue that this
is the text of the previous, older Hamlet, which Shakespeare began to
improve in his pieces of writinghop, as was his way of working; others
claim that this is the text of Shakespear’s original Hamlet that was dis-
covered during the theater play and sold to one of the pirate publishers,
as that was common practice at the time. They claim that this is the
first original Shakespeare sketch of Hamlet, he adapted and expanded
the character several times [...]. The shot of the English acting troop
performing Hamlet in Dresden in 1626 was made (Ibid: 7-8).

The piece of writing that most likely influenced Shakespear’s
Hamlet to the greatest extent is Ur-Hamlet, a piece of Thomas Kyd.
Based on The Spanish tragedy, (since there are not many preserved
textological traces about Ur-Hamlet), we can assume the basic plot:
a young Spanish nobleman was killed by the Portuguese Prince
Balthazar. Shortly afterwards, Balthazar gets captivated by two young
Spaniards. There are six killings and three suicides in this tragedy;
The characters were swallowed by pain, jealousy and revengeful
anger. The convict was joking with his executioner as he was dying,
unaware of the fact that a pardon that was promised to him was an
illusion. The grieving mother and four fathers are devastated due
to the loss of sons, crying from moans and sorrow. The element
of evil, portrayed in the character of Lorenzo, acts through quiet
machinations and a perfidious agreement involving the interest of
conspirators only for betrayal. The main character of the tragedy,
the old man Hieronimo, is forced to avenge the murder of his son
Horatio. He goes through deep phases of grotesque sadness and
agony, decisive optimism to cause revenge, stages of uncertainty
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craving divine revenge and a final decision to seek revenge alone
although even though in a smart way that has to conceal his real
motives. Revenge is a divine thing and must culminate with pleasure.
Evil was punished, even at the cost of the destruction of the very
avenger (Ibid: 36-37).

According to the existing evidence, there is a very high pos-
sibility that Hamlet was created in 1600. The first sketch we are
familiar with, which originates from the note from July 26, 1602
in the bookstarch Registry, must have occurred earlier because the
corrected version had to occur between two quarto publications, but
shortly after that, as that note refers to “Hamlet recently portrayed”,
whereas in the first quarto edition from 1603 it is stated that this play
had already been played and displayed multiple times. In support of
1601, the scene in which Hamlet talks to the actors, in which it was
explicitely said the actors from the capital were forced to travel to
the province, which is the implication referred to the acting groups,
known as “the children” - that is, the youthful vocals from Two
churches, one of which is the royal, whereas the other is the Church
of St. Paul, who started acting crafts; it is also known that the acting
troupe Shakespeare belonged to at that period were in the intensive
rivalry with the so-called children and that it was actually forced to
travel all over the province. This timeline positions Hamlet in the
period of Shakespeare’s life in which he produced Macbeth and Julius
Caesar, with which Hamlet shares numerous signs of close relation,
especially with the latter. Setting up the historical background of the
play prior to 1600 is not based on evidence. Namely, Francis Meres,
a prominent Shakespeare’s admirer and the leading researcher of
Shakespeare’s earlier period of creativity in his work of Palladis Tamia
dating from 1508 mentions other Shakespeare’s plays of that time,
but not Hamlet. The former play Ur-Hamlet seems to have enrolled
in the perception of the people as a poorly composed tragedy of
revenge (Ibid: 16).

When it comes to Greenblatt, we find the template in which
he entails parallels between the original version and Shakespeare’s
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Hamlet given in a more specific way. This contextualizes the original
story by positioning it in the coordinates of Shakespeare’s tragedy.
He argues that even in the oldest preserved medieval legends, the
story of Hamlet was a story focusing on the expanded time inter-
val between the initial thought regarding the terrible part and the
moment of its execution. In the version written by Saxo Grammat-
icus, king Horvendill (older King Hamlet in Shakespeare’s version
of Hamlet) was killed by his jealous brother Feng (Claudius), but
publicly instead of the closed door. In the pre-Christian world that
abounded in treasons and revenges, the son’s unquestionable duty
is to revenge his father’s murder, Horvendill's minor son Amleth is
the only thing that can prevent Fang from fulfilling his intention. As
long as he is a minor, Amleth is no obstacle, but that changes when he
turns 18 because he will then have a socially imposed responsibility
(Greenblatt 2006: 303).

The young man must, of course, come up with short-term
strategy because his life is threatened, and the killer of Feng is well
aware of this social code. Hamlet pretends to be crazy to deceive his
uncle to make him feel safe, as his plan is that the uncle is alive long
enough so that he could revenge to him. The careful Phang, however,
continued to put traps to find any hidden signs of reason below his
nephew’s apparent nonsense. Amleth, on the other hand, skillfully
avoids being discovered. He’s not in a hurry but already planning his
next acts. He is ridiculed by everyone, derogatorily called a fool, but
eventually manages to carry out the revenge by igniting Fang’s escort
and killing him. After addressing the noble parlor and justifying his
actions, they joyfully and proudly crowned him (Ibid.)

Apart from The Spanish Tragedy and Ur-Hamlet, there is another
closely related to today’s Hamlet. That piece of writing is The Histoire
of Hamblet. “The only famous copy of The Histoire of Hamblet in the
English language was published in 1608. The book was printed by
Richard Bradocke for Thomas Pavier and his bookstore in Cornhill. It
is a rough translation from the French, anonymous translator. Frangois
de Belleforest ’s Tragic story began to appear in France about 1560.
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Initially, it was a series of translation of the Matteo Bandello Italian
novellas”” (Kosti¢ 2011: 29).
What is the connection between it and Hamlet?

“Editor Charles Dickens published the comparison between Shake-
speare’s and Belleforest writings in his magazine at the end of the 19th
century. [...]. Accoridng to author of he experiment, there are character-
istic similarities causing curiosity between these two achievements, in
addition to one’s author annoying prose and the other author’s magnifi-
cent poetry. We notice prototypes of Hamlet, Gertrude, Claudius, Fort-
inbras, Polonius, Rosencrantz and Guildenstern in the novella, while
Ophelia, Laert, Horatio, Ozrik and other less prominent characters are
not mentioned. The novella is — in the article author’s opinion — without
a mystery or any literary sophistication. It is poorly simple mediocre
in terms of its literary quality. It does not tackle the complex Hamlet’s
mental state at all; on the contrary, it is defined clearly and completely
unchangeable until the end. On the one hand, Hamblet simulates
madness so as not to be revealed by his evil uncle Fengon, and on the
other, in order to be able to prepare revenge more successfully due to
being protected. The Hamblet in Belforest’s novella does not doubt in
his all; he does not need a need a non-Earthly visitor, his father’s ghost
to convince him in the crime that had been committed. Neither does he
need an acting group or a portray to tempt the king. Belforest'’s Hamlet
is still levelled with mythical heroes, demigods just like Saxo’s Amleth.
In the episode with the English king Belforest portrays his ability to see
the past: he knows meat and food on the table are not clean and that
they originate from the land poisoned with corpses and rusted armors
and swords; he knows the English king is a slave’s son, etc. Hamblet is
so, clairvoyant, and that episode is taken from Saxo. But this episode
causes problems to the moralists and the orthodox Christian such as
Belforest with its connotations; he is challenged to justify himself for a

17 Jedini poznat primerak Povesti o Hambletu na engleskom jeziku ob-

javljen je 1608. godine; knjigu je Stampao Ric¢ard Bredok (Richard Bradocke)
za Tomasa Peviera (Thomas Pavier) i njegovu knjizaru u Kornhilu (Cornhill).
To je grubi prevod sa francuskog, anonimnog prevodioca. Belforeove Tragicne
price pocele su da se u Francuskoj pojavljuju oko 1560. godine; to je u pocetku
bila serija prevoda italijanskih novela Matea Bandela” (Kosti¢ 2011: 29).
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long time so that he would not be accused of promoting false doctrine
and witchcraft. He concludes that demons and evil souls cannot see in
the future, which is what some foolish people think. They can only see
into the past. And the Hamblet is, according to the customs of the north
and his Viking Age, introduced the secret science of seeing things in
the past. Also, the novella leaves characters and destinations of other
major heroes unfinished, what happens to the English king’s righteous
daughter in love for whom we could expect to die in the general retali-
ating over the enemies of the Danish prince? Isn't she in bed with Feng
at that time when Hamblet comes in front of his uncle with a swinging
sword? [...] Summarizing the view of Belfarest’s literary creation and
its relationship with Shakespeare’s drama, we will emphasize key dif-
ferences. Belleforest’s hero, as well as Saxo’s, falling under the category
of mythical heroes, demigods, characterized by the features typical for
supernatural beings. In this way, his superhuman force, his unusually
thoughtful and cunning revenge, both Saxo’s and Belleforest’s heroes
carry out consistently, can be interpreted. [...] Shakespeare’s Hamlet
cannot end his revenge alive. Furthermore, he does not hesitate at
any time in his revenge, but uses madness to cover his intentions and
escape Feng’s attempts to kill him who is ready to destroy him at any
time. Its insanity is of a special kind: he actually always tells the truth
- but since his interlocutors do not know what he is talking about, his
words act crazy. And, in the end, Hamblet’s death is somewhat a typical
end of a mythical heroe. He conducted the revenge succesfully and it
was not only after many other adventures, that he, as well as Samson,
get killed by a women’s fraudulent nature and the betrayal by his wife
Hermetrud, which gives a motif for Vigler to kill him™*** (Ibid. : 33-34).

133 _Poredenje izmedu Sekspirove i Belforeove tvorevine objavio je u
svom ¢asopisu krajem XIX veka urednik Carls Dikens. [...]. Postoje veli autor
ogleda, karakteristicne sli¢nosti koje izazivaju radoznalost, izmedu ova dva
ostvarenja, pored dosadne proze jednog i boZzanstvene poezije drugog autora.
U noveli zapazamo prototipove Hamleta, Gertrude, Klaudija, Fortinbrasa, Po-
lonija, Rozenkranca i Gildensterna, dok nema ni traga likovima Ofelije, Laer-
ta, Horacija, Ozrika i drugih manje istaknutih likova. Novela je - isti¢e autor
priloga — bez misterije ili knjizevnog rafinmana bilo koje vrste. Ona je $turo
jednostavna, osrednja po svom knjizevnom kvalitetu. U njoj se uopste ne dotice
slozeno Hamletovo dusevno stanje; naprotiv, ono je zadato jasno i do kraja
nepromenjivo. Hamblet simulira ludilo kako ga, s jedne strane, ne bi otkrio zli
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The idea to write Hamlet around 1600 may not be originally
Seskpir’s. There was at least the play about the Danish Prince who
should have taken revenge on his father’s killer, but it has been lost
ever since. The play was either still played (which would be extremely
long lasting for the Elizabethan theater), or has acquired some pop-
ularity thanks to a certain folk scene of the theater. Shakespeare had

stric Fengon, i s druge, tako zasticen on moze da bolje priprema osvetu. Ham-
blet u Belforeovoj noveli ne sumnja ni jednog trenutka u svoj naum; on nema
potrebe za nezemaljskim posetiocem, duhom svoga oca, da ga uveri u zlo¢in
koji se odigrao. Niti je potrebna glumacka druzina i predstava da bi se iskusao
kralj. S druge strane, Belforeov Hamlet je jo§ uvek u ravni mitskih heroja, po-
lubogova, kao i Saksov Amlet. Belfore u epizodi sa engleskim kraljem pokazuje
njegovu sposobnost videnja proslosti: on zna da su meso i hrana na stolu necisti
i da dolaze sa zemlje zatrovane lesevima i zardalim oklopima i macevima; zna
da je engleski kralj sin roba i dr. Hamblet je, dakle, vidovit i da se ta epizo-
da preuzima od Saksa. Ali ta epizoda svojim konotacijama donosi probleme
moralisti i pravovernom hri§¢aninu Belforeu; on je izazvan na dugacko samoo-
pravdavanje da ne bi bio optuzen da promovise laznu doktrinu i vesti¢arenje,
pa zaklju¢uje kako demoni i zli dusi ne mogu da vide u buduénost, kako neki
budlasti ljudi misle, nego samo u proslost. A Hamblet je, po obicajima severa
i svog vikingkog doba, upoznao tajnu nauku gledanja u proslost. Novela, isto
tako, ostavlja nedovrsenim likove i sudbine drugih glavnih junaka: sta se desava
sa pravednom i zaljubljeom kéeri engleskog kralja, $ta sa Gerut, Hambletovom
majkom, za koju bismo mogli da o¢ekujemo da pogine u sveopstoj odmazdi
nad neprijateljima danskog princa? Zar ona nije u krevetu sa Fengom onda kada
Hamblet dolazi pred svog strica sa isukanim macem? [...] Rezimiraju¢i pogled
na Belforeovu knjizevnu tvorevinu i njen odnos sa Sekspirovom dramom istaci
¢emo kljucne razlike. Belforeov junak je, kao i Saksov, iz reda mitskih heroja,
polubogova, koje karakterisu osobine nadnaravnih bic¢a. Na taj nacin, svojom
nadljudskom snagama, moze se tumaciti i njegova neobi¢no promisljena i lu-
kava osveta, koju i Saksov i Belforeov junak dosledno sprovode. [...] Sekspirov
Hamlet iz svoje osvete ne moze izaci ziv. Dalje, on u svojoj osveti ne okleva ni
trenutka nego se sluzi ludilom da bi prikrio svoje namere i sa¢uvao glavu od
Fengona, spremnog da ga unisti u svakom trenutku. Njegovo je ludilo narocite
vrste: on, zapravo, kazuje uvek neuvijenu istinu - ali buduci da njegovim sa-
govornicima nije poznato to o ¢emu on govori, njegove reci deluju sumanuto.
I, na kraju, Hambletova smrt je na neki nacin tipi¢an kraj mitskog heroja. On
je uspesno izvrsio osvetu i tek posle jo§ mnogo drugih pustolovina njemu, kao
i Samsonu, dolazi glave zenska prevarna priroda i izdaja njegove supruge Her-
metrude, koja daje motiv Vigleru da ga ubije” (VcTo: 33-34).
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to be familiar with that earlier play. He probably even watched it at
least several times. He had most likely known the previous Hamlet
play by heart before he started writing his own Hamlet. In this case, it
is impossible to say whether he was sitting with open books in front
of him, but it is certain that he had read one or more versions of the
classical Danish story about murder and retaliation. He most certainly
read Francois de Belforest’s piece written in French. Belforest adapted
the story of Hamlet, written by Saxo Grammaticus, a Danish, at the
end of the twelve-century, edited by Saks Grammar, who changed
oral and written legends that had originated from many centuries ago
(Grinblat 2006: 294-296).

Shakespeare came up with a way to portray a psychologically
established reality of this way of thinking, which neither Saxo nor those
who came after him could even anticipate. He realized that Hamlet’s
story, ready to be revised to be subsequently published, enable him to
write a piece about the internal turmoil a man experiences in the last
moments prior to deciding to kill someone. The problem is that the
theater does not have enough understanding for long developmental
periods. It would be extremely challenging to create a striking dra-
matic sequence if we described Hamlet’s long-lasting acting from his
madness to the point in which he was ready to act. The conclusion
that is drawn - that is most likely also made in the lost piece - is
that the fable begins as soon as Hamlet becomes an adult thus ready
to carry out a revengful murder (Ibid.)

The ghost of the killed Hamlet’s father was one of the main
characters presented even in a piece that was not preserved, indicated
by Thomas Lodge’s reference on the ghost crying condescendingly:
“Hamlete, revenge me!” Kyd may have used the ghost only to fright-
en the audience in his greatest hit, The Spanish Tragedy or whoever
wrote a lost Hamlet, before Shakespeare introduced a key twist that
gave the purpose to the ghost, drifting the dramatic figure away from
the function of decoration. In earlier versions of Hamlet such as the
Saxo Grammaticus’ one, there is no ghost. He is unnecessary because
both the murder and the son’s duty to take on revenge are the usual
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phenomena. However, Shakespeare kept the murder a secret until he
started writing his own version of Hamlet, either in response to Kyd’s
version, or, based on his own initiative. The whole Denmark believes
that Hamlet’s death is caused by the bite of a snake. The terrible truth
was revealed by the ghost [...] (Ibid: 303-304) about it's own murder.

Hamlet is not the original Shakespeare creation but mostly
adapted it to transfer what was happening at that time in his head
and soul. It is clear that his primary goal was to illustrate what was
happening inside the protagonist, concentrating on the psychologi-
cal profile and the mindset of a young, innocent individual facing a
different, uglier reality from the one he was used to, the one he was
experiencing and living in in that time. All of a sudden, due to combi-
nation of life circumstances, he was transferred from the virtue-filled
reality in the world ruled by the hunger for power, and human greed,
the world he cannot and does not want to get used to it, the one that
is deply unknown, and which, in his opinion, is unworthy of further
exsistance (Mari¢ 2015: 36).

“Thomas Kyd invented a brand-new kind of tragedy called a revenge
tragedy which is also sometimes referred to as the tragedy of horror due
to its intenseness. The revenge play is always morally instructive and
even ifit is not didactic in intent it is in effect. This is where Kyd deviates
from Marlo and adheres to traditional morality. It is unquestionable
that Seneca taught Kyd a lot and drained him of moral wisdom which
led to an increase in the number of terrifying scenes that would drive
Seneca insane. He taught Kyd the key elements of play that Marlo had
overlooked. He was familiar with and utilized every option the stage
offered. He wrote an external fable-style tragedy with a very intricate
plot numerous horrifying scenes and a cast of ghosts and lunatics. His
focus was on the unity of the fable and the unity of the motif - revenge
- rather than the unity of place and time***” (Brki¢ 1959: 19-20).

1% JTomas Kid (Thomas Kyd, 1558-1594) stvorio je druk¢iji i novi tip
tragedije - tragediju osvete, za koju se moze istovremeno reci i da je tragedija
uzasa jer ih je puna. [...] Drama osvete uvek ukljucuje izvestan moral, i ako
nije didakti¢na po svojim intencijama, ona je didakti¢na po svome dejstvu. Tu
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This is the shared motif in Hamlet and Death and the Dervish.

From Thomas Kyd’s The Spanish Tragedy to the first English
tragedy (about King Gorboduc based on domestic legendary history
1567) dramatic literature has developed at a rapid pace. In the trage-
dy about Gorboduc, the bloody events are only mentioned on stage
everything else takes place behind the scenes. In The Spanish Tragedy
which takes place no more than 20 years later the events occur one
after the other and roll across the stage leaving nearly all of the piece’s
major heroes — or those who committed suicide - violently on it'*
(Kosti¢ 2011: 35-36).

Ana Andrejevic¢ tackles the topic of horror elements within the
genre of revenge tragedies:

“Thomas Kyd’s play The Spanish Tragedy, starts the period of tragedy
of revenge and horror, the type of tragedy originating from Sence
that impressed Elizabethan audience and authors. Kyd determined
its main elements that would continue to be enhanced as they further
developed. However, its historical importance for the English drama
actually lies in the progress of construction, successful use of plotes
and effective situations. Kyd was the first to have given the opportunity

se Kid nadovezuje na tradicionalan moral i u tome se razlikuje od Marloa. [...]
Kid je nesumnjivo mnogo naucio od Seneke, crpao je od njega i moralnu mu-
drost i uvecavao scene uzasa ,,pred kojima bi i sam Seneka pobledeo”. Naucio
je od Seneke dramske zakonitosti koje je prenebregao Marlo. Poznavao je i ko-
ristio sve mogucnosti koje pruza pozornica. Stvorio je tragediju punu spoljne
radnje sa veoma slozenim zapletom, uneo mnostvo potresnih prizora uzasa
i izveo na scenu duhove i ludake. O jedinstvu mesta i vremena nije vodio
mnogo racuna, ali je zadrzao jedinstvo radnje i jedinstvo motiva — osvete”
(Brki¢ 1959: 19-20).

10 0d prve engleske tragedije (o kralju Gorbodaku, zasnovanoj na
domacoj legendarnoj istoriji, 1567) do Spanske tragedije Tomasa Kida, dramska
knjizevnost prolazi ubrzani razvoj. O krvavim dogadajima se u tragediji o Gor-
bodaku na sceni samo govori, a svi se dogadaji desavaju iza scene; u Spanskoj
tragediji, nastaloj ne viSe od dve decenije kasnije, dogadaji se, u kovitlacu,
smenjuju jedan za drugim i valjaju preko scene, ostavljaju¢i na njoj nasilno ubi-
jene ili one koji su se sami ubili, maltene sve glavne junake komada” (Kosti¢
2011: 35-36).
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to the audience to understand characters’ development through their
interaction”'*' (Andrejevi¢ 2010: 122-123).

In the chapter “Before Shakespeare — Thomas Kyd” of her doc-
toral disertation The Motif of Madness of the Characters in Four Great
Tragedies by William Shakespeare - Hamlet, Macbeth, Othello and King
Lear'*2, Natasa Sofranac deals with the revenge tragedy and its traits
originating from Seneca based on Thomas Kyd’s The Spanish tragedy.
She tackles the elements Shakespeare took over from Seneca, as well
as the Renaissance dramatic tradition ancient roots. The question
why Kids is connected with Seneca arises. The Spanish Tragedy is an
example of a classic Senecan vindictive tragedy, performed for the first
time around 1590. This piece includes numerous elements that can
easily be identified in Hamlet’s topic; however, apart from characters
and the motive layer, these two pieces differ significantly. Researchers
examining Shakespeare’s oeuvre and the temporal context in which
he lived suggest that the missing piece, Ur-Hamlet, is more similar to
Kyd’s piece. As far as this subject is concerned, the researchers’ opinions
on who is its author, one or the other aforementioned playwriter, are
divided (Sofranac 2013a: 102).

Natasa Sofranac argues that another questions arise regarding
which influences can be tracked from Seneca to Shakespeare such as

“formal, structural and thematic elements, figures such as the ghost,
nanny, servant, messenger, tyrant; the preoccupation with thinking

141 Tomac Kup, ca npamom Illiancka wpaieguja, 3alI04iiibe epy Tpare-
Jiuje OCBeTe M y>Kaca, CEHEKMHCKe Tparefiije Koja je MMIPeCHOHMpana eln-
3abeTnHCKy ny6nuky u ayrope. Kup joj je ogpenno rnasHe enemente koju he
HacTaBUTK fja ce Haarpabyjy y mamem pasBojy. Mebyrtum, meHa ucTopujcka
B&)KHOCT 3a €HIVIECKY [ipaMy 3allpaBO JIeXM) Y HAIpefoBamby KOHCTPYKLuje,
ycnemHoM kopuinhemy 3amnera u edektuBHUX cuTyauuja. Kup je mpsu my-
6muiy a0 MOryhHOCT ma cXBaTy pasBOj KapakTepa KpO3 IIMXOBY MHTep-
akiyjy” (Andrejevi¢ 2010: 122-123).

12 Motiv ludila kod junaka Cetiri velike tragedije Vilijama Sekpsira — Hamlet,
Magbet, Otelo i Krlj Lir, Beograd, Filologki fakultet, Univerzitet u Beogradu: 2013a.

https://doiserbia.nb.rs/phd/fulltext/BG20130918SOFRANAC.pdf
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and soliloquius, rapid replica (stihomitija); bare violence; hazards
and traps of power and wealth, the benefits of poverty and life in
nature; madness, passion, revenge and supernatural phenomena.
This legacy is significantly based on the Aeschylus, Sophocles and
Euripides’ writings™'*® (Ibid).

She quotes the author Robert Miola:

“It's important to mention Medea, which, related to Lady Magbet. She
turns to the dark forces and takes a tragic step of eliminating her own
offspring. In his famous discussion about anger (De IRA), Seneca
offers guidelines for its management. As an advocate of stoicism,
he argued meditation as a means of combating anxiety. Miola notes
that negative dramatic heroes often advocated stoic virtues such as
cognition and practicing not overreacting, politeness, patience tol-
erance, and stability. It resulted in the viewers’ empathy towards the
protagonists that did not have these virtues (Ibid: 156). [...]. While
Hamlet strives to stoicism, he deviates from it when mourning for his
father and Opbhelia. [...]. The superficial comparison of The Spanish
tragedy and Hamlet reveals there are figures such as the ghost and the
avenger in both plays and that both of them highlight the relevance
of court intrigues™** (Ibid: 103).

43 Formalne, strukturne i tematske elemente. Tu su likovi poput Duha,
dadilje, slugu, glasonose, tiranina; obuzetost razmisljanjem i solilokvijumi, brza
razmena replika (stihomitija); ogoljeno nasilje; opasnosti i zamke mo¢i i bogat-
stva, prednosti siromastva i Zivota u prirodi; ludilo, strast, osveta i natprirodne
pojave. U tom nasledu naci ¢emo, u znatnoj meri, i Eshila, Sofokla i Euripida”
(Sofranac 2013: 102). Ova zaostavitina je u znacajnoj meri zasnovana na delima
Eshila, Sofokla i Euripida (Isto).

144 “Vazno je pomenuti Medeju, koja je srodna ledi Magbet. Ona se
obra¢a mra¢nim silama i preduzima tragican korak likvidacije sopstvenog
potomstva. Seneka, u svojoj poznatoj raspravi O gnevu (De Ira), nudi smer-
nice za upravljanje besom. Kao zagovornik stoicizma, zalagao se za medi-
taciju kao sredstvo za borbu protiv anksioznosti. Miola primecuje da su
negativni dramski junaci cesto pozivali na stoicke vrline spoznavanja i prak-
tikovanja mere, takta, odmerenosti i trpeljivost, tolerantnost i postojanost.
To je za posledicu imalo empati¢nost gledalaca prema protagonistima koje
ove vrline nisu krasile (Isto: 156). [...]. Dok Hamlet teZi stoicizmu, on odstu-
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Hieronimo fell into madness due to unbearable delay? Delay
of what? This reminds of the classic tragedy in which revenge is im-
plied. This is in a completely opposite position with Hamlet’s moral
fluctuation, serving as a basis for the intricate layers of Shakespeare’s
tragedy. Thomas Kyd’s ghost is Don Andrea, a Spanish aristocrat who
died in war with Portugal. His killer is Prince Balthazar. His heart had
previously been conquered by the enchanting Bel-Imperia he entered
the secret romance with with. Judges were supposed to determine his
destiny after his death, however, it does not happen. He is despatched
to Pluton and Proserpini. Their ruling is that Don Andrea should
return among the living together with Revenge, which swears that she
will help him seek retaliation. When he returned to the battlefield,
he reveals the Prince is in prison. He was captured by his close friend
Horatio, Hieronimo’s son who was highly positioned in the Spanish
army. However, he confronts Bel-Imperias brother, Lorenzo, who rules
the Castile dukedom. The subject of their dispute whose prisoner the
prince actually is. The king proposes the Solomonic solution resulting
in himgiving the Horratio the money for the captured Prince, while
Lorenzo keeps the prisoners (Ibid: 103).

On the other hand, the ruler succumbed to madness and Vilup
in Portugal, mourning what he believes is his son’s death, and what
made him arrest innocent Alexandar, blaming him for his son’s death.
Diplomatic talks take place. They result in Balthazar being allowed to
return home, and peace being established between the two nations
and their states. When he returned to Spain, Balthazar fell in love
with Bel-Imperia. He learned from a servant that she was in love with
Horatio and that their affection was mutual. In addition, Lorenzo
becomes Horatio’s opponent due to the circumstances regarding
Balthazar’s capture and the fact that Horatio, despite his modest origin
given being the son of a clerk, gained Lorenzos sister affection. The

pa od njega kada tuguje za ocem i Ofelijom. [...]. Povr$no poredenje Spanske
tragedije i Hamleta otkriva da i u jednoj i u drugoj drami postoje figure kao
$to su duh i osvetnik i da i obema vazno mesto zauzimaju dvorske intrige”
(Sofranac 2013a: 103).
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two aristocrats made the plan to eliminate Horatio, seeking help from
Balthazar’s servant to implement it during a meeting between lovers.
Belimmpery was taken away, and Hieronimo reveals his son’s corpse
(Sofranac 2013a: 103-104).

This was accompanied by a huge sadness Hieromo and his wife
Isabel felt. In Portugal, Alexandar pulled out of the death caliper after
the Ambassador’s return from Spain with information that Balthazar
was not dead; after that, the death a death sentence was made for
Vilup. Meanwhile, in Spain, Hieronimo is on the verge of maddness
to the absence of justice regarding the murder of his son. The letter
is coming, written by Bel-Imperia’s blood, in which the identities of
the killer, Lorenzo and Balthazar are revealed. However, he struggles
with doubts in his authenticity. Concerned about such Hieronimo’s
behavior, Lorenzo decides to eliminate everyone familiar with his
dishonorable act. He convinces one of his two accomplices to kill an-
other for the sum of gold, but the assassin was arrested immediately
after the act (Ibid: 104).

So that the killer would not reveal his identity before his own
death, Lorenzo told him that the courier brought the order to spare his
life, a pardon, and that the courier gave that document to the person
who is supossed to murder him. After much diplomacy, Balthazar
and Bel-Imperia agree to enter marriage that would bring two royal
houses closer. Paradoxically, they find the letter hanged accomplice
that confirms Hieronimo's doubt regarding Lorenzo and Balthazar, but
Lorenzo prevents Hieronimo to go to the king, which enables him to
avoid the penalty once again. In the turn of the fate, they discover the
letter of the murdered accomplice confirming Hieronimo’s the doubts
about Lorenzo and Balthazar; However, Lorenzo once again avoided
the penalty by denying the opportunity to address the king. In his
torture, the grieving father swore that he would take on revenge to the
killers and began to behave kindly in an attempt to alleviate Lorenz’s
anxiety (Sofranac 2013a: 104).

He was given the task to monit the celebration on the occasion of
the Bel-Imperia and Balthazar’s wedding. During that mission, he com-
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poses a play, the Turksh tragedy, and persuade Lorenzo and Balthazar
to perform in it Bel-Imperia also participates in this production as his
accomplice in revenge. Just before the performance, sorrow-devastated
Isabella takes her life. The play serves as a touching performance of real
events: sultan is forced to kill its noble friend out of jealousy for female
affection. Hieronimo portrays the killer. During the play, his character
had killed Balthazar, who was connected to Lorenzo and Bel-Imperia,
before he eventually took her life. After the play, Hieronimo reveals
to those present on the wedding, standing above his late son, that the
daggers used in the play were real and that three young men were now
dead. He then tries to end his life, which is an act prevented by the
Spanish and Portuguese monarch. In desperate desire for silence, he
bites his tongue. He deceived the Duke to grab his knife, and then killed
him, and then himself. The themes of revenge and Andrea eventually
conclude the narrative. Andrea allocates each “positive” hero a place
in paradise, while others face eternal penalty in hell (Ibid: 104-105).
Sofranac also tackles Thomas Kyd and William Shakespeaare’s
dramatic similarities. She ponders what elements Shakespeare could
have taken from Kyd, except the name Horatio. These elements in-
clude topics such as the ghost, revenge (more as a motive rather than
a character), masking, deaths of the innocent, play-inside-the play
and numerous victims. Additionally, the prayer scene is attributed to
Kid, as noticed by Robertson, ].M. Hamlet, Once more, p. 77), together
with the Hamlet’s speech. According to him, Shakespeare did not im-
agine that a rational Hamlet executed Claudiusus during prayer; he
portrayed Hamlet, managed by his “unconscious” which is why he
was hesitant to kill. Shakespeare allowed his creativity to blossom,
experimenting with the text, especially regarding Hamlet’s charac-
ter. Moreover, the correctness of revenge was questioned neither by
the characters in a piece, nor its creator; a father takes revenge on
behalf of the son. In contrast, Shakespeare represents a young man
lacking Hieronimo’s proactivity. The ghost was not the deceased
one, but his friend, who was present at that time and returned from
“the other”, afterlife side, from the world of the dead. The letter is
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received by Hieronimo, but he does not take it seriously, which is
not the case with Edmund’s letter that was a trap for Gloster [...]
(Sofranac 2013a: 105).

The letter as a trap is skillfully used in Hamlet as an instrument
of subversion used by Hamlet in England, in order to preserve his
own life. Namely, he forges the letter in which Claudius orders his
elimination and thus sends Guildenstern and Rosencrantz, to make
that happen. However, Hamlet manages to survive.

The written word has a prominent role in the novel of Death and
the Dervish as well. It is why Harun was murdered. However, it is a
court record, who would, in the light of New Historicism, be classified
as a non-literary text.

In Natasa Sofranac’s opinion, contrary to Othello, who does
not have a reaosn nor the will to accept the charges incriminating
Desdemona, he, however, has enough justification to accept the
founding claims presented in the letter. But, he seeks confirmation
and will accept them as the truth when he discovers the evidence
of a deceased assistant killer, similar to those found in Edmund. He
opts for acting as a means, and he himself is already affected by deep
sorrow; still, he does not draw attention with his acting, as Hamlet,
whio thus creates turmoil eventually leading to his exile. Nuttall,
A.D (Shakespeare The Thinker, p. 399) thinks that early Hamlet per-
formances are characterized by theatricality and violence. Based on
Hamlet’s directives to actors who come to the court, it is reasonable
to assume that Shakespeare did not approve the acting style that was
necessary in Kyd’s pieces. He identified the “emptiness” in the Kyd’s
piece — and it is the protagonist’s inactivity. Shakespeare expanded
this gap into a psychological enigma, resulting in a hero tortured
by his own not acting. Its madness is indisputably true, similar to
Isabel’s, in a sharp contrast to Hamlet’s “calculated” acting, which is,
although sometimes honest, largely invented. In that piece, a woman
is subjected to despair, leading to her suicide, and she is the mother
of a killed person. When suspects turn out to be true, hesitation or
disposal becomes superfluous (Sofranac 2013a: 106).
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What connects Hamlet and Death and the Dervish basically is
the plot that involves violent death, a crime that protagonists, Ham-
let and Ahmed Nuruddin, have to avenge. The similarity lies in the
fact that in both pieces crimes are executed by powerful figures in
power, which is why the analysis through the prism of political crime
justified. The murder in question happens prior to the main part of
the plot, which is revenge, as a means of punishing such a misdeed.
The motivation for punishment is different in both pieces of writing.

Since crime and revenge are the focal points of revenge tragedy,
Selimovi¢’s novel can be analysed in the key of this Renaissance tragedy
sub-genre. They involve a crime, a murder of an innocent man and a
penalty (revenge). There is a murder of helpless man in Hamlet and
there is revenge that the ghost imposes as a moral imperative on his son.
The committed crime is the backbone of the fable, and the source of
themes and motivs in the light of which these writings can be analyzed.

In the Shakespeare’s Dramaturgy'* book, Veselin Kosti¢ elabo-
rates on the dramaturgy of a revenge making comments on its form,
the action cores, structure, and positions Hamlet in coordinates
noticing Shakespeare’s dramaturgical progress in relation to his first
tragedy of revenge. Being focused on Hamlet, he notes that:

“Same as Shakespeare’s first tragedy Titus Andronicus, that play falls
into the so-called tragedies of revenge (revenge tragedies). According
to the established pattern, the tragedy of revenge had two action cores
- acrime committed by anegative hero and revenge, i.e. punishing that
crime. That cause and effect relationship, however, imposes significant
dramatic difficulties. Between the initial event, i.e. the crime requiring
revenge, and the last scene, as the plot is coming an end, there is a gap
difficult to bridge in a satisfactory way. [...] In the earlier plays of this
type, the gap is filled by the accumulation of sensational scenes. That’s
what Kyd did, and that's what Shakespeare himself did in case of his
Titus Andronicus. In Shakespeare’s tragedy, Titu’s daughter Lavinia
comes on stage a few moments after she was raped, her tongue was

145 Kosti¢, Veselin, Sekspirova dramaturgija, Stubovi kulture, Beograd,
2010.
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ripped and both hands cut off. And that happens pretty early in the
play - in the fourth stage of the second act. Horrors are still piling
up”*® (Kosti¢ 2010: 39).

“The scenes of the horror he mentioned also exist in the Death
and the Dervish novel. One of them is the scene portraying the seeds
on horseback. Nedzad Dedovi¢ writes about these horror sequences
as an institutionalized form of violence:

“An institutionalized form of violence, but also the ethatistic terror after
which Nuruddin gave a speech in the mosque in which the feeling of
sadness and injustice due to the crime (thus threatening the positions
of the rule) - the classic lynch of the messengers of the authorities, in
fact, legalized violence. The scene of power will be further intensified
by the choice of the way in which Nuruddin will be attacked which is
while he is on the street, completely exposed and unprotected, attacked
the people above him - on strong and powerful horses with claws.
[...]”"* (Dedovi¢ 2012).

146 Ta drama spada, kao i prva Sekspirova tragedija Tit Androik, u ta-
kozvane tragedije osvete. Po ustaljenom obrascu, tragedija osvete je imala dva
akciona jezgra - zlo¢in negativnog junaka i osvetu, odnosno kaznjavanje tog
zlo¢ina. Ta uzro¢no-posledi¢na struktura, namece, medutim, znatne dramske
teskoce. Izmedu pocetnog dogadaja, odnosno zlocina koji zahteva osvetu, i
poslednje scene, kada se izvrSenjem osvete zaplet privodi kraju, postoji jaz
koji je u drami te$ko premostiti na zadovoljavaju¢i nacin. [...] U ranijim dra-
mama tog tipa jaz je popunjavan nagomilavanjem senzacionalnih scena. Tako
je u¢inio Kid, a tako je postupio i sam Sekspir u svom Titu Androniku. U
Sekspirovoj tragediji Titova ¢erka Lavinija izlazi na pozornicu nekoliko tre-
nutaka posto su je silovali, i$¢upali joj jezik i odsekli obe ruke. A to se desava
prili¢no rano u drami - u Cetvrtoj sceni II ¢ina. Uzasi se i dalje gomilaju”
(Kosti¢ 2010: 39).

17 Institucionalizovan ioblik nasilja, ali i etatisticki teror, primjenjuju se na-
kon $to je Nurudin odrzao govor u dzamiji u kojem je na narod prenio osje¢aj tuge
i nepravde zbog ucinjenog zlo¢ina (¢ime ugrozava pozicije vlastodrzaca) — kazna
je Klasi¢ni lin¢ ,,izaslanika” vlasti $to je, ustvari, legalizovano nasilje. Prizor moci
se dodatno intenzivira odabirom nacina napada na Nurudina: Nurudina, koji je
pjesak na ulici, potpuno izloZen i nezasti¢en, napadaju ljudi koji su iznad njega - na
snaznim i mo¢nim konjima, s kandzijama” (Dedovi¢ 2012). https://arhiva.tacno.
net/novosti/represija-kao-dio-diskursa-moci-u-romanima-mese-selimovica/
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At the very beginning, the red color symbolizes the foreboding of
the horrors that will befallen Nuruddin. It indicates pain, blood, terror
and horror Nuruddin will suffer from. It is a revenge of the authorities
because of Nuruddins speech about the bestiality of the innocent
man being killed and the horror it entails and leaves inside any man:

“Sons of Adem! I will not give a sermon, I could not, even if I wanted to.
But I believe that you would hold it against me if I did not speak about
myself now, at this moment, the darkest in my life. What I have to say has
never been more important to me, but I am not trying to gain anything.
Nothing, except to see compassion in your eyes. I did not call you my
brothers, although you are that now more than ever, but rather the sons
of Adem, invoking that which we all have in common. We are men, and
think in the same way, especially when we are in distress. You have waited,
and wanted for us to be together, to look one another in the eye, sorrowful
about the death of an innocent man, and troubled by a crime. And that
crime concerns you as well, since you know: whenever someone kills an
innocent man, it is as if he has killed all men. They have killed all of us
countless times, my murdered brothers, but we are horrified when they
strike our most beloved™*® (Selimovi¢ 2018a: 17-180).

The speech was held in the atmosphere of brotherly and human
mourning in the mosque, the place where believers gather, thus rep-
resenting a possible spark for rebellion of people. Nuruddin is aware
of that:

148 Cunosu Anemosu! Hehy gp>xaTn mpomnosjern, He 61x Morao 1 Kafj 6ux
XTHO. A BjepysjeM fia 6MCTe MU 3aMjepyIy aKo He OUX cafi, y OBOM Yacy, TeXU
He [IAMTIM Y >KIBOTY, ToBOp1o bamr o cebu. Hukag Mu Hije 6110 BasKHIje OHO
mwto hy ma kakeM, a He XKe/IMM HMINTA fja HocturHeM. Huinra, ocum fa Buanm
cayuemnthe y Bahum ounma. Hucam Bac HasBao 6pahom, nako cre Mm TO BuIIe
Hero ukaj, Beh cunoBuma ApemMoBuM, no3usajyhu ce Ha OHO WITO je y cBUMa
HaMma 3ajeHN4Ko. Jbyam cMo, 1 MMCIIMMO MCTO, HAPOYNTO Kajj HAM je TEIIKO.
Yexanm CTe, XTje/ CTE Jja OCTAHEMO 33ajeffHO, Ia Ce MOI/IeAaMO 04U Y OYl,
TYY>KHU 360T CMPTM Hefy>KHa 4OBjeKa, U y3HeMupeHu 36or 3nounHa. VI Bac
ce THUUe Taj 3/7I04MH, jep 3HaTe: KO yOuje Hefy)kKHa YOBjeKa, Kao /ja je CBe Jbyze
no6uo. Cse cy Hac youm He6pojaHo myTa, 6paho Moja yOujeHa, a y)xacHyTH
CMO KaJj IOTOfiY HeKor Ko HaM je Hajapaku” (Cemumosuh 2004: 181).
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“What I had said in the mosque was sorrow, astonishment, stifled sobs,
and maybe even a stifled howl. But all of it had been mine. A sorrowful
attempt at retaliation and defense. But when I had said it, it suddenly
became something else. No matter how it had begun, no matter what
it had been, it turned into a common burden and condemnation“'*
(Selimovié¢ 2018a: 184).

It was a public protest initiated by the murder of an innocent
man uttered by the dervish, to whom people believe, who was the
brother of the killed man. That condemnation could be a potential
response to terror. Ahmed Nuruddin as a religious authority could
be its leader owing to his influence among the believers. Hence, he
should be eliminated or at least intimidated. That attack is a threat
to his life. Threats are instruments which those in power is use to
keep the people in fear. The attack on the dervish, who performs
confessions for people before death, who is the last person dying
people entrust what is happening in their souls, carries a strong
symbolic message.

“The most significant threat features are increasing power (since it
produces fear) and maintaining constant psychological pressure re-
quired for strengthening the power — the one to the threat should be
treated by the threat. Of course, intimidation has a control function;
In this case, local powerful people, through its media [...]. The threat,
producing fear, should state others to behave the way a threat referral,
ie how it wants authority to bring Nuruddin to behavior in accordance
with its interests. However, the effectiveness of the threat was made
only if the desired result is obtained, ie. Behavior in accordance with
the objectives of the referral”'*® (Dedovi¢ 2012).

14 JOHO WITO caM peKao y LamMuju Ouia je Tyra, 3alperamTeHoCT, y3-
[pyKaH IIad U Y3[p>KaH Yp/IuK Moxza. Anu cee Moje. TyxaH oOpadyH U Ty>Ha
opbpaHa. A Kaji caM TO peKao, OfIjefHOM je II0CTaIo HeLITo Apyro. Ma of dera
Jia je TIoYesIo, Ma IITa fia je 6110, IPeTBOPUJIO Ce Y 3ajefHIYKY TeKIUHY, M OCY-
ny” (Mcro: 186).

10 Najznacajnije funkcije prijetnje su povecavanje mo¢i (budu¢i da pro-
izvodi strah) i odrzavanje konstantnog psiholoskog pritiska potrebnog za ucvr-
$¢ivanje moci — onaj kome je upucena prijetnja treba da zbog straha postupa
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When it comes to Ahmed Nuruddin, more intensive emotion
than fears of power is his hatred. She will be a flywheel of his revenge.
In contrast, Hamlet resigns revenge. And at one and at the second
hero, we follow their course of thought all the time. The turning
of attention to the internal plan instead of an external is one of the
Shakespeare’s dramaturgical improvements. In the novel Death
and the Dervish of the internal plan is dominated by part. It will be
Ahmed Nuruddin and its reflection are an important instrument
of finding the motivation of the protagonist and the dominant way
of its characterization.

In relation to the older pattern of revenge tragedy he used in
Titus Andronicus, William Shakespeare’s Hamlet is undoubtedly
better at many dramaturgical fields, especially in that segment of the
play which is moving focus from the external towards the internal,
which results in cause-and-effect ties between delaying revenge and
the protagonists’ character. In Hamlet, it is about Hamletism (Klein
1964: 63), and in Death and the Dervish, revenge is Nuruddin’s
personal decision, the product of his hatred-soaked mind. The gap
that used to exist between the initial and ultimate main moment,
crimes and its revenge, now is inebriated by internal turmoil of the
hero (Kosti¢ 2010: 39).

Only when, almost a decade later, Shakespeare began his
second revenge tragedy, Hamlet, the complete development of his
dramaturgy during those years was obvious. This evolution can be
seen in all aspects: style is no longer intrusive with aggressive rhet-
oric; characterization is much deeper; themes are more numerous
and more diverse; and there is a lot of wider emotional, moral and

prema Zzelji upudivaca prijetnje. Naravno, zastrasivanje ima funkciju kontrole;
u ovom slucaju lokalni mo¢nici, preko svog medija [...]. Prijetnja, proizvodeci
strah, treba navesti druge da se ponasaju onako kako Zzeli upuciva¢ prijetnje,
odnosno kako zeli vlast ¢iji je cilj dovesti Nuruddina u ponasanje sukladno nje-
nim interesima. Medutim, djelotvornost prijetnje je ostvarena jedino ako poluci
zeljeni rezultat, tj. ponasanje u skladu s ciljevim upuéivaca” (Dedovi¢ 2012).
https://arhiva.tacno.net/novosti/represija-kao-dio-diskursa-moci-u-romanima-

mese-selimovica/
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philosophical range. Moreover, Shakespeare has quite effectively
solved the central structural problem of a revenge tragedy — her
delayed revenge - turning it inside and explicitly connecting with
the character of the protagonist. This gap between two main lines
of action is not filled with a series of sensational physical events or
bombastic speech, but internal agonies of central character. This
change in the outside of the inner drama helps to explain another
innovation that Shakespeare involved in the conventional tragedy
of revenge, which changes its structure (Kosti¢ 2010: 39-40).

“[...] the problem of setting a key event solved in a way that is con-
ditioned by Shakespeare’s concept of that tragedy in Hamlet as well.
Since in that play the emphasis is not on external events, but on the
inner survival of the avenger, the revenge tragedy structure has been
changed, so the physical act of the murder the main hero should
avenge is transferred in the time prior to the start of the play”!

(Ibid: 70).

The tragedy of revenge rests on the crime revenge motive
(Kosti¢ 1982: 64). “The main elements of tragedy revenge are well
studied and familiar. Some criminal commits a great crime. The
main hero is trying to avenge that crime“'** (Ibid.). In Hamlet and
in Death and the Dervish, it is a political crime. In both pieces of
writing, the criminal is the Machiavellian type of a hero or a Mach-
iavellian hero.

“The tragedy of revenge is interested in what causes the need
for revenge, crime, revenge that, [...] does not follow immediately

151 I u Hamletu je [...] problem postavljanja klju¢nog dogadaja resen
na nacin koji je uslovljen Sekspirovom koncepcijom te tragedije. Posto u toj
drami naglasak nije na spolja$njim dogadajima, nego na unutra$njim pre-
zivljavanjima osvetnika, struktura tragedije osvete je izmenjena, pa je fizicki
akt ubistva koje glavni junak treba da osveti izmeSten u vreme pre pocetka
drame” (Vicro: 70).

192 Glavni elementi tragedije osvete su dobro prouceni i poznati. Neki
zlo¢inac pocini veliki zlo¢in. Glavni junak pokusava da osveti taj zlo¢in” (Kosti¢
1982: 64).
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after identifying the killer”'** (Ibid: 66) and what connects these two
moments. Revenge connects two parts, but, the motivation of revenge
in them is completely different in two protagonists.

Both pieces of writing, Hamlet and Death and the Dervish are
writings tackling the inner depths of their protagonists. These two
literary pieces of writing are engaged in their contradiction, a disa-
greement of the rules inside them.

“The essential solution of the play is a disposal of revenge by bringing
into an immediate and firm connection with the protagonist’s charac-
ter [...], inner conflicts in the soul of the main character without the
possibility of a real solution. [...] When the problem is observed on
the level on one set of values, one solution is imposed; immediately,
however, the solution is overthrown when the problem is considered
according to the another set of values. In that case, the original solution
is annulled and the other, contrary to the first is imposed”'** (Ibid: 67).

What the revenge tragedy does not deal with are the situations
causing the crime in question as well as those following it since “...]
tragedy of revenge neither investigates the path leading to to the crime,
as in the case of Othello, nor the one ensuing after it had happened, as
in the case of Macbeth'*® (Ibid: 65). The focus of the revenge tragedy
is pointed on two crucial moments in the play. The first one is its
beginning in which hero is burdened with the task of taking on the
revenge and its end in which revenge happens.

One of the main aspects to be considered when analysing this
Shakespeare’s tragedy is the position of the main character” Hamlet

193 ,[...] ne sledi odmah nakon identifikovanja ubice” (Mcizio: 66).

154 ,sustinsko resenje drame je odlaganje osvete dovodenjem u neposred-
nu i ¢vrstu vezu s karakterom glavnog junaka [...], unutra$njim sukobima u
dusi glavnog junaka bez mogu¢nosti stvarnog resenja. [...] Kada se problem
posmatra na jednom planu vrednosti, namece se jedno resenje; odmah zatim,
medutim, nad to resenje nadnosi se drugi sistem vrednosti, koji prvobitno rese-
nje ponistava i namece drugo, suprotno od prvog” (Mcitio: 67).

195 [...] tragedija osvete ne istrazuje ni put do zlo¢ina, kao Otelo, ni posle
zlo¢ina, kao Magbet” (Vcto: 65).
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belongs to the Elizabethan tradition of revenge. And in such a trag-
edy”, Gardner says — “it’s basic that the main hero did not create a
situation in which he was, from which tragedy happens** (Gardner
in: Koljevic 1981: 79). What makes Elizabethan tragedy revenge is
psychologically interesting is its character because it is derives from
morality (Kosti¢ 2011: 37).

“Morality play is an allegorical drama whose shop portrays the fighting
forces of the fellow man’s soul. [...] The morality also entered the no-
tion of a dramatic action portraying manss life as a problem of choice
between significantly contradicting behavioralities, ie as permanent
moral self-determination”” (Kosti¢ 1983: 65).

It is the most striking element of Hamlet and Death and the
Dervish especially when it comes to two possible choices that are in
complete opposition to each other, as those between whom Hamlet
and Ahmed Nuruddin are located.

“The morality possessed a germ of tragic ideas, but the religious
dogma did not allow evil ever to triumph, at least temporarily. That
is why the Renaissance tragedy in England was under the greater
influence of the classic tragedy, especially the tragedy of the Roman
drama of Seneca. Seneca was interested in human character in her
dramas and was trying to establish what makes him a tragic creature”
(Andrejevic 2010: 122).

Na taj nacin unutrasnje preispitivanje postaje teziste drame
Hamlet, a uporedo sa tim engleski dramaticari preuzimaju i druge
odlike od Seneke.

156 XamyeT mpurazia ennsabeTaHCKOj Tpajuiuje ocBeTe. A y TaKBOj
BPCTU Tparefinje — Kaxe lapaHepoBa — OCHOBHO jé ,,/1a IJTAaBHY jyHaK HMje CTBO-
pMO CcUTyaumjy y Kojoj ce Hamasu u u3 Koje tpareguja mocraje” (Tapmuep y:
Kormesuh 1981: 79).

157 ,Moralitet je alegorijska drama cija radnja prikazuje borbu suparnickih
sila 0 ¢ovekovu dusu. [...] Moraliteti su takode uneli pojam dramske radnje koja
prikazuje ¢ovekov Zivot kao problem izbora izmedu bitno protivre¢nih mogué¢nosti
ponasanja, odnosno kao stalnog moralnog samoodredivanja” (Kosti¢ 1983: 65).
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His main heroes meditate on the destiny and want to know the reason
for their behavior and justify it. This self-examination of man, his
search for a solution located between passion and reason is the main
element of this Elizabethic tragedy. This will take advantage of the
dramatists who belong to the circle of university minds (Thomas Kyd,
Christopher Marlowe and Others). They also follow Seneca’s model
of an explicit way of describing the killings and massacre that caused
horror, with that difference that such images in Seneca did not portray
themselves on the scene. So, English dramatists take over the worst,
theatrical, commercially, frightening - spirits, violent images, revenge
(all in tragedy Gorboduc, Thomas Sackville and Thomas Norton), but
also the best — magnificent hope in the magical power of language with
the help of drama, whatever the subject to speak, rejects logic. By the
unfortunate and exclusive influence of Seneca formula horror and fear,
Chapman and Shakespeare“*® (Ibid.).

In Shakespeare’s drama, the task of revenge was imposed in the
throne in introductory scenes by the avetics for which he was not sure,

158 JMopanureTn €y MocefoBaIy KIUIY TParndHe Ujeje, anu pPeTuruo-
3Ha JIorMa HHje 03BO/baBaa fia 3710 MKaja Tpujymdyje, Makap MpUBpPeMeHO.
3aro je peHecaHcHa Tpareanja y Enrreckoj 6uma mox Behum yrunajem xia-
CHMYHe Tparefyje 1 TO IOCeOHO Tparemuja puMmckor ppamarndapa CeHeke.
CeHexa ce y CBOjUM JipaMaMa MHTEPECOBAO 32 JbY/ICKM KapaKTep U MOKyIIa-
BAO je /la yCTAaHOBM IITA I'a YMHM TparnyHuM 6uhem. Hberosu rimaBHM jyHaIu
MeJUTHUPAjy O CBOjOj CYAOVHI ¥ 5KeJle fja Ca3Hajy pas/ior CBOT HOHAIIAba I 1a
ra ompasfajy. OBO caMOMCINTUBabe YOBEKa, IeroBa IOTpara 3a pelemheM
KOje ce Hajasyu U3Mehy cTpacTu u pasyMma ITIaBHU je €lleMEeHT U elu3abeTnH-
cke Tpareauje. To he mpBO M y IyHOM CMUCITYy UCKOPUCTUTHU JpaMaTHyapy
Koju mpumnazajy kpyry Yausepsurerckux ymosa (Tomac Kup, Kpucrodep
Mapro u gpyru). Oun npare 1 CeHeKIH MOJie/T eKCIUIMIMTHOT Ha4lHa OIIca
ybucTaBa 1 Macakpa Koji Cy M3a3MBajIl XOpOp, C TOM PA3IMKOM Jia Ce Tak-
Be cnuke kofi CeHeKke HUCY IpUKasMBaje Ha ClieHU. [lakie, eHIJIeCKM Apa-
Marn4gapy Inpeysumajy of CeHeke OHO Hajrope, TeaTpamHO, KOMepIIVjalHo,
3acrparyjyhe — myxoBe, HaCu/IHe C/IUKe, OCBETY (CBe MIPUCYTHO y Tparefuju
Top6opak, Tomaca Caksuna n Tomaca HopTona), anu u oHO Hajoosbe — Benu-
YaHCTBEHY HaJy Y Marujcky moh jesuka y3 momoh kojer apama, 6110 0 KOM
IpenMeTy fia roBopy, opbaiyje noruky. Hecpehnom u uckpyunBom yruiajy
Cenexune ¢opmyne xopopa n crpaxa mobermu cy Yanman u Ilexkcrmp”
(Anpgpejesuh 2010: 122).
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whether he was only Mefistophelic temptation. requiring revenge,
which implies the killing of the negative hero, his “unnatural father™*
by his Uncle, usurpator, a murderer, criminal. The old King Hamlet
reveals the truth to Hamlet:

“Thus was I, sleeping, by a brother’s hand

Of life, of crown, of queen at once dispatched,

Cut off even in the blossoms of my sin,

Unhouseled, disappointed, unaneled.

No reckoning made, but sent to my account

With all my imperfections on my head“'® (I. 5. 74-79).

In the Death and the Dervish, we are initially introduced to the
fact that Ahmed Nuruddin’s younger brother Harun was arrested and
imprisoned in the fortress. Later in the piece, He would not only be
arrested but imprisoned as well. Dervish believes it must be due to
something harmless since, his brother is not a criminal. Hence, he
could not have done anything against the law. However, the authorites
thought it was serious enough to get him killed. The content of the
tragedy of revenge lies in the space between the two moments.

The part of that space is used by the hero, that is the avenger
aiming to find out the truth about the crime and to be able to fulfill
his task and execute revenge. Ahmed Nuruddin was not the one who
started anything remotely leading to the circumstances he found him-
self to be in. So, he fits the description provided by Nikola Koljevic. In
his book, he argues there were external circumestances creating the

199 Xamyer mpmbajyhm cebu y 6pany kaxe fa je Knaynuje meros ,Herpu-
ponuu oran” (Ilexcnmp, Benuxe iwipaieguje, 2022: 17).
160 PykoM 6paToB/beBOM, Y CHY,
JIviieH KMBOTA, KPyHe, Kpa/bulie,
Y 11BeTy CBOjUX IPeX0oBa UCTPTHYT,
bes npunpewme, npuyentha, momasama,
be3 obpauyHa Ha CTpaIIHM HOCTAT CYH,
Ca cBYMM CBOjUM IpecyMa Ha ITTaByu

(Ibid.: 34)
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overall atmosphere of necessity for revenge. On the other hand, the
hero in such a situation has to act on the basis on his inner principles.

This is very important when it comes to Ahmed Nuruddin because
he is only an ordinary member of the society, but a priest, a dervish
whose behavoir must be entirely restricted by imperatives of religion
and his inner religion-oriented guidelines around which he (re)invent-
ed his life upon returnig from the war and finding out the women he
loved had married another man. That is how Ahmed Nuruddin fits the
description of a Shakespeare’s hero. According to Koljevi¢

“the avenger is a man in a situation that is imposed on his outside. He
cannot choose the frame of his existence, but only to determine who he
is within it. And Shakespeare created such a hero whose deepest impulse
is the creation of life out of himtself, to suit him and in line with his
numerous and complex spiritual imperatives” ! (Koljevic 1981: 80).

Ahmed Nuruddin, however, is divided between two conflicting
systems simultaneously exsisting within himself. The first one is his
dervishness in which he loses himself and to which he is completely
subordinated thus identifing himself absolutely with the Islamic
dogma postulates. His personal identity was completely annulled by
his socially constructed identity. His internal conflict takes place be-
tween not opting for superstructural and human ideals by not doing
everything he can as a brother and the son. It is a conflict between its
identity as a member of the Order and biological imperative (Ivanov
2017: 384).

Harun and what happens to him, how, why, on what grounds
become a focal point of disagreement of Ahmed Nuruddin with the
situation caused by the decision-making authorities and disobeying
the rules in the name of which, paradoxically, he does everything he

161 LOCBETHJK je YOBEK y CUTYaLMjy Koja My je M3BaHa HaMeTHyTa. OH He

MOXKe J1a 61pa OKBMP CBOT IIOCTOjama, Beh camo ma ce oppelyje yHyTap mera.
A Tllexcrmp je CTBOPMO TAKBOT jyHaKa YMju je HajayO/bM MMITY/IC CTBaparbe
JKMBOTA U3 cebe, 10 CBOjOj MepM 1 Y CKIIAAY Ca CBOjUM OPOjHUM U CITOXKEHVM
nyxosuuM ummeparusruma’ (Komesnh 1981: 80).
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does after becoming aware of having lost his brother, and what’s more,
an innocent man having been killed basically for no reason but the
authorities benefiting from it. This also goes for the murder of the
father and taking the throne over from Hamlet by Claudius.

Time flies between the dervish knowing that his brother was first
arrested then killed and his revenge. Within that timeline, tectonic
earthquakes in the inner, emotional and spiritual being of the two
protagonists, resulting in Hamlet and Ahmed Nuruddin we met at
the beginning of these two writings are not the same people at the
end of the two literary pieces of writing they once were, but only look
the same and carry the same name. However, their behavior change
leading to the fatal, tragic end. During the novel development, nothing
remains the same and unchanged in them. Between those moments,
Nuruddin tempts Mullah-Yusuf, as Hamlet tempts Claudius aiming
to provide evidence of the guilt to make taking up the revenge easier.
(Kosti¢ 1982: 66). Although Hamlet already has it in the form of the
“[...], half-evidence, if it can be said so, obtained from the afterlife and
brought by a ghost, and the final evidence is obtained in the “Mouse
Trap” scene” [... ]”'%* (Kostic 1982: 66).

It is a vital element of the revenge tragedy because both us and
Hamlet learn about the crime committed by Claudius, a self-imposed
ruler to whom the throne belonged owing to having married the old
King Hamlet’s widow, from the Ghost. Such marriage was considered
at least problematic when it comes to law, legitimacy and morality of
that time. Namely, “[...] marriage between a widow and her brother-
in-law endangers the son’s heritage right. The son is the first in the
line of the inheritance but his mother marying the father’s brother
threatens to annul the law of the legitimate successor™® (Spremi¢

12 _[...] ;monynoxas”, ako ce Tako Moxke pehn, cTipke n3 3arpo6HOr cBeTa

U JOHOCH I'a jefjaH AyX, a KOHa4YHU 0Ka3 mpubassba ce y ,CLeHN MUIIOIOBKe”
[..]” (Kosti¢ 1982: 66).

16 ,[...] brak udovice i devera ugrozava nasledno pravo njenog sina. Sin
je prvi u liniji nasledivanja a ocev brat drugi, ali maj¢ina udaja za o¢evog brata
preti da ponisti sinovljevo pravo legitimnog naslednika” (Spremic¢ 2011: 47-48).

138

Prelom - M T - KNJIGA.indd 138 22-Jul-25 19:55:05



THE NEW HISTORICIST PARALLELS OF HAMLET AND DEATH AND THE DERVISH

2011: 47-48). Claudius, the main gear of the repressive mechanism
killed an innocent man for the sake of acquisiting the royal crown,
authority and Gertruda’s body (despite the love the play implies),
that is achieving his own interests. The aforementioned resulted in
Hamlet becoming furiously estranged from Claudius and his mother,
Ophelia, from the entire court, basically, subsequently including those
he considered his friends.

The same kind of estrangement is Ahmed Nuruddin’s, owing
to the emotional injuries he suffered. The real word for this kind
of the relationship between the protagonists and everyone else is
alienation. Except for several of his spiritual relatives, the members
of his religious family, the one he found behind the tekke door, the
dervish was alienated from people in general, his biological family,
and, finally, from women in general because of an paricular one, until
meeting the kadi’s wife that reminds him of the love from his youth
who betrayed him by marrying somene else (despite the fact it was
a choice imposed on her rather than the one she made) became the
dervish. Her body belongs to another man. Although, at the end of
the novel, we learn that her body may have previously belonged to
him. This is implied by the arrival of a young man who is the dervish’s
potential biological son (Selimovi¢ 2018b: 373).

We can conclude that Hamlet and Death and Dervish tackle
the themes and motives such as death, sons and crimes of machia-
velian heroes conducted by the authorities. The authorities in Death
and the Dervish killed an innocent man for providing their staying
in power thus protecting their interests which is to conceal their
wrongdoings such as fabricating a trial that never happened and to
prevent the one who happens to know about it and witnesses about
it with his very eyes, by reading the document confirming that, from
sharing the classified information with the rest of the community.
That person is Nuruddin’s brother, Harun. Upon knowing about
it, Nuruddin is obliged to avenge his brother in order to protect
justice and values thus punishing the felons. Hamlet and Ahmed
Nuruddin share the same problem, which is the “[...] contradictory
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ideas paralyzying crossroads [...]”'** (Kostic 1982: 67). In this way, the
inner conflict arises.

An important feature of tragedy of revenge is moving the focus
from the outside to the what is happening inside the characters. This
means the accent in the tragedy of revenge is not on the fable and
situations derived from it, which are recognized as problems, but on
the echo of these situations within the heroes (Ibid.). Both Hamlet and
Ahmed Nuruddin are in that way true heroes of tragedy of revenge
because the focus of both pieces of writing is their inner conflict be-
tween how they are, or, better yet, how thay should be perceived by
the society. At the same time, this lack of what is real on the nside as
opposed to what is fake on the outside is an essential characteristic
of the Nietzche’s subject. The mask is the gap between the internal
and external in the hero, what we see and what really happens inside
themselves.

What differentiates Hamlet and Ahmed Nuruddin and, conse-
quently, these two literary pieces, is the protagonist's attitude towards
revenge. When it comes to a typical tragedy of revenge, ,[...] the
avenger blames himself because he fails to punish the criminal”'®
(Ibid: 64). In the first part of the novel, Ahmed Nuruddin is safe in
his reasons for not acting. His reason is his utter service to religion.
He is convinced of the correctness of his attitude

In addition, one of the characteristics of tragedy of revenge is that
in it “[...] the avenger’s initiative does not lead to the final denouement,
but the criminal finally provides him with the opportunity he had to
wait until then™ (Ibid: 65). That is where this novel also deviates
from a tragedy of revenge.

And when he becomes kadi, Ahmed Nuruddin does not give
up his conscience as the main generator of his decisions. Hamlet,

164 [...] paralizujuce ukrstanje protivre¢nih ideja [...]” (Kosti¢ 1982: 67).

165 ,[...] osvetnik krivi samog sebe §to ne uspeva da kazni zlo¢inca” (Kosti¢
1982: 64).

1% [...] do kona¢nog raspleta ne dolazi na inicijativu osvetnika, nego mu
zlo¢inac najzad pruza priliku koju je do tada morao da ceka” (Vcro: 65).
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on the other hand, is a typical hero of a tragedy revenge because his
self-indulgence in all drama knows that acts should be repeated in his
monologues. One of the most striking is as follows:

“Why, what an ass am I! This is most brave,
That I, the son of a dear father murderd,
Prompted to my revenge by heaven and hell,
Must, like a whore, unpack my heart with words,
And fall a-cursing, like a very drab,

A scullion!

Fie upon’t! foh!“!¢”

(2,2, 67-68)

Disgust is a motif that connects the Dionysiac man (Nietzsche
2003: 39), which prevents him from acting. Hamlet bitterly resents
himself the inaction, while Ahmed Nuruddin insists on his belief in
God’s plan, which involves a big picture that only God will change,
and therefore any action does not make sense. That is why Nurud-
din hesitates. His consciousness is ideologized to the extreme. He is
blinded by ideology. Hamlet, on the other hand, is afraid.

In this play, the Prince returns from England with his task of
Claudius’ murder after he received proof that Claudius had wanted
to murder him. The Prince will fulfill his duty to take up the revenge
aware that he did not get into it driven (just) by his personal hatred
but as a ruler obliged to free his country and its people from the mor-
ally rotten usurper and his harmful influence that can be fatal for the
entire Danish country.

167 Ax. KakaB cam marapan! Jecr ,,xpabpo”
Jla ja ybujeHor, aparor ona cuH,
He6oM 1 ak/IoM Ha OCBETY FOMbEH,
Mopam Ko KypBa fia CpLy O/IaKIam
Peunma, ma cam fao ce y 1coske,
Ko npaBa pura, ko cygonepa.
Tagum ce Ha 1O, 1dyj” !
(Iexcrmp, Benuxe iwipaieguje, npes. Cumuh u Ilangyposuh, 2022: 60)
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2.1 THE MACHIAVELLIAN HERO IN HAMLET
AND DEATH AND THE DERVISH

The political discourse of the Shakespeare’s tragedy relies heavily
on a Machiavellian doctrine. It shook severely the foundations of the
system of values that was current prior to this occurence, and the state,
social, political structure that had had its own pattern by which society
as a political totality, and thus the political life within this entirety,
was organized. The controversy of this doctrine lies in the fact that it
makes a clear and ambiguous distinction between two phenomena,
which will be incessantly used by Shakespeare to build his (historical)
tragedies with major success owing to very convincingly portraying
this gap represented in the characters of rulers.

“Namely, Machiavelli’s piece The Governor shattered the traditional
understandings of political life. Prior to that book being pubished,
the state was considerd a sphere of a general ,chain of beings” in
which the same system of values as inside of a human being as well
in the cosmos was reflected. And nowall of a sudden, Machiavelli
starts talking about the state as the authority and the technique of
ruling, thus separating politics and morals as two different things™'®
(Koljevi¢ 1981: 102).

The most significant challenge directed towards the doctrines
on the ruler’s divine right originated from Machiavelli’s piece The
Governor (printed in 1532). This book faced a wide condemnation
and censorship across Europe; however, its basic ideas were well
known among educated English, despite the absence of its English
translation. Moreover, no European monarch remained was indiffer-

18 _Hamme, MakujaBenujes Braganay je HaHeo TeXakK ypapall Tpa-

AMIMOHATHMM CXBaTamyMa IIOMNTUYKOT XXIUBOTa. IIpe Te Kmure gpxxasa
je mocMaTpaHa Kao jegHa c¢epa omuirer ,,aaHua 6uha” y kojoj ce ornegao
MICTHU CHUCTEM BPEJHOCTM Kao y YOBEKY M KOCMOCy. A caza je MakujaBenn
(Niccolo Machiavelli) opjenHoM 1moveo a roBOpu O [p>KaBy Kao BIACTU U
TeXHUIM BIajama, pasjBajajyhn TuMe MOIUTUKY M MOpPAJ Kao [iBe pasjm-
ante ctBapu’ (Komesnh 1981: 102).
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ent regarding the repulsion of the author’s advice to rulers, many of
whom implemented these strategies. It is obvious that not only was
Shakespeare familiar with this writing, but he was also thoroughly
engaged in its content. This piece was the most common criticism
of the ruler’s divine right (Milanovi¢ 2009: 8).

Apart from the Machiavellian heroes, “the second connection,
or analogy with Machiavelli, however, is more important for reflec-
tion of the politics arising from historical plays™® (Be¢anovi¢-Niko-
li¢ 2013: 66). Namely,

“understanding the state organization, in all European countries,
without exception, was monarchistic, and the monarch, was, without
exception, understood as the anointed God’s representative on Earth.
In addition, at least nominally, Christian moral principles were used as
a superior community ideological framework. The radical innovation,
which Machiavelli clearly articulated, and for which in Europe it was
also severely difficult to be accepted by the churches, both Catho-
lic, and Protestant, as well as by the secular authorities, introduced
Machiavelli’s demystifying and clearly defined separation of religion
and politics. He has portrayed that monarchs do not necessarily have
to behave in accordance with Christian moral principles, and that,
moreover, it is not even desirable. for a successful rule. Religion is, in
conjunction with the state ruling, considered a means enabling the
subjects’ ruling and manipulation at best. His political theory implied
that ruling the state, and therefore, the course of events the history
arises from, do not depend on the Predestination but the person’s
will, intelligence, political insight, his/her art of war and art of ruling
during peaceful times™'” (Ibid.).

199 ,3a IpOMMIIbatbe IIONMTUKE KOje IIPOM3IIA3y U3 UCTOPUjCKUX ipamMa
BaXHMja je,MehyTum, npyra Besa, nnu aHanoruja, ca Makujasenujem” (Beua-
nosuh-Huxonuh 2013: 66).

170 cXBaTarbe [PXKABHOT YCTPOjCTBA je Y CBUM eBPOIICKUM Ip)KaBaMa, 6e3
u3yseTKa, 6110 MOHaPXMCTUYKO, & MOHAPX je, 6e3 13y3eTKa, 010 CXBaTaH Kao
MMpPOIIOMa3aHu OOXjU IPeCTaBHIK Ha 3eM/bI. Y3 TO Cy, 6apeM HOMUHAJIHO,
uipra n xpuirhaHcka MOpaIHa Hadesa, Kao IPeTIOCTaB/beH! UJIeOTOIIKHU OK-
BUp 33jefiHuLe. Pajukanny HOBUHY, KOjy je MaKujaBenu jacHO apTUKY/INCAO, a
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He was introduced in the tradition of English Renaissance drama
by Christopher Marlowe. A literary character portraying Machiavel-
list’s traits, and whom, based on them, we can call a Machiavellist,
whom we can also describe as ,,[...] a resourceful manipuator playing
with the lives of others [...]”"7! (Sofranac 2013a: 349), as Claudius, and,
especially, Aini-effendi.

Jan Kott tackles the Shakespeare’s work’s political aspect with
regard to history and the time in which he wrote. He focuses not only
on the figure of the ruler and the historical relevance of his title, but
also on the benefits accompanying power in the chapter “Kings” of
the book Shakespeare Our Contemporary. In this book, he empha-
sizes what is considered and how iportant the royal insignia was for
Shakespeare to write about and mentioning, for example, a gold coin
as a metaphor of power and wealth. This books is fraught with the
parallels connecting history, the Middle Ages Renaissance England
political philosophy and the ruler’s position within it.

When it comes to the cruelty of a ruler and his superior authority
Jan Kott argues that: “Kings do not entrust the secret murder, they just
allow it to be commited””? (Ibid: 29). It is a link with the Death and
the Dervish. We do not know who Harun’s killers are per se, we do

Kojy cy y EBponu Terko mpuxsartuse u 1I[pKBe, KaKO KaTONMMYKa, TaKo U MPo-
TeCTAHTCKa, ¥ CBETOBHE BIACTH, YHeNO je MakujaBenujeso femuctudukyjyhe
U jacHO #edMHMCAHO pasfBajame pemmruje u nonutuke. [Tokasao je ga ce
MOHApCH He MOPajy HY>KHO HOHAIIAT! y CK/Iafy ca XpUIIhaHCKMM MOpPalHUM
HayenMMa, Te fia TO, IITaBMIIe, 32 YCIeNIHY B/IaJlaBUHY YaK HUje HU MOXKe/bHO.
Penurujy je, y cripesu ca ymehem Bobema fpxaBe, y Hajoo/beM CIy4ajy BULEO
Kao cpefcTBO noMohy Kojer ce Mo>ke yIIpaB/baTi ¥ MaHUITY/IMCATH IIOTAHNIIN-
Mma. VI3 mwerose MoauTUYKe TeOpUje IPOUSUIASIUIIO je, Hajsajl, ja yIpaB/barbe
p)KaBOM, I1a CaMIM TUM ¥ TOKOM forabaja off Kojux HacTaje MICTOpMja, He 3a-
BucK off boxjer mposubema, Beh off /pyacke Bragapcke Bojbe, MHTENMUTEHIje,
HO/IMTUYKE IPOHUIUBMBOCTY, yMeha paroBama u ymeha Bmamama y mMupy”
(beuanosuh-Huxomnh 2013: 66).

71 ,[...] snalazljivog manipulatora koji se igra zivotima drugih ljudi [...]”
(Sofranac 2013a: 349).

172 Kraljevi ne poveravaju tajno ubistvo. Kraljevi samo dopustaju da se
ono izvrsi” (Kot 1990: 29).
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not know their names but we know whose signature is on his death
verdict at first masked as arrest. What matters is what, in addition to
signifying a public figure (Hristi¢ in: The Scene 1967: 372), he has a
name. He is Aini-effendi. In Hamlet, the secret murder is executed
by Claudius himself.

Jan Kott dissolves the ruling/ruler figure on two components:
“The personality of the king and ruler [...] connects two opposites:
a member of society and the one who is outside society: a man like
everyone else and the sacral personality””* (Kott in: The Scene 1967:
319). Hamlet and Ahmed Nuruddin are an example of this identity
division. The essence of Jan Kott’s Great Mechanism is closely related
to the ruler violent overthrow and the fight for power between the
exponents of the authority generating crime in order to obtain the
power in question. Since any ruler wants to be powerful, he must
remove competitors at the throne (Kott 1990: 24) and get the crown.
This violent authority is a ruler’s regime.

In this sense, Greenblatt says in his book The Tyrant'7*: “Tyrant’s
triumph is based on lies, empty promises and violent removal of rivals™”®
(Greenblatt, trans. Stojanovi¢, 2020: 94). In his opinion, “tyranny turns
the entire structure of power upside down: legitimacy is no longer in the
center of the state, but in the victims of violence™'” (Ibid: 142).

As Stephen Greenblatt says, Shakespeare tried to portray the
reality of the age in which he lived under the cloak of history. “How-
ever, Elizabethan theater was also ruled by censorship. Admittedly,
the censors sometimes knew how to be sloppy, but they would never
allow the dramatization of conspiracies against the Queen’s regime”

173 Li¢nost kralja i vladaoca [...] spaja u sebi dve suprotnosti: ¢lana
drustva i koji je van drustva: coveka kao i svi drugi i licnosti sakrane (Kot u:
Scena 1967: 319).

174 Grinblat, Stiven, Tiranin: Seksir o politici, preveo Vladan Stojanovié,
Beograd: Vulkan, 2020.

175 JTiraninov trijumf zasnovan je na lazima, ispraznim obecanjima i
nasilnom uklanjanju rivala” (Grinblat, prev. Stojanovi¢, 2020: 94).

176 tiranija okrece ¢itavu strukturu lasti naopacke: legitimnost vise nije u
sredistu drzave, ve¢ u Zrtvama nasilja” (Vcro: 142).
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(Greenblatt 2020: 19). Therefore, “[...] it is possible to perform it by
moving events to distant places or by describing events from the dis-
tant past” (Ibid.), and “Shakespeare was a master of displacement and
strategic circumvention” (Ibid: 20). His mastery lies in the following:
“[...] he kept a safe distance from current events™”” (Ibid).

Both pieces of writing, the play Hamlet and the novel Death and the
Dervish deal with “[...] who has the right to kill a man without a trial and
without the right to a trial”'”® (Egeri¢ 2010: 94), not only in the context of
a fake confession on which Harun came across while working as a scribe,
an official in the government system, who did not have any authority
or participated in her schemes, but suffered from them, but also in the
context of his and the murder of King Hamlet who was killed sinful.
Claudius killed his brother by poisoning him during his afternoon break.
He married his brother’s wife as soon as he entered into consanguineous
marriage. And, he dethroned his stepson Hamlet by usurping the Danish
throne, which was made possible by his marriage to Gertrude.

Nikola Koljevi¢ claims in Shakespeare the Tragedian: Andrics
Masterpiece'” that Claudius is at the top of the political hierarchy.
He plays the parts of a flawed monarch and a crafty criminal in
Shakespeare’s play. In order to steal his wife and his kingdom he sur-
reptitiously poisoned his brother while he was asleep. Claudius deceit
is based on this interplay between personal desire and royal power.

177 ,Medutim, elizabetanskim pozori§tem vladala je i cenzura. Cenzo-
ri su, doduse, ponekad znali da budu aljkavi, ali dramatizaciju zavera protiv
kralji¢inog rezima nikad ne bi dozvolili” (Grinblat, prev. Stojanovi¢, 2020: 19).
360r Tora ,[...] je to moguce izvesti izmestanjem zbivanja na daleka mesta ili
opisivanjem dogadaja iz daleke proslosti” (VMcto)”, a ,,Sekspir je bio majstor
izmestanja i strateSkog zaobilazenja” (Vcro: 20).

Hberoso majcTopcTBo Kpuje ce y cregehem:
»[...] odrzavao je bezbedno rastojanje od tekuc¢ih dogadaja” (Vicro).

178 ,[...] xo uma mpaBo fja youje qoBeka Oe3 cyna u 6e3 mpasa Ha cybeme”
(Erepuh 2010: 94), [...].

17 Komesuh, Hukora, Hlexcaup, wpaiuuap: Angpuheso pemex-geno, beo-
rpaz : Cryx6enn rmacHuk ; bama Jlyka : Akajemuja Hayka u ymjetHocTi Perry-
6muke cpricke, 2012.
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When he exhibits obvious signs of distress in Hamlet’s presence his
true nature becomes apparent revealing his fear and his incapacity to
confront the gravity of his actions. Even though he is somewhat con-
scious of his transgressions he is immune to Polonius’ false assump-
tions regarding Hamlet’s purported insanity. Claudius even comes
up with a seemingly clever scheme to kill Hamlet while disguising
his self-serving intentions as concern (Koljevi¢ 2012: 195-197). He
unintentionally admits his own moral decline though when he says
this during a prayer session.

This confession highlights the futility of his attempts at redemp-
tion. Thus Claudius, as a political figure, appears as an essentially petty
criminal. Unlike Shakespeare’s more terrifying villains, his crimes
stem from a base emotion - envy. He is unable to bear the thought of
his brother’s kingship overshadowing his own ambitions. This deep
sense of inadequacy is further illustrated by his desire to have his
transgressions quickly forgotten, wanting to return to a semblance of
fairness. The character of Claudius reveals a deep moral inconsistency,
as well as his inherent pettiness even in his criminal endeavors. His
character reveals a childish moral inconsistency (Ibid).

The depiction of such an evolutionary archetype in homo po-
liticantus in Hamlet is not accidental. For a protagonist who is his
own worst adversary, the most terrifying challenges often come from
those who pose no real threat. Shakespeare, with his extraordinary
insight, recognized the triviality of such individuals. He understood
that they do not represent a subject but a relationship, which is always
one-sided and which does not proceed from oneself to the other but
vice versa. Moreover, he seemed to realize that the obsession with
power is inherently questionable, as it ultimately dehumanizes the
individual, reducing him to a mere relational dynamic. This leads to
a state in which one ceases to exist as an individual whose integrity is
stable and independent of others, but instead relies on others to con-
struct one’s identity, in order to give it the support that the inherent
does not have (Ibid).
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Therefore, he made Hamlet unhappy on a personal and political
level by taking away his father and the right to rule, but also his mother,
which raises the question of Hamlet’s psychosexual functioning. By
his apparently kind behavior towards Hamlet at the beginning of the
play, which begins

“[...] to the sad laments of Hamlet, who mourns the death of his father
and the inappropriate behavior of his mother, the Ghost of the late king
suddenly appears. At night, on the ramparts of the castle, he reveals
to his son the terrible” crime of which he is the victim and invites his
son to take revenge on Claudius. [...] faced with this revenge as a duty,
Hamlet retreats beyond expectations. Over the course of four acts, we
will see him pretending, taking advice, blaming himself and despairing
in order to admit to himself as openly as possible that he is not capable
of killing his uncle. He is only able to prepare a performance of the
comedy Mousetrap in his moments of forced leisure in order to expose
the criminal [...]”*® (Parry in: The Scene 1967: 387),

after he killed his father and took away both his mother and the state,
we conclude that Claudius is a hypocrite, and hypocrisy is one of the
most prevalent levers of Machiavellian behavior.

Aini-effendi, on the other hand, is responsible for the murder
of Nuruddin’s brother Harun. He is a hypocritical ruler who twists
Nuruddin’s humane and brotherly behavior into behavior that un-
dermines the law. Although he is not the one who killed Harun, he
is responsible for his murder. Together with the musellim and the
mutfti, he stands not only behind this crime, but behind crime as a

180 _[...] turobnim Zalopojkama Hamleta koji tuguje zbog smrti svoga
oca i nedoli¢nog ponasanja svoje majke, iznenada se javlja Duh pokojnog
kralja. No¢u, na bedemima zamka, on otkriva svom sijnu ..uzasan” zlo¢in
¢ija je on zrtva i poziva sina da izvrsi osvetu nad Klaudijem. [...] suocen
sa tom osvetom kao s duzno$¢u, Hamlet mimo ocekivanja, uzmice. Tokom
Cetriri ¢ina vide¢emo ga kako se pretvara, prima savete, okrivljuje sebe i
ocajava kako bi $to otvorenije priznao sebi da nije sposoban da ubije svog
strica. Jedino je u stanju da u trenucima svoje prinudne dokolice pripremi
izvodenje komedije ,MiSolovka” kako bi razotkrio zloc¢inca [...]” (Pari y:
Scena 1967: 387).
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means to an end, which, like Claudius, unequivocally links him to
Machiavellianism.

Describing Iago as Shakespeare’s greatest Machiavellian (Koljevi¢,
1981: 102), remarkable similarities between him and the Machiavellian
heroes in Death and the Dervish and Hamlet are noted.

“Everything, [...], for Jago is simple and boils down to personal interest.
That is the goal, and nature has armed us with various means to reach
that goal as efficiently as possible. All means are Machiavellian accept-
able if they serve such an end. And the most useful, according to Jago,
are lies, deception and fraud™* (Koljevi¢ 1981: 104-105).

Both murders are evidence of a criminal government under
which “there is no legal process; there is no respect for the rules of
civilization [...]”**? (Greenblatt, trans. Stojanovi¢, 2020: 143). Aini-ef-
fendi is responsible for the murder of Nuruddin’s brother Harun. He
is a hypocritical ruler who twists Nuruddin’s humane and brotherly
behavior into behavior that subverts the law by selectively using the
Holy Book. Although he is not the one who killed Harun, he is re-
sponsible for his murder.

A Machiavellian hero is one who sacrifices an innocent person
in order to achieve his own goal, and who does not even do it in the
name of higher values, or in the name of some kind of transcendental
meaning, but for the sake of his own benefit, in order to realize some
kind of his interest or to achieve a goal that will to bring the queen,
the throne, when it comes to Claudius, or to ensure that he stays in
power, when it comes to about muslim, mufti and kadi in Death and
the Dervish.

181 ,Cse je, [...], 3a Jara jeqHOCTaBHO M CBOAY Ce Ha JIMYHU MHTepec. To
je UMb, a IPUPOJA HAC je HAOPYXKala PasHUM CPefCTBMMA Aa OMCMO ILITO
eduKacHUje MOV JOCIIETH JI0 TOT Lysba. CBa CPelCTBa Cy MaKMjeBeTUCTUIKI
IIpUXBaT/bMBa aKO C/Iy>Ke€ TaKBOM LIM/bY. A HajKOPUCHHUjHU Cy, IIO Jary, hax,
obmana n ipeBapa’ (Kospesuh 1981: 104-105).

18 nema zakonskog procesa; nema postovanja civilizacijskih pravila [...]”
(Grinblat, prev. Stojanovi¢, 2020: 143).
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“The Machiavellian hero is a villain who recklessly and ferociously uses
all means to reach his goal, a man extremely determined, very cunning,
and strong-willed, who does not know about any social, moral or reli-
gious considerations. He is talkative, pretends to wish his victim well,
and often uses other people to carry out his criminal ideas, whom he
then destroys to cover his tracks™® (Kosti¢ 1983: 78).

The Machiavellian hero is defined by a utilitarian approach to
power, unscrupulousness, hypocrisy and political pragmatism that
necessarily eliminates humane, human and emotional elements such
as mourning for the deceased in Hamlet’s case, or an attempt to find
out the reason for the imprisonment of a brother who is already dead
in Nuruddin’s case. For Shakespeare, “the ruler is [...] always Mach-
iavelli’s Ruler, who lives in a world where big fish eat small ones”. It
devours or gets devoured™'®* (Kott 1990: 317).

Such pragmatism does not shy away from murder as a way of
political struggle, even if it is the murder of an innocent man. It is
a violent death behind which the interests of the killers are hidden,
which indicates the Machiavellianism of the hero and the absolutism
of the totalitarian political society of Denmark, Renaissance England
and the Bosnian kasaba in the Serbian novel. The favorite means of
such societies and their rulers are violence, repression, coercion and
force by which they exercise their power.

Examples of such heroes in Hamlet and Death and the Dervish
are holders of public titles, positions, those who make decisions and
exercise power: Claudius, fratricide, regicide and nothing less - a
king and a husband, namely the husband of his deceased brother’s

18 Makijevelisticki junak je zlikovac koji bezobzirno i svirepo koristi
sva sredstva da bi se dokopao svog cilja, ¢ovek krajnje odluc¢an, veoma lukav, i
snazne volje, koji ne zna ni za kakve drustvene, moralne ili verske obzire. On je
recit, pretvarase se da svojoj zrtvi Zeli dobro, a za sprovodenje svojih zlo¢inackih
zamisli ¢esto koristi druge ljude, koje zatim unistava da bi prikrio tragove”
(Kostic¢ 1983: 78).

184 vladalac je [...] uvek Makijavelijev Vladalac, koji Zivi u svetu u kome
velike ribe prozdiru male. Prozdire ili biva prozdran” (Kot 1990: 317).
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wife, whom he poisoned and muslim, mufti and kadi in Selimovic’s
novel. They are the bearers of the ugly reality with which Hamlet and
Ahmed Nuruddin had personal, direct experience after the boundary
situations that symbolize the beginning of their transformation. The
boundary situation in the drama Hamlet is the murder of Hamlet’s
father, the king, which is why we can read that drama as a personal,
intimate drama of a family, but also as a political drama of the royal
family, as a drama of the ruler of the state.

The boundary situation in Death and the Dervish is the murder of
Nuruddins brother Harun, which is why we can also read that novel as
a personal confession of an unfortunate brother and son, but also as a
personal drama of a bearer of spiritual authority, a bearer of a title, a public
title whose life, like Hamlets, determined by ideology. In this novel, the
ideology in question is the “Islamist dogma™** (Petrovi¢ 1981: 42) to which
Ahmed Nuruddin isloyal and serves as a dervish and sheikh of the tekke.

Deception, lying, pretense or masking is a phenomenon that
is used in both pieces of writing because in them masks serve as an
illusion or a trick, to hide what is true in order to achieve the goals of
the one who is masking himself.

“The cunning of the fox”, which Machiavelli advises his ruler, is revealed
here as the virtue of lying, lying and deceiving another person. And
Machiavelli’s combination of different political means is manifested
in Jago as a willingness to use every means”'* (Koljevi¢ 1981: 105).

Those goals are interests, and such behavior is behavior behind
which hides political pragmatism, a Machiavellian-type doctrine
implemented in the pieces of writing by Machiavellian heroes, but
also by the protagonists themselves, which is why they are negative
heroes in the moral sense, that is, morally negative literary heroes.

185 islamisticka dogma” (Petrovi¢ 1981: 42).

18 JlykaBocT nmucuiie’, Kojy MakujaBe/n caBeTyje CBOMe B/Iafjaolly, OBJie
Ce OTKpMBA Kao BAIlTHHA JlaTara Jlaraiba M 0OMamuBara PYror YoBeka. A
MakujaBe/nnjeBo KOMOMHOBakbe PasIMINTUX HMOJIMTUYKIX CPeCTaBa, KO Jara
Cce OYUTYje Kao CcrpeMHOCT Kopuinhema cBakor cpezctsa’ (Komesnh 1981: 105).
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The difference between these two types of heroes is that in the
case of Machiavellian heroes, there is no multidimensionality in
their behavior that could somewhat justify their misdeeds, and in
the case of negative heroes in the moral sense, multidimensionality
is present, primarily in their idealistic, humane and ethical tenden-
cies that can partially to justify their negative dimension (Milosevi¢
1965: 6).

It is hidden in the context, in the reasons why the heroes com-
mit a misdeed or crime, some kind of extenuating circumstances, a
dimension of humanity that to a certain extent cancels out the dark
side of their inaction and illuminates their reasons, which most often
appeal to the emotions of viewers and/or readers. For these reasons,
we can sympathize with the hero because we can identify with him
and understand his reasons. With the Machiavellian hero, there is no
justification for evil (Ibid).

The Machiavellian type of hero is one whose nature is dominantly
determined by evil. He tramples all norms and considerations, social,
moral, spiritual, and political, on the way to the realization of the set
goal by the realization of which he gains benefit for himself. His arro-
gance and ability to rule the situation he created by his crime ensures
his control, and it ensures his personal gain, such as coming to power
in the case of Claudius, when it comes to the play Hamlet, staying
in power when it comes to the Kasabalian authorities in Selimovi¢’s
novel (Kosti¢ 1983: 78).

Such a hero is a good actor who tries to trap his victim by
feigning kindness and intimacy in order to hide, mask his true in-
tentions and inactions and thus push the victim’s potential suspicion
away from him because that suspicion could lead to rebellion. The
Machiavellian hero is no stranger to manipulation, using people as
resources until he fulfills his goal. His motives are selfish, he wants
to secure a boon for himself and reap its fruits without caring what
the price of those fruits is. He spreads the evil within himself to the
social community, thereby endangering both orders, both moral
and political.
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The Machiavellian hero does not hesitate to eliminate people
so that his misdeeds will not be known. That’s his modus operandi.
It is often about people whom he previously manipulated in order to
secure a benefit for himself. This type of hero is Christopher Marlowe’s
influence on late Renaissance English drama. Namely, this type of hero
represents his stamp when it comes to the characterization of dramatic
characters in Elizabethan drama. Machiavellian characters are char-
acterized by a moral inadequacy that causes disgust in the audience.

Machiavelli is the surname of a writer who lived and created
in Italy (Kosti¢ 1983: 78). Some of his understandings concerning
politics and political pragmatism, “[...] were presented so distortedly
and with so much moral abhorrence that a special type of criminal,
the so-called Machiavellian [...]”'¥ (Ibid.) was created. In this way,
Christopher Marlowe, by introducing the Machiavellian type of hero
into the English dramatic tradition, into the tradition of Elizabethan
drama, paved the way for the question of political pragmatism in
Shakespeare’s plays.

In his book Shakespeare’s Life and World (1983)', Veselin Ko-
sti¢ gives the genesis of the dramatic character who embodies evil
in English drama, whom he associates with Machiavelli. Moralities
developed in the years after the first half of the 14th century. Their
basic pattern — with dramatized scenes teaching religious morality -
is borrowed from liturgical dramas and miracles. In addition, some
features of the medieval genre of “disputes” — usually consisting of
a collision of views and arguments, in conjunction with the themes
of the Game of Death - contribute to the origin and development of
morality, but it would be reasonable to assume that moralities arose
from church services (Kosti¢ 1983: 64-66).

Dramatized sermons, or morals, taught how to live a life that
pleases God and those about the salvation of the soul. In order to
achieve eternal salvation, people are called to lead a life that involves

187 ,[...] su prikazana toliko iskrivljeno i sa toliko morlanog gnusanja da je
nastao poseban tip zloéir}ca, takozvanog makijaveliste [...]” (citio).
188 Kosti¢ Veselin, Sekspirov Zivot i delo, Beograd : Nau¢na knjiga, 1983.
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constantly confronting sins and resisting numerous temptations. By
leading such a life, they invite the help of a positive force, i.e. virtue.
This battle ends only when one dies, and when the deeds and soul
are judged for eternity. Moralities present the struggle between good
and evil for supremacy over the human soul. Characters who are
personified virtues, vices, etc. appear in them (Ibid.).

This spiritual struggle is often called “psychomachy” and forms
the basic theme of all morals. There is usually a pattern that im-
plies the turning points of human life such as the age of innocence,
the fall, remorse and redemption. The protagonist represents an
ordinary person, and names such as Everyone, Soul, The Human
Race serve to underline the universality of his experience. When
it comes to their origin, moralities with miracles share a basis in
church teaching, but as a form of drama it has always been more
independent. As for their subject matter, morality plays were not
traditionally tied to a particular holiday, nor were their content
subject to strict restrictions unlike biblical dramas. Consequently,
since their inception, moralities have portrayed greater openness
to being shaped by external influences, leading to their increasingly
secular character (Ibid.)

Although they retained their original purpose as a dramatic
device to explore human behavior and to ensure spiritual prosperity,
from the late 15th century, the focus of morality shifted. Their focus
shifts from theological-ethical to purely ethical or political-ethical
pathos. As they were not limited to a particular text, it enabled the
transmission of moral and religious lessons through a plot that did
not have any pre-set limitations. The characters in these plays per-
sonified specific vices and virtues, prompting writers to imbue them
with different traits and behaviors, thus laying the foundation for
characterization through dramatic techniques. The narrative about
the conflict between good and evil for the human soul, along with the
themes of fall and redemption, enhanced the dramatic engagement
of the characters and contributed to the establishment of a stronger
structure (Ibid: 64-66).
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Moralities enriched English literature with interest in the psy-
chology of character and behavioral motivation, while the vivid ex-
ternalization of internal struggles enabled the emergence of situations
in which characters, closer to ordinary people, under the influence of
conflicting impulses, are put into tragic or comic confrontations. It was
the phenomenon of morality that gave the impetus for the emergence
of a dramatic form that depicts the life of an individual as a dilemma
of choosing between two fundamentally opposed behavioral options,
thus signifying a continuous process of moral self-determination. One
such character imbued with morality became extremely popular and
remains an immortal legacy of Elizabethan drama. He has many forms
and different names, but is perhaps most commonly called Vice (1bid).

He is first seen as a kind of general evil concept, but it soon be-
came clear that the audience reacted very favorably to his machinations
and activities. Because of this, in some morality plays, he became a
comic character that the audience greatly enjoyed. This is why his
characterization was split in later dramatic forms. In some of them
he still exists as a materialization of pure, primeval, unadulterated
evil, a kind of insidious presence capable of corrupting men’s souls,
as Shakespeare’s Iago or Richard III was; in others, he takes the form
of an amiable, comic hero with a tragic flaw, like Falstaff in the play
Henry IV (Ibid.).

Much of Shakespeare’s theatrical skill was learned from morality.
This knowledge allowed him to make the psychological, moral and
spiritual reality of his characters — as much as their physical actions
- the center of theatrical attention. This helped him to physically man-
ifest the inner experience in stage images such as the withered hand
and coat of arms that express the decay of Richard III. Furthermore,
he taught him how to construct stories around the protagonist’s inner
conflict: prince Henry, torn between his serious, nervous and cautious
father and the wanton, sanctimonious Falstaff; Angelo, the prince’s
representative in Measure for Measure, who comes to power and en-
counters obstacles created by his master; and Othello, torn between
his trust in the good Desdemona and the evil machinations of Iago.
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Most importantly, these elements gave him a compelling and subver-
sive portrait of evil. The figure of Vice, that powerful subversive moral
agent, never failed to influence Shakespeare’s artistic imagination. For
example, Hamlet describes his treacherous uncle as “the king’s freak”
[...].There is no need to mention the word “vice” to understand the im-
pact; the trickster Iago depicted, along with his good-natured attitude,
sarcasm and directness regarding his criminal activities, well explains
the impact of the concept of vice (Greenblatt 2006: 33) since “[...] the
qualities of the Prophet from morality — shameless irreverence, ex-
cessive and incessant seeking of pleasure and the seductive charm by
which the naive youth are led astray from the true and valid path of
virtue”'® (Ibid: 220), as Claudius does by sending Hamlet to England,
in the castle of death, or at the beginning of the play dominated by
Hamlet’s indignation against the atmosphere of excessive drinking in
a moment of mourning for the death of the monarch.

When it comes to Claudius, he is a significant hero because the
Machiavellian hero is given a name, which establishes a closer rela-
tionship of the audience to him, because he does not represent only
a certain type of hero or a certain metaphor in the drama, some kind
of dramatic effect, as is the case with the appearance of the Ghost in
Hamlet, rather, he represents a real man who can be hated, who is
the embodiment of moral ruthlessness and who, on that basis, can
be disgusted like any criminal whose crime is one-dimensional, and
for whom there is no justification or cover.

The counterpart of the Ghost of Hamlet’s father in the play of
the same name in the novel Death and the Dervish is a fugitive whom
Nuruddin names Is-hagq. Since it is the name of a beloved uncle from
his early childhood, it also establishes an emotional relationship be-
tween these two characters, as is the case with Ghost. Both Ghost and
Isaac pose a moral challenge to the protagonists, Hamlet and Ahmed
Nuruddin, which forces both characters to make an ethical decision.

18 [...] osobine Proroka iz moraliteta — besramno nepostovanje, pretera-
no i neprestano trazenje zadovoljstva i zavodnic¢ki $arm kojim naivnu omladinu
sa prave i valjane staze Cestitosti odvlaci na stranputicu” (Mcizo: 220).

156

Prelom - M T - KNJIGA.indd 156 22-Jul-25 19:55:06



THE NEW HISTORICIST PARALLELS OF HAMLET AND DEATH AND THE DERVISH

The position of the protagonists, Hamlet and Ahmed Nuruddin,
in the socio-historical context in which they find themselves is largely
determined by religious coordinates and the dominance of external
authorities such as the institution of the court, the state, God and
religion, Christianity and Islam as canonical, rigidly-dogmatic social
phenomena that in themselves they embody power and ideology as
the most useful political instrument for maintaining authority, au-
thoritarianism and preventing subversion and rebellion such as that
carried out by Hamlet and Ahmed Nuruddin after learning of the
crime that obliges them to act.

One of the basic motifs in these two pieces of writing is the motif
of a corrupt political and moral order that collide at a focal point. That
point is public functions, exponents of political power. The decadent state
structure is embodied in leading political figures, who are both criminals
and representatives of an absolutist government that demands obedience
and subordination from its subjects and it forbids any kind of potential
subversive action such as Nuruddin’s questioning about his brother
whom he thinks is still alive at that moment, or it is read as a potential
threat to be eliminated as is the case with Hamlet’s (feigned) madness.

In the play Hamlet, Claudius, who committed fratricide and thus
came to the Danish throne, married Gertrude, and harmed Hamlet
on two levels — psychologically, as a man next to Gertrude, instead of
his late father, and as a ruler who, as a man, the legitimate, biological
heir of the murdered king first in line for succession to the throne.
In Selimovi¢’s novel, the Machiavellian heroes are the kasabalian
authorities, representatives of the repressive political apparatus of
the Ottoman Empire, musellim, mufti and kadi, who are political
exponents, bearers of the executive power that makes decisions and
thus maintains order in that part of the country.

In Shakespeare’s play, it is Claudius on the throne of Denmark,
the king whose power and authority, although illegal and illegiti-
mate, because they were acquired by crime, are unquestionable, and
the rulers of the kasaba in which Death and the Dervish takes place
represent the power generators of a totalitarian, absolutist society,
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which is every society in in which political power is in the hands of
a monarch or chosen pawns, obedient individuals who are in charge
of implementing the supreme power and its ideology. Ideology in
both pieces of writing is actually power, the power of the one who is
stronger in the binary opposition — weaker, stronger, and the one who
is in the relationship of subordinate - superior, superior.

In such societies, categories such as justice or injustice, truth or
falsification of documents, the record of the trial of the “guilty” in the
novel Death and the Dervish, and the letter in the play Hamlet, are not
categories that exist by themselves, but are determined by the gener-
ator of power. That is why those categories are arbitrary and depend
on the will of the one who judges, makes decisions, regardless of the
universality of truth and fairness, which should be objective, easily
proven and grounded in themselves.

The issue of human feelings in such organized social communi-
ties is also irrelevant and represents a senseless, excessively emotional
act that questions the will of the law, thus endangering the order and
portraying disobedience and disrespect for it. We find such an atti-
tude in Selimovi¢’s novel in the scene of the meeting between Ahmed
Nuruddin and the kadi. In it, the kadi accuses the dervish of siding
with his brother when the choice is between his brother and the law,
which is inadmissible. In Hamlet, on the other hand, this is the attitude
of Claudius and Gertrude at the beginning of the piece when they tell
Hamlet that his regret is exaggerated and not befitting a man.

Since they represent the rulers in the area of the kasaba, the three
political officials behave that way - like rulers. This is important be-
cause it influences and determines their behavior, and their (moral)
worldview. Namely, rulers, while they are rulers, are deprived of the
right to personal identity. Their function, their vocation is their main
determinant, and their main tool is repression. Human behavior is
controlled by repression, so that the authorities determine and direct
people’s actions with the aim of gaining complete control over the
individual. In this way, the system “tends to determine and direct
people’s actions in every way” (Kovac in: Novi Izraz, 1999: no. 6).
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The mixture of violence, ideology, coercion, repression, and
subversiveness as a response are the characteristics of both pieces of
writing that we will deal with in this thesis. The universal constant of
the novel Death and the Dervish as well as the play Hamlet is that both
pieces of writing depict the struggle of man against the government
against an inhuman, anti-human, monstrous repressive, violent Sys-
tem in which heads are lost for a much lesser reason than to expose
a crime committed against an innocent man or a disobedient man,
who can easily have the same fate.

The dervish also faced this. “The world of violence in which he
lived until then, which he himself served and without knowing that
it served him, like an evil wind, carried away the human being [...]”**°
(Egeri¢ 2000: 54). But not just any human being.

“[...] his brother Harun broke the secret. The great mechanism of power
in the kasaba, the iron net whose nodes are musllim, kadi, mufti, which
was held by an invisible hand even in Istanbul, due to the recklessness
of the young scribe, Nuruddin’s brother, could lose what is from the
point of view of power — the most precious in it: the secret. To prevent
this from happening, an unknown young man was executed; one life
was destroyed, like so many before it, but the secret is still in the owner’s
chest™! (Ibid: 56).

That is why Harun had to be killed. To be silenced. Not to reveal
the secret of what the government uses. By condemning such an act,
the government is protected because the rejection of any dialogue

190 CBeT HacWpa y KOjeM je JOT/Ie XKIMBEO, KOjeM je 1 CaM CITyXKVO U He
3Hajyhm fja My cy>ku, IOITY T 3710T BeTpa, OfHeO je /byfcko 6uhe [...]” (Erepnh
2000: 54).

191 [...] meros 6par XapyH npoBamo je TajHy. Bemku Mexanusam mohu
y Kacabu, rBO3fieHa MpeXKa 4ijyi Cy YBOPOBI: MyCenM, Kaauja, MyQTija, Kojy
je mpxama HeBMIUBMBA pyKa 4ak y Cram6omy, 300r HECMOTPEHOCTH MJIAJIOT
mucapa, HypyauzoBor 6para, MOrao je MsryOMTy OHO IITO je ca CTAHOBMUIITA
mohu - HajaparoreHuje y mwemy: TajHa. [la ce TO He O JOTOANIO CMAKHYT je
HerosHaTu Myazuh; yHUIITEH je jejaH XMBOT, KO TONMKY IIpe Hbera, amy je
TajHA U [jajbe Y IIKpyUbY BIacHuka  (Mcitio: 56).
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eliminates the potential examination of the way its structures function,
and this results in a single outcome, which is subordination (Petrovi¢
1981: 33).

The doctrine and political power are intrinsically linked; one
cannot exist without the other. Power is inherently tied to its doc-
trine, as every doctrine tends to manifest as rule (Petrovi¢ 1981:
38). It removes personal expression, providing a sense of detach-
ment and the essential illusion of neutrality in one’s attitude. The
impersonal nature of the doctrine is consistent with the impersonal
role from which the kadi articulates his words and his behavior.
For Nuruddin, this is a worrying indication, since the generality
of the doctrine overlooks the specific topic of discussion. Because
of this, the dervish’s meeting and attempt to talk with the kadi as
a representative of the government becomes only an exercise in
passing judgment (Ibid).

Being a government that implements the political practice of
totalitarianism entails amorality, rigidity in approach, and (mis)use
of law as a shield and cover for its actions. “They are representatives
of the political function they perform, in the service of their calling
to the limits of bestiality. Their authoritarian position completely
overshadows their human dimension”"*? (Terzi¢ 2022a: 180).

The government is unquestionable and the supreme law, and
the code is in the hands of those who implement it. The law in the
hands of Machiavellians is an opportunistic and utilitarian means of
achieving personal interests regardless of the price that must be paid
for it. Because that’s how totalitarian regimes work, using retaliation
against dissenters, elimination of opponents or those who are a threat
to the system, and a dead letter as justification for their inaction and
Claudius is in power the same way as the muslim, mufti and kadi.

In Death and the Dervish, “[...]; the order of actions needs power
dedicated to the illusion of justice, the existence of laws, judicial

12 ,OHMU Cy pelnpe3eHT) NOMUTNYKe PYHKIje KOjy 00aBbajy, y CIyKou
CBOT 3Bamba /10 TpaHuIa 6ecTujanmHocTy. Ibuxopa BIacTofp)KaykKa IO3NIMja y
MIOTIIYHOCTH 3aceryje BUXOBY /byncKy anmensnujy” (Tepauh 2022a: 180).
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institutions; in short, that order needs citizens” conviction that the
government is fair and reasonable™®* (Egeri¢ 2000: 56). Ahmed
Nuruddin made sure that it was not true, not once, but twice. The first
time was on the occasion of inquiring about his brother’s (non-ex-
istent) guilt, and the second time when an unknown man broke into
his room looking for and finding the complaint that Nuruddin had
written to the vallia after the seimen’s attack, for which he himself
was imprisoned.

Nowhere in the play Hamlet do we have evidence that Hamlet’s
mother, Gertrude, was in any way involved in her new husband’s mis-
deeds or that she participated in them in any way. Apart from the claim
of a Ghost who may or may not be a truly supernatural force, until
Hamlet hears the confession of Claudius and confesses his crimes to
God, the other characters in the play do not know that he is the king’s
murderer. The closest to knowing is Horatio, with whom Hamlet talks
about the circumstances surrounding the murder of his father by the
one who, having committed that murder, took power because “[...]
was ready for a crime precisely planned and cunningly executed™**
(Koljevic¢ 1981: 81). It’s premeditated.

In Hamlet and Death and Dervish, violence is highly expressed
as a result of human brutality in the struggle for power. These are
acts in which man is inhuman to man. In them, there are usually two
polarities: the criminal, who embodies the Machiavellian approach to
rule, and the victim of such rule, against whom the crime is carried
out, motivated by Machiavellian self-interest. It is about an innocent
individual who “[...] is only an object on which the greater or lesser
effectiveness of the technique of violence is expressed”'*> (Egeric¢

19 [...]; mopeTky menama norpe6Ha je moh mocsehena nnysujom npasze,

IOCTOjarbeM 3aKOHA, CYACKMX YCTAHOBA; YKPATKO, TOM IIOPeTKy IOTpelHa je
yBepeHocT rpabaHa jia je BiacT mpasuyHa 1 pasnoxxHa’ (Erepuh 2000: 56).

94 ,[...] je 6uo cmpemaH Ha NpelMSHO CMUIUBEH M JYKaBO OCTBapeH
snounn” (Komesnh 1981: 81).

% [...] je camo objexar Haj KojuM ce m3pakaBa Mama wiu Beha
edukacHocT Texuuke Hacuba’ (Erepuh 2000: 57).
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2000: 57). Both pieces of writing portray the man who is inside the
system himself while struggling against the system aiming to defend
the ideological concept of its religious part.

Kasim Prohi¢ in his book To Do and To Be: the Novel of Mesa
Selimovic¢ (1972)" says: “The system has become [...] a modality of
spiritual behavior” (Prohi¢ 1972: 73). Miodrag Petrovi¢ adds: “The
mechanism of repressive coercion, shaped into a system, is a phenom-
enon of the modern era”” (Petrovi¢ 1981: 89). In Hamlet, that system
is embodied in one man, as well as Death and the Dervish and at the
moment when Nuruddin performs the kadi’s duty after causing the
death of the previous kadi by conducting his revenge:

“And other charges had been made by the most respected men, em-
bittered by Ahmed Nuruddin’s self-will and desire to seize all power,
whereby he had sinned against the sharia* and against the high impe-
rial wish that authority, which is given to the Padishah* by God and
which he transfers to his servants, should nowhere be in the hands of
a single man, because that is the path to oppression and injustice“'*
(Selimovi¢ 2018a: 363).

The two protagonists enter the fight against the system when
the system wrongs them personally and when they feel the injus-
tice on their own skin, through boundary situations, situations of
death of close family members, father and brother, by which they
are personally affected. The aforementioned boundary situations

196 Kasim Prohi¢, Ciniti i biti: Roman Mese Selimovica, ,,Svjetlost", Izda-
vacko preduzece, Sarjevo, 1972.

197 Sistem je postao [...] modalitet duhovnog ponasanja” (Prohi¢ 1972: 73).

»Mehanizam represivnih prinuda, uobli¢en u sistem, pojava je moder-
nog doba” (Petrovi¢ 1981: 89).

1% _[...] mocToje n Ty>x6e HajyrIeHNjUX /bYAN, OTOPUEHUX 300T AXMef
HypynunoBe caMoBO/be U TeXIbe /1a CBY B/IACT y3Me y CBOje pyKe, 4MMe ce
OTpMjelINo O LIepujaT M O BUCOKY LJapCKy JKe/by Jia B/IacT, Koja je ITagnma-
Xy of bora mara u Kojy oH mpeHOCK Ha CBOje Cry)XKOeHIKe, HUTTIje He MOXe
IpXKaTH jefaH 4YOBjeK, jep je To myT fo 3ynyma n Hempasje (Cenumosnh
2004: 375).
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symbolize the end of their ethical indeterminacy and the beginning
of the germination of the seeds of determination, the conflict against
the dominant order and its levers such as repression, violence, co-
ercion and force. In both parts, the evidence of the rottenness of
the system is the killing of innocent people by the authorities. The
crime itself is, as previously mentioned, one of the basic elements
of revenge tragedy.

In Hamlet’s case, the rulers, those who represent the feathers
of the system, in one word of Claudius, threatened his hereditary
right, but also more than that. His masculine discourse is threatened
by Claudius on the one hand and Polonius and Laertes on the oth-
er. Claudius won Gertrude, yes, really won, as if she were a thing,
because she is partly that, as a function and as a body (Spremi¢
2011: 40).

In both pieces of writing, the protagonists were placed before
the fait accompli. Hamlet’s father was killed, poisoned prior to the
play beginning, his mother got remarried to her brother-in-law, who
turned out to be King Hamlet’s killer, and Hamlet is expected to accept
it and show the reconciliation and reconcilability regarding the new
situation he experiences as an injustice. Harun was also killed before
the revengful plot took place. It is only afterwards that Nuruddin
finds it out, which makes his inquiry about an already dead man
meaningless and barren. In the context of his choice between loyalty
to his brother, family and biological imperative (Ivanov 2017: 384),
from one and loyalty, “Islamist dogma” (Petrovi¢ 1981: 42), on the
other hand, this fact represents absurd. Dervish, like Hamlet, was
personally affected by an injustice, the murder of a brother who was
not guilty. Both Hamlet and Ahmed Nuruddin are in pain, hurt by,
“[...] the tragic evil (“Thus bad begins, and worse remains behind”
says Hamlet) [...] that does not care for human concepts of “justice”
and “injustice”™” (Mari¢ 2015: 18).

199 [...] tragi¢no zlo (,,kada zlo je pocelo, a gore jo$ ¢eka” — kaze Hamlet)
[...] koje ne mari za ljudske koncepte ,,pravde” i ,nepravde” (Mari¢ 2015: 18).
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That injustice was inflicted on them by individuals: Claudius,
Aini-effendi, who signed the order on the basis of which Harun was
imprisoned and then killed in the fortress, the mass grave, the cradle
of bones without a name. The muslim and the mufti had to participate
in this. Future exponents of power, they are the ones who decide on life
and death. They are the supporting pillars of the world of repression,
force and violence in which the government, the individuals who make
it, are responsible for death. Even if they did not directly participate
in it, like Aini-effendi, they must have known about it.

The kasaba’s authorities killed Harun to protect the injustices of
the system they maintain in order to remain in power and reap the
fruits of the rule that protects them. In both cases, because it is about
the murders of innocent people committed for personal gain, com-
mitting a sin against God and causing pain and insult to the honor of
the one left behind by the murdered.

“[...] the mechanism of repression is not the result of a misunderstood
ideological concept, i.e. principles of the mind, rather it is the conse-
quence of a completely conscious rejection of that principle. In the
mechanism of repression, the principle of mind is crushed to the point
of destruction, so that an ideological conception appears in its place as
a ritual act of a formalization devoid of any meaning. [...]. Between the
individual and the force of repression, it is not possible to establish a form
of cooperation unless this is expressed as complete submission. There can
be no dialogue, because repression does not recognize any principle that
would go beyond it and that it would be ready to recognize. [...] The force
of repression does not recognize dignity in death. She denies dignity to
everything and everyone. She has lost every connection with the human
individual, except the connection of coercion™ (Petrovi¢ 1981: 88-89).

200 _[...] mehanizam represije nije posledica pogresno shvacene ideoloske
koncepcije, tj. naela uma nego je posledica potpuno svesnog odbacivanja tog
nacela. U mehanizmu represije nacelo uma zatrto je do unistenja, da bi se na
njegovom mestu pojavila ideoloska koncepcija kao ritualan ¢in jedne formal-
izacije liSene svakog smisla. [...]. Izmedu pojedinca i sile represije nije moguéno
uspostaviti vid saradnje sem ako se ova ne iskaze kao potpuna pokornost. Di-
jaloga tu ne moze biti, jer represija ne priznaje nijedno nacelo koje bi je na-
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The repressive mechanism is immersed in the world of political
pragmatism and the practice of governance that rests on the corpses
of the innocent, who will eliminate anyone they deem a threat.

“The repressive system continues its operation, not allowing Nuruddin
any opportunity to defend himself, because the system of terror does
not recognize appeal and defense. Having learned (from Mullah Yusuf,
the kadi’s spy) that Nuruddin is preparing a lawsuit against the Wali
mullah, which means a potential danger to the ruling structure, the
local government in the form of the musellim again sends its “envoys”
to Nuruddin. The goal is to imprison Nuruddin, prevent his subversive
activities, influence among the people, and ultimately to frighten him,
humiliate him, and take revenge on him for his resistance to the ruling
structure. Nuruddin “must” be the culprit because, as Kova¢ states,
“in order to free itself from guilt, the regime finds a ‘culprit’ outside its
ranks” (Kovac 2005: 222).

Also, that act serves as a kind of justification for the existence
of the government itself:

“Government can only exist if it has its own justification” It has its own
justification when it acts. In order to be able to act, she must have her
own reasons. She finds reasons to be able to act, she acts so that she can
have her justifications, she has her justification to be able to exist and
the circle is completely closed. Then when she cannot find reasons for
acting, she invents them” (Proti¢ in: LagumdZija 1986: 222).

It is a world in which interpersonal relationships do not exist,
but rather interpersonal relations between human beings conditioned
by social norms. These are relations between subordinates and supe-
riors, or equals, but divided by worldview, steeped too much in the
empirical, on the one hand, or in the world of transcendent ideals, on
the other. The relationship between these two worlds is an empty set.

dilazilo i koje bi ona bila spremna da prizna. [...] Sila represije ne priznaje
dostojanstvo u smrti. Ona svemu i svakome odrice dignitet. Sa ljudskim indivi-
duumom ona je izgubila svaku vezu, sem veze prinude” (Petrovi¢ 1981: 88-89).
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They have no points of contact. Until the moment of murder, when
these two worlds become intertwined.

“Acting on Nuruddin - the justification is Nuruddin’s speech in the
mosque, which, according to the rulers, undermines order; the land-
lord and Harun are being blamed so that the authorities can justify
their actions. Centers of power establish the legalization of coercion
by framing opposition actions as attacks on the law. These are the ways
of functioning of the reign of terror system that exists and exists thanks
to the imposition of power, violence and fear, as well as rigging the
process and inventing guilt and culprits in order to have a foothold in
the law. Violence and fear are, in fact, the basic methods for keeping the
subjects of a totalitarian regime in submission. Effective governance is
not possible without those two elements™! (Dedovi¢ 2012).

21 Represivni sistem nastavlja svoje djelovanje ne dozvoljavaju¢i Nurud-

dinu nikakvu moguénost da se brani jer sistem strahovlade ne poznaje Zalbu
i odbranu. Saznavsi (od Mula Jusufa, kadijinog $pijuna) da Nurudin sprema
tuzbu valijskom muli, $to znaci potencijalna opasnost za vladajucu strukturu,
lokalna vlast u liku muselima ponovo $alje svoje ,,izaslanike” na Nurudina. Cilj
je zato¢iti Nurudina, sprijeciti njegovo subverzivno djelovanje, utjecaj u narodu
i na kraju ga prestrasiti, poniziti i revansirati mu se za otpor vladajucoj struktu-
ri. Nurudin ,,mora” biti krivac jer, kako navodi Kovac, ,,rezim da bi se oslobodio
krivice, pronalazi ‘krivca’ van svojih redova” (Kovac 2005: 222).

Takoder, taj ¢in sluzi i kao svojevrsno opravdanje postojanja same vlasti:

»Vlast moze da postoji jedino ako ima svoje opravdanje. Ona ima svoje
opravdanje onda kada deluje. Da bi mogla da deluje ona mora za to da ima svoje
razloge. Ona pronalazi razloge da bi mogla da deluje, deluje da bi mogla da ima
svoja opravdanja, ima svoje opravdanje da bi mogla da postoji i krug je potpuno
zatvoren. Onda kada ne moze da pronade razloge za delovanje ona ih izmislja”
(Proti¢ u: Lagumdzija, 1986: 222).

»Djelovanje na Nurudina - opravdanje je Nurudinov govor u dza-
miji koji, prema misljenju vlastodrzaca, podriva poredak; posjedniku i Ha-
runu se izmislja krivica da bi vlast mogla opravdati svoj postupak. Centri
modi uspostavljaju legalizaciju prinude uokvirivaju¢i opoziciona djelovanja u
atake na zakon. To su nacini funkcioniranja sistema strahovlade koji postoji
i opstoji zahvaljuju¢i nametanju modi, nasilja i straha, te montiranju procesa
i izmisljanju krivice i krivaca kako bi imali uporiste u zakonu. Nasilje i strah
su, zapravo, osnovne metode za drzanje u pokornosti podanika totalitarnog
rezima. Efikasnost vladanja nije moguca bez ta dva elementa” (Dedovi¢ 2012).
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Empathy is a hindrance to the utilitarian worldview according
to which the motivation for every action lies in the benefit it brings.
The benefit in these two literary works is power. The Kasabalian rulers
killed Harun so that he would not expose their Machiavellianism,
and in Shakespeare’s play so that he could get his hands on power
and what it implies. Therefore, the rulers are amoral. The categories
of morality, humanity, and emotions are categories unknown to
Machiavellian heroes. They only know political pragmatism and goals
that need to be achieved. The kings, monarchs or even rulers that
Mesa Selimovi¢ shows us in his novel are just cogs in a mechanism
that wants to stay in power. “By the crimes committed for the sake of
conquest or staying in power, by meanness, greed and hypocrisy, by
the overwhelming power of power, Ajni-effendi is a distant echo of
Claudius™* (MiloSevi¢ 2005: 224).

Hence Claudius’ immorality. Hence the immorality of the musel-
lim, mufti and the kadi in the novel Death and the Dervish. In the
Elizabethan era, the ruler was untouchable. He was the embodiment
of God himself, whose power on earth was analogous to God’s power
in heaven (Kosti¢ 1983: 44). Since the existence of God is unquestion-
able, since his will is absolute, any questioning of the king’s power, any
attempt to attack it, is equated with sinful behavior against God. Like
God and the king, the monarch desires absolute obedience (Ibid.). As
Jan Kott says in his book Shakespeare Our Contemporary:

“The sun revolves around the earth, and with it, arranged in a hierar-
chical order, are the spheres, planets and stars. The universe is ruled
by the order of the elements, the order of the angelic choirs and the
corresponding order of the classes on Earth. There are seniors and
vassals of vassals. Royal power comes from God, and every power on
earth is only a reflection of royal power” (Kott 1990: 52).

202 Po izvrsenom zlocinu radi osvajanja ili ostanka na vlasti, po podlastvu,
koristoljublju i licemerstvu, po osionoj modi vlasti Ajni-efendija je Klaudijev
daleki odjek” (Milosevi¢ 2005: 224).

205 ,Sunce kruzi oko zemlje, a zajedno s njim rasporedene u hijerarhijs-
kom redu, sfere, planete i zvezde. U svemiru vlada poredak stihija, poredak
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The society is organized in such a way that it is at the head of
the community, divided into several classes, among which there are
clear, rigid, unchangeable boundaries, which prohibit members of
the classes from moving on this ladder of social hierarchy. Everyone
should stick to their place, their position, their calling. A place on the
class pyramid of the social hierarchy is given by birth, and “hierarchy
is a natural law, its violation is a natural law, its violation would be a
victory over law, anarchy over order”** (Ibid: 80). Material status is
also determined, and with it a position of non-confrontation, subor-
dination. Because the monarch is protected by a divine halo, his rule,
and even its manner, must not be questioned, and even less attacked
in any way (Kosti¢ 1983:44).

The ruler is a social title, a position, a public office, a social iden-
tity to which personal identity is subordinate. Polonius and Laertes
warn Ophelia about this. The same is true in the novel Death and the
Dervish. Ahmed Nuruddin has annulled his personal identity as a
son, a brother, as well as the masculine identity of a lover and com-
pletely subordinated it to his calling, his title as a dervish, sheikh of
the Mevlevi tekke, defender of Islamic exegesis, in peace with words,
and in war with a knife. Blind submission is the dream of every despot,
including the town authorities in Mesa Selimovi¢’s novel. Hamlet and
Ahmed Nuruddin behave like a man trying to make another man
understand their suffering. The mistake is that the people in question
are not people. They are functions. They are a system.

However, what somewhat justifies their rebellion and makes the
two of them multidimensional characters are the reasons why they
decide to take that step, why they leave the comfort of the “nutshell ">

andeoskih horova i odgovaraju¢i mu poredak staleza na Zemlji. Postoje seniori
i vazali vazala. Kraljevska vlast potice od Boga, a svaka vlast na zemlji samo je
odblesak kraljevske vlasti” (Kot 1990: 52).
204 hijerarhija je prirodni zakon, njeno narusavanje je prirodni zakon,
njeno naru$avanje bilo bi pobeda nad pravom, anarhije nad redom” (Vicro: 80).
25 opaxose pycke” (Illekcrmp, Benuxe thpaieguje, npes. Cumuh u ITan-
nyposuh, 2022: 51)
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in which they have lived until then. The moral, ethical reasons for their
behavior, which involve observing and understanding the context,
provide a broader picture, based on which the act is not just an act,
but the consequence of thinking about the moral implications of the
act. Hamlet does not want to carry out personal revenge by killing the
king, for it to be his revenge by which one death would be avenged
by another, and Nuruddin’s revenge is a personal revenge by which
he settles (Selimovi¢ 2018a: 240) for his brother’s death. In Hamlet’s
and Nuruddin’s reasons and in the behavior that results from those
reasons, we find the motivation for the actions of any person who
would find themselves in that situation and those circumstances, in
that social context, and in that, but not only that, time.

“[...] Our sometime sister, now our Queen,
Th'imperial jointress to this warlike state [...]“**
(Hamlet, 1. 2. 8-9)

In Hamlet, the prototype of the Machiavellian hero is Claudius,
who Kkills his brother, the King of Denmark, by poisoning him during
an afternoon nap in the garden with the intention of appropriating
the prerogatives of royal power: the throne and the queen, thereby
denying his nephew the hereditary right to occupy the throne on
the basis of being a biological descendant, the son of the deceased
king. The moral hallmark of the usurper king is the decadence of the
person indulging in vices, such as drunkenness and lust. However,
what is striking about his immoral, and, in the context of the public
function he performs, amoral character, is hypocrisy. The queen is
also, in a way, a symbol of royal power because Claudius sees her
as a function.

In this way, she also loses her personal identity, her human di-
mension, her femininity. Hamlet seems to be excessively concerned
with the issue of her femininity. As for Claudius, she is reduced to

26 Jynauke sem/be Hame HacmegHuuy (Illexcrimp, Benuke iwpaieguje,
npes. Cumuh u [Taugyposuh, 2022: 15).
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her function in history. Gertrude is, first and foremost, an heiress.
The usurper king, who imposed himself through crime, has seized
the state, Denmark, as well as Gertrude. In the Elizabethan era, “the
characteristics of the queen’s natural body were components of a
political figure [...]”*” (Spremi¢ 2011: 40).

These two pieces of writing are fraught with the Machiavellian
heroes prone to both violence, despite it representing an act of injustice
aimed at the innocent man, as well as hypocrisy, lies and intrigues for
the sake of achieving their goals. This type of self-centered behavior
dehumanizes and discredits them on the ethical level. In the Hamlet
play, the protagonist the play was named after kills Polonius, although
by mistake, sacrifices Guildenstern and Rosencrantz, whereas Nurud-
din sacrifices Hadji-Sinanuddin, Hassan and Mullah-Yusuf. The root
cause of their vengeful behavior is the fact that they both, “[...] have
truly seen to the essence of things [...]” (Nietzsche 2003: 39) upon having
been faced with the boundary situation. The shared motif of both the
play and the novel is a crime against an innocent man that starts an
avalanche of events ending tragically. In both Hamlet and Death and
the Dervish, the executors benefit from him. This insight, that is the
awareness of the existence of pure, unreasonable and unjustifiable evil
indicates the beginning of their inner change and initiates a violent
inner conflict in them. It is a psychological and deeply emotional,
moral-based turmoil within the protagonists.

By laying his eyes on the document, Harun becomes the witness
ofillegal, dishonorable and immoral methods used by the government
the same way Claudius wants to keep Hamlet in Elsinor to have control
over him under the coat of kind words about his inheriting the throne.
It is an irrefutable proof of corrupted government that convinced the
dervish’s brother in the regime being guilty of murder as Hamlet was
convinced of Claudius being guilty of his father’s murder during the
“Mousetrap” scene.

207 karakteristike kralji¢inog prirodnog tela bile su komponente politicke
figure [...]” (Spremic¢ 2011: 40).
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The intention of the authorities, as was Claudius’ intention, is to
remian in power for the sake of remianing on the ruling position so as
to take advantages of its benefits. Musellim, mufti and kadi wanted to
continue ruling and maintain the high position providing them with
control and the power to make decisions. On the other hand, Claudius
wants to gain the power at first and then to keep it to maintain the
existing order, even though decadent and rotting on the inside, but
the current political order represented in the political aspect of his
royal authority figure nevertheless.

The political mechanism embodied in the individual when it
comes to the Hamlet play or more of them in the case of the Serbian
novel showed the ultimate degree of their repression purposefully
tartgeting King Hamlet and Harun. The murder of a dervish’s innocent
brother’s is undoubtedly the crime commited by those in power. These
are musellim, mufti and kadija, Ainn-effendi as well as Claudius. This
is the backbone of Hamlet and Death and the Dervish comparative
parallel. The kadi Aini-efenddi himself signed the order for his impris-
onment, and thus the execution without the possibility of pardoning
him, which is exactly what Claudius denied to his brother. Maybe he
was not the direct executor of Haruns murder, but he sure was his
killer. “Innocent, but killed nonetheless, Harun is the echo of the of
the Danish King Hamlet’s tragic destiny”**® (Milosevic 2005: 224).

In Hamlet, Aini-effendi is Claudius’ counterpart, unprecedented
utilitarian, the offender, the one who commits not only fratricide, but
also regicide, and the usurpation of the Danish throne, the new king
of Denmark benefinting from and indugling in his public function,
monarch title. He is also a villan depriving Hamlet of the right and
possibility to be inherit the throne, the second husband of an adulteress
Gertrude who quickly jumped at the opportunity for the misconduct
such as marrying a cunning Claudius after he had poisoned his inno-
cent brother and tied the knots with his not so long ago sister-in-law.

28 ,Nevin, a ubijen, Harun je eho tragi¢ne sudbine danskog kralja Ham-
leta” (Milosevi¢ 2005: 224).
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We cannot read Hamlet and Death and the Dervish without
wondering, “[...] how it is possible to survive in the world in which
the decision on life and death is [...] the privilege and monopoly of
individuals™®® (Kovac¢ 1988: 171). It is the world where Hamlet and
Ahmed Nuruddin live. It is the one they are forced to fight against. By
doing so, they become the gears of a large mechanism of government
(Egeri¢ 2000: 52). In addition to repression, Machiavelianism, the
dominance of ideology, force and power are phenomena that are the
common motives of Hamlet and the Death and the Dervish. In both
pieces of writing,

“the mechanism of force and power is aware of neither sevap nor mer-
hamet. The spirit that this mechanism imposes and through which it
is maintained in the world does not suffer from consideration, from
distinguishing what is low and what is high, what is ugly and what
is beautiful. The only, definitely measure that it accepts and feeds is
usefulness™® (Ibid: 57).

29 _[...] kaxo je moryhe omcraTu y cBujery y KoMme je IIpaBo Ha OIIYKY O

JKMBOTY 11 CMPTH [...], IpuBuIernja 1 Mononon nojexusana” (Kovac 1988: 171).

210 MexaHmsaM cuie, Mohm, He 3Ha 3a ceédil, HU 3a Mepxameili; KyX
KOjuM ce Taj MexaHusaMm Hamehe 1 ofip)kaBa y CBeTy He IIaTy Off 003MPHOCTH,
Ofl Pas/IMKOBIA HUCKOT J BYICOKOI, PY)XHOT M JIETIOL. JefIMHO, Ae(pUHUTUBHO
MepHJIO KOje IIPUXBaTa 1 KOjM ce XpaHu: kopucHociti” (Vicro: 57).
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3. THE MASK AS HAMLET
AND AHMED NURUDDIN’S WAY
OF SOCIAL REPRESENTATION

The social context is the essential dimension of Nietzche’s
masking/disguising principle as the subject needs to be distancing
himself from the outter world thus improving his position from those
surrounding him by employing the masking-disguising principle to
protect himself in and from the environment to swallow him (Vat-
timo 2011: 19). The purpose of the mask is to help him realize what
he had intended by, as part of his tactics, putting it on, the same as
the Dervish does by becoming a priest in the first place and when he
becomes the kadi, as well. Hamlet’s goal is to provide himself with a
valid moral justification for the execution of the duty imposed on him
by his father’s spirit. His masking is related to the court, which is the
institution of political power. It is the means of cobating the corrupted
ruling authority by mocking which singles him out in their eyes as
a dangerous lunatic who needs to be eliminated. But the truth is he
uses masking as a means to eventually strike his uncle thus revenging
his father.

On the other hand, Dervish is bitterly disappointed and hurt.
For those reasons, he becomes the fiery defender of dogma justifying
his behavior with its principles. He occupies the elevated position
within the society on the basis of his rank. Him being a priest and
subsequently a kadi provides him with an opportunity to judge people
hiding behind the religious and governing principles. The mask is a
means of singling him out in the social context as part of the authority.
As a priest, he is also in charge of the community spiritual guidance,
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their advisor and hence superior to them. He uses his position to
eventually strike the authorities in the kasaba by insisting on the re-
ligious principles their community should be run. His cunning plan
is based on an intrigue that is actually a trap for the innocent man,
such is his borther.

Tekke is the physical space representing the social context in the
Death and the Dervish. That is where Ahmed Nuruddin’s masking
takes place. He is its sheikh, trapped under a veil of illusion of the
Islamist exegege and religious doctrine. Owing to being a dervish, he
is simultaneously a political element of the system in which he turns
the blind eye to what happens in the real world existing in front of
the tekke’s heavily locked gate.

Both Hamlet and Ahmed Nuruddin rebel against those with
whom they share a political stage and become the avenger. Both
in case of Hamlet and at Ahmed Nuruddin, there is a gap between
the original, authentic creature, their self, the protagonists’ personal
identity and their representation in social context, which is the mask.
For that reason, the masking/disguising is a Nietzschean means, that
is the self-protection construct.

The protagonists of both pieces of writing, Hamlet and Ahmed
Nuruddin, are the bearers of the title, public functions, but, at the
same time, they are both personal identity bearers. The dimension
of masking is in conjunction with an attempt to exercise the right to
personal identity. These attempts are severely limited by the dominant
institutions such as the court or the set of strict religious rules that are
the bearers of ideology and doctrine. In addition, both are men and,
thus, the representatives of the masculin discourse, which significantly
determines the patriarchal society in both literary works.

Their shared feature is their identity multiplicity: both are
the bearers of social identity, given that Hamlet is the prince, and
Ahmed Nuruddin is the dervish, sheikh, the spiritual authority in
the nameless Bosnian kasaba. The conflict of social, masculin and
personal identity that implies loyalty to biological imperative (Ivanov
2017: 384) in the beings of the two heroes, a multitude was born
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in them. That is the foundation of Nietzsche’s understanding of the
subject. It is rooted in multiplicity of inner aspirations. In the light
of these two literary works, those aspirations are mutually exclusive
requirements of each of the identitites simultaneously existing in
Hamlet and Ahmed Nuruddin. Their core identity is torn apart by
these fiercely opposing requests.

The irony is that Hamlet is a member of that milieu himself. His
social identity is based on the title of Prince. But his hereditary right
is roughly usurped by his uncle, who killed his father and married his
mother. Both Hamlet and Ahmed Nuruddin are the bearers of a title
and public functions. Additionally, they are sons, men, unsuccessful
lovers, and the avengers. Nuruddin is also a brother. All these identities
are based on the principles that are contrary one to another. Hence
the inner conflict. They burst into flames due to the crime the victims
of which are their next of kin.

The scene in which the inner splitting in Ahmed Nuruddin is
obvious is the one in which he meets the fugitive for the first time,
where we receive the confirmation by the dervish himself who is torn
apart between his official and his personal identity. This duality is also
caused by his relationship to his brother who had been incarcerated in
the fortress at first, and then killed. In the night of the meeting with
Ishak, the fugitive, Ahmed Nuruddin thinks his brother is still alive and
that there is still a possibility for him to be released. But Ahmed didn’t
tight for Harun enough because he felt more like dervish Nuruddin
than Harun’s sibling who, like King Hamlet, was killed by the system
representatives.

In the case of Ahmed Nuruddin, both his functions, the dervish
and the kadi one, both titles are in strong contradictions with the
human dimension. As the dervish, Ahmed Nuruddin is forbidden
to fight for the brother, while being the kadi imposes the duty to
betray his best friend, Hassan, on him. His commits to the title in the
situation in which biological imperative should be imperative (Ivanov
2017: 384). This is particularly noticeable in one of the introductory
scenes of the novel. It is the scene with the kadi’s wife. She offers
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Nuruddin a deal, an exchange of brothers in a way. However, her
offer is bluntly rejected by him owing to Nuruddin’s dedication to
his social position.

The gap between humanity as the essence of Ahmed Nuruddin
and his images in a distorted mirror. He believes the reflection he
sees in the mirror is real. But it is not the case. It is the Nietzsche’s
tigure of the mask. He is a true believer. He is just a priest. As long as
Nuruddin believes that the appearance, his priesthood, to be the only
truth, his mask is (anti) mask. It is only after he had found about his
brother being killed that he made the conscious choice of recognising
the mask as an illusion when compared to the real world happening
outside of the tekke. This is also the case with Hamlet’s madness, for
which he, and us know it is not the real madness but a deception. We
also know there is a reason why it is faked.

Itis to get convinced in his uncle’s guilt with respect to his father’s
murder. That is why it is the Nietzschean mask. Since Hamlet’s acting
insane is the core motiv, together with Nuruddin’s being the Dervish
and his hatred, in the context of the crime and criminal relationship,
“to examine madness in Hamlet means to explore the political impli-
cations in the play [...]”*!! (Sofranac 2013a: 143). Those are the crimes,
taking away an innocent persons life for the sake of benefits this act
provides and the usurpation.

In case of the dervish, both titles, the dervish and the kadi one,
are based on Nuruddin’s need of having superior social reputation to
protect him. For that reason, he wants to marry the late kadi’s wife
upon his death to which Nuruddin himself contributed. Dervish
needed to fight for social status on a battle field against the infidel
ones and subsequently as a priest and then a kadi. He identifies with
it. But the mask is the core of both of them. Hamlet, on the other hand,
obtained social reputation by birth due to being the biological son of
the royal, Denmark-ruling couple.

21 ispitati ludilo u Hamletu znadi istraziti politicke implikacije u drami

[...]” (Sofranac 2013a: 143).
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What is behind Hamlet’s rebelion is the order of the external
authority, the ghost of his father, who reveals the truth about his death,
that its cause is not the officially announced one - a snake bite - but
murder. Nuruddin’s rebelion is powered by him being personally
offended masked in him feeling hurt because of the brother who
was innocent, yet killed by the authorities.As the kadi’s scrivener, he
learned about the despotism by reading the record from a trial that
had never been held. According to it, a man was found guilty. “As a
scrivener , he does not have to have any attitude towards the text, as
a man he cannot pass by it”*'? (Jerkov 2003: 323).

Both Hamlet and Death and the Dervish tackle a gap between
the personal and social identity of Hamlet and Ahmed Nuruddin,
which is revealed due to the border situation, which introduces the
importance of the biological impererative (Ivanov 2017: 384). It is the
foundation of revenge that both should perform as a token of moral
debt towards the father, King Hamlet, and Ahmed’s brother, Harun,
its human “justification” and ethical “cover” It is a gap between their
personal and social identity.

The simultaneous co-existence of (these) two identities intro-
duces the category of duality, which is, by definiton, a multitude. The
phenomenon of many identities in a single person is extremely im-
portant because it is the cornerstone of Nietzsche’s understanding of
the subject. Relying on this perspective, the difference between their
intimately, authentic voice, and what, as ideologically shaped subjects,
they ought to be, how they are presented in the social context guided
by different, yet, similar goals — to achieve their interests leading them
to revenge. It is a gap between two polarities, the personal and the
socially conditioned one, a contradiction between their empirical and
“transcedental apperception” (Mili¢ 2000: 35-36):

“The empirical aperception is the awareness of one’s own “I” during the
so-called inner observation, when, for example, my “I” connects and

12 Kao mucap, OH He MOpa MIMaT! HMKAKB OfJHOC IIpeMa TOM TeKCTY, Kao
4OBeK OH He MO)ke mpohu mumo mera” (Jepkos 2003: 323).
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synchronizes all my observations and experiences in the whole that is
my life [...]. Each of us is at the very least one empirical “I” - but not
only in relation to others, but as a way of attitude toward oneself, as
self-consciousness. At least one “I”, because there can also be more than
one “T"#3* (Mili¢ 2000: 35). On the other hand, there is the transcedental
aperception (Ibid:36).

The transcedental apperceptions of Hamlet and Ahmed Nurud-
din are Christianity and “the Islamist dogma” (Petrovic 1981: 42),
while the empirical apperception is their self-awareness of the moral
imperative of revenge. The mask is the space of the discrepancy be-
tween these two apperceptions. If we consider empirical aperception
the occurrence, and transcendental the being, then the mask would
be the contrasting position of two aforementioned apperceptions.

What is important to note here is the the Althusser’s understand-
ing of the concept of a subject that insists on an ideologically shaped
man in whom ideological acquires absolute superiority over the human
dimension. He loses his human essence and becomes an ideologically
conditioned subject (Becanovi¢-Nikoli¢ 2007: 312). Such a subject is
subordinated to power generators and institutions, which, in their
name, implement ideology. In Hamlet’s case, these are the court and
the state, and when it comes to Nuruddin, it is “the Islamist dogma”
(Petrovi¢ 1981: 42).

“Kant primarily defines apperception as “the awareness of oneself”,
as a self-consciousness, “the presention about I” as subjectivity. There
is, says Kant, one idea of the “I” common to everyone, necessary and
unversal, deeper and more basic, original compared to all the empirical
plural “I” that are his derivations. That primordial “I” is the condition of
possibilities for the apperceptive synthesis. Such “I’, since independent
of the specific experience, is the basis of “the transcedental appercep-

213 Empirijska apercepcija je svest o sopstvenom ,ja” pri tzv. unutrasnjem
zapazanju, onda kad na primer moje ,ja’ povezuje i sinhronizuje sva moja
opazanja i iskustva u celinu koja je moj zivot. [...] Svako od nas je barem po jedno
empirijsko ,,ja” - ali ne samo u odnosu na druge, ve¢ kao nacin odnosa prema sebi,
kao samosvest. Barem po jedno ,,ja’ jer tih ,,ja” moze biti i vise” (Mili¢ 2000: 35).
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tion’, it is its a priori. It is also the basis of “pure apperceptions” because
a priori and transcidentally always mean a clean idea independent of
anything empirical”** (Mili¢ 2000: 36).

Hamlet is under a strong influence of religion, the Christian
dogma prohibiting the murder, and Nuruddin is influenced by
“the Islamist dogma” (same) abolishing the right to independence,
being a person and everything personality-related, such as per-
sonal decisions and opinion, individual will. Any dogma insists
on common, general, superior, transcendental and collective.
Their soldiers are always nameless and unimportant parts of the
collectivity, and never an individual with the name and surname,
which is a point of view Ahmed Nuruddin internalizes in the
Death and the Dervish.

The need of the subject for liberation generates a rebellion in the
name of revenge, which is the central motive of both pieces of writ-
ing. Hamlet and Ahmed Nuruddin’s goal is revenge. Such a rebellion
against the systems to which they belong themselves, Hamlet being
Prince, an heir to the throne and Nuruddin being the Dervish, sheikh,
a member of the Order, and the holder of the spiritual government,
implies personal ethical determination and abandonment of the com-
fortable position of ethical neutrality. This means very specific acting
instead of limitless contemplativity about eternal crucifixtion between
two potential choices, two options, two possibilities, constantly be-
tween these two, instead of opting for one or another, the principle
or a human being. “In order to exist, a relationship to another must
be based. Regardless of the sense and character in which this occurs:

214 Kant najpre definiSe apercepciju kao ,,svest samoga sebe’, kao samos-
vest, ,predstavu o Ja” kao subjektivnost. Postoji, kaze Kant, jedna ideja o ,ja’
koja je svima zajednicka, nuzna i unverzalna. To ,ja” dublje je i osnovnije, iz-
vornije od svih empirijskih ,jja” koje su njegove derivacije. To praizvorno ,ja’
uslov je moguénosti aperceptivnih sinteza. Takvo ,,ja”, bududi da je nezavisno
od konkretnog iskustva, jeste osnova ,transcedentalne apercepcije’, ono je njen
a priori. Takode je ono osnova ,Ciste apercepcije” jer a priori i transcedentalno
znaci uvek Cistu ideju nezavisnu od svega empirijskog” (Mcitio: 36).
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as a world, someone else’s personal experience, the state, ideology,
affectionate of love”*"> (Prohi¢ 1972: 63).

However, although existence implies having relationships with
others, each being should strive to establish relationships with them-
selves. Both Ahmed Nuruddin and Hamlet get to know themselves
in two parts of the play and the novel in which they appear as a trans-
formed person. What is striking in the process of their introspection
is that the accent is not on who they are, but on what they are instead.
This suggests that they perceive themselves through their titles, the
dervish and the monarch, which is closely linked to the superiority
of their social identity in relation to personal identity.

In this context, Hamlet’s mask of madness as well as Nuruddin’s
revenge are expressions of subversion, the revolt against the authority,
the Machiavellian political practices of a totalitarian society exercising
power through repression and violence, relying on intrigue and hy-
pocrisy, sacrificing innocent people for the sake of achieving its own
agenda. One of the most dominant features of the regime is hypocrisy.
It is present in Claudius’s supposedly kind behavior towards Hamlet
at the beginning of the play.

Dervish is hypocritical towards Mullah-Yusuf in the scene we
called “The Mousetrap”, thereby betraying the Holy Book and its
principles. (As for the role of hypocrisy in the Death and the Dervish
novel, it is important to point out that hypocrisy is contrary to the
Koran (Tanaskovi¢ 2018: 235)). Since in this scene he consciously puts
on the mask of a friend in order to deceive MullaYusuf and make him
give himself away with body language, which Hamlet expects from
Claudius, thereby showing guilt.

Owing to the violent deaths of their loved ones caused by the
system representatives, as is the case in the Death and the Dervish
novel and, or the peaks of the same as is the case in Shakespeare’s play,
Hamlet and Ahmed Nuruddin find themselves in the midst of what

1> Da bi se egzistiralo, mora se zasnovati odnos prema Drugom. Bez

obzira u kojem smislu i liku se to Drugo javljalo: kao svijet, tude, personalno
iskustvo, drzava, ideologija, izvjesnost ljubavi” (Prohi¢ 1972: 63).
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Jan Kot calls ,,[...] The Grand Mechanism”*' (Kott 1990: 52). In the
name of the totalitarian political creation that is the state, Claudius
and Ayni-effendi embody Machiavellian heroes who are scoundrels,
murderers of innocent people and hypocrites. Both Hamlet and
Ahmed Nuruddin are the authorities as well, Hamlet the secular
one, and Nuruddin the spiritual one. The murderers are Claudius
and Ayni-effendi. At the very beginning of both pieces of writing,
Hamlet and Ahmed Nuruddin find themselves in the position of
victims whose family members, father and brother, are the victims of
murder by Claudius and Aini-effendi. At the end of both parts, the
protagonists take on the role of executioner.

Hamlet kills Claudius. In addition to being the perpetrator of a
crime on a political and state level, he is also the perpetrator of a crime
on a family level because by killing his brother Hamlet he deprived
him of his father and thereby gave legitimacy to his potential revenge,
which is Hamlet’s moral duty. Ahmed Nuruddin initiates a plot that
will result in the death of the kadi. “Nuruddin’s great blindness (in
relation to power) manifested itself immediately: he did not see,
could not see, that such power as a principle is nothing other than a
struggle for self-preservation [...];”*'7 (Egeri¢ 2000: 56). By reversing
the roles, the circle is closed. “The man in question, the insignificant
sheikh Nuruddin, [...], can, as in the fates of Shakespeare’s kings and
murderers, see the ghostly, terrifying hum of the Grand Mechanism
of History” *'® (Egeri¢ 2000: 53). Nuruddin is also “the intelligence of
the Grand Mechanism, its will, sacrifice and consciousness”?" (Kott
in: Egeri¢ 2000: 53).

216 [...] Benmuku Mexanusam” (Kot 1990: 52).

27 Benuka HypynnHoBa 3acierbeHOCT (y OHOCY Ha B/IACT) MCIO/bIIIA
ce ofjMax: HHUje BMJIeO, HUje MOTAO BMIETH, [ja TaKBa BJIACT KAO HA4esIo Huje
apyro go 6op6a 3a BracTuTo oppkame [...J;” (Erepuh 2000: 56).

218 JoBek 0 KojeM je ped, HesHaTHM 1rejx Hypyaus, [...], Moxe, kao y y
cynounama lllekcrpoBuX KparbeBa 1 youIia, BuaeTH cabmacHo, 3acTparuyjyhe
3yjame Bemukor mexanusma ucropuje (Erepih 2000: 53).

29 MHTeNUreHuuja Bemkor MexaHM3Ma, berosa Boba, XPTBa 1 CBECT
(Kot y: Erepuh 2000: 53).
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Belonging to the system is the main mark of Hamlet’s and
Nuruddin’s social identity, and an important element of their masks,
especially Nuruddin’s, because these are masks that imply social ap-
pearance through the functions of dervish and kadi. Like Hamlet’s
social identity as a monarch, which is seriously threatened by his so-
called madness, although it is not, but rather a deception for all the
courtiers, they carry with them social status, because Hamlet, after
the death of his father, was supposed to be the next crowned head,
while Nuruddin is a dervish, an exponent of spiritual authority, and
thus a representative of authority.

Hamlet and Ahmed Nuruddin’s relationship to boundary
situations is personal. They are personally involved as son and
brother, as bearers of personal identity, and not only as bearers of
social identity. We encounter emphasized emotionality in Hamlet
at the beginning of the play, and in Nuruddin in the second part of
the novel. In these moments, both protagonists surrender to their
emotions, affects, feelings and passions. The relationship between
Claudius and Aini-effendi is not the same as it is towards Hamlet
and Ahmed Nuruddin. Claudius and the kadi behave in accordance
with their social position as figures of authority, power, control and
decision-making. Hamlet and Nuruddin are subordinate because
ideology demands obedience from them. However, boundary situ-
ations reveal the two protagonists in the light of personal identity.
Due to heightened emotional involvement, the human dimension,
which is protected by a mask, madness, and dervishism, transcends
the social dimension.

According to Nietzsche, the mask signifies the difference between
the essence, what is internal, the core, the truth, the authenticity, the
originality, the being, in a word, the essence, the personal identity,
and what manifests itself as external, which is an illusion, an illusion,
a deception (Vattimo 2011: 13). In the case of Ahmed Nuruddin and
Hamlet, it is a gap between the original, intimate, authentic being that
is the bearer of personal identity and the mask that the subject uses
in the social context within the social community in which he finds
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himself. In the case of the sheikh, this mask coincides with his social
identity, public function, the title of dervish, and then also the kadi,
while in the case of the monarch Hamlet this is not the case.

“The very idea of a personal quality in man that directs his behavior
and reactions and thus gives him an individual and unique psycho-
logical identity did not even exist in Shakespeare’s time. The basis
of psychology was physiology [...], or ethics, which implied man’s
commitment to the general categories of good or evil [...], or else
vacillation between them. In neither of these two cases, however, was
the psychological constitution understood as permanent or consist-
ent”?? (Kosti¢ 2010: 106).

This opens up space in English Renaissance drama for the
changing nature of the hero, which is constantly in between. It is
between this world and the next, between man and his socially
constructed identity, between emotional and rational reasoning,
between reason and affect, between acting and truth, between the
“I” and the mask, which, in the dervish’s case, is first the dervish’s
calling, and then the kadji’s.

At the beginning of the novel, this mask is an (anti)mask
because it is not aware of its appearance. This will change later in
the novel. The (anti)mask will become a mask. This also shows
the changeability of the hero’s nature, as well as the instability and
inconstancy of his character, to which the revenge tragedy as a
subgenre is closely related. The question of character is significant
in English Renaissance drama. It draws a parallel between Hamlet’s
and Nuruddin’s changed behavior in these two works. Namely,
“character in English Renaissance drama is not described discur-

220 Sama ideja o nekom li¢nom svojstvu u ¢oveku koje usmerava njego-
vo ponasanje i reakcije i tako mu daje individualni i neponovljivi psiholoski
identitet nije ni postojala u Sekspirovo vreme. Osnova psihologije bila je fizi-
ologija [...], ili etika, koja je podrazumevala ¢ovekovu opredeljenost za opste
kategorije dobra ili zla [...], ili pak kolebanje izmedu njih. Ni u jednom od
ta dva slucaja, medutim, psiholoska konstitucija nije shvatana kao trajna ili
dosledna” (Kosti¢ 2010: 106).
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sively, but is gradually built up, acquiring line by line from scene to
scene”?*! (Kosti¢ 2010: 105). Their self is radically changed through
the play and the novel.

This applies equally to Hamlet and Ahmed Nuruddin, because
there is a difference between their personalities at the beginning of
the play and the novel and their personalities at the end. Their trans-
formation continues throughout both parts. Hamlet alternately takes
off and puts on his mask of madness so that towards the end of the
play, in the scene with Gertrude, when he alone sees the Ghost, we
are not sure whether he is truly insane at that moment or not, and
whether the nature of his madness has been his construct all along,
his consciously chosen weapon or not. His relationship to Claudius
also changes, which conditions the change in Hamlet’s behavior, which
goes from God-fearing to vengeful. With Hamlet, therefore, it varies
from scene to scene, and from whether he is acting (madness) or
not, which he does after gaining the Dionysian insight. “It is certainly
knowledge that paralyzes the will, where there is no consolation, where
life is denied by itself > (Mili¢ 2000: 135).

In Nuruddin, we also have a change from a man of God, an
ideologist of Islamic exegesis to an avenger, from a calm, gentle and
balanced believer who sees no further than the Koran to one who is
a schemer, who hates passionately, who becomes a traitor and who
thereby tarnishes the memory of his dead brother who did not tolerate
injustice and who rebelled in the name of justice, which Nuruddin
so ardently defends, for which he paid with his life. In Nuruddin,
the change in behavior occurs through the acquisition of Dionysian
insight (Ibid.) through the death of his brother.

“For the dervish, his brother’s arrest is disbelief, a horror from dreams
and misunderstanding. The knowledge threw him out of the peace he

221 karakter se u engleskoj renesansnoj drami ne opisuje diskurzivno,
nego se postepeno izgraduje, dobijajudi crtu po crtu od scene do scene” (Kosti¢
2010: 105).

22 To je svakako saznanje koje paraliSe volju, gde nema utehe, gde se
Zivot porice sam sobiom” (Mili¢ 2000: 135).
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had won and disrupted his picture of the supposed harmony of the
world and life”?** (Milo§evi¢ 2005: 223).

Asaresult, his worldview, and thus his behavior, changes in social
situations in which he is denied respect based on the title he believes
he is entitled to. These are, first, encounters the musllim, then with a
mutfti, and finally with a kadi.

That is why wearing a mask is purposeful. They are “[...] exter-
nal expressions of personal identity largely determined by the inner
aspirations or motivations of that person™* (Kosti¢ 2010: 110). In
other words, a literary character puts on or takes off a mask in order to
present himself as someone else in a social context in order to achieve
certain goals he is pursuing.

Shakespeare is interested in the intertwining of actions and char-
acters, processes that occur in heroes, which are of a moral or spiritual
nature. What is emphasized in both works is inaction. The reasons for
inaction are what is intriguing in these two works. In this novel, the
motif of madness, neither true nor false, is not present, but the motif
of primordial hatred is present, as a dominant passion that leads to
Nuruddins dehumanization no longer as a bearer of a title, but as a
human being. “Ahmed Nuruddin has become a negative hero from
the Light of Faith,” (Selimovi¢ 2018a: 20) among other things, due
to the lack of love. Escape from love leads to final dehumanization,
to decline, to hatred, to bloody barbarians and the ecstasy of power,
to crime and revenge [...]”?* (Deli¢ 2021: 26).

223 Za dervisa, bratovljevo haps$enje je neverica, uzas iz snova i nespora-
zuma. Saznanje ga je izbacilo iz osvojenog mira i poremetilo njegovu sliku o
toboznjoj harmoniji sveta i Zivota” (Milosevi¢ 2005: 223).

24 ,[...] spoljasnji izrazi li¢cnog identiteta u velikoj meri odredeni unutrasnjim
teznjama ili pobudama te osobe” (Kosti¢ 2010: 110).

»cpjernosjep e (Cemmmosuh 2004: 12).

26 Axwmeqn, HypynuH je of ,CBujeTa Bjepe” IOCTa0 HeraTMBaH jyHaK,
usmeby ocrasior u 36or Hegmocrarka j/byOaBu. bjekcTBO off /By6aBU BORU Y
KOHAuHY JleXyMaHM3aljy, Y Iaji, Y MP>KEbY, y KpBaBe BapBape I 3aHOCe B/IaCTH,
y 3nmo4nt u ocsery [...]” (Hemmnh 2021: 26).
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Hamlet and Death and the Dervish share some characteristics of a
revenge tragedy that are formally more important. Firstly, the conven-
tional pattern of a revenge tragedy, according to Veselin Kosti¢, is one
that includes two main aspects, one of which is the crime, the misdeed
of the negative hero, who usually belongs to a high social class and as
such possesses power that provides him with a certain protection in the
social context, which complicates the task of revenge that needs to be
carried out against him. The second one is revenge (Kosti¢ 1982: 65).

If we could call Nuruddin positive at the beginning of the
novel, he certainly is not such at the end because he has turned into
everything he rebelled against.

Hamlet’s metamorphosis goes from a literary hero who expresses
emotions of sorrow, grief and disgust, who pretends to be crazy in
order to achieve his plan and leave the impression of a court fool and
buffoon, to, as the drama progresses, showing qualities worthy of a
positive hero who does not want to commit a sin and kill a man who
is not guilty, and devises a way to convince himself of Claudius’ crim-
inal act before killing him and thereby carrying out not the personal
revenge of a son on his father’s murderer, but the revenge of a ruler
worthy of the throne of his state on one who is not.

Hamlet is not only an enlightened man, but also an heir to the
throne illegally deprived of his throne. It is the conflict of two types
of identity within him: personal and socially constructed that makes
him an Althusserian subject, while the internal division between these
two types of identity, and, even more, the rupture between two sets of
moral values that are signs of different times and, therefore, different
value systems, as well as the difference between the sober Hamlet and
the one he becomes by acting out his madness, that is, between reason
and the mask of madness, makes him a Nietzsche’s subject who, being
divided within himself, is always a multitude.

Loyalty to the title of dervish and kadi implies a refusal to allow
the subject to use the Machiavellian means of those who use the
aforementioned social positions for personal purposes, rather than
for the public, common good. Since Nuruddin turns a deaf ear to this
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by opting for lies, hypocrisy, and the sacrifice of an innocent man, he
shows that the aforementioned titles are a mask, his transcendental
“I; and not his personal identity, with which he deceived himself until
hatred enslaved him and forced him to subvert for the sake of revenge.
This subversion, in Hamlet’s case, is the mask of madness.

“Disguise is not something that belongs to us by nature, but
something that we freely adopt with a view to some goal, prompted by
some need”??” (Vattimo 2011: 19). The mask hides the true intentions
of the subject. He puts it on consciously. That is why Ahmed Nurud-
din’s mask, until the encounter with the Muslim, when he learns that
what he believed in most - his own social superiority based on the
dervish vocation - is an illusion, an (anti)mask.

Nuruddin’s dervishism is a response to life’s disappointment, not to
the real need of his original being to serve Allah. He does not go to the
tekke out of humility and desire for service, but out of the need to, being
injured, hide, separate, alienate himself, and, through his calling, secure
for himself social prestige, recognition and respect of the community.
Hamlet's madness is a mask in the true sense of the word because he uses
it to fulfill his goal - to find out whether Claudius is his father’s mur-
derer and whether the Ghost of the King, his father, is telling the truth.

The gap represented by the mask can be traced in the light of
binary oppositions between the being of the subject, the subject in
itself, what the subject (thinks) he is, and his social position - the
status he occupies within the social community, which distinguishes
the subject from it. Ahmed Nuruddin calls this a title that he believes
a priori secures him the respect of others. He thinks that they must
respect him because they respect his rank.

In this way, he identifies himself with his rank, and vice versa,
his rank with his personal identity, while in the play Hamlet, Laertes
and Polonius are aware that the title transcends personal identity and
that it must govern the decisions of the heir to the throne, and that

*7 Prerusavanje nije nesto $to nam pripada po prirodi, ve¢ ono §to slo-
bodno usvajamo o s obzirom na nekakav cilj, podstaknuti nekom potrebom”
(Vatimo 2011: 19).
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he cannot make decisions with his heart, like an “ordinary” man, and
marry Ophelia, but these must be decisions based on the position he
occupies, as is the case with Ahmed Nuruddin until he transforms into
an avenger, although he thinks that his kadi decisions can only be his
own. He is so convinced of this that he confidently declares: “T'll do
what the law and my conscience command me to do™** (Selimovi¢
2018a: 345).

At the beginning of the novel, he sees no difference between the
two identities, personal and social, dervish and kadi. For him, there is
an absolute correspondence between Ahmed, the man, and Nuruddin,
the dervish, the sheikh of the tekke. However, by the end of the novel
he realizes that they are two different people, such as Hamlet, who is
a grieving son, heir to the throne whose father was murdered, ille-
gally usurped the throne, and therefore the state, but also the mother,
from whom, we can say, Ophelia was usurped, namely by her father
and brother, pointing out that Hamlet, if nothing else, the position
he occupies as a legitimate pretender to the throne prohibits him
from marrying her, which is why there is no point in her continuing
to respond to his courtship, a madman who, in the eyes of others,
above all Claudius, represents a danger to the country and its order,
through Hamlet who faces death quite literally, holding Yorick’ skull,
to Hamlet who does what an honorable ruler should do - kills the
decadent usurper of the throne, thereby ensuring a bright future for
Denmark in the form of Fortinbras. That element of sublimity makes
his tragedy not quite tragic.

Hamlet does not shy away from murder as an act, but rather
from committing the revengeful murder that his father’s Ghost com-
mands him to do, as well as from suicide, which Christianity forbids
through its commandment. He kills Polonius with a sword, and leads
Rosencrantz and Guildenstern into a death trap without any second
thought, but throughout the play he hesitates to kill Claudius, whom
he only kills at the end of the play. This hesitation is best seen in the

28 Yuumhy oHo mTo My 3aKkoH 1 casject Hanaxy (Cemimosuh 2004: 356).

188

Prelom - M T - KNJIGA.indd 188 22-Jul-25 19:55:07



THE NEW HISTORICIST PARALLELS OF HAMLET AND DEATH AND THE DERVISH

scene where Claudius prays, during which Hamlet can kill him with-
out hindrance, because Claudius is at that moment on his knees, his
back turned to his nephew, harmless and vulnerable, easy prey for the
murderer, but Hamlet does not do so. Claudius’ murder at the end
of the play is a gesture of a ruler who does it in the name of the bet-
terment of his country, and not personal revenge for his injured son.
Hence the dimension of sublimity in Hamlet’s act of killing Claudius.

Nuruddin’s revenge is the personal revenge of a failed man
steeped in dogmatically shaped vanity. It is also confirmed by his
performance of the duty of a kadi. The role of a kadi is also a mask, a
social identity, to which Nuruddin agrees without realizing that it is
a metaphorical catul-ferman around his neck. The dogmatist in him,
guided by his own pride, believes, indeed, that he will be independent
in his decision-making and free to judge and adjudicate in accordance
with his own will and legal regulations in which the law is the privilege
of immoral rulers, Machiavellian characters who only need one more
pawn to sacrifice for a game of chess in which human life is at stake.

Hamlet and Ahmed Nuruddin embody the multiplicity of
identities. That is why they are contradictory subjects, divided within
themselves, embodiments of the Nietzschean subject that is multiple
in terms of consciousness and will, divided within itself into several of
them, an internal plurality, an opposition to the integral subject, one
whose nature is not fluid, but one, unique. Both share the opposition
that exists between their personal and social identities, between their
nature and social role, the titles they bear, dervish and kadi, as far as
Nuruddin is concerned, and the title of monarch as far as Hamlet is
concerned, which divides them from within.

The inner division caused by the multitude of identities and
their opposition leads to a psychological split that is the foundation
of Nietzsche’s understanding of the subject. His conclusion is that
the subject is never one, unique, indivisible, but rather it, and thus
man as a subject, is always a plurality (Puri¢ 1997: 95). Nietzsche’s
understanding of the subject is conditioned by grammar in the sense
of the basic grammatical relation subject — predicate, between which
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there is a relationship that the subject is the performer of the action
denoted by the predicate. Although he dealt with grammar, Nietzsche
focused on thought as a phenomenon. He does not want to make the
mistake that, according to him, Descartes made and to create an ar-
tificial connection between thought and the one who thinks it, i.e. its
thinker. Nietzsche does not believe that the thinker exists. Nietzsche
also does not fail to mention that there is no causal connection between
thoughts. Nietzsche advocates the position that one thought does not
generate another, that this is not the way thoughts arise, especially
not thoughts in their ultimate form. He thinks that thinking is not
an activity of the subject, because if it were, then man would be the
one who could control his thought, which he is not. Nietzsche wants
to say that this would mean that our thoughts are truly ours, and that
this is generally not the case. Man does not master his thoughts, he
is their slave. According to Nietzsche, there is no causal connection
between I and I think. Neither is I a subject, nor is I a predicate. Al-
though Nietzsche is aware of the influence of grammar on our thought,
he denies the concept of the subject its grammatical heritage, “[...]
that every occurrence is an action, that every action presupposes an
agent” (Duri¢ 1997: 75). Because, if so, this would mean that there
must be a causal connection between events, i.e. human action and
intention, i.e. the phenomenon and its cause.

Nietzsche interprets the world through the prism of philosophy
and compares antiquity and modernity in such a way that he sees
their opposition. According to him, there is a relationship of both
similarities and oppositions between the modern and ancient prin-
ciples. Namely, Nietzsche thinks that “[...] the modern principle is
most closely connected with the ancient, that it represents its trans-
formation™ (Ibid: 78). He establishes this by comparing ancient and
modern man. Both are in search of support, the only difference is

229 [...] maje cBaxo 36MBarbe HEKO YNIbEHHE, fIa CBAKO UNIbEHe IIPETIIOCTAB/ba
Hexor yuntnona. (Bypuh 1997: 75).

230 [...] je HOBOBEKOBHO Hade/I0 HajTElllbe [TOBE3aHO Ca aHTUYKUM, Jd
IIpeCTaB/ba IEeroBo mpenHaverme.” (Mcitio: 78)

190

Prelom - M T - KNJIGA.indd 190 22-Jul-25 19:55:07



THE NEW HISTORICIST PARALLELS OF HAMLET AND DEATH AND THE DERVISH

whether that support is within them or outside them. When it comes
to ancient man, his support is not within him, but is always outside
him. An ancient man “[...] understood the external as the measure of
the inner”*! (Ibid.).

This explains the role of the Olympian gods in the life of the
Hellenes. Namely, the Greek gained the Dionysian insight, which
Hamlet and Ahmed Nuruddin would acquire much later. He was fully
aware of the dark side of human existence. He needed protection, so
he sought it in the gods of Olympus, in whom he took refuge and
protected himself from the monstrosity of existence and reality. Here
we already find the relation of the external: internal in Nietzsche, who
found the concept of the mask in their conflict.

Unlike the ancient people, the modern man is a man of broader
horizons who understood that the ancient man made a mistake in
choosing a support, that he should not have sought support in the
external, but rather returned to the self, to his personality. He decided
to find protection within himself. Therefore, the modern man used
the mind as his refuge and thus, “[...] declared himself the first sub-
ject”>? (Ibid: 79.) This means that the modern man based his faith
in his contemplative self, which is referred to by René Descartes, the
father of modern philosophy, the one who made a turn in the previous
medieval scholasticism that proclaimed God as the basis of all things.

Descartes starts from the fact that the subject, i.e. the thinking
self, is what exists in itself, that it is unquestionable. And Nietzsche
expresses the fear that Descartes is wrong because the existence of the
thinking self depends on whether one considers that there is a separa-
tion of thought as such, of the thinker who thinks the thought there,
and of thought as a phenomenon. If this premise is correct, it proves
that the thinking self exists on the basis that there is a relationship
of distinction between the thinker and thought. “Nietzsche doubts
precisely what Descartes considered most undoubted - that there is

#1,[...] oHO crio/bamIbe cXBAaTMO Ka0 Mepy yHyTparumer” (Vciio).

2 ,[...] mpornacuo cebe npum cy6jexrom” (Hcitio: 79).
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such a thing as a subject or thinking self at all. He says that the position
cogito, ergo sum is an arbitrary assertion, not a reasoned conclusion,
because it already presupposes what has yet to be proven”*’ (Puri¢
1997: 82).

Nietzsche was happy to refute Descartes. He believed that Des-
cartes considered proven what he had not or had not fully proven, but
rather assumed that it had been proven. One of the things Nietzsche
criticized him for was, “[...] that he simply substantialized the subject,
that he conceived the subject in the image of substance, that he trans-
ferred to it the provisions of substance™* (Ibid: 85). Nietzsche believes
that Descartes was wrong because he did not understand the relation-
ship between subject and substance. According to Descartes, substance
comes before subject, if it is the model that the subject should emulate.
However, Nietzsche’s opinion on this relationship is completely differ-
ent. He thinks that the relationship between subject and substance is as
follows: “The concept of substance is a consequence of the concept of
subject, and not vice versa”** (according to Puri¢ 1997: 78).

This is not the only place where Nietzsche disagrees with Des-
cartes. They disagree on Descartes’ fundamental hypothesis that the
self is a prerequisite for thought®® (Ibid: 88). Nietzsche argued that
thought does not depend on the concept of self and that this concept
is not the creator of thought, as Descartes thinks. Nietzsche sees the
subject as a fiction, advocating the opinion “[...] that the function of

233 Hude cyMiba yIIpaBo y OHO LITO je [lekapT cMaTpao HajHECYMEbMBUjUM
- aTO je Jia yOIIIITe IOCTOjJ TAKO HEIITO Kao CY0jeKT miu MucaoHo ja. Kaxe fa
je cTaB cogito, ergo sum IPOM3BO/bHA TBP/HbA, @ He 00PA3/IOKEHN 3aK/bydaK,
jep ce y memy Beh npernocraspa OHO 1mITO 61 Tek Tpebao gokasatn” (Hypuh
1997: 82).

24 ,[...] ITO je HAIPOCTO CYICTAHIMjaMN30BA0 CYHjeKT, IITO je 3aMICTIIO
Cy0jeKT 1o yIIefly Ha CyIICTaHIIN]Y, IITO je PeHeO Ha iera ofpende cyncranuje”
(Vicro: 85).

25 Tlojam cymcraHLuje je MOC/IefuIla IojMa Cybjekra, a He oOpHyTO!”
(mpema Bypuh 1997: 78).

26 [...] ma je pyHKIMja cybjeKTa KOPUCHA Y €r3UCTEHIMjATHOM CMUCTY
(Bypuh 1997: 91).
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the subject is useful in an existential sense” (Ibid: 91). In this way,
Nietzsche transfers the subject from the field of grammar to the field
of reality and real life. For him, the ’subject’ is the vital condition of
organic existence [...]”*” (according to Duri¢ 1997: 91).

According to Nietzsche, the relationship between the elements
of the multitude, namely consciousness and will, is “[...] the play
and counterplay of forces, [...] the abundance of opposing drives
and impulses [...]**” (Ibid). Wholeness is what does not characterize
Nietzsche’s subject, just as neither Hamlet nor Ahmed Nuruddin are
whole. The basis of Nietzsche’s concept of disguise and his thought
tigure of the mask is the generation of an appearance, a delusion, an
illusion. Appearance is the difference between what Ahmed Nurud-
din and Hamlet Nuruddin are and what they present themselves as,
Hamlet as a madman, and Ahmed Nuruddin as a dervish.

The split between listening to one’s own voice and the voice of
an external authority such as religion, god, dogma is a problem that
is the fundamental hub of their identity multiplicity. It gives rise to
contradiction, which causes internal conflict. In the first part of the
novel, Nuruddin’s transcendental “I” has curtailed his empirical ap-
perception — the empirical “I” (Mili¢ 2000: 35), personal identity. His
transcendental “I” is an appearance. The empirical “I” (Ibid) is a being,
a personal identity that is liberated by the appearance of hatred. In
Hamlet, his empirical “I,” his “empirical apperception” (Mili¢ 2000:
35), which is obliged to take revenge, fights against his “transcendental
apperception” (Ibid.), which implies loyalty to an idea, or rather an
ideal, to Christianity and “Islamic dogma”** (Petrovi¢ 1981: 42), in
a word, to religion.

27 ,[...] ma je dyHKIMja cybjekTa KOPUCHA y er3UCTEHIMjTHOM CMUCTY
(Bypuh 1997: 91). Hude Ha Taj HaunH npebargyje cybjeKT u3 mMojba rpamMaTuke
y HOJ/be PEATHOCTH ¥ PeayHOT >KMBOTA. 3a Mera, CybjeKT je KMBOTHM YC/IOB
OpTraHCKOr HocTojama [...]” (mpema Bypuh 1997: 91).

28 [..] urpa u nporusurpa cuma, [..] o6Mbe CyHpOTHUX HAroHa u
nmmyca [...]” (Vcro).

29 islamisti¢ckoj dogmi” (Petrovi¢ 1981: 42).
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He nevertheless takes revenge and kills Claudius, violating God’s
commandment, thereby eliminating the influence of that authority
within himself, and confirming the authority of his father’s Ghost. Like
Nuruddin, Hamlet is constantly on the border between his two “I’s:
the experiential self, the one who is forced by a boundary situation
to exist and act in the real, material world, and the self who believes
in ideals and in the world that rests on them. Hamlet’s disgust for his
mother and her debauchery confirms that he believed in the ideal of
her as a woman who remains faithful to her husband even after his
death. Until she betrayed him, for which Ophelia paid the price, about
whom, after her drowning, he says:

“I'loved Ophelia.

Forty thousand brothers

Could not with all their quantity of love
make up my sum”*

(5. 1.259-261)

3.2 MASKING: BETWEEN THE TRUTH
AND AN ILLUSION

Hamlet might have had a chance not to be, like Ahmed Nurud-
din, a failure as a man due to his lack of love.

Nietzsche’s concept of the mask based on the difference between
authenticity and construct, is what makes Hamlet and Ahmed Nurud-
din suitable subjects for analyzing them in the light of this particular
aspect of Nietzsche’s philosophy. When it comes to disguising/masking
principle, authenticity can be understood as the inner personality of a
man, whereas a construct can be understood as what is external. Au-

240 Bomneo cam

Odennjy. bpahe uepnecer xumpana

Ca cBOM MHOXITHOM CBOje /by6aBu

Jocturnn He 6u Mojy”

(Iexcrmp, Benuxe thpaieguje, npes. Cumuh n Ilanpgyposuh, 2022: 123)
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thenticity, hence, refers to the very core of a being, personal identity,
the Self, true nature. Construct, on the other hand, is its representation
in a social context, which is a social identity, public function, title
when it comes to Nuruddin.

It denotes what is socially constructed. In his case, it is his ideo-
logically conditioned Self, his dervish-oriented personality. Authen-
ticity is the essence, the gist of a person, Unlike this, the construct
is a mere form, the appearance aiming to achieve something, like in
Hamlet’s case, or rather like in Nuruddin’s case in the second part of
the book in which he uses his title and his dervish-oriented mindset
to pursue justice.

Both Ahmed Nuruddin and Hamlet fall under the category
of Nietzschean subjects. The Nietzschean subject is divided within
himself. This means that a man is not a singular entity, he does not
stand for singularity, but a plurality, the conflict between two contra-
dictory “I’s, I comprising the roles of a son, brother, an heir to the
throne, the son of a murdered father who is also a king, a ruler, the
crucial political role in a community and its socio-political hierarchy
and the state organization, I — the dervish, the religious and, simulta-
neously, political authority, a spiritual authority as well since dervish
is a Muslim priest, the one who should represeant the bearer of the
God’s words and his will, the supreme authority among the believers
who confess them prior to death, who forgives their sins on behalf of
the mighty God, thus ensuring their soul is unburdened with what
they had done wrong while they were alive when they die. As such, he
should represent the man of the virtue, who complies with the God’s
orders and live in accordance with them. However, the fact that he is
consumed with vanity throught the novel, his lies in the second part of
the novel as well as his pretending in front of Mullah-Yusuf, to begin
with, his choosing his calling instead of his brother, his wish to marry
the late kadi’s wife not just because he is fond of her but counting on
the financial power and the repution of her family to protect him, his
devoting his life to being a dervish out of spite because he was hurt,
even helping the fugitive, and, last, but not least, his demonic hatred
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are all signs of betray his calling he had invested his entire previous
part of life, all 20 years of serving it. For these reasons, the conclusion
that him being the dervish is just an illusion could be drawn.

When analyzing the mask according to Nietzche, we cannot argue
one of its crucial features is its awareness of illusion. In Hamlet, the
awareness of illusion exists within himslef, in the scenes of his fake
madness. He knows exactly where the line is. In Ahmed Nuruddin’s
case, however, this level of awareness does not exist at first. It is only
later when it is created, by acquiring the tragic knowledge (Jaspers 1984:
234). This is what initates both protagonists’ spiritual metamorpho-
sis. Moreover, it will condition their subsequent actions resulting in
leading them towards them having to ethically determine themselves
as opposed to being ethically neutral. By doing so, both Hamlet and
Ahmed Nuruddin will become ethically determined heroes since
they make a deliberate choice to fulfil their destiny. His devotion to
the dervish calling is hypocritical because he did not choose it out of
genuine love and the need to serve “the Islamist dogma™*' (Petrovi¢
1981: 42), but out of the need to, due to disappointment because the
girl he loved had in the meantime become someone else’s, hurt and
horrified by the scenes that were unbecoming of a human being,
which he had seen in the war, the bestiality of his military comrades,
who were not ashamed of their animalistic urges, debauchery and
fornication. He does not run to dervishism with a pure heart, he flees
into it, driven by the need for protection and separation, solitude and
spiritual escapism. “Even then he noticed that obedience was not the
real one, acquired from strength and religious enthusiasm, but was
only a shelter, a refuge from the “powerful and evil of this world” to
whom he was no match [...], for whom he was weak“**? (Jeroti¢ in:
Lagumdzija (ed.) 1973: 70).

241 [...] islamisticka dogma [...]” (Petrovi¢ 1981: 42).

22 Jour je Tajja OH yO4MO Aa HOKOPHOCT HIje OHA TIpaBa, U3 CHare 1 Bep-
ckor ycxuhea credeHa, Beh je camo 3ak/ioH, npubexuiire off ,MONHNX 1 371X
oBora cBujeta’ KOjuMa Huje gopactao [...], 3a xoje je cmab” (Jeporuh, Bragera,
»O HekMM Meramopdosama ,MHIVBUYALMOHOT IIpoLieca’ y poMaHy ,[lep-

196

Prelom - M T - KNJIGA.indd 196 22-Jul-25 19:55:07



THE NEW HISTORICIST PARALLELS OF HAMLET AND DEATH AND THE DERVISH

Jerotic’s position is important because it shows that the dervish’s
awareness that his dervishism was not primordial, but utilitarian. This
implies that, if Nuruddin is aware of this, then it is not an (anti)mask,
but a mask. Therefore, the boundary when it comes to Nuruddin’s
dervish illusion will be somewhat more flexible. He is an ideological,
doctrinal immigrant and a social and life emigrant. Hence the loss
and failure as fate.

It is undoubtedly that Hamlet masks himself when he employs
antic disposition, just as it is certain Ahmed Nuruddin does not mask
himself in the first part of the novel, when serving it through his
submission. However, the acquisition of tragic knowledge (Jaspers in:
Stojanovic¢ 1984: 234) is to a great extent related to the (non)existence
of the mask of the two protagonists, because on the basis of it Hamlet
decides to put on the mask, and Nuruddin’s insight implies not only
a reaction to the death of his brother, an innocent man, but also an
insight into the dervish illusion.

Hamlet puts on a mask and that it is Dionysian in nature, and that
Nuruddin’s “mask” of a dervish is not a mask at all until he realizes that it
is, as a matter of fact, one. What is more, it is the (anti) Apollonian mask.
Consequently, the difference in their masking/disguiusing as well as the
role they play has primarily to do with their ethical (in)determination.

Hamlet’s mask of madness that generates the illusion through his
behaviour of a lunatic fulfills its purpose of defense in an environment
in which he is inferior to the others, spys, tyrants, sycophants. Nurud-
din’s (anti)mask, on the other hand, has the purpose of distinction
since in the course of the first part of the novel Nuruddin insists that
he is “something”: a dervish, a sheikh, a member of the Order, and
not “someone’, a man, a brother, a son, a lover.

Therefore, he completely subordinates his personal identity to
his socially constructed subjectivity, his public function rooted in
the doctrine and ideology of Islamic exegesis in the first part of the

Bum u cmpr’ Meme Cemmmosnha” y: Kpuitivuapu o Mewu Cenumosuhy ca
aymobuoipagujom, Csjernoct, Visgaauko npenysehe, Capajeso, 1973, cp. 70)
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novel. He places the emphasis on his social status with an (anti)mask
because he did not acquire it by birth, as he would like to have it,
because it protects him.

Both Death and the Dervish and Hamlet talk tackle the phe-
nomenon of boundaries. Both pieces of writing are characterized
by endless inner hesitation, noticeable in the Ahmed Nuruddin and
Hamlet. Fluidity is largely present in both works through the prism
of conflicting contradictions, the most significant of which is the one
between the ideological and moral idealism of both protagonists.

The central concept of Nietzsche’s concept is the mask. We asso-
ciate masking with theater. The theatrical mask determines the role of
the actor on stage, and the Nietzschean mask of a person within the
collective, but also within himself. Nietzsche’s principle of masking
(disguise) is used by the protagonists for their ultimate goal - the
execution of revenge. In the context of Hamlet and Death and the
Dervish, ethical determination is at stake.

Hamlet, for example, puts on the mask of a mad man so as to
benefit from it. His mask is Dionysian in nature, which we will ex-
plain with the connection that Nietzsche finds between Hamlet and
Dionyisiac man (Nietzsche 2003: 39). It comprises the crucial char-
acteristics of Hamlet’s psychological-emotional structure, especially
the phenomena such as his passivity and apathy, aka lethargy. These
traits make the dramaevergreen, timeless and elevate it to the level of
the universal since everyone feels like Hamlet does at some point in
their life, especially in thesituations of facing the loss of a loved one
or a friend, next of kin, etc. Hamlet thus ceases to be just a literary
character like any other and just a man like any other.

He becomes a metaphor for feeling blue, acting while being hurt,
angry and overwhelmed, making decisons while grieving some of
which might be wrong or end badly. Lastly, bearing in mind that his
obsession with his father lasts much shorter and is less intense than
his obsession with his mother remarrying Claudius, we might also
argue he is also a metaphor of the pathological relationship of a son
with his mother.
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On the other hand, what is noticeable in case of Ahmed Nurud-
din’s mask is the fact that it is actually an (anti)Apollonian (anti)
mask. This statement is justified because dervish Ahmed Nuruddin
lacks the awareness that his dervishness is an illusion in the first part
of the novel, when his personal identity is non-existent or rather,
hidden deeply behind his devotion to his calling. At the the beginig
of Death and the Dervish, we meet face to face with the protagonist
who is entirely consumed by his profession. He acts like a dervish,
talks like a dervish, thinks like a dervish, believing the whole world
operates similarly. His discovering this is not the case causes him
to eventually be overwhelmed with tragic disappointment. That
awareness, obtained by having gin such a tragic insight due to facing
his innicent brother’s tragic death is the borderline between a mask
and an (anti)mask. The mask and the (anti)mask are thus separated
by the lack of awareness. A mask is an (anti)mask as long as it is not
aware of it being fake. Once it recognizes that, it is no longer the
(anti)mask. It becomes the mask.

At first, dervish Ahmed Nuruddin is merged with his title, his
noble calling which is, at the same time, his public function. However,
although the (anti)mask, his dervishism still possesses a vital charac-
teristic of the Nietzschean mask. It is the protection from those com-
pared to whom he is inferior, i.e. those in power, the power-holders.
Furthermore, it is a means of distinction from those who are lower
than him on the social hierarchy ladders.

The task that each individual should strive for is the integrity
of his personality, his own inner unity. The problem arises when our
social role, the mask, which is the source of our opinion, which is
not ours, but is acquired, and our personality, our original being, are
in conflict. In the case of the protagonists of the play Hamlet and the
novel Death and the Dervish, we can say that there is a conflict between
opinion and being in them, since their opinion is not theirs, but a set
of internalized principles of imposed authority that exerts a profound
influence on the consciousness of the two heroes. These authorities
are institutions that support order, and serve to maintain the ideolo-
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gy of the ruling class, of which the court as the generator of political
ideology and the monarch as the representative of that doctrine in
Hamlet’s case are important for this thesis, and the “Islamist dogma”
(Petrovi¢ 1981: 42) in Nuruddin’s case, or rather, his relationship to
it, which he uses as a refuge.

Disguise is an art. It is an illusion, a conscious adoption of an-
other (sometimes someone else’s) identity for the sake of protection
in a social context (Radoj¢i¢ 2017: 82) whose conventions defy those
firmly rooted within us, adopted, acquired due to exposure to cultural
and ideological matrices and value systems that we have internalized
as our own, and which actually represent a set of acquired principles.
A mask is a distinction, a difference in relation to ourselves, and in
relation to others, a disagreement between our original personality
and the role we play in a social context, group (collective) or social
community, for the sake of some goal. The cause of the disagreement
is the discrepancy between the value systems instilled in our con-
sciousness and the adopted, acquired ones. Because the relationship
between an individual and a group is never just a relationship between
an individual and a group. It is always a question of the relationship
between two types of identity: personal and social (collective) be-
cause we, as members of the human race, are social individuals, and
a social “individual always creates its identity in a complex system of
relationships with groups™* (Mallier 1982: 19).

The divergence of these two identities in an individual creates an
identity crisis due to internal division, due to the distinction between
us and them, and the contradiction between the internal and external,
which causes a difference in ourselves, an internal division. Differentia-
tion from others with whom we stand in a relation of collective connec-
tion leads to internal conflict because a contradiction is created within
us between the system of values that we have adopted as part of the
collective and what is our essence, our original being, personal identity.

3 jedinka stvara svoj identitet uvek u sloienom sistemu odnosa sa gru-
pama” (Malrije 1982: 19).
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Since a person participates in the creation of a value system with-
in a social community, he thereby participates in the construction of a
collective identity within himself, into which his personal identity as
an individual should be molded and thereby limited. When, however,
this does not happen, because the difference between the collective
and individual value systems is too great, an internal conflict occurs
within the individual, when he reaches for (un)masking. The relations
between the individual and the collective, the social communities to
which he belongs, are forms of social interaction that, by subjugation,
transforms the individual into a socially constructed subject on the
basis of his collective identity based on ideology - a value system.

Our relationship to the collective can be based on excessive
identification with other members of the group or the principles that
the collective promotes, implies and encourages, or on being different
from the collective to which we belong due to circumstances (e.g., by
birth), which forces us to adapt for the sake of easier survival. The first
case refers to Ahmed Nuruddin, and the other to Hamlet.

Since in both works of which they are the protagonists, the
question of the relationship between personal and collective identity
is one of the supporting pillars of both literary structures, the clarifi-
cation of the term collective identity is not without significance. The
foundation of collective identity is ideology. What stands as a binary
opposition to the ideological constitution of the collective identity
of the individual, now already a subject, is the concept of personal
freedom. It, however, is limited by the demands of the group, which
molds the individual into a cultural, socially conditioned, traditional,
ideological matrix that suppresses his autonomy. The system always
strives for its survival at the expense of the freedom of those who
make it up, because molding is the way of that survival, the lever that
keeps regimes in power by subjugating and breaking personal will.

Disguise, namely, is closely related to the need for freedom be-
cause each individual is bound by certain laws, principles, and laws
in accordance with which he exists, as a member of the human race,
and thus also by some social community, whether national, religious,
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ideological, or any other, whose molds limit his freedom, and thus
inevitably call it into question.

It follows that, as a member of a group, and belonging to a group
gives rise to a collective identity, a person does not have the right to
his personal, individual, intimate choice, opinion, or act. His personal
identity is denied to him, and his structure, internal and external,
must be conditioned by the rules of the group of which he is a part.
This is a field in which anything individual disappears, and in its place
comes the collective, the general. The group shapes our identity by
abolishing our right (not the need, but even the necessity) to our own
being, personal autonomy and our own freedom.

“Identity, that essential backbone of the concept of personality
is what makes a person different from others, to be who they are
[...]”*** (Zizjulas 1985: 15). In the case of an individual as a social-
ly constructed subject. Hamlet and Ahmed Nuruddin are not just
Nietzschean subjects. ,,[...] that identity is provided and given by a
state or some organized group™** (Becanovi¢-Nikoli¢ 2007: 312). They
are subordinate subjects in the Althusserian sense, which means that
they are slaves to an opinion that is not originally theirs (Ibid). It goes
without saying that every authority tends to subordinate its subjects.
The existence of freedom in opinion lies the greatest danger to any
authoritarian system, because it can lead to subversion and rebellion
that would overthrow that order, whether it is a political order or a
religious dogma (such as Islam and Christianity).

To subjugate an individual means to revoke his right to freedom
of thought, to critical thinking, to revoke his personal position, his
intellectual and emotional autonomy, and thus his independence
and freedom, in short, to make him a subject. Hamlet and Ahmed
Nuruddin are subjects in that they are in a subordinate relationship

24 VIZeHTHUTET, Ta CYIITAHCKAa OKOCHUIIA IIOjMa JIMYHOCT je OHO LITO
YMHY Jja HEKYU 90BeK OyJie pyrauuju off OCTalNX, a jecTe OHaj koju jecre [...]”
(3usjymac 1985: 15).

2 [...] taj identitet obezbeduje i daje drzava ili neka organizovana celina”
(Becanovi¢-Nikoli¢ 2007: 312).
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to externally imposed authorities such as a monarch, a sultan, or a
god. Hamlet’s madness and Ahmed’s hatred are subversive behaviors
that threaten the order. They become a threat, and the threat must
be removed.

An important difference between Hamlet and Ahmed Nurud-
din when it comes to their collective identities is that Hamlet did not
choose his social identity, he was born with it, since he is a prince - heir
to the throne, a member of the royal family. He, therefore, acquired
the status of a socially constructed subject by birth. He, as a socially
constructed subject, is shaped by what Louis Althusser calls the family
state ideological apparatus (Althusser 2009: 28). According to him,
the role of these apparatuses is to support the state structure through
institutions (Ibid: 78).

“Louis Althusser cites literature as one of the ideological apparatuses
that support the reproduction of production relations, or social relations
that are essential for the existence and maintenance of the capitalist
mode of production, in his essay “Ideology and the Ideological State
Apparatus” [...] Althusser’s interpretation of Marx implies that ideology
is a system of representations (discourses, images, myths) that deal
with the real relationships within which people live, and not just a
set of self-delusions. [...] Ideology is a relationship to the world that is
both realistic and imaginary at the same time. It is real in how people
actually interpret their relationship to the social relations that shape
their conditions in their lives, and imaginary in that it obscures the
details of those conditions and how individuals are socially constituted
within them. [...] Althusser says that “ideological state apparatuses”
(IDAs) are structures in our society that maintain ideological practices.
The phenomenon of ideology has the ability to define individuals as
subjects. [...] subject’ in the sense used by ideology refers to someone
who submits to the authority of some of the social formations — which
include God, the monarch, the boss, the man and morality”**¢ (Cath-
erine Belsey in: Lesi¢ 2003: 189-197).

26 Luj Altiser navodi knjizevnost kao jedan od ideoloskih aparata koji
podrzavaju reprodukciju proizvodnih odnosa, ili drustvenih odnosa koji su od

203

Prelom - M T - KNJIGA.indd 203 22-Jul-25 19:55:07



MARIJA S. TERZIC

The dervish acquired his collective identity as a member of the
Mevlevi order and the Islamic religious community. He was accustomed
to and he belongs to the group as a soldier, who attacked the enemies
of the faith with a knife. His personal identity is that he comes from a
poor rural family who, after returning from a war in which he fought for
Islam, after learning that the girl he loved was no longer a girl, devoted
himself to the faith on an intellectual level to the point of exclusivity,
completely putting his mind at the service of Islamic doctrine.

Ahmed Nuruddin thinks. Ahmed Nuruddin does not act. He
will act only when he is forced to. Then he will write and let his
artistic genius write the story of an unfortunate man whose record,
Death and the Dervish, a book par excellence of Serbian literature,
confesses a deep, poignant, human story about the pain of one man.
That man, quite by chance, was artistically gifted and, in the central
theme of the book - the murder of an innocent brother - very similar
to Selimovi¢ himself. Certain individuals, especially those gifted with
artistic genius, find it difficult and reluctant to give up their sense of
freedom. What tempts them to break through the boundaries of these
restrictions is their need for liberation, even when they are not aware
of it, and they become aware of it only when it is threatened, as is the
case with Hamlet, or when they push it deep within themselves, to
the point of asceticism, as Ahmed Nuruddin did for twenty years.

sustinskog znacaja za postojanje i odrzavanje kapitalistickog nacina proizvod-
nje, u svom eseju ,,Ideologija i ideoloski drzavni aparat”. [...] Altiserova inter-
pretacija Marksa podrazumeva da je ideologija sistem reprezentacija (diskursa,
slika, mitova) koji se bave stvarnim vezama unutar kojih ljudi Zive, a ne samo
skup samoobmana. [...] Ideologija je odnos prema svetu koji je istovremeno i
realisti¢an i imaginaran. On je stvaran po tome kako ljudi zapravo tumace svoj
odnos prema drustvenim odnosima koji oblikuju njihove uslove u njihovim
zivotima, a imaginaran po tome §to zamagljuje detalje tih uslova i na¢ina na koji
su pojedinci u njima drustveno konstituisani. [...] Altiser kaze da su ,,ideoloski
drzavni aparati” (IDA) strukture u nasem drustvu koje odrzavaju ideoloske
prakse. Fenomen ideologije ima sposobnost da definise li¢nosti kao subjekte.
[...] 'subjekt’ u smislu koji ideologija koristi se odnosi na nekoga ko se pot¢injava
autoritetu neke od drustvenih formacija - koje uklju¢uju Boga, monarha, $efa,
¢oveka i moral” (Belzi (Catherine Belsey) u: Lesi¢ 2003: 189-197).
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3.1.1 THE ROLE OF ACTING IN HAMLET:
“THE MOUSETRAP”

Rosencrantz, Hamlet’s former friend and current Claudius’ spy
thus resembling Mullah-Yusuf in Death and the Dervish together with
Gildenstern, informs Hamlet of the arrival of the actors: “We coted them
on the way, and 1406 hither are they coming to offer you service™** (2.2.
310-311). The arrival of the actors fits perfectly in Hamlet’s plan to make
his uncle uncover his secrets, providing he is the bearer of one, as Hamlet is
already knowledgeable about, but still doubtful. The Prince replies to him:

“He that plays the king shall be welcome - his
Majesty shall have tribute on me. The adventurous
knight shall use his foil and target, the lover shall
not sigh gratis, the humorous man shall end his
part in peace, the clown shall make those laugh
whose lungs are tickle o’ th’ sear, and the lady
shall say her mind freely, or the blank verse shall
halt for ’t**¢

(2.2.312-319)

Hamlet is preparing a plan to harm Claudius and that this plan
involves the actors, as soon as he says it at that moment. He asks
who the actors are in question. We learn from Rosencrantz that they
are already known to Hamlet: “Those whom you used to love very
much: the tragedians of the city”** (Ibid.). While he was in the city,

27 TIpouumi cMo MX Ha IpyMY; OHM Ji0Jla3e 0OBaMo fja BaM IIOHY/E CBOje
yenyre” (Iekcmp, Benuxe iwipaieguje, npes. Cumuh u ITangyposuh, 2022: 53).
U ostatku teksta navedeni stihovi odnose se na engl. izdanje drame Hamlet,
navedeno u bibliografiji. Zbog toga nece biti navodeno delo u svakoj parentezi
ponaosob.

248 ,OHaj mTo urpa Kpapa o6po mMu je pourao. Eberoso BenmmuancTso he
HOOUTH CBOj JaHAaK Off MeHe; BUTe3 yTanuua he ynmorpe6utn cBoj Mad 1 CBOj
wTuTy; ’by6aBHuK Hehe 3anyn ysaucary; hymweusai he Ha Mypy CBpIIUTY CBOjY
yrory; makppaujaur he HacMejaTu oHe unja ce wiyha J1ako ronmiajy; a jyHakuma
he cro60HO M3pasuTy Mucy, I1a Ma 360t Tora xpamanu cruxosn’ (Mcitio).

2 OHH Koje cTe BM OOMYHO BeoMa BOJIEIN; Tparmdapm us rpaga’
(Iexcrp, Benuxe tapaieguje, npes. Cumuh u Ilangyposuh, 2022: 53)
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the prince saw their plays. Since four months have passed since the
murder of his father and his stay and life in the city), he asks whether
their reputation is still at an enviable level and whether their plays are
still as well attended as before. Rosencrantz answers in the negative
and draws attention to the new, young actors:

Nay, their endeavor keeps in the wonted

pace. But there is, sir, an aerie of children, little
eyases, that cry out on the top of question and are
most tyrannically clapped for ’t. These are now the
fashion and so berattle the common stages (so

they call them) that many wearing rapiers are afraid
of goose quills and dare scarce come thither“>°
(2.2.329-335).

The word “outside” refers to what is outside, not inside. It in-
dicates a lie and a pretense. Polonius explains who the actors are.
There are four or five of them. After a warm welcome, Hamlet evokes
memories of plays he has attended, from which he invites the actors.
He himself recites a verse from one of those plays. Polonius praises his
diction. Hamlet says that the actors are “[...] the mirror and chronicle
of their time™*' (Ibid: 59). This is important because Shakespeare
himself was a member of one of the acting companies of that time.

The Prince wants them to perform the play The Murder of
Gonzago, but for him to write “[...] a speech, of some dozen or
sixteen lines”** (2.2. 87) The function of adding lines to the text
is to shape the play to resemble a real situation that has occurred,

0 He, 1B1MXOB TP/, jOILI OipaXkaBa CBOj yoOM4ajeHV KOpakK. Anu BaM ce,

FOCIIOfAPY, HAKOTIIO HEKAKBe fedypiinje, MalX TOyXX/paBaLa, Koju ce Kepy
U3 CBET I71aca, U 3aTO ¥IM Ce HEMUIOCP/IHO [UbECKA: OHU CY CaJi Y MOJ U TH CY
Caji TONMKO 3arpejaa Mo MPOCTUM IIO30PHMIIAMa — KaKO MX OHM 30BY- fia Cy
MHOTI'M LITO HOCE TANNpe YIUIAIIEeHN Of IYIIYMjUX TIepa, U He CMejy Aa ce T0jaBe
tamo” (Mcino).

»1 _[...] ormenano u nmeromuc cBor Bpemena” (Vcifio).

#2 [...] jemaH roBop, Off jefHO ABAHAECTIIN IIeCHAECT CTIXOBA [...]” (Vcitio).
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so that the acting makes King Claudius feel uncomfortable enough
to show his guilt. The actors agree to this. When they are no longer
on stage after their arrival, Hamlet begins to reveal his idea: the
actors agree to this. When they have withdrawn, Hamlet begins
to reveal his idea:

“O, what a rogue and peasant slave am I!

Is it not monstrous that this player here,

But in a fiction, in a dream of passion,

Could force his soul so to his own conceit 5
That from her working all his visage wannd,
Tears in his eyes, distraction in’s aspect,

A broken voice, and his whole function suiting
With forms to his conceit?“*? (2.2. 534-541)

He elaborates his aim:

“I have heard

That guilty creatures sitting at a play

Have by the very cunning of the scene

Been struck so to the soul that presently

They have proclaimd their malefactions; 609

For murder, though it have no tongue, will speak
With most miraculous organ. I'll have these players
Play something like the murder of my father
Before mine uncle: I'll observe his looks;

I'll tent him to the quick: if he but blench,

3,0, KaKaB Mof1al], HUCKHU pob cam ja!

Hwje nu cTpamso fa Taj rmymarn Ty

Y jemHoj mecmu, jefHOM CHY O CTPacTh
MabmtoM cBOjoM MOKe [ia IPYCHUIN LIy
Ja o weHOT fiejcTBa npebiemyt My MK,

Y oxy Oyny cy3e, nijeM CTpax,

Jename y racy, 1 fip>kame cBe

C 1eroBoM MaIIToM Aa gobe y cxman?”
(Mctmo.: 59-61)
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I know my course. The spirit that I have seen 615
May be the devil: and the devil hath power

To assume a pleasing shape; yea, and perhaps
Out of my weakness and my melancholy,

As he is very potent with such spirits,

Abuses me to damn me: I'll have grounds 620
More relative than this: the play ’s the thing
Wherein T'll catch the conscience of the king
(2.2. 574-590).

€254

The organization of this play is Hamlet’s plot, which aims to
provoke a certain reaction in order to fulfill his own goal - revenge.
In this monologue,

“[...] two significant components of Hamlet’s spirit are perfectly inter-
twined: the emotional will for action and the rational analysis of the
action itself. Thus, one action (the murder of the king) is postponed for

»4,Crymrao cam
Ja xpus1y, rienajyh kakBy npepcrsay,
BELITHHOM CaMOM ITTyMe 6eXy TOIT KO
HOTpPeCeHN [0 cpua Aa 61 ogmax
IIPU3HA/IN jaABHO CBOja Heflerna.
Y61CcTBO, MaKO HEMa je3NKa,
ITporoBopyu OpraHOM YyHTHUjUM.
ITpupepuhy pa rrymun urpajy
Hemrro mrro mram youcTBy olja Mor
ITpen MojuM cTpuIieM.
Ja hy masuru
Ha meros norep, npo3upar o Cpxu.
Tprue 11’ ce camo, 3uahy Beh cBoj myT!
Jyx Koju Buex MoK/l je He4acTUB,
A haBo Moxxe Ha cebe y3eTn
Jlomnajyp1B 06/IMK; IITABHIIIE 1 MOXIA,
360r cmabocTy MM 1 CYMOCPHOCTI —
A OH Ha TakBe ¥IMa CHIHY MOh —
Ha 3710 Mme Bogy, 1a Me yIIpOIIacTi.
Ja xohy ma umam cTBapHMje pasjiore HO OBaj”
(Mcimo: 61).
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the sake of another action (the mousetrap). But, this second action leads
(if it succeeds) to the realization of the first (the murder of Claudius),
that Hamlet symbol of establishing the disturbed harmony and setting
the dislocated joint of the world”** (Baji¢ in: The Scene 1967: 332).

the conviction that the Ghost is not deceiving him would allow him
to kill Claudius in order to avenge the murder of his father, whom
Claudius sent to the other world without the right to forgiveness of
sins, and thus condemned him to torment in purgatory because “Ham-
let’s father was killed at a time when he was not sufficiently prepared
to go to the other world, and therefore his spirit must spend a certain
time in the so-called purgatory, where he will be freed from his sins
before he reaches heaven”?° (Milo$evi¢ in: Hamlet, trans. Simié and
Pandurovi¢, 2006: 10). Hamlet gives the actors instructions on how to
perform a play whose purpose is to confront Claudius with his crime
and the discovery of it:

“Speak the speech, I pray you, as I pronouncd it to you, trippingly on
the tongue. But if you mouth it, as many of our players do, I had as live
the town crier spoke my lines. Nor do not saw the air too much with
your hand, thus, but use all gently; for in the very torrent, tempest,
and (as I may say) whirlwind of your passion, you must acquire and
beget a temperance that may give it smoothness. O, it offends me to
the soul to hear a robustious periwig-pated fellow tear a passion to
tatters, to very rags, to split the cars of the groundlings, who (for the
most part) are capable of nothing but inexplicable dumb shows and

25 ,[...] savrSeno isprepletane dve znacajne komponente Hamletovog duha:
emotivna volja za akcijom i racionalna analiza same akcije. Tako se jedna ak-
cija (ubistvo kralja) odlaze zbog druge akcije (miSolovke). Ali, ta druga akcija
vodi (ako uspe) ostvarenju prve (ubistvo Klaudija) tom Hamletovom simbolu
uspostavljanja narusene harmonije i namestanju i§¢aenog zgloba sveta” (Baji¢ u:
The Scene 1967: 332).

»6 Hamletov otac ubijen je u ¢asu kada nije bio dovoljno pripremljen
za odlazak na drugi svet, pa zato njegov duh mora da provede izvesno vreme u
takozvanom distilistu, gde ce se osloboditi svojih grehova pre nego sto dospe u
raj” (Milosevi¢ y: Sekspir, Hamlet, prev. Simi¢ i Pandurovi¢, 2006: 10).
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noise. I would have such a fellow whippd for oerdoing Termagant. It
out-herods Herod. Pray you avoid it “*7 (3.2. 1-14).

The measure that Hamlet insists on is the Apollonian dimension
of limit, reason and self-control, “though this be madness, yet there
is method in’'t”** (2.2. 202 - 203) as Polonius says. The prince relies
on the reaction to the play in the play that faithfully depicts the scene
of the king’s murder, which he assumes will upset Claudius and thus
force him to unmask. The king is irritated by the content of the play
and explicitly asks Hamlet: “Have you heard the arguments? Is there
no offence in't?”** (3.2. 225-226) At this point in the play, we can sense
the revelation of Claudius’ crime. Hamlet ironically replies that there
is no crime and that everything is just the most ordinary joke: “No,
no! They are only joking; they are poisoning themselves with jokes.
There is not a shadow of crime here” (Ibid: 75).

At this point in the play (Shakespeare, Great Tragedies 2022: 72) the
didactic notes state: The faces of a pantomime enter: the king and queen
express their love with gestures; she embraces him and he embraces her. She
kneels before him, as if to assure him of her love. He lifts her up and rests his

head on her shoulder; he lies down on the flowery rampart. She leaves him

»7 ,MonuM Bac, U3roBOPKTE Taj TOBOP OHAKO KaKO CaM BaM ja I10Ka3ao,
la BaM TOTOBO KJIM3M ca je3uka. Amu ako OyfeTe >KBakKau, Kao IITO YMHE
MHOTM BalllM IIYMIM, OHfia he My TO 6MTM MCTO TAaKO IPUjaTHO Kao Ja caM
OIIIITMHCKOM no6omapy Ila0 Jia ToBOpM Moje cTuxose. [1a HemojTe cyBuie HI
TeCTepUCaTH Bas[yX pyKaMa, OBAaKO; Hero Oyjure y cBeMy yMepeHM. Jep u 'y
caMoj 6yjuiy, 6ypu, win, Aa TaKo KakeM, BUXOPY CTPAcTy, MOpaTe MMaTU 1
HoKa3aTy Mepe, koja he To yomaxuTu. [...]. Ay He 6yauTe HY CyBMIIIe KPOTKH,
Beh Heka Bac yun Bamre poheno ocehamwe Mepe: yaecure pajmy Ipema pedn,
a ped IpeMa pajibi, M HapoduTe Ce CTapajTe [a HMKaJa He IpeKopaduTe
TpaHHUIle IpPUpOZe. Jep CBaKa TaKBa INPeTPAHOCT IPOMALIM IO/ IIyMe,
4uju je 3afjaTaK y IOYETKY U cafi, 61o u jecte, fa Oyne, Takopehu, ornenano
IpYPOJie: a BEIVHY ITOKaXKe HbeHO COICTBEHO JINILIE, IIOPOKY HeroBy pobeny
CJIMKY, @ CAMOM CaJjallilbeM IOKoewey 1 61hy cBeTa 1beros 061K U OTUCAK
(Ilexcrp, Benuxe tipaieguje, mpes. Cumuh u Ilangyposuh, 2022: 68-69).

> ,Vlaxo je To mMypguio, UMaK uMma y memy Metogie” (Mcitio: 50).

9 3Hate 1 BM cafipkaj Tor KoMmaga? [la y eMy Hema HEKOT 3/104nHa?”
(Hcimo: 75)

210

Prelom - M T - KNJIGA.indd 210 22-Jul-25 19:55:07



THE NEW HISTORICIST PARALLELS OF HAMLET AND DEATH AND THE DERVISH

when she sees that he has fallen asleep. Then a man appears, who takes off
the king’ robe, kisses it, and pouring poison into the king’s ears, goes out. The
queen returns, and when she sees the dead king, she expresses her pain with
gestures. The poisoner returns with two or three mute figures, pretending
to mourn the king with her. Then they bring out the corpse. The poisoner
proposes to the queen, bowing to her. She seems to be disgusted by this offer
at first and opposed to it; but in the end she accepts his love.

Everything that happens on the stage attracts Ophelias attention.
Her dialogue with the prince follows. She asks him:

“What means this, my lord?“** (3.2. 131)

Hamlet replies:

“Marry, this is miching malicho, it means mischief “**' (3.2. 132)

She assumes:

“Belike this show imports the arguments of the play“** (3.2. 133)

The later Hamlet’s words are prophetic:

“We shall know by this fellow. The players cannot keep
counsel: they 1l tell us“*** (3.2. 134-135)

The previous part unambiguously refers to the fratricide, the
loving relationship with the deceased’s wife, while the one with the
gifts refers to Ophelia, who returns the gifts he gave her at one point in
the play to Hamlet, doubting his love for her. When one of the actors

260 IIITa 3Ha4M OBO, KHEXe?”
(Ucimo: 72)
61 BorMme, TO je IIOTajHO HefeNo, a 3Ha4M Hecpehy” (Vciwo).
22 Moskzia oBaj Ipusop npefcrasba 3amnet urpe” (Mcio).
263 To hemo posnaru opy oBora. Iimymun He 3ajy uyBaru Tajae. Onnu he cse
uctpudarn’ (Vciio).

211

Prelom - M T - KNJIGA.indd 211 22-Jul-25 19:55:07



MARIJA S. TERZIC

pours what is supposed to be poison into the ear of another actor, Hamlet
utters: “He poisons him i’ th’ garden for his estate. His name’s Gonzago.
The story is extant and written in very choice Italian. You shall see anon
how the murderer gets the love of Gonzago’s wife*** (3,2, 252-253)

Hamlet’s words are an allusion to the murder of his father and
the marriage between Claudius and Gertrude. The king is very dis-
turbed by the scene in the play, and at that moment the king revolted,
or perhaps it would be more appropriate to say, theatrically gets up
and leaves. This convinces Hamlet that the ghost is not lying, that
his brother is indeed the culprit for his death. The prince exchanges
impressions about this with Horatio:

“O good Horatio, I 1] take the ghost s word for a thousand
pounds. Didst perceive?“*** (3.2. 287-288)

Horatio confirms Hamlet’s doubts:

”Very well, my lord” (3.2. 278).
Hamlet replies:

”Upon the talk of the poisoning?“*” (3.2. 280)
Horatio ends this dialogue by saying:

”I did very well note him”** (3.2. 281)

4 ,OTpyje ra y BpTy fa My ToMe fip>kaBy. Iberoso je nme Tonmaro. Ta
IpyYa MOCTOjI, ¥ MICAHA je UTaIMjaHcKuM jesukoM. Onmax here BueTn Kako
ybura 3ago6uja py6as [oHuarose xxene” (Mciio: 76).

25 Hobpu moj Xopaiuo, aajeM xwpagy QyHTM fa je cBaka ped Ayxa
UCTUHUTA.

Jecu nmu npumetnno?” (Mcitio: 77).

6 ,CacBuM f06po, roctiogapy” (Mcitio).

%7 Yum je mana ped o TpoBamy’ (Vcitio).

268 ,OBMn4HO caM youno”

(Ucimo).
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The uncle’s sudden getting up and leaving proves to Hamlet that
he is the murderer of his brother, Hamlet’s father.

One pivotal moment in the tragedy is the play The Murder of
Gonzaga [...]. As it happens the current king and queen Claudius
and Gertrude are dragged into the drama for their entertainment
like a nightmare. The king and queen of players attempt to un-
dermine their audiences sense of reality. Hamlet has discovered
all he needs to know about his uncles guilt by the time Claudius
nerve gives out and the play devolves into chaos. The image of the
theater stays behind them even though the players themselves leave
Elsinore likely a little bewildered by everything. In order to ensure
that somewhat more audience than Gertrude herself is present for
the mother-son conversation Polonius as official as ever chooses to
hide behind the frames in the queens wardrobe. It is a terrible plan.
Hamlet thought he was the king and killed him in his hiding place
this time with serious intent rather than in jest after Polonius who
brought out Julius Caesar when he was young was assassinated in
the Capitol. Hamlet imagines Claudius the fourth character in the
tragedy to be the King of Players. The prince was ultimately able
to distinguish between hypocrisy and truth appearance and reality
with the aid of illusion. His foundation was the theater so it makes
sense that he would bring it up again to explain how he destroyed
Rosencrantz and Guildenstern two false friends. The idea that Ham-
let is the Player King who sends a fictitious royal order to England
sealed with his fathers seal is combined with the dramatic nature
of the deception in this instance. Compared to its predecessors the
final play in the tragedy is a little different. There is not much time
left for Hamlet Gertrude Claudius and Laertes are dead*” (Righter
1967: 142-147).

69 Predstava ,,Ubistvo Gonzaga” je prekretnica u tragediji. [...]. Kako se

odvija, Klaudije i Gertruda, kralj i kraljica na vlasti, uvuceni su kao noéna mora
u dramu predstavljenu za njihovu ,,zabavu”. Kralj i kraljica igra¢a pokusavaju da
ugroze realnost svoje publike. U vreme kada Klaudijev nerv otkaze i predstava
se rastopi u konfuziji, Hamlet je naucio sve §to treba da zna o krivici svog strica.
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Finally, Guildenstern informs Hamlet of Claudius’s reaction:
“The King is in his retirement marvellous distemered”*” (3.2. 290).
The cause of this, in Guildenstern’s opinion, is anger. Through Claudi-
us’s reaction during the performance of the scene “The Mousetrap”,
Hamlet unequivocally confirms that his uncle is the perpetrator of
his father’s murder (Milanovi¢ 2009: 359). However, since previously,
until he was convinced that his uncle was guilty, he could not pub-
licly make accusations against Claudius that he could support with
evidence, he opts for the tactic of putting on a mask of madness. It is
an expression of Hamlet’s cleverly conceived plan with the main goal
of making Claudius doubt the consequences of his actions, which will
lead him to reveal his true face, that is, to reveal his true intentions that
he hides behind a hypocritical smile (Hibbard 2008: 54). As a result,
he realizes that he must test whether what the ghost is saying is true
or not in order to confirm his belief that he has been telling him all
along that Claudius is guilty (Ibid: 55)

He is given a chance to do both. That chance is the arrival of the
actors at the court. The scene with the actors ends with an amazing
demonstration of how the abilities of a dramatic artist, and the abilities

Sami igraci nestaju iz Elsinora, verovatno pomalo zbunjeni svime tim, ali slika
pozorista ostaje iza njih. Polonije, zvanic¢an kao i uvek, odlucuje da se sakrije iza
ramova u kralji¢inom ormanu kako bi ,,ne$to vise publike” od same Gertrude
trebalo da bude prisutno na razgovoru izmedu majke i sina. To je katastrofal-
na $ema. Polonija koji je ’izveo Julija Cezara’ u svojoj mladosti i koji je ubijen
na Kapitolu, Hamlet je pogre$no shvatio da je kralj i ubijen u svom skrovistu,
ovog puta ozbiljno, a ne u $ali. U Hamletovom umu, Klaudije postaje Kralj
igraca, Cetvrti u tragediji. Uz pomoc¢ iluzije, princ je kona¢no odvojio izgled
od stvarnosti, licemerje od istine. Pozoriste je bio njegov kamen temeljac; ¢ini
se sasvim prirodnim da ga jo$ jednom pozove kako bi opisao svoje unistenje
dva lazna prijatelja, Rozenkranca i Gildensterna. [...] Teatralna priroda prevare
ovde se mesa sa sugestijom Hamleta kao Kralja igraca, koji $alje u Englesku
laznu kraljevsku naredbu, zapecacenu ocevim pecatom. Poslednja igrana slika
u tragediji malo se izdvaja od onih koji su prosli pre nje. Gertruda, Klaudije i
Laert su mrtvi; vreme za Hamleta isti¢e” (Rajter 1967: 142-147).

270 TloBykao ce y cBoje opmaje HeobwuHo y3pyjan” Illexcrmp, Benuke
wmpaieqguje, npes. Cumuth u Ilanpyposuh 2022: 77).
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of a person who is familiar with and connected to the theater, can be
connected and, accordingly, reinforce each other. Everything seems
to happen completely unplanned and spontaneous. His thoughts
and feelings go hand in hand. From his first request for a “passionate
speech,” which will be expanded by adding “a dozen or sixteen verses”
to be written by the prince himself, to the story of Pyrrhus, another
son who wants to avenge his dead father by killing Priam, then to the
story of Hecuba, and finally to the plan to stage a play-within-a-play,
The Murder of Gonzago. The success of the play-within-a-play is at-
tributed to its subtle and refined function of revenge, because that is
what it is, in a way. It provides the prince with the necessary evidence
of the king’s guilt, which is revealed in the fact that this sequence of
events, which has had an effect on his conscience, physically brings
him to his knees (Ibid.).

The first actor provides a long monologue depicting the violent
death of the elderly king Trojan, murdered by Greek warrior Furas,
with the oppression of his father Achilles’ death. The prince often
assumes that retaliation is right, but never condemns him. The per-
formances of the actors of this reading make the revenge pirrus look
disgusting and compassion for the dead free arm and his distracted
wife Hekub. The existence of the actor pays attention to the acting
theme that deals with the game and describes others. Hamlet thinks
that the ghost is a demon who poses as the king of Hamlet, but Klaudi-
us is a lowercase described as a legal king.

As the key characters engage in their roles, themes of surveillance,
eavesdropping, and testing emerge. The Ghost, Claudius, Polonius,
Rosencrantz, and Guildenstern spy on Hamlet, who in turn, observes
them in various ways; his own complex inner nature seems to elude
full understanding by himself or others. Furthermore, acting can also
refer to action, not just passive thinking or storytelling, suggesting
that Hamlet is torn between these two dialogical interpretations of
the same concept (Watts 2002: 21). Hamlet expresses great pleasure at
being asked to add lines to “The Mousetrap” to enhance its relevance
to contemporary issues [...] (Ibid: 24).
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The motif of the fall of Troy and the ancient heroes mentioned in
the play is important because of its correlation with the (sub)genre of
revenge tragedy. Namely, “from Gorboduc onwards, revenge tragedies
in England refer to the fall of Troy and, in particular, the death of
Priam, as a cause for mourning. Hamlet’s contribution to this is the
play he stages as a charade where the cause of his mourning must be
recognized”?" (Sofranac 2013a: 163).

Symbolizing the climax and crisis of the story, the scene of the
play is a key point in Hamlet. Certain similarities can be found between
the events leading up to Claudius’ crime and the play within the play,
The Murder of Gonzago. The garden scene, the afternoon nap, the type
of poison, the assassination technique, the queen’s courtship, and the
usurpation of the throne are reflected in this extremely detailed and
precise parallel. The story of Gonzago and what the Ghost claims coin-
cide. The audience is unaware of the content of the interlude until the
scene of the play begins. Hamlet aims to stir the king’s conscience and
maintain the audience’s interest, so in order to achieve the dramatic
intention, the acting must correspond to the conditions at the Danish
court (Wilson 1967: 138-144). In the essay “Hamlet’s Question’, Jovan
Hristi¢ writes that Hamlet stages the play with the aim of reflecting
Claudius’ soul in it. Referring to a work written by André Chastel,
author of the 1961 work Art and Humanism of Florence in the Age of
Lorenzo the Magnificent, Hristi¢ deals with the phenomenon of the
mirror. He uses it metaphorically, as a reflection of the eternal world
into which the world in which we live flows. As in the literal use of
the mirror, it serves to reflect an image on its surface that is sharpened
and therefore better visible. For this purpose, according to him, the
play will serve (Milanovi¢ 2009: 287).

[lustrating the behavior of individuals at the Danish court and
depicting Elsinore as a grand theater, Shakespeare includes real actors

771 [...], »od Gorbodaka nadalje, tragedije osvete u Engleskoj pozivaju se
na pad Troje i, narocito, Prijamovu smrt, kao povod Zalosti. Hamletov doprinos
tome je predstava koju prireduje kao $aradu gde treba prepoznati uzrok njegove
zalosti” (Sofranac 2013a: 163).
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in the narrative — those whose profession is acting. [...]. At Hamlet’s
request, the leading actor of the troupe immediately gives an extended
monologue about the fall of Troy and Queen Hecuba. The introduc-
tion of authentic actors to the court enriches the theme of acting and
acting, or rather, disguise. While the actors who are members of the
court try to conceal their true intentions with their masks, the actors
of the troupe aim to reveal the primordial essence of the characters
they play while on stage (Hristi¢ in: The Scene 1967: 377-378).

In a play that gives Hamlet the task of capturing the kings con-
science we see two spouses of people who conceal the truth and those
who use art to expose it. Like the director it is encouraged to present
their good and movements steadily by outlining the actors primary
tenets prior to Hamlets performance. This requirement is particu-
larly related to the plays goal of revealing the kings perception and
undermining the appearance of artificiality or false feelings (Ibid. ).

The mirror is one of the most significant symbols of the Middle
Ages. The role of books is to serve as a mirror, speculum, and the act
of intellectual engagement represented a mirror. The mirror embodies
the endless representation of knowledge and consciousness, acting as
a point of convergence between the visible and invisible realms, where
light permeates the dark physical existence (Ibid).

The mirror that a dramatic performance should hold up, as
Aristotle suggests that poetry is truer than history, is to reveal the
hidden inner essence that lies beneath the facades worn by those who
surround Hamlet. [...] The art of theatrical performance serves to
reveal the underlying truths and hidden characteristics of the actors
who wear masks that conceal their true identities. The king’s response
throughout the play is not about the similarities of circumstances, but
about the deep connection between the identity essence of the villain
depicted on stage and his identity, the one behind the mask of the
benevolent uncle and the prudent state dignitary (Ibid.).

In the context of the court, the mirror is supposed to reveal the
“innermost essence,” the most hidden aspects of one’s inner being, or
in the spirit of our language, the depth of one’s soul. The possibility of
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exploring the inner self is unambiguous in drama, because it refers to
the authentic self, and not to a mere appearance or representation, to
an appearance, a mask. It overcomes the ambiguities and contradic-
tions that arise when the true nature of an individual’s personality is
opposed to his acting (Ibid.). Throughout “The Mousetrap”, Hamlet
uses devices such as cynicism, irony, and lasciviousness in the footsteps
of Othello. In this scene, Hamlet, like Othello, degrades women for
whom he once had a respectful relationship. The target of his insults
is Ophelia. His behavior acts as revenge or punishment directed at
her. [...]. His mother, Queen Gertrude, is taken aback by his behavior,
and he says that he cannot give any reasonable explanation because
his spirit has been attacked by illness (Sofranac 2013a: 133)

Hamlet also knows the truth. He heard it from the Spirit, but he
wants confirmation because the stakes are high. Therefore, he must
be convinced that Claudius is guilty in order to have a moral alibi for
the revenge that his Christian nature opposes. Therefore, he organizes
a play in which professional actors, according to his instructions, will
tempt the king, which would embolden Hamlet to carry out his father’s
order and avenge him. But he does not want it to be the revenge of
a grieving son, who has gone too far in his grief and who will kill a
man, driven by hatred and personal revenge. In this he differs from the
dervish, who indulges his base impulses out of personal insult, out of
wounded self-love, which is threatened by misfortune. No one but the
two of them can do this - no one can carry out Hamlet’s revenge for
him, nor can anyone carry out revenge in Nuruddin’s name. Revenge
is their personal moral act, their moral duty. Its execution is an act of
ethical determination.

Both traps, Hamlet’s and Nuruddin’s, carry with them a moral
ambivalence regarding their justification. Both are moral idealists, so
the phenomenon of revenge is not in line with their moral idealism.
Nuruddin counts on Mullah-Yusuf’s remorse. Hamlet counts on the
same when it comes to Claudius. He uses the play as a cover for the
realization of his plans, to take revenge after he is convinced of the
king’s guilt (in front of everyone present), and Nuruddin, with his
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false mercy, of which Mullah-Yusuf was aware, which he himself
confirms with the words: “[...] for I already knew everything”*"* (Ibid:
245), hides his true intentions — the need for proof of guilt that Mulla
Yusuf’s behavior and physical indicators will give him so that he can,
as he says, settle (Ibid: 240). Both Hamlet and Ahmed Nuruddin
organize the “Mousetrap” with the ulterior motives - to realize their
own interests. Both use these scenes as a tool to tempt their enemies
to incriminate themselves and thus provide the impetus for revenge.

272 [...] jep cam Beh cBe 3Ha0” (Mcinio: 245)
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4. SUBJECTIVITY AND IDENTITY
IN HAMLET AND DEATH AND
THE DERVISH

In the Larousse encyclopedia we find a definition of the term
subjectivism’ in the light of philosophy. Namely, it is:

»— 1. philosophical doctrine according to which everything that exists
is real only in function of man and the consciousness that gives him
reality”””? (NOVA Larousse encyclopedia 1999: 1739).

Since we are interested in the internal processes in the protago-
nists, we should mention some other definitions of the term subject
that are more related to psychoanalysis and psychiatry. In order to
understand why subjective feeling is important in these two works, we
will again refer to the aforementioned encyclopedia and the definition
of the term subjective:

»— 1. originating from a person defined as a thinking being, as opposed
to objective”™* (Ibid);

Nietzsche interprets the world through the prism of philosophy
and compares antiquity and modernity in such a way that he sees their
opposite. He establishes this by comparing ancient and modern man.
Both are in search of support, the only difference is whether that sup-

73, — 1. punosodcka HOKTpUHA IIpeMa K0joj je CBe ILITO MOCTOjI, PeaTHO

caMo y QYHKIUj/ 4OBeKa 1 CBeCcTM Koja My faje peanHoct (HOBA Larousse
eHIUKIoneuja 1999: 1739).

274 - 1. xoju motude o ocobe feduHmICaHe Kao MucaoHo 6uhe, cympo-
THO off ob6jektuBan” (HOBA Larousse enmuxoneguja 1999: 1739);
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port is within them or outside them. When it comes to ancient man,
his support is not within him, but always outside him. Ancient man
“[...] understood the external as the measure of the internal” (Puri¢
1999: 78). This explains the role of the Olympian gods in the life of
the Hellenes. He was fully aware of the dark side of human existence.
He needed protection, so he sought it in the gods of Olympus, in
whom he took refuge and protected himself from the monstrosity
of existence and reality (Vattimo 2011: 22). Here we already find the
relation of external:internal in Nietzsche, who found the concept of
mask in their conflict (Ibid: 15).

“Nietzsche wanted to overcome the situation created by the split be-
tween thought and being [...]. In this split he saw the deepest root of
all troubles and misfortunes™® (Puri¢ 1997: 118).

Nietzsche expresses the view that the subject is plural to itself. He
formulates it in the following way: “The subject is not a simple unity
like substance, but a complex multitude whose boundaries are quite
uncertain”>® (Ibid: 95). This formulation by Nietzsche is in line with
the split self of the tragic hero, the one who is divided within himself,
at the center of the battlefield of opposing forces. He goes a step further
and says: “Man is a multitude”” (Ibid: 96). The explanation of this
Nietzschean position is that

“[...] behind consciousness and will in every concrete individual man
there is a multitude of consciousnesses and wills”?”® (Ibid: 97).

This inconsistency perfectly matches the inconsistency displayed
by Hamlet and Ahmed Nuruddin in their oscillation between doing

75 _Hude je XTeo fja mpeBasube cuTyannjy crBopeHy pacrenom nsmeby
Muubersa u 61ha [...]. Y ToM paciieny je Bujieo Hajay6/by KOpeH CBUX HeBOJba
n Hepaha” (‘Bypwuh 1997: 118).

276 ,Cy0bjeKT Huje HMKaKBO IIPOCTO jeAMHCTBO HOIYT CyICTaHIuje, Beh
CTI0>KEHO MHOIITBO 4Mje Cy IpaHulie cacBUM HecurypHe” (Vcitio: 95).

777 Hosek je MuowtBo” (Vcro: 96).

278 [...] m3a cBeCTV 1 BOJbE Y CBAKOM KOHKPETHOM II0j€JTHATHOM YOBEKY
II0CTOjU MHOMLITBO cBecTy 1 Bojpa” (Vicro: 97).
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and not doing until the boundary situation and the conviction of it

become temptations that will force them to react, Hamlet by the per-

formance of his madness that he shows to the courtiers, and Ahmed

Nuruddin by taking off the mask of a dervish and giving in to the

hatred in which he will burn, which will be drowned by water. Literally.
Nietzsche finds

”[...] that the human self is the basic condition of thinking, that in this
self the essence of things is hidden, that it is our self that is the cradle
of the attitude of identity”*” (Puri¢ 1997: 79).

Both heroes subjectively react to boundary situations that rep-
resent the fact that they “[...] have truly seen to the essence of things
[...]” (Nietzsche 2003: 39).

In the case of Ahmed Nuruddin, it is about the murder of his
younger brother Harun by the regime to which, in a way, Nuruddin
himself belongs, as the sheikh of the tekke and a member of the Mevlevi
order, simply because he knew too much and thereby endangered the
viability of the regime. Harun, namely, as the kadi’s scribe, saw confi-
dential documents confirming that the defendant had pleaded guilty
at the trial, although the trial had not yet taken place. He came across

“the interrogation of the guilty party, written before the man was interro-
gated, before he was brought to the town, before he was imprisoned [...].
They knew in advance what he would say, what he would confess, what
would kill him. [...] and everything would have been as it was, if the young
scribe had left that pre-prepared interrogation where he found it. And
forgotten what he had seen. But did not do that™*° (Selimovi¢ 2018a: 104).

79 [...] ma je JbYCKO ja OCHOBHU YC/IOB MUIIUBEH:A, [A je Y TOM ja CKpMBEHa
CYIITHMHA CTBApH, fia je TO Hallle ja KoseBKa crasa upeHtnrera” (Bypuh 1997: 79).

80 _Ha cac/lylame KpUBIIA, HAMMCAHO IIpMje Hero IITO je YOBjeK Caciy-
IIaH, IIpH1je Hero IO je JOBefeH y Kacaby, Ipuje Hero IITO je 3aTBOpeH |...]. YHa-
npep cy 3Ha/u mrta he ropopuTy, mrra he mpusnary, mra he ra yourn. [...] u ce
6u 6110 KaKo je 61710, a je MIaiM MICap OCTABMO TO YHAIIPEJ, IPUIIPEM/bEHO
cacylIame OHfjje I7fje ra je u Hamao. V 3a6opasuo 1mro je Buamo. Anu Huje”
(Cemumosuh 2004: 100).
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So, Harun was a witness to the lies that the regime uses to sur-
vive in power. He became convinced of the Machiavellian tendencies
of the regime’s exponents who represent and protect that regime,
ensuring its continued existence in power through dishonorable
means at the cost of innocent victims. Harun did not commit a crime.
He was innocent. Death and the Dervish, among other things, is a
story about the suffering of an innocent man so that the occupying
power could keep its foot in a territory geographically distant from
the empire, but not far enough from its dishonorable conduct.

The mutfti, the musellim, and the kadi are what Claudius is in
Shakespeare — power-holders who will stop at nothing to secure royal
royalties for themselves. And no, they did not repent, but neither
did Claudius for the murder of his brother, who, although a military
leader who probably executed many enemy soldiers, in the context
of the play Hamlet, in relation to Gertrude and Claudius, was also
innocent. The scene in which Claudius prays and confesses his
sins, conscious of his guilt, in which his prayer saves his life thanks
to Hamlet’s belief that if he kills him, he will not achieve what he
wants - that Claudius would send him to hell, but would send him
to heaven, which would not be revenge, the same scene in which
he can also experience himself as a bloodthirsty hero who has been
wronged, is a stage.

As are the scenes in Selimovi¢’s novel where Ahmed Nuruddin,
the very wheel of power, as a religious eavesdropper, confronts the
rulers whom he believed were only enforcing the law until their en-
forcement of the law killed his brother, which awakened in the dervish,
as in Hamlet, emotions of sadness, a sense of injustice and humiliation.

These emotions are their subjective feelings, like Hamlet’s treat-
ment of Ophelia, onto whom he projected his feelings for his mother
due to her free and frivolous behavior, which leads to the plot’s plot
and their transformation. From a humble Wittenberg student skilled
in fencing, Hamlet becomes a murderer. From a humble dervish and
sheikh of the tekke, Ahmed becomes an avenger and the mastermind
of a conspiracy that will lead to the arrest of an innocent man. The
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reason for the change is the situation they find themselves in due to
the death of their loved ones, which they experience and which is
tragic and morally unacceptable since it is about the suffering of an
innocent man, but what both works emphasize is the protagonist’s
reaction to it, which is “[...] a form of subjective and to a fairly biased
reaction to a tragic moral accident [...]”**! (Milosevi¢ in: Shakespeare,
Hamlet, trans. Simi¢ and Pandurovié, 1966: 6).

What connects these two murders, and thus the two mentioned
heroes, is that they are innocent people who have suffered at the
hands of criminals, whose murders provoke the duty of revenge of
those closest to them by blood, the heir to the throne and his son,
or brother, and the dervish. Both works deal with their subjective
reaction to the crime, as well as the attitude of those in power to-
wards it. The opinion of Gertrude, Hamlet’s mother, and Claudius,
the current ruler who, thanks to the crime, sat on the Danish throne,
the perpetrator of the murder and the usurper of the throne, the
queen’s second husband. On Hamlet, on the other hand, it imposes a
duty of blood revenge and calls into question the scruples, primarily
Christian, according to which he had lived up to that point, especially
considering his studies in Wittenberg. The obligation to carry out
revenge and his aversion to it due to the Christian-founded fear of
the afterlife based on committing a sin such as murder (and we will
later see that the same is true when it comes to his contemplation
of suicide), along with his contempt for his mother’s adulterous
behavior, give rise to a need for defense in Hamlet, which is why
he puts on a mask of madness, which is why, many critics agree, he
hesitates to fulfill his duty. “Shakespeare’s hero does not undertake
anything real or serious to take revenge on his father’s killer [...]”*
(Ibid: 5), says Nikola Milosevic¢.

81 ,[...] oblik subjektivnog i u prili¢noj meri pristrasnog reagovanja na

jedan tragi¢an moralni udes [...]” (Milo$evi¢ y: Sekspir, Hamlet, prev. Simi¢ i
Pandurovié, 1966: 6).

282_Sekspirov junak ne preduzima nista stvarno ni ozbigno da se osveti ubici
svog oca [...]” (Milosevi¢ u: Sekspir, Hamlet, prev. Simi¢ i Pandurovié, 1966: 5).
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Nietzsche describes the lethargy felt by the heir to the throne as
“[...] an ascetic disposition that denies the will [...]”*** (Nietzsche 2003:
39) in carrying out the most important task that Hamlet finds himself
faced with at the request of his father’s Ghost, whom he initially doubts.

Mesa Selimovi¢ gives us an insight into the consciousness of a
servant of Islam, loyal beyond measure, who is a soldier of Allah, in
war and in peace, who carried a knife in battle, and in peace he spreads
the word of Allah and abhors corporeality. Emphasized intellectualism
and refusal to participate in the reality that has been passing by him
for twenty years, as it would have if he had not existed, are the main
features of Ahmed Nuruddin’s character until the moment he learns of
his brother’s death. The boundless and unquestioning service to faith
implies restraint, an awareness of the existence of a border, which is
metaphorically represented by the tekke gate, which divides his der-
vish imaginary from reality in many ways, one of which is particularly
striking. It is the discrepancy between these two worlds according to
the reactions of the people who make them up. Ordinary people in the
real world are free to act, while the slaves of faith, Ahmed Nuruddin,
Hafiz-Muhammad, Mullah-Yusuf and Mustafa, behind that door are
only slaves of faith. There is no relationship between them, they are
slaves of Islamic doctrine.

They live their service to Allah and devotion to the will of God
in the field of thought, but not of action. Imbued with the Koran and
their relationship with it, the dervish and the others in the tekke, we
cannot say friends, because there was nothing personal between them,
only common, perform magical thought figures strictly limited to the
surahs and verses of the Holy Book, annulling themselves, completely
identifying with their social roles until they completely merge with
their social identity, until the moment when the answer to the question
“Who is that?” becomes “Dervish Ahmed Nuruddin, sheikh of the
tekke,” until instead of “who am I?” the question becomes “What am
I?”, which is a metaphysical question whose depth exceeds the depth

23 _[...] asketsko raspolozenje koje porice volju [...]” (Nice 2020: 43).
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of any other metaphysical question, as Jovan Hristi¢ notes (Milanovi¢
2009: 292). The question of personal identity implies viewing oneself
as an individual through the prism of the characteristics of one’s own
personality that concern only our “I.” Personal identity is our private,
intimate, authentic “I” (Becanovi¢-Nikoli¢ 2013: 100), our essence,
core, how we perceive ourselves. Personal identity is our originality.
It is the nucleus that remains when the layers of the collective are
removed, whether it is memory or belonging to a collective. Personal
identity is what lies beneath the roles we play in everyday life. It is
what we are independently, in ourselves, with our own being, the
basis of the relationship we have established with ourselves, not as
part of a particular group, community or society at any level, from the
matrix of class, social affiliation, by identifying ourselves with a part
of ethnicity, race, gender, sexuality, or any other category that would
classify us as a group.

Personal identity is based on our “[...] private being [...]
(Becanovi¢-Nikoli¢ 2013: 100). Our personal “I” (Ibid.) is based on
values that are inherently ours, and do not spring from collective
matrices. Our emotions, affects, passions, feelings, the way we react
in given situations, our intimate relationship to an event, and most
often tragic events are overemphasized, cause sincere, hasty and often
uncontrolled outbursts of emotion that are the subjective reactions of
each of us. Examples of such situations are boundary situations. They
touch us on a deeper level than the rational one because they concern
our innermost being, our subjective experience and how we receive
and process it on an emotional level.

2284

“For a more complete determination of human personality, it is nec-
essary to take into account the private, experiential domain, that is,
selfhood - “the personal unity that I consider myself to be; my individ-
ual, inner being” [...] Man also has his reflective essence - Self (English
Self) - that is, a sense of what kind of person he is; what he assumes
to be. Person and Self are inextricably linked, because one’s personal

#4<[...] npusatro 6uhe [...]” (Bewanosuh-Hukonuh 2013: 100).
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experience of existing as a person, as well as that person’s experience of
existing as a special, unrepeatable person with certain characteristics,
are located in an embodied person. An embodied person represents the
time-spatial center of the Self, that is, our understanding of ourselves™*
(Stojnov 1999: 142).

The fact is that we are all social beings and that we establish re-
lationships with others on many levels, but identifying with a group
or classifying ourselves in a group belongs to the sphere of our social
“I”. This is the sphere of our social or collective identity. Social identity
defines us as a member of a group, collective or community, from
our family to the club we support. Our commitment to the collective
is based on sharing adopted, acquired values on the basis of which
we connect with others who share the same values. In this way, we
recognize ourselves on the basis of value affinity. “That part of the
core structure around which there is agreement and which is expe-
rienced in a common way among the largest number of members of
a social group (nation, class, culture, profession, etc.) refers to social
identity” (Ibid: 143).

Ahmed Nuruddin is a member of the dervish order. That is his
profession. He is the sheikh of a tekke. He is also a musellim. A fighter
of Allah, first on the battlefield, then in the tekke. He also comes from
a poor rural family to which, after the death of his brother, he feels a
moral duty embodied in a biological imperative (Ivanov2017: 384). He

5 Za potpunije odredenje ¢ovecije licnosti neophodno je uzeti u obzir i
privatni, dozivljajni domen, odnosno jastvenost (engl.selthood ) - ,li¢no jedin-
stvo za koje Ja sebe smatram; moje pojedina¢no, unutragnje bi¢e” [...] Covek ima i
svoju refleksivnu sustinu - Jastvo (engl. Self) — odnosno osecaj o tome kakva je on
vrsta osobe; $ta on pretpostavlja da jeste. Osoba i Jastvo su neraskidivo povezani,
zbog toga §to su necije licno iskustvo o tome da postoji kao osoba, kao i iskustvo
te osobe da postoji kao posebna, neponovljiva osoba odredenih odlika, smeste-
ni u otelotvorenoj osobi. Otelotvorena osoba predstavlja vremensko — prostorno
srediste Jastva odnosno naseg poimanja sebe” (Stojnov 1999: 142).

6 Onaj deo srzne strukture oko koga vlada saglasnost i koji se doZivljava
na zajednicki na¢in medu najvec¢im brojem ¢lanova neke drustvene grupe (nacije,
Kklase, kulture, profesije, itd.) odnosi se na drustveni identitet” (Mcro: 143).
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is, of course, poor by birth. As he himself says: “It’s not about wealth,
I don't have it and I don’t respect it much in others either”*” (Seli-
movic¢ 2004: 32). He is first a brother, and then the brother of a dead
man. In his father’s eyes, he is his former son (Ibid: 75) because, fed
by Allah, he decided to belong to a surrogate family. He is a member
of the authorities, spiritual, but still authorities. Ahmed Nuruddin is
a servant sworn to loyalty to the “Islamic dogma™* (Petrovi¢ 1981:
42), blinded not by the service of Allah but by the service of his own
alienation through Islamic exegesis, which is his protective cocoon
from the tragedy in which the world is stewing. He is a cog in the
mechanism of the Order.

Ahmed Nuruddin is an orthodox believer who, for the glory of
Allah, attacks the heretical enemy with a weapon between his lips.
He wields a knife. He is one of many soldiers, Allah’s fighters. His
social identity in battle is his belonging to the regiment. Hamlet is a
swordsman. Ahmed Nuruddin is also a scholar, educated to preach
the will of Allah by reciting surahs from the Koran by heart even when
no one is there to hear them. Hamlet is a highly educated young man
studying at the University of Wittenberg with a wide range of interests,
of which philosophy and art are most prominent in the play.

Both Hamlet and Ahmed Nuruddin are well-educated men in
high positions. Both are authorities. Both are rebels, like so many
Don Quixotes before and after them, in literature and in life. They are
also criminals. True, Hamlet is a murderer, unlike Nuruddin. They
are failed lovers.

All of the above are answers to the question, “What are Hamlet
and Ahmed Nuruddin?” The question, “Who are Hamlet and Ahmed
Nuruddin?” remains unanswered.

Since the plan shifts from the question, “Who am I?” to the
question, “What am I?” In the two authors, we have a clear indication
that their heroes are more than “ordinary” people who contemplate

7 ,Huje y mnTamy ¥MeTaK, HeMaM I'a U He HOUITYjeM I'a MHOTO HIU KOJ,

npyrux”(Cennmosnh 2004: 32).
8 islamistickoj dogmi” (Petrovi¢ 1981: 42).
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themselves exclusively from the position of an independent being
because they are fundamentally not. Both heroes, Hamlet and Ahmed
Nuruddin, are more than one individual enclosed in their personal
individuality. They are subjects, bearers of a public function and,
accordingly, always two people, one of whom is the bearer of a social
identity and the other the bearer of a private one, which is why there
is an internal disagreement between the two aforementioned iden-
tities. The problem arises when social and private identities conflict
within one person, within Hamlet and Ahmed Nuruddin. The basis
of this division is the lack of correspondence, “[...] the impossibility
of achieving a state of absolute correspondence between being and
consciousness, nature and spirit, essence and appearance”?* (Vattimo
2011:13), between true consciousness, one’s own attitude and what, as
socially constructed subjects, the dervish and the monarch, must think.

The question, therefore, is no longer “who am I?” but “what am
I?” From personality, we move on to his, or rather their, function.
Ahmed Nuruddin is a religious leader, a dervish, a sheikh of the tekke,
an accomplice in the exercise of power.

“What am I?” This is the question that Hamlet keeps asking himself. Am
I'a coward or a scoundrel? he asks in his monologue after the recitation
of the First Actor and in the monologue after the passage of Fortinbras’s
army in the campaign against Poland. Hamlet is trying to penetrate
into his nature, into his motives, he is trying to discover his essence,
his daimon that is standing invisible somewhere on his back. As in a
monologue about an actor, he asks himself again: whatam I? [...]. In the
Confessions of Augustine, we will find the same question: Augustine
says: “And then I turned to myself and asked, “Who are you? - Man,
I answered” (X,6). Augustine asks: tu, quis es? And then: “What then
am I, Lord?” What is my nature? - Quid ergo sum, Deus meus? Quae
natura sum? (X, 17). These are not the same questions. We all know
who is who, and that is why Augustine answers to himself: man. The
man we meet on the street, who buys a newspaper, the man who waits

29 ,[...] nemogu¢nost da se postigne stanje apsolutne podudarnosti
izmedu bivstva i svesti, prirode i duha, sustine i pojave” (Vatimo 2011:13)
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for someone in a bar, the one who types this text on the typewriter,
the one who is the director of the theater or the ambassador. And that
is why Augustine can ask himself: who am I? and to give himself the
answer. But when he wants to ask what I am, he turns to God. Because
man alone cannot answer that question; for himself, he can never be
an object of observation and examination; only for someone who
is beyond all humanity can man be such an object as to answer the
question: what is he becomes possible. For himself, man is elusive, and
perhaps incomprehensible”® (Hristi¢ in: The Scene 1967: 384-385).

The issue of blood and family loyalty is important in both writ-
ings because the disruption of family relationships is one of the central
motifs in both pieces of writing that strongly affects both protagonists.
Namely, the dervish separated from his primary family and severed ties
with his father and brother by completely surrendering to the dervish
calling. His new family were people spiritually close to him who, like
him, had closed themselves off to the world of Islam in which he was
the only real thought. In the first part, we see his emotional distancing
towards his closest biological relatives, his father and brother, with

20_Sta sam ja? To je pitanje koje Hamlet neprekidno postavlja samome
sebi. Jesam li ja kukavica ili podlac? pita se u svome monologu posle recitacije
Prvog glumca i u monologu posle prolaska Fortinbrasove vojske u pohodu
protiv Poljske. Hamlet pokusava da pronikne u svoju prirodu, u svoje motive,
pokusava da otkrije svoju sustinu, svoga daimona koji mu nevidljiv stoji negde
na ledima. Kao u monologu o glumcu, on ponovo pita sebe: $ta sam ja. [...].
U Ispovestima Avgustinovim naci ¢emo isto pitanje: Avgustin kaze: ,,I tada se
okretoh sebi i zapitah ,,Ko si ti? = Covek, odgovorih” (X,6). Avgustin pita: tu,
quis es? A zatim: ,,Sta sam, dakle, ja, Gospode? Sta je moja priroda? - Quid ergo
sum, Deus meus? Quae natura sum? (X, 17). To nisu ista pitanja. Svi mi znamo
ko je ko, i zato Avgustin sam sebi odgovara: ¢ovek. Covek koga sre¢emo na ulici,
koji kupuje novine, ¢ovek koji ¢eka nekoga u kafani, ovaj koji kuca na masini
ovaj tekst, onaj ko je direktor pozorista ili ambasador. I zato Avgustin moze da
pita samog sebe: ko sam ja? i da samom sebi da odgovor. Ali kada zeli da upita
$ta sam ja, on se obraca bogu. Jer na to pitanje ¢ovek sam ne moze da odgovori;
za samoga sebe, on nikada ne moze da bude predmet posmatranja i ispitivanja;
samo za nekoga ko je izvan svake ljudskosti, covek moze biti toliko objekat da
odgovori na pitanje: $ta je on postaje moguc. Za samoga sebe ¢ovek je je neuh-
vatljiv, a mozda i neshvatljiv’ (Hristi¢ u: Scena 1967: 384-385).
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whom he lost affective connection. However, after Harun’s murder,
his inner relationship towards his brother changes radically.

The scene in which Ahmed Nuruddin talks to his father is full
of a feeling of emotional coldness, but also of the immediate need to
break it due to his brother’s misfortune. However, this does not happen.
This is one of the places in the novel where it is most poignant to see
how deeply Ahmed Nuruddin has become immersed in his faith, and
how much he has separated himself from his family, and how much
he longs for his father’s closeness, so that his words hurt him in the
depths of what still exists beneath the dervish robe, which is a naked
man (Selimovi¢ 2018a: 20). Dervishism is an (anti) mask. A dervish is
a socially constructed subject based on the identification of personal
and social identity. The conflict between the letters of the Koran and
the laws of Islam and the personal hurt due to the loss of his brother is
what creates an internal conflict within Ahmed Nuruddin. Both works,
Hamlet and Death and the Dervish, emphasize the subjectivity of the
main characters and their conflicts, internal ones, within their beings,
as well as their conflicts with the environment, more precisely with
the rulers who have done them injustice. In Death and the Dervish,
subjectivity is also present in the following way:

“The first person singular, subjective narration and subjectivization of the
world, the transformation of the world into an experience, enhance the
emotional power of individual passages. There are frequent repetitions
in the function of rhythmization and lyricization, and the omission of
verbs, which suggest to us that this is about conjuring up an inner state
in anticipation of an event, or rather an execution. Here is a short passage
that could be titled “The Last Midnight”: Pasavanji somewhere in the
dark announced midnight. My last midnight, the last day: with my end I
will welcome its beginning. The only thing that is emotionally relatively
flat is the first sentence — a report on what was heard: midnight was an-
nounced. But it triggers the narrator’s subjective reaction to that objective
sound, so the narrator is transformed into a lyrical subject. Everything
that follows is subjective; everything is the reaction of that lyrical sub-
ject to the announcement of midnight. For him, it is the last midnight,
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which made it exceptional and unique, so the attribute last is repeated
with the noun day. Both ellipted sentences are reduced to an object. But
these ellipted sentences, already by their syntactic connection with the
previous one — in the previous one they still have the subject, predicate
and adverbial clauses: Pasavandzija je sigvalj u mraku - subsequently
subjectivize that previous sentence, that is, Pasavandzija’s announcement
of midnight. On that day, the beginning and antecedent will be the death
of the speaking subject, expressed as an inevitable future by the future
first and the very functional antithesis end of life — beginning of day in
inversion: the end of life precedes the beginning of day. Pasavanji’s an-
nouncement of midnight is, for the speaking subject, an announcement
of death™! (Deli¢ 2021: 31-32).

Through the plots of both works, we get to know the world
through the eyes of Hamlet and Ahmed Nuruddin, the inner, subjec-
tive experience of injustice and the world that changes before their
eyes, and in fact it does not change, but they change, and with it the

1 IIpBo nuie jenHuHe, Cy0jeKTUBHO IPUIIOBIjefatbe 1 CyOjeKTUBU3aLja
CBUjETAa, IPETBAPAlbe CBUjETA Y NOXKUB/bAj, [10ja4aBajy eMOTVBHY CHATY IOjeIHIX
nacyca. Yecra cy noHas/pama y GyHKIMjM pUTMIU3aLMje U IMpy3anyje, Ia 130-
CTap/baiba IJIaro/la KOja HaM CYTepuily Jia je pujed O Jlo¥apaBaiby YHyTaper
CTama y MIIYeKnBakby 30MBamba, OHOCHO Horyb/bera. EBo KpaTkor macyca Koju
6u ce Mor/1o HacloBUTH ,,[Ioc/pentpa moHoh™: IlacaBanyyja je Herzje y MpaKy ora-
cuo noHoh. IToc/beasy Mojy oHOh, TTOC/bEALY JaH: CBOjUM KpajeM fjodekahy My
HoYyeTaK. JeAHO je eMOTMBHO PEaTMBHO paBHA IPBa PEYEHMIIA — VU3BjEIlTaj O
OHOMe IIITO Ce JyJIO: OIVIallleHa je oHoh. Ay oHa rokpehe cy0jekTUBHY peakiujy
IPUIIOBjefiada Ha Taj 00jeKTUBHMY 3BYK, I1a Ce IPUIIOBjefiad IpeobpakaBa y IMPCKI
cybjekar. CBe LITO CIMjefiy je CyOjeKTUBHO; CBE je peakiiuja TOT TMPCKOT Cy0OjeKTa
Ha orymanaBame moHohu. To je, 3a mera, Toc/befitba MOHON, YnMe je fo61Ia Ha U3~
Y3€THOCTM ¥ [IOCTaJIa jeiIHCTBEHa, I1a je arpyuOy T IOC/be/i b IOHOB/bEH U Y3 MIMe-
Hu1y gaH. O6je emmnTupaHe pedeHulie CBefieHe Cy Ha 0bjeKaT. A Te eUNTupaHe
pedennte Beh cBOjoM CHHTaKCHYKOM BE30M Ca IIPETXOJHOM — Y IPETXOIHO] Cy
UM OCTa/m 1 Cy6jeKar, U mpeayKar 1 npuioiike oxpente: [TacaBaHimja je o3Ha-
Y10 Y MpaKy — HaKHAJ{HO Cy0jeKTUBU3Yjy M TY IIPETXONHY PEYEHUILY, OLHOCHO
IIaCBaHIIMjIHO oryaiIaBae moHohu. Tom gany he moderak u nperxofHuIa 6uTH
CMPT TOBOPHOT Cy0jeKTa, MiCKa3aHa Kao HeMMHOBHa 6yayhHoCT dyTypom npeum
U BPp/O (PYHIIMOHATTHOM aHTUTE30M Kpaj )KMBOTA — [I0YETAK [jaHA Y MHBEP3UjuL:
Kpaj >KMBOTa IIPETXONM MOYeTKy AaHa. [TacaBaHIMjIHO OI/IalllaBarbe HoHOhM je,
3a TOBOPHOT Cy6jeKTa, orantaBame cMpti’ (Hemh 2021: 31-32).
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world that surrounds them. Selimovi¢ is connected to Shakespeare
by the process of character building, which is

»[...] interiorization, or the emphasis on the personal experience of the
events depicted, the presentation of the internal dynamics of mental
processes and emotional states, the convincing expression — in speech
or behavior - of the reaction to external circumstances conditioned by
the individual nature of the dramatic character”*? (Kosti¢ 2010: 38-39).

Selimovi¢’s novel deals with the inner turmoil of Ahmed
Nuruddin and the tectonic disturbances in the being of the protag-
onist Ahmed Nuruddin, which are parallel to those experienced by
Shakespeare’s Hamlet. For these reasons, the terms subjectivity and
subject should be explained from the perspective of the sciences that
deal in more detail with the analysis of a person’s inner state, namely
psychoanalysis and psychiatry.

In the paper “Subjectivity in Psychoanalysis and Psychiatry”, Srda
Zlopasa, provides the following definition of the term subjectivity:

“Subjectivity can have multiple meanings and represent what is: in-
dividual, unrepeatable and authentic in experience, private, personal
impression, bias, one-sided judgment, inner experience, feeling that
cannot be verbalized, intuitiveness, something unverifiable, immeas-
urable, non-existent, imagined”*? (Zlopasa 2015: 64).

Subjectivity and the subjective experience of reality, as well as the
response to it, are important elements of the analysis of both characters,

2 [...] interiorizacija, odnosno naglasak na li¢cnom dozivljavanju prika-
zanih zbivanja, predocavanje unutrasnje dinamike mentalnih procesa i osecaj-
nih stanja, uverljivo iskazivanje - u govoru ili ponasanju - reagovanja na spo-
ljasnje okolnosti uslovljenog individualnog prirodom dramskog lika” (Kosti¢
2010: 38-39).

23 Subjektivnost moze imati vi$e znacenja i predstavljati ono $to je: indi-
vidualno, neponovljivo i autenti¢no u dozivljaju, privatano, li¢an utisak, pristra-
snost, jednostran sud, unutrasnji dozivljaj, ose¢anje koje nije moguce verbali-
zovati, intuitivnost, nesto neprovjerljivo, nemerljivo, nepostojece, zamisljeno”
(Zlopasa 2015: 64).
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since in the novel we are dealing with, as in the drama, we follow the tragic
stories of two characters in which their experience of the world, and the
end of it, are based on subjective experience. This results in reactions
that occur due to exaggerated affects that are the result of an excessively
strong emotional, subjective reaction to injustice. Hamlet’s reaction is
feigned madness, and Ahmed’s is hatred. Both are Dionysian in origin,
arising from intensified affects due to facing a boundary reaction.

The inner experience is what paints the characters of Hamlet
and Ahmed Nuruddin with human colors, which humanizes them.
Because of their suffering and struggle against the ruthlessness of
those in positions of power, they cease to be just literary characters.
Their intimate experience is the basis of the readers’ identification and
their reception of these two works, which thus cease to be just literary
works. The difficult fates of the characters are no longer theirs alone.
Every person can find themselves in them. They are no longer the
heroes created by Shakespeare and Selimovi¢. They are us.

The answer to the question, “Who are Hamlet and Ahmed
Nuruddin?” may be sought in how they present themselves in the
social environments in which they find themselves. This would mean
that they are what they portray themselves to be. Hamlet is a madman.
Ahmed Nuruddin is a dervish.

Although Nietzsche emphasizes the unity of the two principles
from which ancient tragedy springs (Puri¢ in: Nietzsche 1998: 11),
in Hamlet and the dervish, their opposition is emphasized, the con-
tradiction of the two elements that are at the heart of the mask, the
Apollonian and the Dionysian, as well as the points at which their
change occurs within the subjects in light of the ethical dimension of
Nietzsche’s phenomenon of masking (disguise). “Ethical aspects refer
to practices of hiding and pretending in a social context, motivated by
the need for protection, or rather distinction™* (Vattimo 2011: 19).

294 Eti¢ki aspekti odnose se na prakse skrivanja i pretvaranja u socijalnom

kontekstu, motivisane potrebama za zastitom, odnosno razlikovanjem” (Vatimo
2011: 19).
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Hamlet is afraid of possible divine punishment after death if
he kills Claudius and thereby violates God’s commandment, and at
the same time, he is pressed by the duty to avenge his father. Ahmed
Nuruddin is bound by the rigid mold of Islamic doctrine, and pressed
by the duty to avenge his brother. The voices of religion and exter-
nally imposed duty are in conflict with the personalities of Hamlet
and Ahmed, but they will, nevertheless, put on and/or take off their
masks and take revenge. The gap between our own “I” and the voice
of external authority within us is what this work will deal with. It
is the conflict between our own and the collective, socially rooted
consciousness through religion and morality within us, which both
heroes become aware of when they“[...] have truly seen to the essence
of things [...]”**> (Nietzsche 2003: 39).

For Ahmed Nuruddin, the mask provides protection from the
world and its challenges, sensual and terrible, so that he does not have
to participate in life, but is withdrawn, at a safe distance from what is
really happening in a world that is in no way connected to the world
of the tekke. The tekke is a boundary. Not only physical, but also
mental, emotional and spiritual, a point where reality has no reach.
But also a point of intersection between Ahmed Nuruddin - the man
and Ahmed Nuruddin - the dervish. It allows both to be spared from
reality, thereby providing protection. But it is artificial. The problem
with artificial protection is not so much that it is artificial, but that
it is not real.

Dervishism, the (anti)Apollonian (anti)mask, is the foundation
of Ahmed’s identity as the sheikh of the tekke. He deeply believes that
it provides him with protection by clearly distinguishing him from the
village headman as a religious leader who, due to the social prestige he
believes he enjoys, is singled out on a pedestal of the hierarchical ladder.
However, he will be bitterly disappointed when he learns that this is
only a deception and that, when he has not performed his human and
fraternal duty, he has become invisible in the eyes of people. Therefore,

295 4[...] bacili pronikljivi pogled u sustinu stvari [...]” (Nice 2020: 43).
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his mask is socially constructed, because it is not based in himself, but
in his actions that are valued or not by the community.

The purposes of the mask, protection (Vattimo 2011: 22) and
distinction (Klass, T. N. Von Peitschen und Masken in: Radoj¢i¢ 2017:
83), are the goal with which Hamlet and Ahmed Nuruddin mask
themselves. Since reality defeats them by being steeped in crime,
lawlessness, moral decadence and the collapse of all the lofty values
they were taught either through Wittenberg studies or “the Islamist
dogma” (Petrovi¢ 1981:42), Hamlet and Ahmed Nuruddin must find
a way to fulfill their duty in the new circumstances that have arisen
for them, after having “[...] truly seen to the essence of things [...]”**
(Nietzsche 2003: 39). Therefore, Hamlet puts on a mask, and Ahmed
takes it off and gives himself up to hatred, the flames of which will
burn him.

Nietzsche gives the concept of “[...] a mask that has a single ex-
pression, in lies and disguise™” (Vattimo 2011: 45). In both cases, it is
an illusion, and we connect illusion to the Apollonian world of illusion,
which is the Islamist doctrine in the mind of the sheikh of the Mevlevi
tekke, Ahmed Nuruddin. The connection between illusion and mask
is rooted in illusion, in what only appears to be, but with the death of
his brother it is revealed that it was actually just a building on the sand
(Milosevi¢ 1978: 175). This is the moment when his metamorphosis
begins.

He could have continued living his peaceful dervish life devoid
of anything personal, in which the only emotion that exists is love for
Islam and Allah, but, now that he has realized that he has been living a
lie, he has decided to stop living the passive life of a religious scholar,
a servant of God, and to avenge his brother.

In doing so, he turns against the authority, which he believed to
actin accordance with the law, to which, as a religious leader, he himself
belonged. He decides to betray what he has invested his entire previous

26 [...] bacili pronikljivi pogled u sustinu stvari [...]” (Nice 2020: 43).
#7 [...] maske koja ima jedan jedini izraz, u laZi i prerusavanju” (Vatimo
2011: 45).
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life in and to become someone else. He is no longer a dervish. Der-
vishism was imposed on him, he chose hatred himself. The subversive
Ahmed, Nuruddin avenger, is born in him. The metamorphosis shows
that dervishism is a mask, a disguise that was intended to protect Ahmed
from life and to give him a social position that he did not acquire by
birth, believing that this position deserves the respect of people.

If he had calmly accepted his brother’s death and continued to
be the sheikh of the tekke, accepting what he himself had said, that
death was no reason for discouragement, then dervishism would truly
be his self, his personal identity. In that case, there would be a unity
between man and dervish. The dervish’s turn to hatred shows that
loyalty to Islam collapsed like a house built on sand (Milosevi¢ 1978:
175) during the first strong wave, only because that wave washed it
over. While others were drowning in the sea, the dervish watched it
calmly. In his mind, indoctrinated with “Islamic dogma®*** (Petrovi¢
1981: 42), the law and the Koran are two sides of the same coin with
which human will has nothing to do, even if it is the will of the ruler.
According to Nuruddin, life and death are in the jurisdiction of Allah.
“Is it hypocrisy or blindness™** (Selimovi¢ 2018a: 104)? In reality, they
are under the jurisdiction of the musellim or the kadi or, in the case
of Hamlet, Claudius.

In Death and the Dervish, therefore, Ahmed’s transformation
from a man absolutely devoted to his faith into a man who hates,
despises, plots, and frames innocent people for his own interests,
thereby identifying himself with those he blamed for his brother’s
death, who are both guilty and responsible for it, draws a distinction
between what only appears to be, the peaceful dervish self-isolation
and the replacement of one reality with another, the real one, which
actually happens with the false one that exists within Ahmed’s
“thought-frames™® (Egeri¢ 1982: 20), which is a mask, and what is
the true face of Ahmed Nuruddin, which is shown after the dervish

298 Islamisti¢ka dogma” (Petrovi¢ 1981: 42).
29 Je nmu To nmuuemepje wm cpero” (Cenmmmosuh 2004: 100)?
00 [...] misli-ramovi [...]” (Egeri¢ 1982: 20).
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mask is removed, which is an illusion, pretense, deception, delusion,
deception, reverse.

At the moment of the scene with the mufti, Nuruddin thinks that
Harun is alive, but in reality he is not. Nuruddin, like his brother, is
just a pawn in a chess game in which human life is at stake. Reality is
a game of power in which “little” people are actors, puppets who see
only the scene that is currently happening, but do not understand the
whole play. Individual scenes are plays — within - plays. In some of
them, the puppets are masked, as is the case with Hamlet's madness
and Nuruddin’s dervishism.

Hamlet’s disgust with the world he is surrounded by and the
people in it communicates with the novel Death and the Dervish be-
cause Ahmed Nuruddin goes through the same process as Hamlet,
the process of gaining insight into the true, dark side of reality. They
[...] have truly seen to the essence of things [...]**" (Nietzsche 2003:
39). Thus, both of them are faced with ugly, unpainted, unadorned
realities, which Hamlet despises in a woman’s face because it hides
his nature, like a mask, similar to his mask of madness that hides his
intentions of unmasking the usurper king and revealing the truth
about his father’s death, which will allow him to make the right move
and thus save himself from sin.

Hamlet and Ahmed Nuruddin hide behind their masks from
the disgust that overwhelms them as soon as they think of the real
world. As long as they are masked, they are protected, Hamlet by
his madness, and Ahmed Nuruddin by his dervishness. ,But as
soon as everyday reality penetrates consciousness again, as such it
causes a feeling of disgust [...]”**? (Ibid). Hamlet puts on the mask of
madness in order to learn to navigate in a world he has not known
before. His madness is his Dionysian mask, just as Ahmed’s Dio-
nysian mask is hatred because it contains a Dionysian excess, as in
Hamlet’s madness.

0t [...] bacili pronikljivi pogled u sustinu stvari [...]” (Nice 2020: 43).

302 AV 9MM CBaKU/JALIKA CTBAPHOCT IIOHOBO IIPOJIPE y CBECT, K0 TAKBa
nsasusa ocehaj rabema [...]” (Mcimo).
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It is hatred as an intensified affect directed against the musellim
as a decision-maker. Just as Hamlet'’s madness is a concrete weight
that keeps him anchored in a restless sea of courtly and interpersonal
intrigues that he could not even suspect, so Ahmed’s hatred is in the
second part of the novel. In the first part it was dervishism.

“Ahmed Nuruddin is the expression of a doctrine. Nuruddin’s indi-
viduality is, therefore, mediated. Nuruddin’s conviction that he is the
light of faith indicates the depth of submission™** (Petrovi¢ 1981: 46).

In both literary pieces, Hamlet and Death and the Dervish, the
main characters go through a process of transformation due to a
tragic event that unexpectedly happened to them. Death is a bound-
ary situation. The foundation of the metamorphosis of the beings of
Hamlet and Ahmed Nurdin are the situations in which their loved
ones find themselves, which strongly shake the two protagonists and
change their way of perceiving the world. “Shakespeare in Hamlet’s
monologues, like Montaigne in the Essays, depicts the flow, the tran-
sition of beings from one state to another, the contradictory, decen-
tered and polycentric subjectivity, its instability and changeability”***
(Becanovi¢-Nikoli¢ 2013: 92). These events confront them with the
illusions and apparitions in which their spirit had previously resided.
Blind to reality and the cruelties that it and its agents employ, the two
heroes each lived their own illusion. Both were thrown into it without
prior preparation, unexpectedly, and the shock that these situations
produced on their unprepared minds was all the stronger.

In the case of Ahmed Nuruddin, it is about the arrest of his own
brother, who, at the moment when Ahmed tries to ask about him,

305 ,Ahmed Nurudin je izraz jedne doktrine. Nuruddinov individualitet
je, dakle posredovan. Nurudinovo ubedenje da je on svetlo vere ukazuje na du-
binu potcinjavanja” (Petrovi¢ 1981: 46).

304 Ilexcrp y XaMmeToBMM MOHO/MO3MMa, Kao 1 MoHTtew y Oinegu-
Ma, IpyKasyje TOK, penas 6uha 13 jegHor cTama y fpyro, MpOTUBPEUHY, Ae-
LIEHTPUPAHy U IOMULEHTUYHY CY0jeKTUBHOCT, HheHy HelOCTOjaHOCT I IIPO-
menpuBocT” (Bewanosuh-Huxonuh 2013: 92).
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has already been killed. The knowledge that Harun is no longer alive
forces the dervish to take off the mask of the dervish’s social function
that has grown into his face. The truth about the death of his brother,
who suffered because he knew what he shouldnt, which the authorities
she did not want to know, it removed the veil of the Koran and the
holy words from Ahmed Nuruddin’s eyes, forced him to truly look
within himself, to deeply examine his scruples and, instead of the
endless contemplation to which he, as a dervish, was prone, to turn
to action. The trouble is that this action was motivated by hatred, to
which he turned when everything he had believed in until then had
lost its meaning.

The soothing words he had spoken to those who had lost loved
ones suddenly became - just words. He no longer found solace in
them, nor did he see death as merely a transition from one form
to another. Without a solid foundation and without an anchor that
would pull him to the surface of the water, the dervish went astray.
Just as Athena was born from the head of Zeus, we can freely say that
the awareness of Harun’s murder gave birth to Ahmed Nuruddin, a
brother, a son, and a man. This was the decisive moment in which
the dervish renounced the constraints of canon and dogma and act-
ed as a human being primordially shaken by a family tragedy. “The
realization that his brother was killed because he had mistakenly
discovered a staged trial and the confession of an accused “political”
prisoner was the defining moment of his life™**> (Andrejevi¢ 1996: 59),
his acquisition of Dionysian insight (Mili¢ 2000: 135). The way the
dervish reacted to the news of Harun’s death, for which the repressive,
rebellious state apparatus was responsible, revealed how ostracized he
had been up until that moment. Ahmed Nuruddin was defeated by the
world outside the tekke. A world he did not know existed, in which
the values he thought ruled in it were trampled. He did not know
how to position himself, how to fight against that world. “Nuruddin

05 CasHambe f1a je 6pTa yOUjeH 3aTo IITO je IPEIKOM OTKPYOY YHAIIpes

pexupano cyhemwe U IpusHame ONTYXXEHOT “HOMTIYKOr 3aTBOPEHMKA IIpe-
CyHaH je uac mweropux MeHa” (Anppejesuh 1996: 59).
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was convinced that he lived in a world of pure and great moral order
[...]73% (Skaki¢ 1976: 51).

Being alone with himself, with people equally indoctrinated
with dogma, in the tekke, given over to endless introspection and
the constant repetition of learned prayers and lines of the Koran in
which he lived, he increasingly withdrew into silence and peace, be-
cause reality is merciless, unfair, it is impossible to parry it, one can
only escape from it. But the death of his brother changes that. “All
the elementary truths in Ahmed Nuruddin’s life experience a trans-
formation, placed in the space of his suffering because of the evil he
has done [...]”*"” (Andrejevi¢ 1996: 64). His brother is killed. Sheikh
Nuruddin is personally affected.

For the first time, he becomes aware that his social function
does not secure him any respect, even from the most insignificant
representatives of the authorities. He is personally affected by the
treatment that everyone else, the rest, receives from those in power.
Completely devoted to his faith, the dervish learned to count on the
due respect being shown to him, the sheikh of the Mevlevi tekke, a
member of the Mevlevi dervish order, however, he understood all
the arrogance of the highest circles of power which would be fertile
ground for the poisonous seed that would later make him become
the same as those who had despised him when it was most difficult
for him — when he lost his brother, and, even more so, when he
came - to ask.

The act of humanity, asking for his brother who, at that moment,
he thinks is arrested and imprisoned in a fortress, the dervish confuses
with an act of humility. He, the dervish, is forced to beg the ruthless and

306 ,CasHambe fa je O6par yOujeH 3aTO LITO je IPELIKOM OTKPHMO YHAIpes
Ppexmpano cybe}be U IIpU3HaIbE ONITY>XKEHOT ,,HOHI/ITI/I‘{KOI‘” 3aTBOPEHMKA, IIpe-
CyJaH je 4ac mweroBux MeHa” (Anppejeuh 1996: 59).

»Nuruddin je ubijeden da zivi u svijetu ¢istog i velikog moralnog reda
[..]” (Skaki¢ 1976: 51).

07 ,CBe eleMeHTapHe CTUHE Y )XUBOTY Axmernia Hypynuna foxxusipaBajy
TpaHcdopManujy, CMEIITeHe y IIPOCTOP HeroBe IMaTihe 300r yIMEEHOT 371a
[...]” (Andrejevi¢ 1996: 64).
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arrogant rulers who humiliate him with his weapon - words, lazily and
disinterestedly, almost ignoring him, with a sting that released poison
at the point where the brother ends and the dervish begins. At that
moment, the world in which he lived with the mask behind which he
hid and the real world that had been waiting for him outside all along
split in two. It is the moment when the seeds of his change are sown.

Throughout the novel, the main character’s inner struggle be-
tween what he is and what he has become unfolds. His original being
rebels and overcomes the dervish in him, horrified by the horror that
has befallen him. He must choose between the impulses of his injured
brother and what is implied and expected of a dervish. The sheikh is
torn between himself and the mask.

The hero of the play Hamlet faces a family tragedy. At the begin-
ning of the play, we learn that the prince Hamlet has seen the Ghost
of his father, who informs him that he has been killed and that he
has been poisoned by his brother, young Hamlet’s uncle, Claudius,
who later married the widowed queen, Gertrude, and ascended to
the Danish throne. This knowledge shakes the prince to his core,
who adores his father, and accepts the Ghost’s proposal to avenge
him but spare the queen. The death of the old king marks the end
of life as the prince has known it up to that point. The murder of his
father represents the gap between Hamlet’s youthful carefreeness and
the poison of the courtly world, metaphorical and literal, the one
hidden in the bottle in Claudius’s hand that ended Hamlet’s father’s
life. The Prince is a strongly philosophically inclined hero, who
spends most of his time in contemplation, turned towards himself,
and existential questions.

It is clear that Hamlet and Ahmed Nuruddin are tragic heroes
based on two demands that exclude each other and which are so con-
tradictory to each other that they cannot be reconciled in one being.
Because of this conflict, Hamlet and Ahmed Nuruddin are constantly
between two extremes, between what they are and what circumstances
dictate to them. “Ethical issues inherent in tragedy and the ’private
being’ of the tragic hero in Shakespeare’s tragedies are intertwined
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with political examination of the nature of power in the community™®
(Becanovi¢-Nikoli¢ 2013: 100).

Finally, and against oneself in the name of one’s own ethical
affirmation in relation to the State, its representatives, and the state
administration. As for the novel Death and the Dervish, in the “[...]
Ottoman Empire, the management of religious affairs [...] was insti-
tutionalized as a hierarchical segment of the state administration™®
(Tanaskovi¢ 2018: 276). Therefore, we can and must view Ahmed
Nuruddin as a member of the power system.

That is why making a decision is so difficult. Because no matter
what they choose, they betray something. Should they betray themselves
or their principles, their honor? And what if we perceive honor as the
backbone of our identity? And what if we are ruins without it? And,
again, human principles and the biological imperative (Ivanov 2017:
384) dictate revenge on those who are our blood. In the case of Hamlet
and Ahmed Nuruddin, this means revenge. And it implies rebellion.
Rebellion in itself means subversion against the system and its centers
of power - Claudius, the kadi, and the musellim in the first place.

Both societies, the one depicted in the novel Death and the
Dervish, and the one depicted in Hamlet through the highest in-
stances of power, such as the court, and through the individuals who
personify the ruling order with their personalities, are societies in
which ideology is one of the supporting pillars, and in which dogma
is a powerful instrument of control. Disobedience in such societies
is severely punished, and the government calls its repressive punitive
methods and actions a threat to the order, dogma. In such societies
in which traditional cultural matrices are strong, such as those that

% JETumyka muTama CBOjCTBEHA Tparefmju u TpusaTtHOM 6uhy Tpa-

rudkor jyHaka y lllekcimpoBuM Tparegujama mperieTeHa Cy ¢ HOMUTUYKAM
UCHNTHBaeM npupoge Mohn y apyurrsenoj sajenaniy’ (beyanosuh-Huko-
nuh 2013: 100).

%y ,[...] OcMaHCKOM IIapCTBY, yIpaB/balbe BEPCKMM IOCTOBUMA |...]
6110 je MHCTUTYLMOHAIM30BAHO KA0 XMjepapXM30BAHM CETMEHT Ip>KaBHE
apvuHncrpanyje” (Tanackosuh 2018: 276).
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are the bearers of dogma - the church and the court, ,,[...] the offense
against dogma is the gravest sin in a society that is ideologically
marked” 31° (Dedovi¢ 2012).

Ideological concern is present in both works through the prism
of the protagonist’s orientation to religious doctrines. In Nuruddin’s
case, it is Islamic religious doctrine, and in Hamlet’s case, it is Chris-
tian. Being bound to politics and religion and the constraints they
necessarily impose, their opinion is not theirs. It is metaphysical in
nature and deeply folk in the sphere of transcendental, abstract values
that are of general, universal meaning, which is why they overshadow
the human and individual. Over - “I” takes precedence over “I”. Man
ceases to be a man, he becomes an instrument through which the
aforementioned concepts manifest (Prohi¢ 1972: 75). In addition,
both are ideologically determined characters. They are a monarch and
a dervish, bearers of spiritual and worldly power. The two of them
are at least their own “private Being” (Becanovi¢-Nikoli¢ 2013: 100).

The tragedy of Hamlet and Ahmed Nuruddin is reflected in their
division. Similar to Hamlet, a comprehensive understanding of Ahmed
Nuruddin’s character requires examining both aspects of his behavior
- his proactive measures and moments of restraint. Furthermore, his
actions and inactions can be viewed from two different perspectives
(Petrovi¢ 1981: 11-12). The difference is that Nuruddin’s death is ab-
solutely tragic, while Hamlet’s is not, because Hamlet has previously
proven that he does not kill Claudius out of blind hatred, to make up
for the loss of his father, but rather to free the country from usurpers
and criminals. This is the act of a dignified ruler, not a grieving son.
At the same time, the subject thus prevails over the man. Nuruddin
dies eager for life. It seems that it is not so much the dervish who dies
as the man in him.

The goal of the spiritually awakened individual - spiritual in the
context of religion, as Nuruddin is - is not to establish connections

310 [...] ogrijesenje o dogmu $to je najtezi grijeh u drustvu koje je ideoloski
markirano” (Dedovi¢ 2012).
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with those beyond the metaphorical barrier of the tekke threshold.
Rather, the goal is to withdraw as deeply as possible from the world on
the other side of it. The devout person seeks self-realization in order
to reach the highest level of perfection, which can only be achieved
through complete separation and solitude. However, as the spiritual
individual becomes more focused on his spirituality as a concept, he
becomes less defined by his personal identity. The ultimate realization
of the spiritual ideal is equated with the dissolution of one’s individual
personality. To approach one’s true self is to approach the divine, which
requires the rejection of the shortcomings inherent in human nature
until it is completely eradicated (Petrovi¢ 1981: 13).

On the other hand, this man died before the beginning of the
novel, when, having lost his love and the woman he loved, he retreats
from the world to a tekke. Drowning is only the dying of the body.
The spirit died before the beginning of the novel, and once again,
during the novel itself, when Nuruddin was overcome by hatred. The
dervish and the kadi were only masks with which he defended himself
from the world. Hamlet, with his mask of madness, faced the world.

»[...] the phenomenon of the political is understood as the very reality
of events, the course of life, an elementary social relationship. The
political is [...] directly experienced as an act or a decision to act. It
has permeated the entirety of being, and is therefore understood as the
normal order of things, even when that order is completely morally
disturbed. To live in the world means to exist as a political existence™"*
(Prohi¢ 1972: 74).

Hamlet and Ahmed Nuruddin faced this. Their opponents, the
system against which they rebelled, are an ugly reality before which
it is necessary to put on or take off a mask in order to take revenge.

11 [...] fenomen politickog je shvac¢en kao sama realnost zbivanja, zivotni
tok, elementarni drustveni odnos. Politicko se [...] neposredno Zivi kao ¢in ili
odluka da se ¢ini. Ono je prozelo cjelinu bivstvovanja, pa se zato shvata kao
normalan poredak stvari, ¢ak i kada je taj red moralno potpuno poremecen.
Zivjeti u svetu znadi bivstvovati kao politicka egzistencija” (Prohié¢ 1972: 74).
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However, the motives from which Hamlet and Ahmed Nuruddin carry
out revenge are completely different. For Hamlet, revenge is a matter
of honor, and not so much his honor as a man, or even a son, as his
honor as a ruler. And for Nuruddin, revenge is an act that embodies
the motto “an eye for an eye, a tooth for a tooth”. That is why the two
of them are (not) the tragic heroes of the tragedy of revenge.

Both works end with death, which is an element of tragedy.
However, we have found the source of tragedy in their internal divi-
sion, which is the basic characteristic of the Nietzsche's subject (Puri¢
1997: 97). The awareness of the ugliness of reality that Hamlet and
Ahmed Nuruddin acquire is embodied in the Nietzsche’s phenomenon
of the mask, its removal and putting on, masking and unmasking,
which is the response of the two protagonists to reality. In this reality,
the Grand Mechanism (Kott 1990: 52) of horror mercilessly grinds
innocent people: Harun, King Hamlet, Hadji-Sinanuddin, Ophelia,
Polonius, Hassan.

Unlike Hamlet, who, according to Nietzsche, being Dionysiac
man, is decisively defined by lethargy and disgust (Nietzsche 2003:
39), as well as simulating madness, Ahmed Nuruddin has hatred that
escalates after learning about his brother’s death.

Negative feelings of hatred, anger, sadness, and apathy appear in
the two protagonists after acquiring tragic knowledge (Jaspers in: Sto-
janovic 1984: 234). Ahmed Nuruddin acquires this knowledge through
the murder of his brother, and Hamlet through the murder of his father,
which he will only later learn is a murder that he must avenge. In the
play Hamlet, however, as in the novel Death and the Dervish, it is not
just about knowledge, but about a specific type of knowledge that entails
the acquisition of Dionysian insight (Mili¢ 2000: 135). After he gains
the aforementioned insight, and despite the request of the Ghost of his
deceased father to avenge him, what follows and constitutes one of the
focal points of the play is Hamlet’s hesitation in acting, accompanied
by exceptional thoughtfulness and endless analysis.

Ahmed Nuruddin’s rage in the second part of the novel has one
target: the musellim, the exponent of power and the cog in its repres-
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sive system. What is similar in Hamlet’s disgusting attitude towards his
mother and Ophelia, and then towards everyone else, and in Ahmed’s
attitude towards the musellim, which is the attitude of hatred of man
towards his function, is personal insult. Both Hamlet and Ahmed
Nuruddin are personally offended by the injustice inflicted on them,
Hamlet by the behavior of Ophelia, who rejects him, and his mother,
who is too lustful for his idealistic measure of good taste, and Ahmed
Nuruddin by the musellim’s disrespect for him and the evil he has
hidden from him.

This sublimation of Hamlet’s madness could also be attributed
to the hatred that awakens in Ahmed Nuruddin after the murder of
his brother. It also represents a Dionysian state, but not as strong as
Hamlet’s false madness. Hamlet has madness, it has him. Nuruddin
has also hatred. The meaning is now surrender to destructive impulses
that allows evil to triumph.

They are increasingly tied to the world of their dead. Neither
Hamlet nor Ahmed Nuruddin can separate themselves from that world.
Hamlet is tied to the world of the dead by the Ghost of his murdered
father, whom he meets one night on the ramparts of Elsinore castle.
Ahmed’s connection with the world of the dead is visible in the scenes
of the novel in which he goes to look for Harun’s bones in order to bury
him as close as possible to the tekke, and thus to himself, to remind him
that Harun stood up against injustice, but also in all the scenes in which
he addresses his dead brother, who is more alive to him after death than
while he was actually alive. The influence of the dead brother and the
dead father is too great and too deeply rooted in the two heroes.

Therefore, neither one nor the other can separate themselves
from the otherworld, because the threads that connect them to that
world are too strong, they influence their perception of the world
too much and radically change their previous understanding of life.
His brother has become a symbol of struggle for Nuruddin. He feels
obliged to continue this struggle, just as Hamlet feels obliged to obey
the Spirit, but he still does not do so until the end of the play. Hamlet
is calculating because of his godliness. He doubts. Ahmed does not
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doubt. Hamlet is not yet ready for everything. He needs proof that the
spirit is telling the truth. Ahmed was not ready for everything while
he was protected by the (anti) Apollonian mask of dervishism. Ahmed
is now ready for everything.

Dionysian horror is revealed in the moral fall of Ahmed Nurud-
din, a former moral idealist, at the Olympic heights of Islamic exegesis,
who organizes a plot for the Hadji-Sinanuddin, which leads to his
arrest, to the imprisonment of an innocent man, like Harun was, like
King Hamlet, after all. This plot of his can be compared to Hamlet’s
“mousetrap”. Both the intentions of the two protagonists are realized
in such a way that both Hamlet and Ahmed Nuruddin had ulterior
motives — the realization of their own interests. In doing so, they
came very close to the Machiavellian limit of utilitarianism, which
was crossed by those against whom the plots were aimed - the rulers
in the Hamlet and in the Death and the Dervish.

Staying aloof and living in environments where reality did not
actually happen, where thought was the only event, such as the der-
vish tekke and the university, is no longer an option for either Ahmed
Nuruddin or Hamlet. Ahmed Nuruddin has the same problem, who
does nothing when he should do everything. They must therefore
determine themselves ethically.

Both hatred and madness have their roots in overemphasized
affects, in exaggerated, explosive reactions, which is the basis of the
Dionysian mask according to Nietzsche. But since Ahmed’s hatred is
not a mask, but his real reaction, we can say that the intensification
of the affects is the Dionysian element of his hatred. Ahmed’s hatred
is real, Hamlet’s madness is false. “[...] he feigns madness (although,
sometimes this mask of “freak” merges with the one who wears it
[...]”*2 (Sofranac 2013b: 102).

In Ahmed Nuruddin, we have a gradual increase in emotions
throughout the novel. At the very beginning, he is calm in the tekke,

#2,[...] on glumi ludilo (mada, ponekad se ta maska ,cudaka” stapa sa
onim ko je nosi) [...]” (Sofranac 2013b: 102).
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within the claustrophobic molds of Islamic exegesis, his life is in
accordance with the Koran, his personal identity coincides with his
socially constructed identity. Dervish, functionally associated with
the religious side of his consciousness, supports and respects the
image of self-assessment. Since the Koran is this consciousness and
its foundation, we must distinguish the Koran as the basis of this
consciousness and consciousness itself. In order to achieve inner
harmony, one must eliminate any discord between the external world
and one’s consciousness, even going so far as to merge the two. This
represents the religious and metaphysical dilemma faced by Ahmed
Nuruddin (Petrovi¢ 1981: 10).

Nuruddin does not understand his subordination and lack of
freedom. He chooses to be a slave to Islam. Ahmed’s perspective is
changed by the situation of his brother’s murder. Nuruddin no longer
experiences death as a concept; which it had been for him until then.
The concept of death has transformed from a universal concept that
affects everyone into a personal possibility that affects him specifically.
For the first time, he thinks about the terror associated with dying.
The dervish’s illusion is revealed as an instinctive understanding of
the reality that lies behind the barrier represented by the tekke wall
(Ibid: 14).

The difference between Nietzsche’s understanding of the Apol-
lonian illusion and Ahmed’s service to Islam as the illusion of life
is that Nietzsche’s understanding of the Apollonian illusion implies
awareness of the illusion, and Ahmed does not have this awareness.
Until his encounter with the musellim in the first part of the novel, he
lacks the “[...] Apollonian element, by which Hellenic consciousness
rises to self-consciousness™!* (Duri¢ in: Nietzsche 1998: 14), that is,
the insight that he attached greater value to his dervishism and der-
vish act than his calling really carries. He really believes in dogma,
only and exclusively in dogma, to the very limits of his subordinate

313 [...] apolonski elemenat, kojim se helenska svest uzdize do samosves-

ti” (Puri¢ u: Nice 1998: 14).
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consciousness until that encounter, and after that he begins to doubt
everything he believed in.

In Ahmed Nuruddin, we have a gradual increase in emotions
throughout the novel. At the very beginning, he is calm in the tekke,
within the claustrophobic molds of Islamic exegesis, his life is in
accordance with the Koran, his personal identity coincides with his
socially constructed identity. In order to achieve inner harmony, one
must eliminate any discord between the external world and one’s
consciousness, even going so far as to merge the two. This represents
the religious and metaphysical dilemma faced by Ahmed Nuruddin
(Petrovi¢ 1981: 10).

Nuruddin does not understand his subordination and lack of
freedom. He chooses to be a slave to Islam. Ahmed’s perspective is
changed by the situation of his brother’s murder. Nuruddin no longer
experiences death as a concept; which it had been for him until then.
The concept of death has transformed from a universal concept that
affects everyone into a personal possibility that affects him specifically.
For the first time, he thinks about the terror associated with dying.
The dervish’s illusion is revealed as an instinctive understanding of
the reality that lies behind the barrier represented by the tekke wall
(Ibid: 14).

The difference between Nietzsche’s understanding of the Apol-
lonian illusion and Ahmed’s service to Islam as the illusion of life
is that Nietzsche’s understanding of the Apollonian illusion implies
awareness of the illusion, and Ahmed does not have this awareness.
Until his encounter with the musellim in the first part of the novel,
he lacks the insight that he attached greater value to his dervishism
and dervish act than his calling really carries. He truly believes in
dogma, only and only in dogma, to the very limits of his subordinate
consciousness until that encounter, and after that he begins to doubt
everything he believed in.

Ahmed dies morally equal to those against whose moral inad-
equacy he rebelled, becoming a slave to the acquisition of Dionysian
insight (Mili¢ 2000: 135). Ahmed was born a slave, since he belongs
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to alow social class, that of the poor. He lived as a slave to faith, fight-
ing and obeying the letter of the Koran, living in accordance with its
principles, respecting the “Islamist dogma” (Petrovi¢ 1981: 42) to the
point of fanaticism, then turning against it. As a judge, he betrayed
the only light he had gained in life, the light of love and loyalty to an-
other man, whom he had betrayed. Ahmed, called Judas. Dominated
by the Dionysian principle of destructive hatred, he dies as a slave to
Dionysus who was born in his grief, strengthened in his anger, and
exploded in his hatred.

In Selimovi¢s novel, Ahmed Nuruddin is, therefore, torn between
his original being, his social function as a dervish, which is his Apollo-
nian (anti)mask, and between the Dionysian elements within himself,
lethargy, indecision, hesitation in situations in which he should be at
most human and help his brother, and the hatred after Harun’s death
that has completely consumed him.

Hatred is Ahmed’s excess. The difference from Hamlet is that
Nuruddin does act out of hatred. In him, hatred erases the bound-
ary, and thus the Apollonian mask falls from his face. He is divided
not only between his original and socially constructed identity, but
also between his former self, the previous version of himself, and his
current self. Moreover, somewhere between these two versions of
his personality is his personality as a judge, which is also a socially
constructed identity, because it is a public one.

So, there is Ahmed as an original being, a member of a lower
social class, the son and grieving brother of the innocently murde-
red Harun, then Ahmed, the dervish, then Ahmed the judge, and,
finally, Ahmed, the avenger. Not counting Ahmed the drowned
man. In Ahmed Nuruddin’s first part of the novel, the Apollonian
principle in the form of dervishness is dominant, which limits
his action and generates his lethargy, which is a characteristic of
the Dionysian man (Nietzsche 2003: 39) according to Nietzche,
hesitation and uncertainty when acting, while in the second part,
Dionysiac principle in the form of hatred as an intensified affect
is dominant.
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One gets the impression that Hamlet fought for life in death,
and Ahmed for death in life. The irony is that Hamlet thought about
death, and Ahmed about life. Therefore - to be (split in two). There-
fore — not to be. Multiplicity. Duality. Nietzsche denies the existence
of internal unity in the subject. Their tragedy lies in their internal
division as Nietzsche’s subjects (Puri¢ 1997: 97). Nietzsche’s subject
is decentered, which means that it has no foothold in itself. Foothold
is the most important characteristic of human wholeness. Hamlet’s
and Nuruddin’s foothold is fluid. These are madness and dervishness.
Neither of these footholds is permanent. Both are illusions.

Hamlet is a victim. He has experienced injustice, his rights as
a human being, heir to the throne, man, son have been violated. He
has all the rights, what’s more, his duty is to preserve honor, fulfill the
task given to him by his father’s Spirit, to avenge him. The tyrant who
has seized the throne knows that Hamlet, as the one who should be
the next legitimate ruler, has the support of the people. But Hamlet
does not take revenge for a long time. The reasons for his hesitation
are one of the most intriguing not only of Shakespearean scholars
around the world but also of critics, professors of English literature,
theorists and, of course, readers. Inactivity by nature, an emphasis
on thought processes, giving priority to the intellect rather than the
practical, active side of the personality that achieves goals, madness,
melancholy, all these are possible causes of his passivity.

What distinguishes Mesa Selimovi¢ and Shakespeare in these
two pieces of writings is the motivation of their heroes to carry out
revenge, which threatens their death, and thus their lives.

Compared to Ahmed Nuruddin, Hamlet might be regarded as a
hero. This only reinforces the fact that Ahmed Nuruddin, compared
to Hamlet, is an anti-hero. For, he becomes an authority, not only
in his actions but also by the title of kadi, which, just as legitimately
acquired authority in Renaissance England gives the ruler the right
to punish, so he acquires this right. His appointment as kadi is an
attempt by the authorities, the dominant discourse, to suppress his
subversive actions. Ahmed Nuruddin took the bait and resorted to a
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Machiavellian approach, for which he paid with death. But not just by
death, but by a tragic death that is the end of the tragic life of a dervish,
a sheikh of the tekke, who failed to be a son, a brother and a lover,
but did not fail to be an enemy, an exponent of power, a drummer
of empty words, a passive observer of circumstances until adversity
forced him against the wall of the tekke, where the dead Harun awaited
him, and with him a moral debt to his own blood, a connection to the
world of Hades, from whose darkness the Ghost of King Hamlet rose,
burdening his son with the moral duty of revenge. Although Hamlet’s
(in)action was initially directed at himself, his own feeling of sadness
and the multiple injuries inflicted on him by Claudius, Hamlet from
the beginning and the end of the play are two different people, just
like Ahmed Nuruddin. Hamlet realizes and comes to terms with the
fact that it is not about his personal salvation, but about the collective,
common salvation of the community, the state, which will also bring
him peace. He realizes the truth that without the common, there can
be no individual salvation. This insight frees him, despite the fact that
he pays for it with his own sacrifice.
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5. HAMLET AND AHMED
NURUDDIN: THE TRAGIC HERO
AND HIS SELF

In her book In Search of Shakespeare*** Zorica Becanovi¢-Nikoli¢
explains the concept of the tragic hero as a complex self with extremely
polarized contradictions within himself (Be¢anovi¢-Nikoli¢ 2013: 90).
She claims that

“tragic heroes have a very complex identity, which Shakespeare ex-
presses through the monologues and actions of his heroes. Their self
is, in itself, most often contradictory, and each of the contradictions
is taken to the extreme: let’s think of Hamlet, who strongly feels that
he must avenge his father, and that, for a variety of reasons, he cannot
do so until, paradoxically, Claudius, as the main active figure of the
drama, unlike the inactive Hamlet, allows him to act; [...]”*" (Ibid: 90).

Hamlet is thirty years old, inclined to contemplation, a passive
hero who transforms into his opposite, his Shadow, an avenger-actor.
The Ghost is an important factor in the play because it is he who
visits Hamlet and reveals the truth that his brother, Hamlet’s uncle,

** 3opurra bevanosuh-Hukomnh, Y @oitipasu 3a Hlexciaupom, 2013, o-
cuje cTynuo, beorpag,.

315 Tparmuku jyHauu mmajy Bp/IO CIOXKeH MpaeHTuTeT, Koju Illekcriup
u3pakaBa MOHOJIO3MIMa JM YMHOBMMaA CBOjUX jyHaka. IbuxoBo comncTso je, y
cebu, Hajuemhe MPOTMBPEYHO, a CBaKa Off IPOTUBPEYHOCTHU JOBEJEHA je JI0
KpajHOCTM: MOMMCIMMO Ha XamjIeTa Koju cHaxxHO oceha fa Mopa fja ocBeTn
OIla, a TO, C HAjpasIMYUTUjUM Pas3jlO3UMa, He MOXKE JIa YUMHU CBe JOKY MY,
napajiokcanHo, Kiayzyje kao I1aBHO JeTaTHO JInIie ApaMe, 3a PasIuKy Of He-
menarHor Xamera, He omoryhu ja gena; [...]” (Mcimo: 90).
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poisoned him and killed him, and that it is up to Hamlet to avenge
him, but to be careful not to endanger his mother, Gertrude. The
Ghost is, in itself, a supernatural element, which is important to
mention since the introduction of supernatural elements is also one
of Shakespeare’s actions.

Let us also think of the unfortunate and tormented Nuruddin.
Ahmed Nuruddin is a sheikh of the Mevlevi order, a dervish, a con-
templative man , who at the beginning of the novel spends his time
in the tekke of his order, indoctrinated and imbued with dogma,
and in the second part, he is a judge, a ruler and a traitor to his only
friend. By betraying Hassan, as well as by political scheming, sheikh
Nuruddin met his Shadow and became his own opposite, at least
according to the plot of the novel.

Politics is very present in Mesa Selimovi¢’s novel Death and the
Dervish. We can say that it is one of the most important hubs of this work.
The relationship of the dervish to the authorities, and the authorities to
the dervish, occupies a special place in the transformation of Ahmed
Nuruddin and the wider range of topics covered in this novel. Hamlet
is in conflict with his uncle Claudius, because he poisoned his father,
the King of Denmark, Hamlet, whom the prince loved and for whom
he deeply, in the opinion of the queen, too intensely and unnaturally,
mourns. The focus of the conflict is that Claudius, his uncle, married
his mother, Queen Gertrude, too soon after the death of King Hamlet.

But the true conflict that defines the play Hamlet is the prince’s
inner conflict and the young Hamlet’s conflict with himself. The split
in his soul is caused by external circumstances, the boundary situation,
and the circumstances that occurred immediately after it. The germ
of the tragic is in the very being of the protagonist, and it is brought
to light by external circumstances. His character is what pushes him
towards the end.

In the case of the hero of Death and the Dervish Ahmed Nurud-
din, there is also a split in his ’private being’ (Ibid: 100), his inner self,
caused first by his brother’s arrest, and then by his death, the tragedy
of which is enhanced by the fact that Harun was innocent. Nurud-
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din’s inner conflict in the novel is threefold: first, we have a dervish
turned to the ideals of justice and truth, dedicated to meditation and
silence, the balance of whose existence is gradually disrupted by the
knowledge of his brother’s arrest, then a dervish disappointed to the
core by the death of his brother, and, finally, a former dervish who is
not up to the political role of a kadi.

His personal choice is what makes him a tragic hero who, by his
own personal example, shows the trampling of the principles by which
he lived his entire life, only to betray them in the end by becoming
the same as those he fought against. Cruel.

A dervish is a representative of a religious institution. He has a
title, the title of dervish, a church dignitary, a sheikh of the Mevlevi
order, a kind of religious aristocracy. As a dervish, he is responsible for
taking care of the sublimity and purity of the human spirit. As such, he
should be a beacon of ethics, a walking moral compass whose needle
unerringly points in the direction of correctness, justice, and fairness,
a spiritual vertical by which the actions of a society are measured, over
which the all-seeing eye of the light of faith watches, which has been
blinking when it should have been most vigilant.

In Death and the Dervish, Ahmed Nuruddin, the dervish, enters
into conflict with the exponents of the power apparatus, the mufti, the
musellim, and the kadi, after learning that his brother is imprisoned
in a fortress. He then encounters injustice, harshness, arrogance, and
cruelty and indifference of the rulers that, until that moment, he had
not recognized. Then it becomes clear to him that his dervish title,
behind which he hid and in which he only believed, means nothing
to those who make decisions about life and death, and he decides to
plot, like Hamlet, who organizes a play to check whether the words
of the Ghost are true, although his “prophetic soul” (Hamlet, 1.5.40)
knows that they are, which sets off a chain of events that will lead
to his death, as in the case of Ahmed Nuruddin, who, like Hamlet,
decides to rebel, to do something, but he himself becomes the one he
hated because he was not fought with humanly, before joining Harun
in the darkness of Hades.
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Hamlet fights against Claudius, the king, and the dervish goes to
the mufti, the musellim and the kadi. At that time, Ahmed Nuruddin,
the brother, but sheikh Nuruddin, the head of the tekke. In Death and
the Dervish, the instrument of power signed an order to kill a man who
had exposed the lawlessness of the rulers, those who should enforce the
laws, not break them, and thereby protected political immorality that
threatens not only the independence of the individual, but also his life, if
necessary. This fully corresponds to the position of the New Historians,

“[...] that in a hostile environment, they are caught in a complex network
of forces that all together pose a threat to their freedom™'¢ (Pechter
2002: 125).

Freedom, or rather, the lack of it is a striking feature of these two
pieces of writing, especially when it comes to their opening parts. It
is also one of their most dominant topics. given that

“Any form of freedom, the one that can appear in thought or speech,
is a potential threat to the order. That freedom threatens its unques-
tionableness and unlimitedness™!” (Lesi¢ 2003: 31).

The story of Hamlet, like the story of Ahmed Nuruddin, is a
story about

“[...] amodern man with a split psyche and repressed drives, unable
to coordinate three functions: emotional, intellectual and volitional”*'¢
(Brki¢ 1959: 20).

We can see both as “[...] a man full of doubt and hesitation, inner
struggle and indecision [...]”" (Ibid: 21).

316 ,[...] ma cy y HemrpujaTe/bcKOM OKpyKemY, yxBaheHn y clIoXKeHy Mpexy
Ci1a Koje CBe 3ajefiHO TIPeiCTaB/bajy IpeTHhy 10 BbUX0BY crnoboxy” (Ilexrep y:
Homeitiu, 2002: 125).

317 (....) mjeru slobode, slobodnog misljenja i slobodnog izrazavanja koja
dovodi u pitanje apsolutnu mo¢ Vlasti” (Lesi¢ 2003: 31).

318 [...] modernom ¢oveku podvojene psihe i potisnutih nagona, nemo¢nom
da koordinira tri funkcije: emotivnu, intelektualnu i voljnu” (Brki¢ 1959: 20).

319 _[...] ¢oveka punog nedoumice i oklevanja, unutra$nje borbe i neodlu¢nosti
[...]” (Mcimo: 21).
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Both are

“[...] simultaneously confused and disgusted by what they do, with
a penetrating reflection that sees the problem, like a metaphysical
scanner, and that strikingly marks it [...]”** (Kosti¢ 2011: 39).

Both Hamlet and Ahmed Nuruddin are divided and lost in the
interspace between the Self and the Self that is its negation.

In exploring the connections between the Renaissance and
Shakespeare, Milica Spremic¢ draws on John Dollimore’s perspective on
the 17t century. He argues that the decisive role in shaping a person of
that era, in shaping his identity, is not played by his original, authentic
nature, but by external, social and historical forces that govern and
decide on his behalf. Therefore, the socio-historical context in which
an individual lives plays a crucial role in his understanding of the
world and shaping his worldview (Spremi¢ 2011: 23).

“According to Dollimore the 17% century is a milestone between two
socio-political systems, two times and two systems of completely differ-
ent values and understandings, one of which is the system of medieval
feudalism and the era of Christianity according to which man can exist
only in harmony with God, and the era of humanism and humanistic
ideals, which is the germ of the beginning of the modern era in which
man exists as a separate entity that is founded in itself in its own rea-
son”*?! (Dollimore in: Spremi¢ 2011: 23-24).

Their contradiction Hamlet, although a literary character, repre-
sents the prototype of a man who found himself in such a socio-histor-
ical context. Due to his position in time, he is divided within himself
and a hostage of the gap between these two polarities.

320 [...] istovremeno zbunjen i zgaden onim $to ¢ini, sa prodornom refleksi-
jom koja vidi problem, kao metafizicki skener, i koja ga upecatljivo obelezava [...]”
(Kosti¢ 2011: 39).

21 _On sedamnasti vek vidi kao prelazno doba izmedu hri$¢anskog egzi-
stencijalizma srednjeg veka, koji ¢oveka shvata kao jedinstveno bice ¢ija je sustina
Bog, i prosvetiteljskog humanizma, koji postavlja tezu o ¢oveku kao individui”
(Spremic 2011: 23-24).
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Their contradiction is what gives rise to Hamlet’s inner division
between loyalty to the religious doctrine of Christianity, to the Ghost s
command to sanctify him, and to his own self, to his original nature, to
his being who abhors the imposed task of vengeance. Dollimore points
out that a the 17th century is the space between two Christianity doctrine
of the Middle Ages that views a man as an entity based in God and the
Humanism according to which a man is an independent as such (Ibid).

Applied to Hamlet, this play reflects the circumstances of Re-
naissance England and the images of the world that were in force
at the time, which include the absolutist power of the monarch, the
liquidation of political dissenters, a Machiavellian approach to gov-
ernance that approves of, and even implements the elimination of,
potential threats such as people who recognize the true, repressive
nature of the rotten political apparatus, which connects the circum-
stances in England at that time with the circumstances depicted in
Selimovic’s Death and the Dervish.

This understanding of the Renaissance as an intermediate space
between the Middle Ages and the modern era is characteristic of many
modern historians. John Branigan draws attention to the theatrical
nature of Renaissance circumstances in the fields of politics and inter-
twined social relations. He argues that the theatre in England during
the Renaissance is actually concerned with the political system, with
a special emphasis on the ruler and the entire political and social dis-
course of the time (Ibid). This is of importance for this thesis because
it seeks to interpret the role of masks and the principles of masking,
disguise and unmasking according to Nietzsche on the examples of
Hamlet and Ahmed Nuruddin and in relation to their relationship
to the authorities, Claudius, who is a monarch instead of a monarch
and the musellim, the kadi, the mufti, and the Piri-Voivode and the
defterdar who are the heralds of Nuruddin’s death in Death and the
Dervish. In both cases, it is a struggle of the individual against the
system, only these individuals simultaneously belong to that system.

But when the system personally lashes them with its criminal
whip, the masks come to expression, whether they are put on, as in
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the case of Hamlet’s simulated madness, which the rest of the court
perceives as a serious threat to the absolutist order, or they are taken
off, as in the case of Ahmed Nuruddin, in whom the dervish mask,
before being taken off, due to the absence of awareness of the illusion,
exists as an (anti)mask. But the encounter with the musellim represents
a turning point in that the anti-mask becomes aware of its own illusion
and from that moment on it exists as a mask. Ahmed Nuruddin real-
izes that his calling had weight only within his ideologically colored
world of Islamic doctrine in his mind, that it is important only as his
transcendental “I” and that he is now in a position to, asking about his
brother, whom he thinks is imprisoned, and Harun is already dead,
speak from his empirical “I” (Mili¢ 2000: 35). These two “I” belong
to worlds that have nothing in common. Ahmed Nuruddin thought
of them as one. For him, the same world.

Hamlet’s inner division is the discord between his inner being on
the one hand and ideology on the other. The danger lies in the rebellion
of the inner being against ideology and its norms that aim to tame wild
subjectivity. An even greater danger is that at the heart of the inner divi-
sion of the heir to the Danish throne, whose feelings and rights as a son
and ruler have been violated, there is revenge as a duty. It is imposed by
an external authority, the Ghost of his father, the innocently murdered
King Hamlet. Hamlet intimately, privately does not want to take revenge.
He is a divided subject, Nietzsche’s and Althusserian.

He is conditioned and determined by the voice of the collective
to which he belongs in terms of tradition, morality, religion and other
collective ideals rooted within the same social community. The voice
of the authorities who shaped these ideals in that community is the
acquired, adopted voice of the protagonist’s conscience, such as Chris-
tianity and Islam, which are the nucleus of their subordination. Up
to a boundary situation, the voice of another, borrowed conscience
is dominant in Hamlet and Ahmed Nuruddin. It is the matrix which
manages to expose the two persecutors as divided between their
personal, social identity and their identity in terms of social appear-
ance — the mask, which embodies the difference between the two
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“Is and the two worlds of values to which they belong. The mask is
the space of the internal conflict of Hamlet and Ahmed Nuruddin.

Just as the dervish Ahmed Nuruddin is on the border of two
worlds: the real world of political pragmatism based on Machia-
vellian practice that involves hypocrisy and political elimination of
(innocent) people, so Hamlet is not only on the border between two
ages, each of which carries value systems that contradict each other,
and not only between himself and the voice of external authority
within himself, but, like Ahmed Nuruddin, between two worlds: the
world of the living (dead) and the world of the dead. In 1910, Peter
S. Taletov describes Hamlet as a person who is on the border of two
worlds, one of which is the world that Hamlet has hidden behind his
idealistic premises, the sublime world of humanistic ideals that has
no points of contact with the empirical world. He sees in Hamlet’s
constant existence between these two worlds his tragedy of inde-
terminacy. It is a constant existence between reality and illusion,
reality and fantasy, truth and illusion, empirical and transcendent.
Hamlet, therefore, finds himself between two worlds, one of which
is objective, real, material, existing in itself, the so-called external
world. The other world, in every way opposite to the empirical one,
is a world that is a construct of his interior, an idealized, fairy-tale
world, a phantasmagoria full of ideals and idealized standards that
are not applicable to the empirical world because these two worlds
contradict each other, as is Hamlet’s being. His inability to determine
himself is the cradle of his tragicism (Milanovi¢ 2009: 53).

This criticism of Hamlet is fully consistent with the types of “I”
of N. Mili¢, for whom there are empirical and transcendent “T”. In
Hamlet, as in Ahmed Nuruddin, these two “I”s are incompatible. Their
simultaneous existence in both heroes makes them Nietzsche’s, i.e.
divided subjects. This contradiction in the I gives rise to an internal
conflict that prevents them from achieving wholeness. Hamlet is torn
between the demands of these two worlds, the real and the unreal,
idealized world which, being such, is built on the foundation of the
artistic and intellectual sublimity of the being of a Renaissance ruler
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who is a lover of philosophy, a good speaker and an admirer of the
theater. The dissonance of the worlds that stand opposite each other
in a dialogical relationship, are opposed to each other completely,
which is the source of the tragedy of the heroes.

This critic believes that the discord between the two afore-
mentioned worlds, one that exists within and the other that exists
outside the hero, is the cause of the paralysis of Hamlet’s will, which
is hindered by his intellect (Ibid.). According to him, the cause of
Hamlet’s passivity, and thus his hesitation, is in his mind, spirit and
intellect, which hover between two worlds, but there is a difference
between this and the view of some contemporary critics, who believe
that the two worlds between which Hamlet is crucified are the world
of the living and the world of those who are no longer alive, the
world from which the Ghost of Hamlet’s father comes, the world to
which he sends Guildenstern and Rosencrantz. This is the opinion
advocated by Jasminka Mari¢ in her book Philosophy in Hamlet, the
world to which, by decision and approval of the kasaba’s authorities,
Nuruddin’s own brother Harun, a symbol of rebellion and resistance
to the repression of the totalitarian regime, was sent, and perhaps
also Is-haq, P.S. Taletov believes that this is an imaginary world, on
the one hand, and a so-called real world, on the other, a world whose
exponents are Claudius, Gertrude, Polonius, Rosencrantz and Guil-
denstern (Ibid). In other words, Hamlet is on the border between the
empirical and transcendental worlds of his own idealism.

Ahmed Nuruddin is also between two worlds. He vacillates
between a world limited by the rigid rules of Islamic exegesis with
which his mind is full, where Islam, like every other religion, is un-
derstood as a transcendent ideal, and a world that probably never
believed in ideals. The exponents of such a dishonorable world are
the musellim, the mufti and the kadi who hide behind the mask of
public office with which they conceal their own Machiavellianism.
They are arrogant and arrogant political figures who, in terms of their
political function as rulers, can be compared to Claudius, in terms
of their neglect of corpses to Gertrude, in terms of their cunning to
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Polonius, and in terms of their stupidity, such as the attempt to tempt
the main character of Hamlet, Ahmed Nuruddin, with Rosencrantz
and Guildenstern. This primarily refers to the mufti and his attempt
to create an illusion by exchanging theses according to which Ahmed
Nuruddin chooses brother between the law and his brother, thereby
undermining the law. The parallel between Gertrude and the town
authorities is based on the laconic acceptance of the death of an
innocent man as a natural order of things and an integral part of
human life, as a turning point in the wheel of history from which no
one has yet escaped. The parallel with Claudius is based on the illegal
actions that both he and they use to decompose the state.

The aforementioned critic goes a step further and sees Hamlet as
aman in control of his emotions, who acts courageously and without
hesitation when the situation demands it, as was the case in the scene
in which he kills Polonius, in which he prepares a death trap for his
friends, Rosencrantz and Guildenstern, in the scene in which he is
rude to Ophelia, or when he hurls a torrent of insults at Laertes (Ibid).

In the empirical world, Hamlet is surrounded by decadent peo-
ple, murderers, scoundrels, sycophants, and half-wits. It is a world of
self-interested, greedy people, a world of traitors and spies, which is
why the world of the play Hamlet communicates with the world of the
novel Death and the Dervish. It is a world of corrupt rulers, musellim,
mufti and kadi, a world of hypocritical people blinded by their own
interests, such as the kadinitsa, a world of sejmen who only wait for
an order to attack like rabid dogs, who, in their half-heartedness,
resemble Guildenstern and Rosencrantz, a world of vali and deferd-
ar who demand that Ahmed Nuruddin betray Hassan, a world that,
like the one in which Hamlet moves, is decadent to the core. Hamlet,
therefore, finds himself between two worlds, one of which is objective,
real, material, existing in itself, the so-called external world. The other
world, in every way the opposite of the empirical one, is a world that
is a construct of his interior, an idealized, fairy-tale world, a phantas-
magoria full of ideals and idealized standards that are not applicable
to the empirical world because these two worlds contradict each other,
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as is Hamlet’s being. His inability to determine himself is the cradle
of his tragedy (Ibid). He is, always between, an in-between Hamlet.

In Hamlet, as in Ahmed Nuruddin, these two “I”’s are incom-
patible. Their simultaneous existence in both heroes makes them
Nietzschean, self-divided subjects, whose “I” is plural and contradic-
tory. This contradiction in them gives rise to an internal conflict that
prevents them from achieving wholeness. Hamlet, like Nuruddin, is
torn between the demands of these two worlds.

Petar S. Taletov believes that the discord between the two
mentioned worlds, one that exists in reality and the other, the world
of the ideal that exists in the hero, is the cause of the paralysis of
Hamlet’s will, which is hindered by his intellect (Ibid). According
to him, the cause of Hamlet’s passivity, and thus his hesitation,
lies in his mind, spirit, and intellect, which hover between the two
worlds. There is a difference between this and the view of some
contemporary critics, who believe that the two worlds between
which Hamlet is crucified are the world of the living and the world
of those who are no longer living. In other words, Hamlet is on
the border between the empirical, the real and the transcendental
world, the world of his own idealism.

“The main feature of this Taletov’s analysis and understanding of
Hamlet’s character is a kind of Schopenhauerian analysis of the human
personality into several independent immaterial centers: feelings, or
rather temperament, intellect and will™* (Ibid: 54).

Arthur Schopenhauer is Nietzsche’s philosophical father. And
Nietzsche sees his subject as a multiplicity divided within itself. One
of the divisions to which this could refer is the one just mentioned.
Isn't this the fundamental conflict of beings in Death and the Dervish,
the one between Ahmed the man and Nuruddin and his calling,

22 _Glavno obiljezje ove Taletovljeve analize i shvatanja Hamltovog kara-
ktera jeste neko $openhauerovsko ras¢lanjavanje ljudske li¢nosti na vise neza-
visnih nematerijalnih centara: osje¢anja, odnosno temperamenta, intelekta i
volje” (Mcinio: 54).
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first of all, dervish and then kadi when his instinctive reaction in a
fit of emotion was that he would not, did not want to and could not
betray Hassan?

Ahmed Nuruddin also finds himself between two worlds. He
vacillates between a world bounded by the rigid rules of Islamic ex-
egesis that his mind is full of, where Islam, like every other religion,
is understood as a transcendental ideal, and a world that probably
never believed in ideals. The exponents of such a dishonorable world
are the musellim, kadi and mufti who hide behind the mask of public
office with which they conceal their own Machiavellianism. They are
arrogant and haughty political figures who, in terms of their political
function as rulers and decision-makers, can be compared to Claudi-
us, in terms of their neglect of the dead man to Gertrude, in terms
of their cunning to Polonius, and in terms of their lack of honor to
Rosencrantz and Guildenstern.

The parallel with Claudius is based on the illegal actions that both
he and they use to remain wealthy. The parallel between Gertrude and
the town authorities is based on the casual umesto laconic acceptance
of the death of an innocent man as a natural order and an integral
part of life. The aforementioned critic goes a step further and sees
Hamlet as a man in control of his emotions, who acts courageously
and without hesitation when the situation demands it.

In the empirical world, Hamlet is surrounded by decadent people,
murderers, scoundrels, sycophants, and dishonest people. It is a world
of self-interested, greedy people, a world of traitors and spies, which
is why the world of the play Hamlet communicates with the world
of Death and the Dervish. It is a world of corrupt rulers, musellims,
kadies, mulftis, Piri-Voivode, a world of hypocritical people blinded
by their own interests, such as the kadi’s wife, a world of sejmen who
only wait for an order to attack, who, in their half-heartedness, resem-
ble Guildenstern and Rosencrantz, a world of valies and defterdars
who demand that Ahmed Nuruddin betray Hassan, a world that, like
the one in which Hamlet moves, is decadent to the core. That is why
Denmark is one of the most terrible dungeons:
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“Denmark’s a prison

[...]

A goodly one, in which there are many confines,
wars and dungeons; Denmark being one o'thoorst
(2.2.239-242)

€323

Denmark in the novel Death and the Dervish is a fortress. It is
not just a prison. It is a place of murder, like the garden of Elsinore
where Claudius killed King Hamlet in his sleep, a mass grave of
scattered unmarked bones, many of which are innocent. The motif
of a terrible dungeon is a morbid motif that corresponds to the
legacy of the Elizabethan tragedy of revenge. In such a world, he
must resort to various means to achieve his goal. His means is the
mask of madness.

As we learn in Milanovi¢’s book Hamlet in Serbian Criticism,
Svetislav Stefanovi¢ focused in his criticism of Hamlet on the typi-
cally Nietzschean element of disgust, which, along with lethargy and
asceticism, is one of the most dominant in the man whom Nietzsche
calls Dionysian (Nietzsche 2003: 39). According to him, Hamlet
suffers deeply because of the ugly world in which he lives, in which
even what should be fundamentally Beautiful, Good and Sublime is
tainted by the general rot of the world and its fetid breath (Stefanovi¢
in Milanovié 2009: 74).

According to Stefanovi¢, who relies on Milenko Vesni¢s inter-
pretation of Hamlet, we encounter a Dionysian reality, the one from
which the Olympian Greeks were protected by the gods. This is the
painful reality of a world steeped in decadence, in everything that the
humanistic ideals of Beauty, Good and Sublime are, ideals that are as

2 JJaHCKa je TaMHMIIA.

[...]

Te jomr kakBa; ca MHOTMIM TIpeTpasiama,

henmjama u ancanama; a Jlancka je jegHa of

Hajropux”

(Iexcrmp, Benuxke inipaieguje, npes. Cumumh n ITaugyposuh, 2022: 51).

267

Prelom - M T - KNJIGA.indd 267 22-Jul-25 19:55:09



MARIJA S. TERZIC

much aesthetic as ethical, the opposite, a world in which one does not
live, but wallows as if in a puddle, a world that reeks of sewage, the one

“[...] in which everything is nasty and disgusting, in which even the
sweetest becomes bland, like love, and what is the highest is only ugly
and monstrous, like royal power and authority over people™** (Ste-
fanovi¢ in Milanovi¢ 2009: 74).

It is a world of two women with knives in their hands who aim
at Hamlet or Nuruddin’s back, it doesn’t matter, because both of
them bounce off the decadence of this and that world, the world of
weakness that for Hamlet has the moral value of the adulteress who is
his mother, the world of Ophelia - the traitor, the world of girls with
whom the love is impossible in the whirlwind of war, the world of
comrades - spies, a world that is nothing more than a stage in which
everyone poses, wears masks and plays their roles.

The prince is a bright mind eager for a sublime world that does
not exist. He is a lover of philosophy, a lover of wisdom, but the func-
tion of wisdom in Hamlet’s understanding of the world is devastating
because it reveals the world in all its baseness and weakness. This
wisdom generated his disgust on several levels: in the family domain,
in the domain of friendship, love, and on the human level (Ibid: 75).

Zoran Gluscevi¢ insists on duality. It refers to the division of
the world and morality in whose disharmony the dramatic conflict
arises. One world, i.e. one type of morality is embodied in Hamlet,
and the other type of morality is related to the world that surrounds
him (Gluscevi¢ in: Milanovi¢ 2009: 201), a world in which feudal laws,
customary law, a world of false relationships and artificiality in inter-
personal relationships apply, a world focused on gaining interests, a
world of utilitarianism and Machiavellianism, a stale and conventional
world of rigid social norms and patterns of behavior whose purpose
is to hide true intentions, in a word, a world that is disgusting and

324 [...] ukome je sve gadno i gnusno, u kome i ono $to je najslade postaje
bljutavo, kao ljubav, i ono $to je najvise samo je grdno i nakazno, kao kraljevska
mo¢ i vlast nad ljudima” (Stefanovi¢ u: MIlanovi¢ 2009: 74).
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evil. This is the world of drinking and partying from the beginning of
the drama, the world of debauchery because of which the Danes as a
people are labeled decadent, a world in which an individual focused
on his ideals and transcendental illusions in his mind does not know
how to find his way, as is the case with Hamlet.

He, unlike the false world, is naturally disgusted with evil and
injustice, with the moral humiliation that he witnesses at the moment
of his most powerful life turning points: his mother’s insult of a hasty
remarriage to his father’s murderer, to a usurper of the throne who
dared to twist time from his wrist and threaten the moral order. By
killing his brother, he subordinated the order to himself and put it
into his own hands, literally, in the form of a bottle of poison that he
poured into his brother’s ear in order to achieve his goals, lucrative
in the first place.

Hamlet, especially at the very beginning of the play, is inclined to
show his true feelings of grief, sadness and pain for his father. On the
other hand, his behavior is colored by resentment towards his moth-
er and the court for passing over the death of the king, his father, so
lightly. He considers such behavior as a denial of respect for his late,
beloved father, which reveals all the immorality and inhumanity of
the Danish court in feudal times. Hamlet places great importance on
humanity as an ethical category. He does his best to protect himself
from everything that could stain him on a moral basis (Milanovi¢
2009: 201). Isn't Hamlet’s tendency to preserve his polished moral
image identical to Ahmed Nuruddin’s fanatical need to preserve the
moral dimension of his dervish character?

Death and the Dervish begins with Nuruddin’s recognition of
plurality within himself. In the course of writing the confession that
is his intimate trial, he recognizes himself in three roles. The first role
he assigns to himself is the role of judge, the second is the role of the
accused, and the third role is the role of witness. The trial in question
is related to the case of his own brother, who thanks to him came to the
town from his native village of Johovac, where their father remained,
his brother’s imprisonment and his murder for no reason.
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The defendant in this trial will be Nuruddin, the bearer of a social
identity, always belonging to something, since he is the sheikh of the
tekke, a dervish, a member of the Order, a servant of Allah, in war,
in a soldier’s tent, on the battlefield, an attacker on a heretical enemy,
in peace, in the tekke where he hid after returning from the war for
the faith that he believed to be the only, correct and unquestionable.
He retreated to the tekke to escape the horrors of war, the blood, the
fornication, the foul language, and the fact that his girlfriend, the only
woman in his life who, since she represented love, was the bearer of
the meaning of life, did not wait for him, but rather, perhaps with his
child in her womb, married him.

The lawyer will be Ahmed, who has pledged to his father to ask
the town’s decision-makers why his brother was arrested, just as Ham-
let pledged to his father’s Ghost to avenge him. Ahmed is a son and
brother, a man who trembled before the teapot because it reminded
him of his old feelings for the woman who, although already married
to another, had suggested that he escape. Harun’s death freed the
captive man under the dervish’s robe. That man’s name is Ahmed.
His hostage’s name is Nuruddin. And vice versa.

The judge will be Ahmed Nuruddin, the bearer of (at least) two
contradictory consciousnesses, human and dervish. Human conscious-
ness recognizes the individual man, seeks his bones to bury near it, if
only to justify its hatred. The dervish is a supporter of sacrificing a man
in the name of law, dogma, exegesis, the general and the collective.

The trial is an attempt to examine both of his consciousnesses and
to decide which of the two is (wrong). It is a cross-examination of his
inner plurality, during which both Ahmed and Nuruddin present their
arguments. Behind Nuruddin stand Order, Islam, Allah, heaven; behind
Ahmed blood, genetics, family, biological imperative (Ivanov 2017: 384).

Nuruddin is accused of moving away from the dervish role of a
servant of God by Ahmed’s actions in the name of saving his brother.
The jurors at this trial are Hasan, who in the dervish morally challenges a
man to fight for his brother, Is-hag, who tempts him to make a decision,
and the Machiavellian rulers who are Harun’s murderers, although not
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the executioners, but those who tried to ensure that the executions took
place. Their reason for eliminating the man who knew too much is to
prevent the spread of the rot that is also present in Denmark. The jury
is also the community, the social environment represented by Ali-hodja,
which, through him, decides on Nuruddin’s social visibility by (dis)
approving of his Hamlet-like passivity after Harun’s death, Aliaga, part
of Ahmed Nuruddin’s plot, Hadji-Sinanuddin, the victim of the same,
Mullah-Yusuf, Harun’ traitor, Aini-effendi’s informant, Hassan’s savior.

All three roles are functions.

Once upon a time there was one man. Who united many people
in himself at different stages of his life. Boy, son, brother, lover, kadi,
avenger, even a prisoner, Ahmed Nuruddin is a multitude, a man
divided within himself. A man who has no self. A man who does not
know who he is. A man who may have never known who he is. Or
perhaps he always knew, but chose to hide, from himself and from
others, in order to hide his identity as a poor peasant. A man walled
in “[...] a closed doctrinal system [...]”*** (Tanaskovi¢ 2018: 231) of
Islam that presupposes human life as a principle.

A man who was a son, but ceased to be so through alienation and
belonging to a secondary, spiritual family to which he subordinated
his biological one. A man who was a brother, but ceased to be so be-
cause, thanks to the repression of those in power, the akiyavelists who
bloodied their hands like Claudius did, by killing an innocent man,
he was left without a brother. A man who was a lover, but ceased to
be so. A man who was a soldier, but ceased to be so. A man who was a
dervish, then stopped being one. A man who was a kadi, then stopped
being one. A man who sacrificed everything. Starting with himself.

He is orthodox. He has a name, although it is not important. What
is important is what it means: “Light of Faith™*® (Selimovi¢ 2018a: 20).
And it is not his. It has become his. He and the name have coexisted.
They fell in love with each other by chance. And they stayed that way.

325 [...] 3aTBopenn goxrTpuHapHu cucreM [...]” (Tanackosuh 2018: 231)
6cBjernosjep e (Cemnmosuh 2004: 20)

271

Prelom - M T - KNJIGA.indd 271 22-Jul-25 19:55:09



MARIJA S. TERZIC

He serves faith. Or what he thinks faith is. A replacement. A spare life.
A quasi-meaning. He is his own public function. He is equal to his title.
Itis the foundation of his socially constructed identity. He is a dervish of
a Mevlevi tekke. Some dervish. Any one of them. He knows everything
about the Koran. He does not know much about the world. He is a man
who has emigrated into himself. An outcast. Alienated. Remote. Lonely.

Accustomed to judging only and exclusively within his own
standards, according to what his conscience dictates, thinking that
conscience has something to do with power. These standards are not
even his own, they are acquired. The rules of Islamic exegesis are his
scales. He is Justice. His other name is Ahmed Nuruddin. But that is
not very important. He is first a dervish, and only then a man. He is
the sheikh of the tekke. What else would he be in his forty years, most
of which he has spent living in his head, a messy attic of the great
thoughts of prominent Islamic poets and thinkers whose words he
has appropriated as his own?

He is not what he is. Or it could be the other way around: he is
what he is not. He is divided into the self he once was, his original being
and his social calling, his dervish title, behind which he has nothing to
hide. And he needs to hide. In the tekke. Because it allows him to escape
from the reality he does not know how to fight against. It protects him
from gaining Dionysian insight (Mili¢ 2000: 135). Ahmed Nuruddin
is a man who thinks that the world he believes in, created on the basis
of what he has read in many books, is the same world that awaits him
when he opens the mandala. There was a divine harmony between these
two worlds until the moment when his brother was imprisoned. Then
he realized that the two worlds are not similar in any way.

His dogmatism is the determinant of his identity. But, it is nec-
essary to discover “[...] the psychological essence of his dogmatism:
it is narcissism, moral self-love™” (Gluscevi¢ 1981: 2033).

The dervish believes in the Order. He loves his title and

327 [...] ICHXOJIOWIKY CYIITHHY FerOBOT JOTMATU3Ma: TO je HapIMCHU3aM,
MopasnHo caMopy6rbe” (Imymrdesyth 1981: 2033).
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“[...] aconstructed dogmatic idea of himself [...] with rational coolness
and moralistic calculation, or with the sole anxiety that his cold vanity
will not be stained with moral stain”*® (Ibid: 2031).

Ahmed Nuruddin is, as a member of the Order, a representative
of spiritual authority in the Death and the Dervish. He is the head
of the Mevlevi order who has pledged to live in accordance with the
rules of the holy book and the principles of Islam, Islamic exege-
sis, and in fact a religious doctrine that is rigid and does not allow
any deviations, especially not in the name of his “I” and personal
position. He has no right to err in what the faith preaches, because
he is also an ideologically shaped subject in the service of Islamic
doctrine. Neither he, nor Hamlet, has the right to rebel against this
system because he himself belongs to the system. This changes,
however, when his brother, who is innocent, is arrested and then
executed. From a subordinate servant of Islamic exegesis, Ahmed
becomes a man, a son, a brother, and an avenger. His original being,
his personal identity, takes precedence.

As the head of the dervish order and as a kadi, he is an Althus-
serian subject because he is shaped by ideology. Since he is constantly
in a position between two extremes, between Ahmed, the bearer of
a personal identity, son, brother, and even lover, and Nuruddin, the
socially constructed subject, he is a Nietzschean subject because he
is divided within himself between two contradictory identities that
exclude each other.

Asadervish, he is forced to hide behind the general and to neglect
his personal and individual, like the kadji, after all, which is why he
betrays Hassan, and as a son and brother, he feels an obligation first
to his father to inquire about Harun, which he considers humiliating,
and then to the memory of his brother, who, dead, becomes a symbol
of his rebellion, which is a direct opposition to the dervish he was.

328 ,[...] McKoHCTpyMCaHy [OrMaTcKy HpeAcTaBy o cebu [...] ca paumo-

Ha/THOM X)Ia,[IHOhOM n MOpa)'H/ICTI/[‘IKOM pa‘IyHI/IHOM, NN CajeI[I/IHOM CTPCI’IH)OM
Jla Ha BEeroBy XIaJHy CyjeTy He IMafHe MopanHa Mpba’ (Vcro: 2031).
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Later in the novel, he will become a kadi, an exponent of the political
state ideological apparatus (Althusser 2009: 28). He will betray his best
friend in the name of the order, thereby actually betraying humanity
and its phenomenological value, as a way of thinking and acting and
end tragically, as an unrealized lover, an accomplished avenger, and
as a failed man due to the rejection of love.

He weighs what is right and what is wrong, and whether Is-haq
is guilty or not, but not because of Is-haq, but because of his (clear)
conscience. Emotionally distanced, hidden under the dervish uniform,
torn from his family, from his father and Harun, he has condemned
himself to be at a loss every day (Selimovi¢ 2018a: 387) because he
has not known love or salvation, nor has he come to terms with death,
unlike Hamlet, who dies reconciled. In Ahmed Nuruddin’s case, the
dominant influence is the social role of the dervish of the Mevlevi
order, which he believes brings him respect, admiration and prestige,
and then the role of the kadi, the ruler, the representative of politi-
cal power, similar to those he fought against and despised because,
when he thought he had humbled himself by coming to ask about his
brother, they played with him, knowing that Harun was no longer
alive, and that Ahmed Nuruddin was fighting in vain for a dead man.
The collision with disrespect from not only political figures, but also
from an ordinary guard was the dervish’s tragic knowledge (Jaspers
in: Stojanovi¢ (ed.) 1984: 234), a collision with the reality in which
he was degraded from a respectable person to a “kind of” dervish,
which, as he perceives it, deprived him of the social greatness that he
believes his position carries.

This arouses resentment in him and wounds his vanity, causing
anger at the realization that the reality outside the tekke courtyard is
not the same as his understanding of reality. Moreover, it is completely
different. This realization subconsciously arouses in the dervish the
suspicion that perhaps he has been living in an illusion all along and
that what he believes in with his whole being is only an illusion. This
is the basic element on the basis of which we can conclude that his
dervishism is a mask, but, until the encounter with the musellim, it is
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still an (anti)mask, because until then Nuruddin is not aware of this
illusion. He then becomes aware of it, which is why the (anti)mask
becomes a mask.

Nuruddin appears to the musellim, the mufti and the kadi as
Ahmed, a man obliged to Allah and people to at least ask what hap-
pened, the brother of a man who, as far as he knows, is imprisoned,
the son of a father who, through Ahmed, his former son, prays for
Harun, the only son he still has. They show the hypocrisy in which
none of the aforementioned rulers are humans, but rather represent-
atives of the authorities. Their immorality goes to the extent that
the musellim even offer the option of accusing Ahmed’s brother.
This proposal shows the limit of the bestiality of the executor of the
authorities. There is none.
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6. THE FUNCTION OF INNER
CONFLICT IN HAMLET
AND AHMED NURUDDIN

Both Hamlet and Ahmed Nuruddin end their lives as avengers.
They are guilty. Hamlet is a murderer. Nuruddin is a schemer and a
traitor. Both are guilty because in their path of revenge they used the
same means as those they fought against. In doing so, they became
their equals. Both have transformed from fighting against Machiavel-
lian heroes to becoming Machiavellian heroes themselves. They are
wronged by the hypocritical rulers and murderers, parts of the firmly
established structure of God’s order in the Elizabethan worldview
(Kosti¢ 1983: 44), and who are equally wicked behind the crimes in
Death and the Dervish and Aini-effendi before all others, and then the
musellim and the mufti in the first part of the novel, while in the sec-
ond part it is Piri-Voivode and the defterdar. In Hamlet, it is Claudius.

Although they may not have directly participated in of Harun’s
murder, unlike Claudius, who committed the murder of his brother
with his own hand, they must have known about the crime because
they belong to the apparatus of power responsible for the execution
of an innocent man. They certainly did not oppose him. Behind
Nuruddin’s death in the second part of the novel, Piri-Voivode and
the defterdar will stand out. In the encounter with Nuruddin, who is
asking about his dead brother, all those in power behave as functions,
not as people. Representing the side of the “law”, they represent their
right to make decisions that serve their interests and justify these
decisions with the law.
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The crimes of the authorities in both parts are external cir-
cumstances that influence Hamlet and Ahmed Nuruddin, as well as
ispred their actions (inaction). We can call these circumstances their
evil fate, because their subsequent actions are directly related to the
impact that the boundary situations had on the two heroes. At the
beginning of the piece of literature, they are, therefore, victims. At the
end, they take revenge. In both writings, we follow the development of
the protagonist’s metamorphosis. Throughout the play and the novel,
both main characters are internally divided between two contradictory
attitudes, opinions, principles, two contradictory understandings of
reality. But they are torn between two types of reality, one physical,
material, apparent, tangible, which is the real world, and the other,
which is made up of ideals that are transcendent in their nature, such
as religion and morality (Fink 1981: 68). This division stems from
their character. It gives rise to inner conflict.

The trigger for Hamlet's and Nuruddins vengeful behavior is
the moral debt for the death of a family member. They are not guilty
of it. They are guilty of revenge. Challenged by the fate disguised as
a boundary situation, they entered the torrent. That water is the one
in which Ahmed Nuruddin will drown, the one in which Ophelia
drowned, for whom Selimovi¢ says is “the symbol of the purest char-
acter in literature™? (Selimovi¢ 1983: 269).

True, no one raised a hand against her, but social circumstances
did contribute to her suicide, with the same ease with which Ahmed
gave up the woman he loved, her and no other, her giving up on
Hamlet because of the structure of the Elizabethan world that pro-
hibits the mixing of classes (Kosti¢ 1983: 44), and which is uttered
by her brother and father, Polonius and Laertes, another lamented
son in the play, Hamlet’s murderer who agrees to the duel, behind
which is Claudius. Laertes is behind the dishonor of the duel with
his trick - poisoning the tip of the sword, which is supposed to
ensure Hamlet’s death.

29 [...] simbol najcistijeg lika u literaturi” (Selimovi¢ 1983: 269).
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Hamlet thinks about revenge as a prince who deserves the throne,
and Nuruddin thinks about it as atonement (Selimovi¢ 2004: 240)
for the death of an innocent brother, but also as what the community
expects from him as a man who has been wronged. Finally, he thinks
like an injured brother.

If Hegel's understanding of tragedy had to be summed up in one
word, then it would be conflict. What, according to Hegel, as Bradley
believes, decisively defines tragedy and what it inherits is precisely
conflict. It can exist between two or more characters, and it can also be
an inner conflict inside of the main character. Conflict, according to
Hegel, is the core of tragedy, and it implies the misfortune and evil fate
of the hero filled with suffering and misery. Conflict is the herald and
essence of suffering, its root cause and path to tragedy. When it comes
to tragedy and the tragic, on one side there is a conflict, and on the
other, consequently, suffering (Bradley in: Stojanovi¢ (ed.) 1984: 59-60).

According to Hegel, tragedy is a conflict that exists between
internal impulses related to the spiritual dimension of human exist-
ence (Ibid). In other genres, these impulses coexist harmoniously and
function in synergy, with none excluding the other, which means that
they are not mutually contradictory. In tragedy, it is about the latter. It
therefore insists on their mutual conflict that leads to the inner divi-
sion of the protagonist. In a hero, there does not have to be a conflict
between two polarized extremes in the sense of binary oppositions
such as good and evil, where there is a clear antagonism in the ethical
markers of two universal categories, one of which is positively and the
other negatively value-marked (Ibid: 60).

It is quite possible that the tragic conflict in question is that be-
tween two polarities, both of which can be classified as “good”, with
each of these polarities carrying with them certain demands that
do not tolerate the demands of the other polarity. These demands
exclude and cancel each other. They are contradictory. Each of the
aforementioned polarities seeks to enthrone its own demands as the
only relevant, valid and valid, and indeed the only possible, the only
existing ones, while insisting on the annulment of the demands of the
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other polarity (Ibid: 60). In the case of both protagonists, “it is tragic
that respecting one necessarily entails offending the other” (Ibid:
60). These polarities can be the family and the laws of “the biological
imperative” (Ivanov 2017: 384) on the one hand, or the state and the
laws of the state system on the other (Bradley in: Stojanovic¢ (ed.) 1984:
62). Both the state and the family carry a positive connotation in the
ethical coordinate system (Ibid: 60).

The Ghost is an important factor in the drama because it is he
who visits Hamlet and reveals the truth that his brother, Hamlet’s
uncle, poisoned him and killed him, and that it is up to Hamlet to
avenge him, but to take care not to endanger his mother, Gertrude,
in any way. The Ghost is, in itself, a supernatural element, which is
important to mention since the introduction of supernatural elements
is also one of Shakespeare’s methods. As Bradley says, Shakespeare

“[...] introduces ghosts and witches who have supernatural knowledge.
[...] the supernatural is always in the closest connection with the char-
acter. It gives confirmation and a distinctive mark to the inner urges,
which are already present and exert an influence [...] on the suspicion
in Hamlet™* (Bradley in: Stojanovi¢ (ed.) 1984: 563).

In his essay, Bradley argues that

“[...] the center of tragedy lies in the action that arises from the char-
acter or in the character that is immersed in the action”®! (Ibid: 562).
He thereby wants to emphasize that “[...] misfortune and collapse
necessarily follow from the actions of people and that the main source
of these actions is character”®* (Ibid.).

330 _[...] uvodi duhove i vestice koji raspolazu natprirodnim znanjima.
»[...] natprirodno uvek stoji i najtesnjoj vezi sa karakterom. Ono daje potvrdu i
distinktivno obelezje unutarnjim porivima, koji su ve¢ prisutni i vr$e uticaj [...]
na podozrenje kod Hamleta” (Bredli u: Stojanovi¢ (pr.) 1984: 563).

31 [...] srediste tragedije lezi u radnji koja proistice iz karaktera ili u kara-
kteru koji se utapa u radnju” (Mciwo: 562).

332 ,[...] nesreca i slom slede nuzno iz postupaka ljudi i da je glavni izvor
tih postupaka karakter” (Mcizio).
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What is certainly common to Shakespeare’s tragedies is that
they all

“[...] depict the complex identity and boundary states of consciousness
of the tragic heroes, at the same time poetically stage them and offer
them to the viewer’s and reader’s psychological analysis. The questions
of morality, existence and death are necessarily connected with religious
questions that are present in Shakespeare indirectly and implicitly. [...]
“Shakespeare’s tragedies, finally, always touch on politics™** (Be¢ano-
vi¢-Nikoli¢ 2013: 89).

Politics is very present in the work Death and the Dervish by
Mesa Selimovi¢. We can say that it is one of the most important hubs
of this piece of literature. The relationship of the dervish to the gov-
ernment, and the government to the dervish, occupies a special place
in the transformation of Ahmed Nuruddin and the wider spectrum
of topics covered by this novel.

Let us return to the inner states of the heroes.

“Although Hamlet and the King are mortal opponents, yet what
heightens our interest and remains in our memory at least as much as
their conflict, is the conflict in the soul of one of them“** (Bradley in:
Stojanovi¢ (ed.) 1984: 566).

Bradley thinks about it this way: “[...] whatever forces operate in
the human spirit, be they good or evil, personal passion or impersonal
principle, doubts, desires, considerations, ideas - all this can inspire,
shake, capture and direct the human soul. In Shakespeare’s tragedy,

33 ,[...] Tmpukasyjy cnoxeHM MIEHTUTET JM TpaHMYHA CTama CBECTU
TParn4KuX jyHaKa, ICTOBPEMEHO VX IIO€TCKY YIIPU3OPY]jy U HY/ie ITIeaNadKoj
M YMTANAYKOj IICHXO/IOIIKOj aHanmsu. IIuTama Mopaa, OMBCTBOBama I
CMPTH, HY>KHO Cy TI0Be3aHa C PeUTMjCKUM IMTambuMa Koja cy kox lllexcrimpa
HPYCYTHA HOCPeJHO M mMMIUMLUTHO. [..]. IllekcimpoBe Tparepuje, Hajsap,
yBek gotuyy u nomutuky (Bewanosuh-Hukonnh 2013: 89).

4 ,Premda su Hamlet i Kralj smrtni protivnici, ipak, ono $to pojacava
nase interesovanje i ostaje nam u pamcenju bar onoliko koliko i njihov sukob,
jeste sukob u dusi jednog od njih” (Bredli u: Stojanovi¢ (pr.) 1984: 566).
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some of these forces are shown through conflict. They are shown to
operate in people and create conflicts between them”* (Ibid.).

In his lecture on Hegel’s theory of tragedy, which is included in the
collection Theory of Tragedy in the form of an essay, Bradley writes that

“[...] in every tragedy there is some kind of clash or conflict - a clash
of feelings, ways of thinking, desires, wills, intentions; a clash of one
person with another, or with circumstances, or with himself; one, sev-
eral of them, or all kinds of conflicts, as the case may be”**¢ (Bradley
in: Stojanovi¢ (ed.) 1984: 58-59).

This is shown to be true in the case of the protagonists, Hamlet
and Ahmed Nuruddin. Hamlet and Claudius his uncle collided. Since
Hamlet the Danish king loved and deeply regretted the prince he
poisoned him. But because his uncle Claudius wed his mother Queen
Gertrude too soon after King Hamlet’s death he and he diverged more.
But the real conflict that defines the play Hamlet is the prince’s internal
conflict and the young Hamlet’s conflict with himself. The split in his
soul is caused by external circumstances, the boundary situation, and the
circumstances that occurred immediately after it. The germ of the tragic
is in the very being of the protagonist, and it is external circumstances
that bring it to light. His character is what pushes him towards the end.
In short, “[...] tragedy shows the split and self-destruction of the spirit,
or the discord of the spirit that entails conflict and ruin™* (Ibid: 70).
The death of both heroes, Hamlet and Ahmed Nuruddin, confirms this.

335 ,[...] koje god sile delovale u ljudskom duhu, bile one dobre ili zle, li¢cna
strast ili bezli¢ni princip, sumnje, Zelje, obziri, ideje — sve to moze da nadahne,
uzdrma, zahvati i usmerava ljudsku dusu. U Sekspirovoj tragediji neke od tih
sila prikazane su kroz sukob. One su pokazane kako delaju u ljudima i stvaraju
sukobe medu njima” (Mcizio).

36 ,[...] u svakoj tragediji postoji neka vrsta sudara ili sukoba - sukoba
osecanja, na¢ina misljenja, Zelja, volja, namera; sukoba jednog lica sa drugim,
ili sa okolnostima, ili sa samim sobom; jedna, nekoliko njih, ili sve vrste sukoba,
ve¢ prema slucaju” (Bredli y: Stojanovi¢ (pr.) 1984: 58-59).

37 ,[...] tragedija pokazuje rascep i samorazaranje duha, ili razdor duha
koji povlaci sukob i propast” (Mcizo: 70).
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In the case of the hero of the novel Death and the Dervish, Ahmed
Nuruddin, there is also a split in his inner being caused first by his
brother’s arrest and then by his death, the tragedy of which is enhanced
by the fact that Harun was innocent. It shows the trampling of the
principles by which he lived his entire life, only to betray them in the
end by becoming the same as those he fought against.

“That a tragedy is a story about suffering is probably the most obvious
fact to many. Hegel speaks very briefly about it; partly, perhaps, because
it is obvious, but more because for him the essential issue is not suffer-
ing, but its causes, namely, action or conflict” writes Bradley in the same
essay (Bradley in: Stojanovi¢ (ed.) 1984: 59). Action is action or lack of
action, activity or passivity, action or hesitation. In the case of the two
protagonists, it is a matter of postponing the execution of revenge and
transformation from deep contemplative to the sphere of initiation to the
execution of the act. He goes on to explain that, “the reason that a tragic
conflict seems so to us is that it is itself a conflict of spirit.” It is a conflict,
it should be said, between the forces that rule the world of man’s will and
action - his “ethical essence” Family and state, blood ties between parent
and child, brother and sister, husband and wife, citizen and ruler, citizen
and citizen, with the obligations and feelings consistent with these ties;
and also the force of personal love and honor or devotion to some great
cause, or to an ideal interest like religion and science, or to some kind
of social welfare — such forces are prominent in the tragic plot [...]”***
(Bradley in: Stojanovi¢ (ed.) 1984: 560).

38 ,Da je tragedija pric¢a o patnji, to je verovatno mnogima najociglednija
¢injenica. Hegel govori vrlo ukratko o tome; delimi¢no, mozda, zato §to je to
ocigledno, ali viSe zbog toga $to za njega nije sustinsko pitanje patnja, ve¢ njeni
uzroci, naime, radnja ili sukob” u istom eseju pise Bredli (Bredli u: Stojanovi¢
(pr.) 1984: 59). Radnja je delanje ili nedostatak delanja, aktivnost ili pasivnost,
akcija ili oklevanje. U slucaju dvojice protagonista re¢ je o odlaganju izvrsenja
osvete i transformaciji iz duboke kontemplativnosti u sferu pokretanja na
izvrSenje ¢ina. On nastavlja objasnjavajuci da ,razlog $to nas se tragicki sukob
tako doima jeste $to je on sam po sebi sukob duha. On je sukob, valja reci,
izmedu sila koje vladaju svetom ¢ivekove volje i delovanja — njegovog ,etickog
sustastva.” Porodice i drzave, krvne veze izmedu izmedu roditelja i deteta, brata
i sestre, muza i Zene, gradanina i vladara, gradanina i gradanina, sa obavezama
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The dervish is, as we know, a representative of a religious institu-
tion. He has the title of a dervish, a church dignitary, a representative
of high religious circles, even a kind of religious aristocracy. Hamlet,
on the other hand, is a representative of the monarchy, a prince, the
heir to the throne. Both are persons from the high ranks of society,
which is one of the features of Shakespeare’s tragedy. He uses persons
from high society to express the tragic plot. As Bradley says,

“in Shakespeare tragedy always concerns men of ‘high station, often
kings or princes; if not then the leaders of the state [...]”*** (Ibid.).

Bradley also gives an explanation for this Shakespearean deci-
sion. Namely,

“[...] the story of a triumvir, prince or general will have its own sublimity
and grandeur. His fate affects the well-being of a whole people or king-
dom; and when he falls suddenly from the height of earthly greatness
to the dust, his fall creates a sense of contrast, of man’s helplessness and
the omnipotence — perhaps the whim - of Fortune or Fate, to which
no story of private life can equal™**® (Ibid: 560-561).

It is clear that Hamlet and Ahmed Nuruddin are tragic heroes
on the basis that

“the essential tragedy is the split of being and the collision of the inner
moral essence [...]”**! (Ibid: 60),

i osecanjima uskladenim sa tim vezama; a isto tako i sila licne ljubavi i Casti
ili odanosti nekoj velikoj stvari, ili jednom idealnom interesu poput religije i
nauke, ili nekoj vrsti drustvenog blagostanja — takve su sile istaknute u tragi¢noj
radnji [...]” (Bredli u: Stojanovi¢ (pr.) 1984: 560).

3% _u Sekspira se tragedija uvek odnosi na ljude ,visokog polozaja;” éesto
na kraljeve ili knezeve; ako ne onda na prvake u drzavi [...]” (Mcitio).

340 [...] pri¢a o trijumviruy, princu ili generalu imace vlastitu uzvienost i
veli¢ajnost. Njegova sudbina pogada blagostanje celog naroda ili kraljevstva; i kad
on padne iznenada sa visine zemaljske veli¢ine u prasinu, njegov pad stvara osecaj
kontrasta, ¢ovekove bespomo¢nosti i svemo¢i — mozda hira — Srece ili Sudbine,
kojoj nijedna pri¢a iz privatnog Zivota ne moze biti ravna” (Mciwio: 560-561).

1 sutinska tragi¢nost jeste rascep bica i sudaranje unutarnjeg moral-
nog sustastva [...]” (Mcitio: 60). ,,I jedna i druga sila koje se nadmecu u pravu
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two demands that exclude each other and that are so contradictory
to each other that they cannot be reconciled in one being. Because of
this conflict, Hamlet and Ahmed Nuruddin are constantly between
two extremes, between what they are by themselves and what circum-
stances dictate to them to be.

“Both the competing forces are right for themselves and to that extent
the demand of each of them is equally justified; but the right of each
of them is imprinted in error, because each is blind to the right of the
other, and seeks that absolute supremacy that does not belong to any
one exclusively, but to the whole of which they are only parts” (Ibid: 60).

And that whole is a balanced personality.

Hamlet is always looking for something that will help him un-
derstand the strangeness of the life he is just getting used to. And in
the play it is clear that

“[...] Hamlet’s whole personality is in conflict not with an opposing
spiritual force, but with circumstances, and even more, with difficulties
in his own nature™*? (Ibid: 64).

In the conflict between hesitation and the duty of revenge on
his father’s murderer and dogma and revenge on the murderers of
his own brother,

“it is tragic that respect for one necessarily entails offense against the
other™* (Ibid: 62),

says Bradley. That is why making a decision is so difficult.

su za sebe i sve dotle je zahtev svake od njih jednako opravdan; ali pravo svake
od njih je utisnuto u zabludu, jer je svaka slepa za pravo druge, i trazi onu ap-
solutnu prevlast koja ne pripada nijednoj iskljucivo, ve¢ celini ¢iji su oni samo
delovi” (Mcimo: 60).

2 ,[...] cela Hamletova li¢nost u sukobu ne sa jednom protivnhom duho-
vnom silom, ve¢ sa okolnostima, i jo$ viSe, sa tesko¢ama u vlastitioj prirodi”
(Mcimo: 64).

33 tragi¢no je $to postovanje jedne nuzno povlaci ogresenje o drugu”
(Ucimio: 62).
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In Hamlet and Death and the Dervish, the question of the pro-
tagonist’s ethics is one of the central ones, with the ethical uncertainty
of both in situations that require them to make a decision playing an
important role.

The importance of religion in the works is reflected in Nurud-
din’s experience of serving Islam and “Islamist dogma™* (Petrovi¢
1981: 42), which limits his personal identity to the point of not
having it. This changes after learning about his brother’s death. This
is the moment when Nuruddin is unmasked. Then the man in him
appears, still claiming to act as a servant of God, but in fact he serves
the destructive passion of hatred which, although negatively marked,
is a characteristic of man, not of a dervish. This is the moment when
Ahmed Nuruddin acquires his personal identity.

At the beginning of the novel, religion is a shield behind which
the dervish Ahmed Nuruddin hides, deaf and blind to everything
else, to others, to himself. There is Allah, there is the Holy Book, there
is a tekke, there is a mosque, there is an Order. There is a belonging
to all of this, as the basis of his social identity. At that time, Ahmed
Nuruddin still does not have a personal identity. Dervishism is an
Apollonian mask, based on appearances. It is also an (anti)mask
because the dervish does not realize that appearances are just that -
appearances. But it is a mask, because the emphasis on the dervish
title is the way in which Ahmed Nuruddin presents himself in a social
context, expecting respect based on his rank.

Hamlet is torn between the moral obligation to avenge his mur-
dered father and thereby fulfill the request of his father’s Ghost and
his hesitation to do so when the opportunity presents itself, while
Claudius is vulnerable, on his knees praying, easy prey for someone
who wants his head. Hamlet knows that he should do it, he is aware
that he should kill Claudius and thus carry out blood revenge, but he
does not do it until the very end. Despite reproaching himself for not
doing it, he still does not do it.

344 [...] Islamisticka dogma” (Petrovi¢ 1981: 42).
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“Bradley located the tension Hegel speaks of between the drive for
self-determination in the hero and the external determination of his
character, i.e. in Shakespeare, he found it within the character. [...]
Hegel’s ‘conflict of the spirit, that is, the conflict of those forces that
govern man’s will and actions, such as the state and the family [...] in
Shakespeare, Bradley believes, is a conflict of the spirit within a single
self, which is perhaps best seen in the examples of Hamlet™** (Be¢ano-
vi¢-Nikoli¢ 2007: 89).

Hamlet is torn between loyalty to his family, the state, and
himself. Ahmed Nuruddin is torn between loyalty to his family, his
brother, the “Islamist dogma™**¢ (Petrovi¢ 1981: 42), the Order, and,
in the second part of the novel, to himself.

Ahmed Nuruddin refuses to fight more intensely for his brother
because he is constrained by the principles of Islam, which presupposes
family laws. He is more attached to the title of dervish than to his family
and brother, and therefore he is more determined and ready to leave
Harun’s life to God’s will. But he still goes to the political authorities
in kasaba to ask about Harun. He does not claim whether Harun is
guilty or not, he asks. But what he asked about him, for the dervish of
the Mevlevi tekke, is tantamount to humiliation. He has come down
from his religious heights and humbled himself for his blood. And
yet, the fact that he humbled himself is more important to him. His
feelings are more connected to the surrogate family he found behind
the walls of the tekke than to his primary family, which is why his
reaction to Harun’s imprisonment is lukewarm until he learns that
he had been killed.

3 Bredli je napetost o kojoj govori Hegel, izmedu poriva za samo-
odredenjem u junaku i spolja$nje odredenosti njegovog karaktera smestio,
tj. kod Sekspira, pronasao unutar lika. [...] Hegelov ’sukob duha; to jest sukob
onih sila koje vladaju ¢ovekovom voljom i ¢inovima, poput drzave i porodice
[...] kod Sekspira je, smatra Bredli, sukob duha unutar jednog jedinog sop-
stva, §to se mozda najbolje vidi na primerima Hamleta” (Be¢anovi¢-Nikoli¢
2007: 89).

36 [...] islamisti¢ka dogma” (Petrovic¢ 1981: 42).
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Then an avenger awakens in him, brimming with hatred. Up until
that moment, his actions were in accordance with absolute adherence
to religious dogma. For him, religion was above everything else in life.
He subordinated everything to it, surrendered himself completely to
it, with his whole being, renounced himself and love, agreed to a failed
life, but the veil fell from his eyes after Harun’s murder. Something
woke up in him, something buried, which had been sleeping under
the dervish robe all those years, but was still present, like the need to
judge and pass judgment, which is why he became a kadi.

The moment of his brother’s death is the moment when Ahmed
Nuruddin ceases to be a dervish, a spiritual leader, and becomes not just
aman, but an embittered man who realizes that the world he thought he
lived in does not exist. That is the moment when an inner conflict begins
within him. Instead of fighting for his brother, returning to his roots
and crossing the bridge that separates him from his father, a desperate
old man who has already said goodbye to one son within himself, he
decides on a path of revenge that will end with his death.

In both Hamlet and Death and the Dervish, the moral worldview
of the two heroes is called into question. A.S. Bradley writes the fol-
lowing in the same essay:

“The essential tragedy is the split of being and the clash of the inner
moral essence; not so much the war of good against evil, as the war
of one good against another. Both these separate forces confront each
other, making the demands irreconcilable”** (Bradley in: Stojanovi¢
(ed.) 1984: 60).

Both protagonists are like a pendulum swinging between two
irreconcilable extremes, which leads to an inner conflict within them.
They are torn between the fight for their dead and the internal blockage
that does not give them the right to fight.

7 ,Sustina tragi¢nosti jeste rascep bic¢a i sudaranje unutarnjeg moraalnog
sustastva; ne toliko rat dobra proiv zla, koliko rat jednog dobra sa drugim.
Obe ove izdvojene sile suocavaju se medusobno, ¢ineéi zahteve neizmirivim”
(Bradley u: Stojanovic¢ (pr.) 1984: 60).
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“Both one and the other force are right in themselves and so far the
demand of each of them is equally justified; but the right of each of
them is imprinted in delusion, because each is blind to the right of the
other, and seeks that absolute supremacy that does not belong to any
exclusively, but to the whole of which they are only parts”**® (1bid).

Hamlet and Ahmed Nuruddin must decide between lethargy,
apathy, unwillingness to act because their being opposes it, and the
decision to take revenge.

In Hamlet, passivity is present until the last scene of the play,
and in Nuruddin in the first part of the novel, in which, under the
pretext of serving the faith, he refuses to fight for Harun. He is only
initiated into action, disastrous, devastating, Machiavellian, wrongly
motivated, in the second part of the novel, after he learns of Harun’s
death, which releases hatred in him. In the second part of the novel,
Nuruddin thinks about the consequences in Machiavellian categories.
How sacrificing of Hadji Sinanuddin will lead to the fulfillment of his
goal - the final showdown with the rulers of the town, Harun’s mur-
derers, whose place he will literally take, becoming a judge instead of
a judge and a Machiavellian (instead of a Machiavellian). In the first
part of the novel, he does not think. The Koran does it for him. Ham-
let, unlike the dervish, thinks, most often in the key of Christianity.

“Hamlet’s hesitation throughout the entire plot of the play is condi-
tioned by filial love and the urge for revenge and moral feelings that
do not allow such an act” (Cosovié 2020: 41).

In Hamlet, there is his inner disagreement regarding the act of
taking revenge in accordance with the guidelines of his father’s Ghost.

8 I'jedna i druga sila koje se nadmecu u pravu su za sebe i sve dotle je
zahtev svake od njih jednako opravdan; ali pravo svake od njih je utisnuto u
zabludu, jer je svaka slepa za pravo druge, i trazi onu apsolutnu prevlast koja ne
pripada nijednoj iskljucivo, ve¢ celini ¢iji su one samo delovi” (Mcitio).

9, XaMIIeTOBO IBOyM/bebe TOKOM Lie/IOKYITHE Pajiibe paMe YCIOB/beHO
je CUHOBCKOM Jby0aB/by 11 IIOPUBOM 32 OCBETOM 11 MOpa/HUM ocehamuma Koja
He fonyuITajy Takso geno” (Rocosuh 2020: 41).
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Hamlet thinks about the potential consequences. For him, it is not a
question of the act, but a question of what that act entails. It is about
the consequences. Hamlet sees the bigger picture and guards his anger.
He does not allow it to blind him, so he weighs what he should do.
This makes it difficult for him to choose.

This does not exist with Ahmed Nuruddin. He is guided by
personal injury and allows it to completely engulf and control him.
He is full of hatred. It is the motivation behind his actions. His moral
downfall lies in the fact that from a man devoted to the service of
religion and its rules, he became an avenger and thereby betrayed
both his past and future self, condemning his present self to death.

What the Machiavellian heroes in both pieces of writing repre-
sent is unadulterated, primordial moral evil (Bradley in: Stojanovi¢
(ed.) 1984: 576-577), and “evil appears everywhere only as something
negative, unfruitful, powerless, destructive, as the principle of death™
(Ibid: 577). In both works, the main characters face moral evil within
themselves and around them.

“The main source of the upheaval that causes suffering and death is
never good in Shakespeare’s tragedy: good only supports this upheaval
by its tragic intertwining with its opposite in one and the same character.
The main source, on the contrary, in every case is evil; and moreover, it
is [...] in almost all cases evil in the full sense — not mere imperfection,
but complete moral evil™* (Ibid: 576-577).

This evil is embodied in the motives of crime and revenge, and
its bearers are Machiavellian heroes, but also protagonists, who use

the same methods as Machiavellian heroes on their path of revenge.

30 zlo se svuda pojavljuje samo kao nesto negativno, neplodno, nemo-
¢no, razorno, kao nacelo smrti” (Mcino: 577).

1 Glavni izvor potresa koji izaziva patnju i smrt nikad nije dobar u
Sekspirovoj tragediji: dobro potpomaZe taj potres samo svojom tragi¢nom
prepletenosc¢u sa svojom suprotno$¢u u jednom te istom karakteru. Glavni iz-
vor, naprotiv, u svakom slucaju, jeste zlo; i ono je $tavide [...] u maltene svim
slu¢ajevima zlo u punom smislu - ne puka nesavrsenost, nego potpuno moral-
no zlo” (Mcino).
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The strongest division of these two literary heroes is that between
their two selves, two “T’s — the experiential one and the transcendental
one, transcendental apperception (Mili¢ 2000: 36), which is characterized
by an absolute belief in transcendent ideals: for Nuruddin, this is “Islamist
dogma™** (Petrovi¢ 1981: 42), and for Hamlet, these are the humanistic
ideals of man on the border of two ages the old, feudal and the new,
modern. The relationship between these two “I’s could be described as
the relationship between the inner and the outer.

The inner is the natural, innate, biological, what the heroes them-
selves are, their personal autonomy: emotional, mental and spiritual, and
the outer is the voice of the Other within them, the externally imposed
authority, the ideological matrix and the mold it imposes like a mace on
an animal’s head that narrows its horizon and does not allow it to look at
any other side than the one it is exclusively required to look at.

Our own “I” is that which is unconditioned by the voice of the
Other, it is our own, immanent to us, what we really feel, think, a
worldview that is not shaped by the Other, nor imposed from with-
out, that is not determined by doctrine, our social position, ideology,
belonging to a collective or the rank we occupy within a community,
religious, political, social or any other, it is the self in itself, our personal
identity, the true, authentic, private, original “T", the identity of Hamlet
as a son, a man, a lover and Nuruddin as a son, brother and lover.

This is the essence of the Nietzsche’s understanding of the subject.
For him, the subject is a multitude, a “I” divided within itself. Being
divided, the subject is never one whole person, grounded in itself, but
is always in between, always on some border, on neither side, always
“nowhere”. Ethically, it is a position of neutrality, non-interference,
ignorance, non-participation, escape, turning a blind eye, lacking
the courage to confront, showing no interest or sincere disinterest, a
position in which, until the very moment of revenge, both Hamlet and
Ahmed Nuruddin are entrenched, hesitant in their contemplativeness
and contemplative in their hesitation.

2 islamisticka dogma” (Petrovi¢ 1981: 42).
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In order for a person to be realized, to acquire his wholeness,
whether he is a man or woman of flesh and blood or “merely” a literary
hero, they must determine themselves. Determination requires the
strength of will, taking sides, interference, participation, struggle, even
ifitis a quixotic struggle against windmills, the mark of moral idealism.

Both Hamlet and Ahmed Nuruddin are between indeterminacy
and determination. Indeterminacy is the thought of an act. Determi-
nation is the act itself. They are in between.

In other words, in order for us to believe in ideals, they must be
an inherent part of us, our original conviction and the very core of
our being. This is one of the reasons for the dervish’s tragedy. He does
not have this conviction. He did not become a dervish, a member of
the Mevlevi order, because he is a believer; he became one because the
girl he loved had to marry another man while he was participating in
a war thinking he would not come back. He was not inspired by faith
as a vital need to submit himself to it and to make his life a function
of his belief in the ideal, but rather it was the path of least resistance,
an expression of his disgust for one woman, a woman who had already
belonged to another man, and which he projected not only onto other
women, but onto the whole world, becoming “Light of Faith™* (Seli-
movi¢ 2018: 20) far enough away from people, both physically and
spiritually and figuratively. The tekke, dervishism, “Islamist dogma™>>*
(Petrovi¢ 1981: 42) thus became his “nutshell” (Shakespeare, trans.
Simi¢ and Pandurovi¢, 2022: 51), the one mentioned by Hamlet. The
dervish’s dervishism is not real, it is a lie, a deception, an illusion, a
deception, a mirage, a mask that is an anti-mask because he does not
yet possess the awareness of his own mirage, but will acquire it. He
has appropriated the position of a dervish. Since it is not something
immanent to his being, we can call it external.

Hamlet truly believes in God. In the idealized image of a mother,
a woman, a natural father, the world. He believes in the torments of

3 (.)cBjernoBjepel(..)” (Cemmmosuh 2004: 12).
34 Ucino.
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the afterlife, moreover, in meeting the Ghost of his father, he has also
met them. He truly believes in hell, he fears it and therefore hesitates.
He believes in the presumption of innocence and doubts his “prophetic
soul” (Hamlet, 1.5.40). And therefore he hesitates. He is torn between
thoughts of life and death, of his life and his death, not only between
doing and not doing, but between being and not being. His faith does
not allow him to submit to the demands of his time, to the feudal course
of blood feud. It is his foundation, it is deeply embedded in his being,
his inner being has completely identified with it, as the dervish Ahmed
Nuruddin did, believing that he believed with his whole being. Faith in
Hamlet is an integral part of him. What is not immanent to Hamlet’s
personality is the duty of revenge. That is why we can call the Ghost’s
order external.

According to Nietzsche, the difference between the inner and
the outer in an individual is a mask. The potentiation of the outer
is disguise. It is a consciously chosen weapon with which to achieve
some goal: to hide our true position and our true (mostly final) in-
tentions, to protect us from the Dionysian reality that is so contrary
to everything we are that we do not have the capacity to deal with it,
to fight against it and to separate us from the rest of the community
and to achieve some benefit from this distinction.

At the same time, we also find duality in literary heroes. It does
not apply exclusively to Hamlet, but to all dramatic heroes, but also to
Ahmed Nuruddin, although he is the hero of the novel. Namely, Shake-
speare’s heroes can be viewed as types, in which case they inherit the
universality of human behavior, or as individuals. Ahmed Nuruddin,
of course, is not a dramatic hero, but this observation by Kosti¢ applies
to him on the basis of his multidimensionality as a literary character.
Neither he nor Hamlet are simple, one-dimensional characters that
we can define as heroes or antiheroes, good or evil, who are simply
differentiated and constructed as exclusively black or exclusively white.
That is why there is both the Apollonian and the Dionysian in them,
as Nietzsche defines the two principles. In both, the crucial nuances,
the combination of black and white, are crucial, because both have

293

Prelom - M T - KNJIGA.indd 293 22-Jul-25 19:55:10



MARIJA S. TERZIC

complex causes for their actions, which cause tectonic moral and
emotional upheavals in the essence of both characters. We cannot
observe them for themselves, separated and alienated, although they
are or try to be so by their behavior, but even their negative attitude
towards the world in which they live is still an attitude towards that
world. This is not a lack of attitude.

The sheikh once fought against the enemies of faith. The sheikh
still fights against the enemies of faith, but he has changed his weapon.
Instead of a sword, he uses the Koran, which he uses as a stick on the
basis of which he orients himself in life. The dervish order filled his
mind with “thoughts - frames” (Egeri¢ 1982: 20) within which there
are verses and suras as rules for a humble life dedicated to the service
of God.

He is a thinking being who compensates for the lack of doing and
justifies the lack of action with contemplation. These thoughts are most
often contradictory to each other, as they are to himself. The sheikh of
the tekke evaluates events through dogmatic glasses. “Islamist dogma”
(Petrovi¢ 1981: 42) is the way he condemns the world around him:
those who rush towards sin in the night in which Is-haq appears, who
may be guilty, who may be a murderer and is not worthy of the dervish’s
sublime thoughts colored with the general, collective and impersonal,
Hasan, who is too... Hasan, a greedy teapot and indifferent townspeople.

The dervish forgot his “I”. He surrendered to Islam and became
its soldier, literally. Ahmed Nuruddin is not someone, but something.
Ahmed Nuruddin is not Ahmed Nuruddin, but a dervish of the Mev-
levi tekke who is unsuccessfully trying to become Ahmed Nuruddin,
a man. Ahmed Nuruddin is a dervish. Ahmed Nuruddin is also a
man. He is “Light of Faith™ (Selimovi¢ 2018a: 20) steeped in the
darkness of his own “T’, split into two parts: “I”, Ahmed Nuruddin, his
“empirical apperception™¢ (Mili¢ 2000: 35) and “T”, sheikh Ahmed
Nuruddin, his “transcendental apperception™” (Ibid: 36), which is

355

sl.]cBjernosjepel..]” (Cemnmosuh 2004: 12).
356 [...] empirijska apercepcija” (Mili¢ 2000: 35).
»7 ,[...] transedentalna apercepcija” (Isto: 36).
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the same as the Not-"I". He is not an authentic being. Not yet. He will
become one. But in the process of becoming he will rely entirely on
hatred. Hence the failure.

Fed up with the ideology imposed on him, without the right to
personal choice, independence, the need for freedom and love are
incomprehensible categories for the dervish, and he renounces them
irrevocably, endangering his own existence. He who defends the word
of God is sinful before others, before himself and before the One be-
hind whose skirts he has hidden in the calligraphic lines of the Koran
embroidered by the hand of Mullah-Yusuf. Hostage of his own sin,
Ahmed Nuruddin is the god Janus. He has two faces and both can
be true just as both can suffer from a lack of credibility and integrity
in his blood. The sheikh, namely, suffers from a lack of individuality.

Ahmed Nuruddin, losing love, lost his self and agreed to be a
slave to faith, burying within himself a man who refuses to die. Com-
plete identification with the acquired dervish function nullifies the
human in a man and turns him into a dervish, a former man. Ahmed
absolutely renounced Nuruddin and believed even more absolutely
in himself — sheikh Nuruddin. The two of them share the same shell
within which there is a man, blessed and cursed, deprived of human-
ity and the possibility of building primordial, deep and unbreakable
bonds with others. But also with themselves. Ahmed Nuruddin and
sheikh Nuruddin flee from the world because neither of them knows
how to cooperate with him and both turn their backs on him, each
for their own reasons.

The dervish retreats into the interior of the tekke, thereby es-
tablishing his own boundaries. They are not only physical, but also
psychological. By withdrawing from others, he increasingly fled into
himself. The dervish in the human shell filled the undeniable Islamic
truths of which he convinced himself after renouncing love, thus
voluntarily ceasing to be Ahmed and inventing a new self in the form
of sheikh Nuruddin.

Ahmed Nuruddin is a shooting star whose fall is undeniable and
constant. He falls into himself, wanting to rise from himself at all costs
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as the bearer of the title. That is why the title of dervish is important.
It is a screen. That robe of the defender of the faith is a showcase in
which, at first glance, Aladdin’s magic lamp of dedication, loyalty and
service burns. The supporting pillars, however, are rotten, eroded by
the sin of a fallen human being who gave himself the right to renounce
the meaning of life. And since then he has been constantly looking for
it in all the places where it certainly does not exist, convincing himself
that both he and the meaning are equally real. “There is a purpose, I
said, shielding myself from terror, yet I could not find it™*** (Selimovic
2018a: 28).
In her book Philosophy in Hamlet*”, Jasminka Mari¢ argues:

“The tragedy Hamlet moves from a feeling of absurdity, meaningless-
ness, nihilism (abandonment, absence of being and spirit) towards its
antipode, to a feeling of deep religious meaning, the conviction that
there is some deeper and ultimate meaning in all these sinister events
on the stage, and therefore, the meaning of human existence™® (Mari¢
2015: 182).

In Death and the Dervish, this process is reversed. The sheikh tries
to find himself under the lantern of Hasan’s kindness, with which he
tried in vain to open Nuruddin’s eyes, in whose humanity he believed
even when it could not be felt under the layers of painful alienation and
the need to be an advocate for one’s own and an executioner for the
mistakes of others. He, the Orthodox tragedian. That is why he does
not understand Hasan’s noble motives. Dervish does not understand
humanity in its purest and most sublime form. He sinned because he
was not illuminated by the light of love, but by the magma of darkness

8 JVIma cmucna, roBopuo cam Opanehu ce of yxkaca, amyu ra Hucam
nponanasuo” (Cenmnmosnh 2004: 19).

9 Mari¢, Jasminka, Filozofija u Hamletu, Alfa univerzitet, 2015.

%0 Tragedija Hamlet se krece od osecanja apsurda, besmisla, nihilizma
(napustenosti, odsustva bic¢a i duha) ka svom antipodu, do ose¢ana dubokog
religionog smisla, do ubedenja da postoji neki dublji i krajni smisao u svim tim
zlokobnim dogadajima na sceni, a samim tim, i smisao ljudske egzistencije”
(Mari¢ 2015: 182).
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in the labyrinth soul of a man whose heart was bitten and thus his
light was darkened.

Ahmed Nuruddin finds himself in a dialogical position, a posi-
tion based on conflict. Its foundation is the inner conflict in Ahmed
Nuruddin that is projected onto his relations with the physical world
outside the walls of the tekke, which is not in accordance with the
dervish’s adopted standards, not so rarely double. He cannot be si-
multaneously what he is and what he must be. So he decided to be
one of the two and put on a mask. The dervish is in conflict with the
memory of the woman from his youth, whose loss is the reason why
he was missed.

The memory takes on a physical outline in the form of a teapot,
which has a disturbing effect on the dervish’s senses. Another conflict
is the one in which he exists together with his biological family. The
dervish “resolved” this conflict by almost completely separating him-
self from them. He found a replacement for them in a family gathered
around the service of the same faith because they were indoctrinated
in the same way and put into an identical mold without the right to
think about rebellion. The dervish is an anti-Is-haq at heart. The sur-
rogate family became the scenery for a play in which he is no longer
Ahmed Nuruddin, but the Sheikh of the tekke.

He renounced the name and the man who existed under him,
and cocooned himself in the title, believing that it meant the same
to him as to everyone else. That is why he reacts impetuously to the
undisguised lack of admiration, perceiving it as a personal betrayal.
For he is all he is, a dervish. He is his title. And nothing but it. He
perceives the disregard for his title as an attack on his new self. And
again, Ahmed Nuruddin does not rebel, but “Light of Faith™*" (Seli-
movi¢ 2018a: 20) in him rebels. The essence of religious education
lies in this consistency, a consistency that rejects any improvisation,
any personal experience. In this way, the authority of the church as a
religious institution remains intact.

® [.]JcBjernosjepel..]” (Cemumosuh 2004: 12).
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The dervish is in conflict with the authorities, arrogant and re-
pressive, because they have imprisoned his brother, who is innocent,
and his every attempt to stand up for him, in the name of blood, is
returned to him like a boomerang through poisonous arrows that
carry the message that, by standing on his brother’s side, the dervish
is questioning his loyalty to the faith.

Nuruddin’s consciousness is absurd because it generates contra-
dictory thoughts about the same thing that cancel each other out. This
is a sign of the struggle between man and dervish in him. Nuruddin,
the dervish, thinks some thoughts, and Ahmed, the man, thinks some
thoughts. The problem lies in the discord between, the contradiction
between these identities, and hence their thoughts. About his brother,
Ahmed thinks like this:

“[...] T was bound to help him, if it were possible. It would have been
unseemly for me to stand aside; I would have been reproached by
everyone”*®* (Selimovi¢ 2018a: 84).

This thought, although human and brotherly, still contains a
component of Nuruddin’s narcissism — the opinion of other kasabali.
Nuruddin cares about the opinion of the community.

The manipulation of those in power will sow the flowers of evil
in Ahmed Nuruddin. Its most luxuriant bud will be hatred. Pure,
untainted hatred, conspicuous and strong as the sound of an empty
stomach. Directed at them, at individual enemies. And he himself will
become his own enemy when he takes up the post of kadi, thereby
sacrificing the man under the dervish robe on the altar of power.

The government has achieved its goal — it has completely subordi-
nated the man to itself, dulled his blade, and deprived him of himself,
because “all the forces of social repression are directed towards the
disintegration of the personality as their primary task™* (Petrovi¢

62 [...] my>kaH caM Jja My IIOMOTHeM, axo je Moryhe. Py>xHo 6u 6mio fa
OCTaHeM I10 CTpaHu, cBako 61 Mu 3amjepuo” (Cemmosnh 2004: 80).

363 ,sve sile drustvene represije okrenute su prema dezintegraciji li¢cnosti
kao svom osnovnom cilju” (Petrovi¢ 1981: 64).
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1981: 64). Their repression succeeds when a man disintegrates from
within and agrees to be someone he is not, and who, perhaps, secretly,
has been all along.

Ahmed Nuruddin is in conflict with the townspeople because he
thinks they didn’t protest enough when he was locked up in the fortress
and going through the hopelessness of feeling alone in the world, that
no one is coming, that the light at the end of the tunnel is a lie and that
there is nothing sublime in death, nothing comforting, as the holy books
present it. There is only blackness, only emptiness and only nothingness.
And the fear of dying alone. Another sin on Ahmed Nuruddin’s soul.
“Light of Faith” (Selimovi¢ 2018a: 20) has gone out again.

Ahmed also clashes with people who try to get close to him and
give him a little of their own humanity with which to melt his dervish
heart. But the dogma in him is sown deep and he fails to deceive the
quicksand of ideology that has swallowed him up long ago and now
only a shell walks around looking like a man. Hasan and Is-hagq, two
strange beings that he fails to understand. And the only two people
who visit him in the fortress the way he did not visit Harun. Hasan
and Is-hag, messengers of hope, spotlights at the end of the inner dark
tunnel of a man who was forced to renounce the human in himself.

As a contemplative being, the dervish is unable to make a deci-
sion and stand behind it. Every thought of his has two parts, what he
thinks and its opposite. The dervish analyzes too much, which makes
the decision-making process impossible.

“Indecision, elementalism, cowardice — nothing is brought to the end.
The true dervish way. There is no enthusiasm, no honest decision: to do
or not to do. Everything is ethically indefinite”*** (Lagumdzija 1975: 154).

That is why the environment acts. Sheikh Nuruddin chose to
hide in the sacred words from which wisdom oozes like honey from
a honeycomb.

*%* ,HeommydHocT, cTyxmja, KyKaBUUIyK — HMIITA HMje JJOBEIEHO [0

Kpaja. IlpaBu 1 e p B 1 1 X u HaumH. Hema 3aHOCa, HeMa moLITeHe OITyKe:
yurHuTH 1 He yauanti. Cee etnaknu Heoppeheno” (Lagumdzija 1975: 154).
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They refer to all others except for the one who found it easiest
to learn them by heart in order to hide behind them until he had
completely assimilated their patterns, similar to those created, with
the patience of a saint, by Mullah-Yusuf, traitor and savior, spy and
benefactor, one of the people, and they could be counted on the fingers
of one hand, who in life only wanted Ahmed as a friend, and spent
their lives with sheikh Nuruddin, distant and inaccessible, who could
not be Ahmed to them, because he could not be Ahmed in front of
him either, but always only sheikh Nuruddin, an official of his rank
and his humble servant.

That landmark can only be love. By rejecting it, Ahmed
Nuruddin became his own victim. Until he mixes hate and love,
sheikh Ahmed Nuruddin is disturbingly neutral, skilled at not
caring enough about anything to fight for it. If Ahmed Nuruddin
once believed in anything other than the religious axioms of Islam,
sheikh Nuruddin certainly does not. He fears the freedom to be
independent, that the only god Ahmed Nuruddin recognizes is
Ahmed Nuruddin. The sheikh has learned to fear the individual,
individuality, and action. The thought of freedom is tantamount to
sin. Wanting to convince himself and others that he is acting accord-
ing to the dictates of conscience, he advocates a strict structure and
order in which, due to the meaninglessness of his existence resulting
from the loss of love, he finds meaning.

Sheikh Nuruddin is deprived of the need to determine the moral
categories of good and gad, right and wrong, to weigh and measure
several times before cutting according to his own conscience and, in
the end, to live with his decision. The dervish order thought for him.
It guided him with its strict statute.

“Nuruddin does not live in life but in the illusion of life in which
serving the Islamic ritual is called serving the faith™® (Petrovi¢
1981: 41).

.....

islamistickom ritualunazvano sluzbom veri” (Petrovi¢ 1981: 41).
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Ahmed Nuruddin is not someone, but something. Ahmed
Nuruddin is not Ahmed Nuruddin. He is a dervish of the Mevlevi
tekke, “[...] an expression of a doctrine™ (Ibid: 46) who unsuccessfully
tries to become Ahmed Nuruddin, a man.

The seeds of absurdity are sown in the dervish’s understand-
ing of the world in which being orthodox means believing only in
Allah. In the name of this true faith, he goes to battle against the
unbelievers, risking the meaning of his own existence embodied
in love. The rank of dervish was supposed to ensure the respect
of others. And even more: self-respect and social status. Ahmed
Nuruddin is nobody and nothing. Sheikh Nuruddin is a title with
which he separated himself from his peasant origin and poverty.
In a word, from himself.

The dervish renounced love only because he did not have it
himself and did not know what to do with it. He is offended, afraid,
sinful, he chooses the wrong steps out of sadness and despair, indeci-
sive, guilty, he betrayed an innocent man, his own brother, and there
is no law that will pardon him.

“Dogmatic, rational entrapment does not allow the warm, emotional
core of love for his brother to speak out in him and from him, rational
discipline is stronger than feelings™**” (Glusc¢evi¢ 1981: 2034).

Beneath the dervish’s robe of a broken, former man on whom life
fell as tragically as it could, placing war on his path of life, an orphan
who would betray Harun but save Hassan’s life, the dogma of Islam,
the arrogant officials of a cruel state apparatus that, like no other
government, knows no mercy, beat the heart of one who should have
been more of a man and less of a dervish.

Sheikh Nuruddin cannot forgive the fact that his brother, al-
though innocent, was killed with the same bitterness with which he

%66 ,[...] izraz jedne doktrine” (Ibid: 46).

37 JJorMarcka, paIjioHa/JHa y4aypeHOCT He JIONYIITA Ja y HbeMy U U3

Ihera IPOroBOPY TOIIO, EMOTUBHO j€3rpo JbyOaBu IpeMa Gpary, palMoHaIHa
crera jaua je o ocehama” (Irymruesunh 1981: 2034).
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cannot forgive himself for hiding his suffering from the woman he
loved alone. Between defending faith and defending love, he chose
faith, wanting to appear a hero in his own eyes. Since then, he has
chosen it every time he has had the opportunity to choose. He has
wrapped himself in the skin of a man who does not actually exist
and believed with his whole being that he is him because it is easier
to become a dervish, to have behind him regulations that always and
unmistakably concern someone else, not to get involved emotionally
and personally, to remain desolate on the inside like a desert island,
to run away from the individual, from the risks and responsibilities
that life entails, than to be Ahmed Nuruddin in a world in which one
word, which does not have to be either false or wrong, on the contrary,
and Harun knows this best, can cost one’s life.

Not strong enough to face the gambler’s challenges on the Russian
roulette of fate, Ahmed retreated into his dervish robe and made it a
snail’s nest into which he could retreat at any time and from anyone.
It is the mask of his fear that forced him to surround himself with the
impenetrable walls of the tekke in a desperate attempt to escape life,
he, the future man of the law, a kadi instead of a kadi. Sheikh Ahmed
Nuruddin voluntarily escaped from himself into the collective, into
the safety of the tekke that is quasi-security in the name of self-pun-
ishment by celibacy.

“It was because of this woman, the only one I ever loved in my life,
that I never married. It was because of her, whom I lost, because of
her, who was taken away, that I became harder and more closed toward
everyone: I remember feeling as if I has been robbed, and I would not
give others what I could not give to her. Maybe I was taking revenge
upon myself and people, involuntarily and unwittingly”™** (Selimovié
2018a: 380-381).

68 360r Te XeHe, jeffiHe KOjy caM BOINO Y SKUBOTY, HIICAM Ce OXKEHUO.
360r e, usrybmete, 360r ke, OTETE, HOCTA0 CaM TBPHU 1 3aTBOpeHMj| IpeMa
cBakoMe: ocjehao cam ce moxapaH, U HuCaM [aBao HM APYrMMa LITO HIUCAM
Morao faTu moj. Moxpa caM ce cBeTHo cebu, U /byfyuMa, HEXOTHUIlE, U He
3Hajyhn. Bopena me, ogcytha” (Cemnmosuh 2004: 395).
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The curse of losing love from Ahmed Nuruddin made sheikh
Nuruddin, whose “Light of faith™*% (Ibid: 20) was extinguished in his
own hatred. The arrows that had been fired returned and pierced his
already broken heart, in which there was no warmth towards another
human being, a young man who could have been his son, and whom
sheikh Nuruddin experiences as a reminder of how he became the one
he was not, hidden from himself and others for years in a tekke whose
walls are huge and strong, like a fortress ready at any moment to repel
an attack by the enemy. Or the one he thinks is the enemy. They are the
line that divides people into those inside and those outside that line. The
others, the rest. Who do not concern him. Aslong as they are not Harun.

These stone walls are an imaginary boundary between what
happens every day on the battlefield called ordinary, everyday life
and the intellectual space that celebrates the art of ignoring it. His life
takes place in his head. Little outside his mind can be worthy of his
attention, much less his action. He does not believe in reality. It is for
him a relative category explained by the surahs, verses and other prin-
ciples of the Koran. And it is valid until the moment of the murder of
an innocent young man named Harun, who, by chance, is his brother.

Sheikh Nuruddin will transform himself, in front of everyone,
into Ahmed Nuruddin during his speech in the mosque that marks
the beginning of his transformation from righteous to rebel due
to the death of his younger brother Harun, to whom he remained
indebted to visit in the fortress, a comforting, human act, to know
that someone is looking for him, that someone asks about him, that
he will not die alone. Harun’s death freed the dervish’s heart from the
canonical shackles. Out of nowhere, Ahmed Nuruddin, a man, ap-
peared. And he wept with words. With their sincerity, the suffering of
the individual became the suffering of all. The collective became one
man. The dervish did this. The sheikh united them with each other
and himself with them. He stripped himself, threw off his armor
and showed that beneath the stone walls that his chest had become,

¥ [..]JcBjernosjepel..]” (Cemumosuh 2004: 12).
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the heart of a man beats. Ahmed Nuruddin is a Prometheus who
failed. But for a moment he was the one who brought fire to people.

Grief did not replace faith. It was embroidered, like a tapestry,
by the absolute truths that had blossomed in his head and, at the age
of forty, had sprouted into a dogmatic oak tree rooted in the con-
straining thoughts that someone else had felt, written down, guided
by, perhaps assuming in them someone else’s fate, someone else’s tiny,
individual life. And that someone was not Harun. There was only
the hopelessness of the world outside the tekke, a safe harbor for a
confused ship in human form, which had decided that sailing was a
deadly disease and had chosen to rot in the mud of the shallows that
tempted it Mephistophelianly in a lily-of-the-valley night pregnant
with the wonders of the senses.

The scent of sin is brought by female ivory hands that summon
the memory of a beloved woman into the consciousness of a man
vowed to live a life without lust, awakening a long-forgotten desire.
That is why memory is dangerous for the dervish. Because it reminds
him of the human in him, buried alive, undead, completely in the
narrow molds of Dogma within which the soul (and even the body)
has no room to breathe. He lets even what concerns him most, such
as his brother’s misfortune, to which, until a certain moment, he
determines himself completely disinterestedly, swell beside him.
sheikh Nuruddin does not know how to bridge the distance from
his rigid faith in Dogma that swallowed Ahmed Nuruddin and
spat out a dervish incapable of empathy and compassion for those
who suffer. “His service to faith for Nuruddin does not imply an
emotional relationship but the erasure of that relationship [...]”*”
(Petrovi¢ 1981: 40).

Even when Harun is killed, he initially shows no emotion, does
nothing, thus completely nullifying himself and becoming invisible
in the eyes of others, as if he does not exist, as if he is not a man, but a

70 ,Njegovo sluzenje veri za Nuruddina ne podrazumeva emotivni od-

nos ve¢ brisanje toga odnosa [...]” (Petrovi¢ 1981: 40).
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thing thrown on the road, and the question rightly arises whether he
has them at all or whether the service of faith has managed to bury
them with what is hoped to be Harun’s bones.

A forty-year-old servant of faith at the crossroads between youth
and old age, the self he knew, the self he thinks he knows, and the self he
will become, has destroyed all the bridges that would lead from him to the
other and from the other to him. Inside himself, his mind, and the tekke
outside of which every step acts as a danger from which he must hide, flee,
and which is best ignored, as if it were not part of the reality in which, at
least formally, he lives. For Nuruddin, the doctrine is the only reference
point on the basis of which he judges whether something should be done
or not. Most often not. It is a weight on his internal moral scale that he
did not build himself, but rather adopted and accepted as a transplanted
organ that changes the one that is a real part of him.

Without the slightest doubt in the ideology that he represents,
the dervish sees himself as a defender of faith, of universal principles
above which nothing can be and from which there is nothing more
important, not even individual life. Namely, sheikh Nuruddin firmly
believes that a single life is less important than rules and principles.
With this kind of thinking, due to the lack of elementary humanity,
the dervish places the law of religion above family ties. The subject
has once again defeated man. He has chosen “[...] confinement in fal-
se peace, in an imaginary idea of a well-ordered world, selfishness,
self-deception [...]”*"" (Gluscevi¢ 1981: 2054).

The mask of the obedient believer who until then had cared
nothing for his own, personal, least of all for his family, for his father
and brother, had fallen off. Ahmed Nuruddin, the man, began to
emerge. The meaning that until then he had found only and only
in dogma began to crown itself like corn. The truth about life was
emerging on the horizon of his unwavering illusion that began to
collapse into the abyss of reality. Sheikh Nuruddin, who does not

71 [...] 3aTBapame y NMaXHU MMp, Y U3MUIUBEHY IPEACTaBy O [0Opo

ypeberoM cBety, cebuuHOCT, camosaBapaBame [...]” (Dryurdeuh 1981: 2054).
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exist otherwise than as a member of the dervish order, must face
reality in all its cruelty, the one from which Ahmed Nuruddin, the
man, fled into dogma. The basic reason for his flight should be sought
in the rejection of love. Ahmed Nuruddin and sheikh Nuruddin,
however, have one thing in common: they do not allow anyone to
humanize them with love.

Rebellion is not his choice. He did not choose it. It was awakened
in sheikh Nuruddin. It was a response to the injustice that had befallen
his brother, and thus himself. It approached him like a poisonous snake
whose venom he could not remain immune to. This is the turning
point of the novel in which sheikh Nuruddin realizes that he can no
longer hide behind the heavy walls of the tekke that defended him from
the outside world whose existence he completely denied, passionate
about the sacred truths that he declared universal and the only valid
one. The dervish lives dying every day. His life, the pivot of which
is dogma, is nothing other than a life in death based on withdrawal
and permanent inaction, and not taking action is the worst sin he can
commit. Alienated from himself, the dervish is deprived of the right
to his own experiences, his own moral principles, an opinion that is
not based on the Koran, a view of the world that differs from the view
of the world through the lens of Islam. Sheikh Nuruddin overcame
Ahmed Nuruddin, because “the source of his judgment of the world
is not in himself, but outside of him”*"? (Petrovi¢ 1981: 49). Without
the Order, he does not exist.

Sheikh Nuruddin is the only one who truly exists, because be-
longing to the Mevlevi dervish order gives him integrity and imposes
an attitude towards values. Nuruddin has forgotten who Ahmed is.
The sheikh is a thinking being, the embodiment of impersonal and
sluggish contemplativeness, terrified by the possibility of setting off
into the deep and unknown waters of action in whose waves he would
have to swim and swim to the very life that both Ahmed Nuruddin

372 Izvoriste njegovog prosudivanja sveta nije u njemu samom no je izvan

njega’ (Petrovi¢ 1981: 49).
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and sheikh Nuruddin fear. That is, at the same time, all he does. He
thinks by assuming the truths of faith to be fundamental human values
such as the life and death of a specific person, a person with a name
and surname, an individual being, and not a being as a member of a
multitude. For him, these are insignificant lives and equally insignif-
icant deaths offered on the altar of sacrifice.

Life will remind him of who Ahmed is through a fugitive, a rebel
fleeing from the clutches of the Sejm, a representative of the (quasi)
law, to which he has done nothing wrong, but he is not chased, but
hunted, like an animal, serving the system of police principles and
regulations faithfully and wholeheartedly, just as Sheikh Nuruddin
serves the tekke, faith and dogma.

Ahmed Nuruddin is “[...] a boy and a soldier, Nuruddin of one
great love, Nuruddin, son and brother [...]”*”* (Pervi¢ in: Lagumdzija
(ed.) 1975: 26). Nuruddin is a dervish. Nuruddin is also a kadi. After
all, he is an avenger. Among other things, Ahmed Nuruddin is also an
artist. His soldier, dervish and kadi identities are socially constructed
identities, slaves to the principles and voice of an external authority
within himself. These identities are based on someone else’s thought.
Ahmed Nuruddin is the one who is and who only pretends to be. He
is a dogma. That is his mindset. It is his point of view, his perspective,
the only truth he acknowledges, the only reality he knows.

He is a conglomerate of identities. His being consists of mutually
opposing beliefs that divide his consciousness into two polarities. This
is a prerequisite for absurdity. Ahmed Nuruddin is,

“[...] at first a fiery Islamic soldier, nourished by holy faith and rage
against infidels, a believer, then an embodied contemplation of pow-
erlessness and [...] a tragic hero of defeat [...]”** (Egeri¢ 2000: 27).

73 ,[...] de¢ak i vojnik, Nuruddin jedne velike ljubavi, Nuruddin, sin i brat
[...]” (Pervi¢ u: Lagumdzija (pr.) 1975: 26).

74 ,[...] Ha MOYeTKY BaTpeH, CBETOM BepOM 1 6eCOM IIPOTUB HeBEePHNKA
XpareHN UCTAMCKU BOJHUK, BEPHIK, 3aTUM O/ITYeHa KOHTeMIUIanyja HeMohn
u [...] Tparuyny jyHak nopasa [...]” (Erepuh 2000: 27).
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Dogma is not an immanent part of his original being. The
identities of son, brother and lover are his personal identity, his true
nature. Of these three, the first two are biologically conditioned. Their
defense is a biological imperative (Ivanov 2017: 384).

In the first part of the novel, the dominant ambivalence of the
character of Ahmed Nuruddin is that between him as a brother and
him as a dervish.

“The contradiction between what Nuruddin is and what he was as a
sheikh becomes more and more intense; it is increasingly difficult to
reconcile the urge and authenticity of being with the false conscious-
ness with which it is bound™” (Pervi¢ in: Lagumdzija (ed.) 1975: 28).

There is a split. He is “[...] a rebellion of life within himself, and
against his false nature™® (Ibid: 29). Dervishism is an appearance, a
manifestation, the external, an illusion, a deception, a deception, an
(anti)mask, because until the encounter with a Muslim, the dervish
is not aware of the illusion in which he lives.

Dervishism is a form of service to the Islamic religion, and reli-
gion itself is a transcendent ideal (Fink 1981: 68) that imposes rigid
moral principles and tenets that are, in Nuruddin’s consciousness,
greater, more important, more valuable than the individual human
being. He is blinded by the ideology of Islam and subordinated to it to
the point of self-annihilation. That is why his hesitation is so painful.
He hesitates whether to ”.. save his brother’s life, or to fulfill his moral
obligation [...]”*”” (Pervi¢ in: Lagumdzija (ed.) 1975: 30) by doing what
he always does: stay on the sidelines and not interfere, being ethically
ambiguous, as he has been until now.

7 Protivure¢nost izmedu onoga $to Nuruddin jeste i $to je Sejhom bio

postaje sve intenzivnija; sve je teZe usaglasiti poriv i autenti¢nost bi¢a sa laznom
sve$c¢u kojom je ono sapeto” (Pervi¢ u: Lagumdzija (pr.) 1975: 28).

376 ,[...] pobuna Zivota unutar njega samog, a protiv njegove lazne prirode”
(Isto: 29).

77 ,[...] da spase Zivot svome bratu, ili da ispuni svoju moralnu obavezu
[...]” (Pervi¢ u: Lagumdzija (pr.) 1975: 30)
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In doing so, he would betray the biological imperative (Ivanov
2017: 384) but would preserve his dervish dignity and the illusion of
the purposefulness of serving the “Islamic dogma™”® (Petrovi¢ 1981:
42) at the cost of sacrificing his individual life. That life is the life of
his innocently imprisoned and murdered brother. His self-respect,
however, would remain intact.

“A dervish wants and must respect himself. That is Nuruddin’s basic
starting point. [...] That is the religious aspect of his consciousness™*”
(Petrovi¢ 1981: 10).

On the other hand,

“to side with one’s brother meant not only opposing the town and im-
perial leaders, tyranny and bureaucracy, but also oneself — the sheikh
[...]73% (Pervi¢ in: Lagumdzija (ed.) 1975: 31).

To oppose oneself as a dervish means to oppose another voice
within oneself, to doubt, to question the ideology that shaped one
for twenty years, for which one fought against heretical enemies, that
would mean to endanger the building built on sand (Milosevi¢ 1978:
175) because,

“[...] to leave the realm of general thought is to doubt it”**! (Selimovi¢
2018a: 66).

And yet, to do the most humane thing possible, to ask about
one’s brother, for a dervish it is humiliation, casting a shadow on the
self-respect that is his imperative as a servant of ideological doctrine.

78 Islamisticka dogma” (Petrovi¢ 1981: 42).

79 ,Dervi§ hoce i mora sebe da postuje. To je Nuruddinovo osnovno
polaziste. [...] To je religijski vid njegove svesti” (Petrovi¢ 1981: 10).

80 pristati uz brata znacilo je ne samo suprotstaviti se kasabalijskim i car-
skim prvacima, tiraniji i birokratiji, ve¢ i sebi - Sejhu [...]” (Pervi¢ y: Lagumdzija
(ed.) 1975: 31).

81 ,[...] nsahm us xpyra ormre MUC/IM 3Ha4U MOCYMmbaTu y By~ (Cern-
moBuh 2004: 60).
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Nuruddin refuses to show humility. He seeks to preserve his imagined
social superiority as the sheikh of the tekke. More than that, he seeks
not to betray the basic principle of religious servility: the will of God.
Nuruddin clings to this principle by assuming that God (Allah), a
higher power in charge of individual human destiny:

“Doesn’t the Koran determine all relationships between people? We can
apply the spirit of its principles to each individual case?”*** (Selimovi¢
2018a: 116)

By prioritizing his position and his blinding doctrine to saving
his brother, he betrays the biological imperative (Ivanov 2017: 384) and
nullifies himself as a human being because he nullifies his belonging
to his biological family. The antithesis of Nuruddin’s dervishly rigid
stance is Hasan, the embodiment of altruism and humanity. That is
why he is a man, not a subject, because he is whole and undivided.
He has rejected the position and chosen a personal identity based on
freedom. Hasan is free. Nuruddin is not. He is trapped in the shackles
of thought - frames (Egeri¢ 1982: 20) that do not leave a space for a
single human thought.

Nuruddin is not Ahmed, but “Light of Faith”*** (Selimovi¢ 2018:
20). Ahmed is the man within him. Nuruddin is a socially constructed
identity, an (anti)mask. Ahmed is the substance, content, personal
identity, the Self, the original, authentic being, the true nature. In-
terestingly, in the second part of the novel, both the injured brother
and the offended sheikh, the grieving Ahmed and the humiliated
Nuruddin, will give in to hatred.

Does Nuruddin believe? Nuruddin thinks he really believes.
But in the first part of the novel, by serving faith, he only turns away
from life, just as he will use faith as a justification for his revenge in
the second part. His loyalty is tied to the institution of the Order, to
the law, and not to the essence of faith, which is sincere belief.

382 3ap Kypan He onpebyje cBe ogroce meby pynuma? CymtnHy mpormca

MOXXeMO IIPUMjeHNTI Ha CBakM ojefuHaqdny cayvaj” (Cemimosuh 2004: 113)
® [.JcBjernosjepel..]” (Cemumosuh 2004: 12)
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“Nuruddins faith is the support of a religious institution, but in it the
personality does not necessarily find a support on which to build in-
dividuality”*** (Pervi¢ in: Lagumdzija (ed.) 1975: 35).

And again the split between the authentic personality and the
dervish title, the public function, emerges. Ahmed Nuruddin is a
Nietzschean subject, because he is a symbiosis of a multitude of iden-
tities mixed under his dervish robe that build him as a contradictory
personality, as a subject.

Ahmed Nuruddin also hesitates.

“The split of sheikh Ahmed himselfin this context, between religion and
free choice of decision, norms and instincts, kanna and cognition, are
marks and parts of his personal destiny, his private being”** (Bogicevi¢
in: Lagumdzija (ed.) 1975: 52).

He oscillates between himself as a man, a private part of himself,
his “empirical apperception™*® (Mili¢ 2000: 35) and himself as a so-
cially constructed identity, between man and title, his “transcendental
apperception™® (Ibid: 36).

One of the reasons why Nuruddin hesitates to save his brother
is the fact that he does not feel it as what is right, but as a duty, just as
Hamlet does not feel it is right to obey the Ghost and take revenge by
killing Claudius. For him, it is a duty. An unpleasant, hateful duty, as
Nuruddin experiences it.

There is, however, one important difference in the context in
which Hamlet and Ahmed Nuruddin find themselves at that moment.

¥ Nuruddinova vera je oslonac jedne verske institucije, ali u njoj li¢cnost
ne mora naci oslonac na kojem bi gradila individualnost” (Pervi¢ y: Lagumdzija
(pr.) 1975: 35).

% ,Raspolucenost samog $ejh - Ahmeda u tom kontekstu, izmedu religije
i slobodnog izbora odluke, normi i nagona, kanna i spoznaje, oznake su i dijelovi
njegove li¢ne sudbine, njegovog privatnog bic¢a” (Bogicevi¢ u: Lagumdzija (pr.)
1975: 52).

386 empirijske apercepcije” (Mili¢ 2000: 35)

%7 transcedentalne apercepcije” (Vcro: 36).
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Namely, Hamlet’s father, King Hamlet, is dead, quite certainly, as is Har-
un, but the dervish does not know this. He thinks that his brother is still
alive. His imagination again plays an important role in his behavior. If
Harun is alive, then asking about him makes sense, and his dilemma is
as legitimate as the Hamlet’s one about whom Novica Mili¢ says that:
“When he talks to himself, two voices speak through him, to be and
not to be, but each through the other [...]”** (Mili¢ 2000: 142). In the
dervish, two voices also prevail, the voice of Ahmed, brother and son,
and the voice of Nuruddin, the dervish, which is especially emphasized
in the scenes with the kadinica and Is-haq in which human life is at
stake, Harun’s and the fugitive’s, and the decision-maker is Ahmed
Nuruddin, a combination of both voices in one man, the bearer of both
the Apollonian and Dionysian principles, just like Hamlet.

The dervish already demonstrates his kadi nature and his tenden-
cy to judge individual lives at his own discretion, just as the authorities
did when they captured Harun, whom he asks about thinking he was
alive. But since Harun is not alive, it is pointless to ask about a dead
man. Then his dilemma disappears. This further means that the der-
vish’s torment with his own conscience is unnecessary because it is
too late, nothing can be done.

At the same time, this makes the dervish’s position absurd be-
cause he will not help his dead brother. He cannot. Except perhaps in
the scene with the kadi. He could have made a deal with her for the
living brother, for his release, but his (dervish) self-love does not allow
him to do so. Ahmed could have saved his brother, but Nuruddin was
against it. She needs a favor that involves the dervish talking to her
brother to convince him to renounce his inheritance so that he would
not be disinherited, because that would socially stigmatize the family.
She asks the dervish to intervene, to get involved.

This could be a test ground for asking for a favor in return, for her
to obtain Harun’s freedom from her husband. He imprisoned him, he

388 ,Kad razgovara sa sobom, kroz njega govore dva glasa, to be i not to be,
ali svaki kroz onaj drugi [...]” (Mili¢ 2000: 142).
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can free him. But he does not do it, aware that it would stain his dervish
conscience. And he does not do it because he simply does not love his
brother enough to elevate him as a value above his dervishism. That
is his tragic mistake. He hesitates between brotherly love as a human
principle that Ahmed represents and the dogma that Nuruddin serves.

One end of Nuruddin’s hesitation is rooted in his duty as a man
and a brother, and the other in his lack of the right to interfere with
Allah’s plan. His social position, his public office, his title of dervish
expressly forbid him from doing so. Nuruddin is less hurt by the fact
that Harun is imprisoned. He is offended:

“It was not anger, but insult. [...] I have completely transformed myself
into her, she has become my world and my life, nothing exists outside of
her” (Selimovi¢, Mesa, Death and the Dervish, Vulkan, Beograd, 2018: 76).

Just as hatred will overwhelm him in the second part of the novel,
so he is now overcome by a feeling of insult. For the dark shadow of
Harun’s transgression dims his “light of faith™* (Ibid: 20). It does not
grieve him as a man, but insults him as a dervish, which indicates the
Sheikh’s narcissism.

Nuruddin tries to save his dogmatism at all costs. To Hasan’s
remark that saving human beings is imperative, the dervish responds
dogmatically: “But I'm saving more: justice™ (Ibid: 123). Hasan in
vain thinks that he is talking about the imprisoned Harun with Ahmed,
a man, son and brother. But he is talking to Nuruddin, a dervish.

“Nuruddin and his profession are the alter ego of power. Nurud-
din is a representative of order™*! (Petrovi¢ 1982: 21).

As a dervish, Ahmed Nuruddin represents power. The same
power that kills his brother. The power that disgusts him when he
is on the receiving end of its “mercy”. The power, however, in which

¥ [..JcBjernoBjepel..]” (Cenumonuh 2004: 12).

30 Ja cacaBam Bue: ipasgy” (Vcro: 120).

¥ ,Nuruddin i njegova profesija jeste alter ego vlasti. Nuruddin je pred-
stavnik reda” (Petrovi¢ 1982: 21).

313

Prelom - M T - KNJIGA.indd 313 22-Jul-25 19:55:10



MARIJA S. TERZIC

he participates gladly as a judge. And, finally, the power from which
he suffers.

One of the places in the novel where it is best seen that dervishism
is the reason for Ahmed Nuruddin’s alienation is the war scene that
begins the second part of the book. In that scene we have two types of
relationships: one is the relationship between Ahmed Nuruddin and
the individual soldier, the soldier as an individual, as a human being, an
individual existence, and the other is the relationship between Ahmed
Nuruddin and the soldiers — plural, as a collectivity, as a member of a
community, as a subject in the sense of belonging to a collective identity.
Nuruddin harbors disgust for the soldier in the singular, and loves the
collectivity. In both cases, what is common is that both relationships are
founded by Nuruddin, the dervish, and not Ahmed, the man. He acts
as a representative of the community, he, after all, is fighting for Islam,
for his religion, for the doctrine he serves, for the ideal he is a slave to.

Selimovi¢ gives us a picture of the whirlwind of war in which the
soldiers find themselves. Among them is Ahmed Nuruddin. His isolation
is striking. It is based on his dervishism, on the high level of development
ofhis spiritual side as a dervish who cannot accept the mundane individual
existence of the people around him who behave like animals, “[...] irritable
and dangerous as wolves™** (Selimovi¢ 2018a: 216).

They committed crimes, both against each other and against
the blue-eyed boy’s mother, who relied on their biological and sinful
urges and needs that she satisfied, which made her image pale in
Nuruddin’s eyes, accustomed to weighing his own and others’ actions
in accordance with Allah’s scales of moral correctness. War extracts the
last gram of humanity from a soldier, because the fight for one’s own
life does not leave much room for polishing one’s own moral vertical.

Only Nuruddin took care of this by being visually conspicuously
separated from the others, individuals for whom he did not harbor
any good feelings, and who belonged to the collectivity in relation to
which he uses the word love:

2 [...] pasapaxkpuBu u onacan kao Bykosu’ (Cemumosuh 2004: 218).
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“I saw them all together as a whole [...]. As individuals they were un-
imaginely insignificant. I did not despise them when I thought of them
asa group, I even liked that hundred-headed creature a little, cruel and
powerful as it was but I could not stand them individually. My love [...]
was directed at all of them but not at any single one [...]” ** (Ibid: 217).

Feeling love for the collective, he justifies himself as a member
of the Mevlevi order, as a cog in the mechanism that was responsi-
ble for ensuring that the mechanism functioned and that Islam was
protected from the enemy against whom he fought together with the
other soldiers. That is why their function as a collective is significant
for Nuruddin. It provides him with cover for the idea that a higher
goal requires certain sacrifices in both the literal and figurative sense.

The collective evokes a feeling of love in Nuruddin because he
himself is part of the collective, where the general is always above the
individual, where everyone serves the same ideal, and everyone is a
function of their calling. He did not approve of their behavior, because
the prism through which he evaluated that behavior was individuality,
what each of them did individually in the function of expressing their
being. When it came to collectivity, he loved it, as he says, because
collectivity could deprive the prism of the individual and see it as a
community serving a common goal. While the soldiers were scolding,
he was absorbed in his mind, over a book, refusing to interfere, not
giving the soldiers a reason to mock him again for pointing out the
improper behavior that he himself had guarded against, which was
inadequate to his calling and the moral scruples of Islamic exegesis
by which he lived. In war, in a reality that showed its cruelty at every
turn, Nuruddin was careful not to show that he was in pain, to suffer,
and to keep his dervish worldview intact by participating in behavior
that was not right by human or Allah’s standards.

¥ ,CBe caM KX I7Iela0 Kao LENMHY ,[..]. IlojennuauHo 6unm cy He-
nojMmBo GesHayajHu. Hucam ux mpesmpao Kaj caM MUCIMO O BUMa Kao O
MHOLITBY, YaK CaM IIOMaJIO U BO/IVIO TO CTOIVIABO CTBOPEHE, CypoBO U MOhHO,
/TN TI0jeAMHIle HICaM ITOFHOCKO. Moja /by6aB [...] THIana ce CBUX a He jefiHOTa
[...]” (McTo: 219).
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The soldiers were aware of their shameful actions. These
actions gnawed at their conscience, even though they had already
been done and could not be undone. The military feast was often
immoral. Nuruddin spent the time when there was no fighting in
the war, “[...] disgusted with the people, feeling sorry for them, because
they hid their eyes from each other all day, out of shame™*** (Ibid: 237).

He is turned towards himself, separated from the group of in-
dividuals with whom he fought by his unwillingness to participate in
their inadequacies that were more befitting a herd than humans, and
they were made up of humans. The soldiers were simple, arrogant,
quarrelsome, and unruly. Nuruddin watched as “[...] the tent turned
into a madhouse, into a cage of wild beasts [...]”** (Ibid: 216)
hardened by warfare in which life was lost as if it had never been,
committing sin, both verbally and physically, in the glory of being
still alive, of being among the few who remained. They fornicated
with the mother of the blue-eyed boy, swore, used harsh words when
addressing each other, and quarreled with each other. Nuruddin did
not want to participate in this. That kind of behavior was alien to
him. His moral compass, however, did not show him that this was
the wrong direction: “[...] I was young and thought that it was part of
the sacrifice”®* (Selimovi¢ 2018a: 216).

This is what Mesa Selimovi¢ thought about the price his family
paid for supporting the revolution. Here we see the transposition of
the author’s personal experience into the fabric of his work.

The soldiers behaved like any army, trying to survive the
terrible reality that befell them. One way was to vent their fear of
what they had been through and what awaited them the next day.
For them, morality was not the most important value category in

34 [...] sraben Ha mype, )xanehu ux, jep Cy 1110 faH CKPMBAIN 04N jefjaH
off apyrora, 36or ctuga” (Mciwo: 237).

3% ,[...] ce wapop mperBapao y nygHMIY, Y KaBe3 AMB/BUX 3BepH |[...]”
(Mcimo: 218)

3% [...] 6uo cam mmag m mucnno aa je to auo xpre” (Cenmmonuh
2004: 218).
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life, especially not on the battlefield where there were fewer of them
every day. It was not known who would be next. But Nuruddin was
honored to fight for Islam. He was not troubled by fear. He was
troubled by the barbarity of those he fought with, and he did not
oppose them enough, unlike Harun, who did oppose people much
more dangerous than the crazy soldiers. Nuruddin was prevented
from doing so by resentment.

“So most of the time I stayed alone, with a book or with my
thoughts. I did not ssucceed in finding a single one of the men whom
I would have wanted to befriend”**” (Ibid: 217).

As a dervish, he was accustomed to a philosophically pregnant
thought that determines the rightness and wrongness of human ac-
tion, that limits man and his existence by setting rules and principles
according to which one should live, and that most often comes into
conflict with man’s personal choice, with his will and effort to gain
personal freedom, to ensure autonomy for his integrity. His mind was
full of verses from the Koran, Allah’s thoughts are deep, difficult for
anyone who does not possess the spiritual breadth necessary for their
understanding. Nuruddin is not an ordinary soldier, he is a scholar, a
fighter of Allah, a servant of Islam, morally upright, humble like any
obedient servant, far from individual prosaism.

Everyday life does not evoke in him the peace that the Holy
Book provides him, because it speaks of things that he has learned
by heart, that interest him, that do not allow anything personal and
individual to be more important than the general and collective,
that prohibits the enjoyment of sin, pleasure, lust, excess and much
else as an “ordinary” man is a slave to his needs, thoughts, drives
and vices. The dervish understands that his profession separates
him from other soldiers.

It is his point of strength in the chaos that is all around him,
against which he has not raised his voice enough times, experienced

97 ,Taxo caM Hajuenrhe 0cTajao caM, ¢ KEBMTOM VIV Ca CBOjUM MUCITUMA,
He ycrmjeBajyhu a younm HujefHOT jeAMHOT YOBjeKa C KOjuM 01X XKeJeo fa ce
36mmxum” (Mcino: 219).
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insult, and stopped raising his voice because his self-love was hurt,
and that is all he cares about. It is the basis of his dervish religiosity,
his foundation. In several places in the novel, Nuruddin is seen to
be offended when someone does not show respect for his title, as
neither musllim’s guard, nor Ali-hodja, nor musellim himself, as
Hassan once did.

The dervish already mentions the defensive function of social
position, which is equivalent to the defensive function of a mask. For
him, it is a rank. As Nuruddin says, “[...] since, except for my calling, I
was no different from them, I had no rank to protect me [...]”**® (Ibid:
217). This sentence shows Nuruddin’s aspiration for a position that
would be his shield, a shelter from the cruelty of the outside world, in
which he thought it was pointless to resist its horror, because it was
futile and pointless.

It provides protection and status and reduces the possibility of
being attacked and oppressed, there are far fewer traps when rank is a
support, it is much harder to attack a man in position than someone
who is not, like Harun, rank allows power, and power guarantees
defense. Nuruddin will testify that the powerful commit crimes and
do not pay for them when they do. Rank also provides a nonchalant
attitude towards the world which, however threatening, cannot
threaten the one who has power with the same force with which
he can “a civilian”. Power is for Ahmed Nuruddin a prerequisite for
protection.

Nuruddin had always been impressed by social status, title,
position. He did not have that position, he did not acquire it by
birth, but later in life, as a dervish and as a kadi. Nuruddin’s fasci-
nation with social status is directly related to the fact that he had
to acquire it and that he envied all those who held positions such
as musellim, mufti and kadi, believing that this position gave them
the right to be arrogant and haughty to the point of being able to

%8 [...] jep cam, usyseB 3Bama, 610 LITO U OHM, HVICAM MMAO YMHA KOju
6u me 6panno [...]” (Mcro: 218-219).
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show disrespect for him, his knowledge and his brother, as if it
were a matter of course.

The war environment was the first environment in which he
did not fit in. Already then he was a dervish, and he felt different
from the crowd of his peers, even his equals, with whom he shared
the fate of warriors. He was united with them by the higher goal with
which he went to war, the defense of the faith, his social status, the
position he found himself in, a bit of an attacker, a bit of a victim,
depending on the luck, or rather lack thereof, of war. Everything else
distinguished him from them. In battle and in the truce, when his
fellow soldiers showed how much the war had influenced them to act
on their biological instincts and give in to them, Ahmed did not do
so. He befriended the blue-eyed six-year-old boy in an effort to spare
him the horrors of war, and in an attempt to spare himself from the
horrors that surrounded him, and against whom he did not raise his
voice, whom he chose to ignore, creating a parallel reality that may
have initially had the noble goal of protecting the boy from reality,
just as he protected himself for the next twenty years.

All he wanted then, besides defending his faith with a knife,
was to stand out in the reality he had created by attaching himself
to a boy who had been orphaned in the war and had no one but
Nuruddin. That orphan would play an important role in the play
Ahmed Nuruddin would play in front of the young man he had saved,
where it would be best seen why his mask is what it is, a mask, and
why the scene in which Nuruddin appears masked can be compared
to the “mousetrap” scene in a play. In the boy, Nuruddin first saw
himself, then his brother, and finally his son, perhaps the one at the
end of the novel. Mullah-Yusuf betrayed Harun. Nuruddin betrayed
Hassan. Mullah-Yusuf saved Hassan. Nuruddin saved no one. Least
of all himself.

Harsh weather conditions, cold and rain, fallen comrades, attacks
and defenses, that was war. Nuruddin was part of the collective, but he
tried to keep his distance from the others, and there were not many of
them, to create some kind of space for himself in which he would not
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share all the horrors of war life from which he could not physically
escape. He felt it was his duty to fight for Islam, even at that time
the “Islamist dogma™*® (Petrovi¢ 1981: 42) was too strong in him, he
was proud of being on the side of the orthodox, of protecting the will
of Allah, in which he had always believed alone, even when it required
the sacrifice of an individual life, always someone else’s.

The circumstances of war, the mud from the rain, the spring
that looked more like winter than there was anything springy about
it, the heat, the vast plain that served as a battlefield, croaking
frogs, mosquitoes, umbrellas that revealed the lowest instincts in
man, gambling and swearing, all this surrounded Nuruddin. He
shared the fate of those around him, trying to escape it, feeling all
the torment of his position. “It was a dog's life, which I led with
outward calm, in no way showing that it was hard for me [...]”**
(Selimovi¢ 2018a: 216).

Each of them individually was a pale, invisible shadow for
Nuruddin that he did not care about, an individual person did not
interest him, he did not want to establish contact with a single person,
with any of them.

The dervish is far away, filled with his own thoughts, he sits
and reads in the horrors of war, isolated in his spirituality, in what
he thinks is moral elevation, aware of his spiritual superiority. In
him was born

»At that time, i was struck by the strange, discouraging thought of
how a man who is spiritually more developed than others is in a
difficult situation, unless he is protected by his position, and the fear
that this position instills. Such a man becomes a loner: his standards
are different, useless to others but they set him apart™® (Selimovi¢
2018a: 217).

9 [...] islamisti¢ka dogma [...]” (Petrovi¢ 1981: 42).

400 [...] 6110 je TO macju XMBOT, KOjU caM ITPOBOAIO HAOKO MUPHO, HUYUM
He 1okasyjyhu ga mu je remko” (Cemumouh 2004: 218).

01 _[...] aynHa, obecxpabpyjyha Mucao fa je y TELUIKOM ITO/I0Kajy YOBjeK
KOjI je JYXOBHO PasBMjeHIjU Of IPYTUX, YKOMKO T'a HE INTUTH IIO/I0XKaj, ¥ CTPax
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His lack of care for the individual being is visible in his psycho-
logical structure. He is not interested in it as itself, as a being in itself,
but only and exclusively as a work of the collective, as a piece, not at
all as a whole. He felt nothing towards the man in himself, and the
collective pleased him. Nuruddin was already showing idolatry to-
wards Islam, which the collective he was a part of defended. Therefore,
it is not surprising that his later attitude, the attitude of a dervish in
peacetime conditions, that it is not a shame to sacrifice an individual
life if it will contribute to a higher goal.

He had no emotional connection with those with whom he
fought. He observed their dark sides, everything that he did not
approve of, that was painful to him, that he did not want to partic-
ipate in. From people who are aware that literally the next moment
they could lose their heads, the dervish seemed to expect some-
thing better, some behavior that is not inappropriate, some kind
of sublimity and decency. Already at the beginning of the second
part of the novel, we notice the problem that we have already drawn
attention to, which is the difference between his expectations and/
or ideals and the reality that does not meet these expectations and
ideals. The story of the war is a flashback that provides the basis for
understanding the dervish’s behavior later in the novel. He is always
a part, never one.

He is a dervish, a member of the Order that recognizes him as
his own as long as he submits to it, serves it, fulfills the function of a
member of the Order and contributes to its reputation. He is a servant
of ideology and religious doctrine. Then, he is a power, an authority in
a hierarchy in which there is again an authority that transcends him,
which he is obliged to serve. He is a member of a social community
who is offended by the disrespect he encounters among other members
of the community, who challenge the validity of his dervish title. He
is never himself, a man, an original, authentic being, an individual.

KOju Taj ION0XKaj faje. IlocTaje ycam/beHMK: BberoBa Cy Mjepua JpyK4mja, M HI-
KOMe He KOPICTe, a iera 13ABajajy” (Cemnmosuh 2004: 219).
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He does not know how to be that. In his relationship with the boy he
encountered in the midst of the chaos of war, an attempt at his hu-
manity is noticeable, but, as we will see in the novel, his relationship
with Mullah-Yusuf is far from humanity.

It seems that Hassan manages to awaken the human Jan Kot in
him, to teach him human emotions that do not hide any calculation,
no order from authority, but they exist to make us human, to show us
the way to freedom. Nuruddin is aware of the importance of Hassan’s
friendship not out of selfishness, but a friendship that touched in him
what he thought had long since disappeared, the memory of childhood
and of his mother. Nuruddin has memorized the surahs and verses of
the Holy Book, the principles of Allah from which he has not deviated,
but he has not learned the art of love.

That is why he failed in life, despite his title of which he was
proud, despite his calling, the self-love that he experienced as the most
important part of himself as a dervish, because it, in his dogmatically
colored opinion, deserved the respect of others and nourished his
self-respect. Nuruddin valued his own morality and the sublimity of
his thought above all else. By insisting on the general, on collectivity,
on the fact that a person is only valuable as part of a community, on
distancing himself from anything personal, individual, human, or
masculine, Nuruddin paved the way for his own loss in that same
world and the loss of the world within himself: “I has been general-
izing about the world so much that I began to lose my grasp of it™**
(Selimovi¢ 2018a: 218).

The way that Nuruddin found to separate himself, to isolate
himself from the reality that he perceived as torture, without showing
in any way that he was on the verge of tears because of the excessive
swearing, because he felt like he was part of the pack, and not the army
or what was left of it, because it exceeded the limit of his tolerance,
was to immerse himself in himself, in his thoughts and to intellectu-
ally alienate himself. This is the attitude of sheikh Nuruddin, who let

402 Tommko caM cBeT yomTasao a cam ra ryomo” (Cemmmosuh 2004: 219).
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things, ugly, immoral, cruel, pass him by because they did not touch
him personally, until they threatened him. The turn in himself that
the dervish makes as a result of his brother’s first imprisonment, and
then murder, shows his hypocrisy.

The dervish is passive. The dervish is silent. The dervish turns his
head. The dervish distances himself from his thoughts. The dervish
rebels against the inappropriate language. They laugh at him.

“Irarely triied to bring them to their senses. A few times thez ridiculed
me so cruelly (...) that, for their sake and mine, I gave up interfering in
what they did™® (Selimovi¢ 2018a: 217).

The dervish is offended, as when the musellim’s guard disfigured
him, disregarding his title, which the dervish took personally, as when
none of the townspeople protested his arrest, as when in front of the
musellim who had harmed him.

Ahmed Nuruddin utters a sentence that is the point of everything
he had said about standing out from the others, from whom only
his title separated him: “[...] I wanted to be different than the others,
because I was the same™* (Ibid: 219). Because, leaving aside the fas-
cination with religion and the attributes of Islam such as the dervish’s
title, how is he different from any soldier who, if he is not seen as part
of a collective, in which case he is a subject, is disgusted?

The constant moral existence on the border between two con-
tradictory possibilities is proof of Nuruddin’s moral immaturity. He
simply has not grown up to this and such a world, which is for him a
moral minefield, and suffering is a matter of the moment. The final
suffering is the sum of smaller sufferings. The dervish does not un-
derstand that a world based on dogma prevents him from accepting
a world that is everywhere outside the tekke, just as such a world is

05 ,PujeTko Kaji caM IIOKyIIaBao ha MX ypasymmuM. Hekonuko myra cy
Me TaKo CBUPEIO MCMMUjas [...] Te cam, 1 360r cebe 1 360T HBUX, OZYCTAO Of
ywmrama [...]” (Mciwo: 219).

404 [...] xTHo cam ma OypeM ApPyKuMju Of OCTAINX, 3aTO IITO cam Omo
uctu” (Mcino: 221).
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unable to understand the basic concepts of human existence such as
integrity, dignity, moral considerations and humanity. These are irrec-
oncilable opposites that the dervish tries to reconcile within himself,
but fails to do so because it is absurd. The resolution of the moral
inner conflict is a commitment. That is why the act of Nuruddin’s
personal drama is rebellion.

Ahmed Nuruddin is a dogmatist, a slave to Islamic exegesis,
ideologically passionate, with such a well-learned Koran that he can
engage in a duel of sacred words with the ruler, who knows it just
as well, and come out as a loser, because the kadi uses parts of the
Holy Book selectively, so as to serve his interests, and Nuruddin is
unaccustomed to relativizing the Koran in the name of vile political
practices. Besides, he is no different from the political champions
of Kasabali, as will be shown in the second part of the novel. All
the answers are found in the Holy Book. It is the measure of com-
fort and truth. His life flows peacefully, like a river, in the truths in
which he has been taught to believe as if there were nothing else
in the world. And what is not according to the standards of Islam
should be attacked with all its might, in the name of the Koran,
in the name of religion, in the name of faith that shapes human
behavior, laws, moral scruples, nobility, and justifies and explains
the absence of the same.

In the dervish, as in the Machiavellian epigones of power,
identification with title and rank has taken precedence over Ahmed
Nuruddin, the man. That alone makes him the same as those he hates.
The man in him has ceased to exist. He has retreated into the dark
corners of the being of a spiritual dignitary and allowed that other,
religiously fanatic member of the dervish order, a failed man, to take
hold within him.

The one who provides comfort to believers in hours when turning
to Allah is the only way to endure. They come to him for big, strong
words. The dervish is pious, and that is only at the beginning of the
novel, and Nietzsche says that “piety is the most wonderful mask of
the life instinct! Devotion to a perfect world of dreams, to which the
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highest ethical wisdom is bestowed!” An escape from the truth so
that it can be worshipped from a distance, from afar and shrouded
in clouds™® (Nietzsche 1998: 74). He is completely convinced that
there is nothing else in him that can be turned to anything other than
religion. His strength of faith is him. And it is nothing else. Ahmed
Nuruddin? No. Not Ahmed Nuruddin, but a dervish, a bearer of a
social title, a sheikh of a tekke, an orthodox warrior who cuts with his
sword in the name of Allah and the Holy Book and what is written in it.
One who acts in the name of rules and regulations, general, collective
and impersonal, because in this way, by distancing oneself from the
personal and human, responsibility is reduced and the need for moral
determination is anesthetized. Almost superior to all others because
of his day and night, absolute service to religion that has separated
him from everything and everyone.

One who believes in providence, in the order of the world
preached by the Koran, convinced of the correctness and indubita-
bility of the words that Mullah-Yusuf writes in cursive. A defender of
the heavenly law and system who does not know the individual man.
An intellectual who looks into something bigger, further and more
important than reality. Deprived of the need to participate in life. Not
to live. He lives death. But to participate. Completely immersed in the
faith in which he finds comfort, and which is a substitute for a real,
meaningful life filled with love. Ahmed Nuruddin, sheikh of the tekke,
dervish, “[...] spirit, nurtured in the intellectual permeation of Islamic
religion and oriental fatalism...”*® (Palavestra u: Popovi¢ 1988: 84) He
is also a loser because he renounced love for the one who may have
given birth to his son, because he exchanged blood for like-minded
people, indebted to himself, whom he deadened and forgot, to the one

05 ,poboznost — naj¢udesnija maska Zivotnog nagona! Predanost jednom

savr§enom svetu sna, kojem se podaruje najvisa eticka mudrost! Bekstvo od
istine da bi mogla da se obozava sa odstojanja, iz daljine i obavijena oblacima”
(Nice 1998: 74).

406 [...] duh odnegovan u intelektualnom prozimanju islamske religije i
orijentalnog fatalizma”.. (Palavestra u: Popovi¢ 1988: 84).
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who will never be because he does not have the courage to become
such, and who will catch up with him in the garden of the tekke and
respond to the name Is-haq. Completely immersed in the faith in
which he finds comfort, and which is “[...] obedience of rules [...]”%"’
(Selimovi¢ 2018a: 124), a substitute for a real, meaningful life filled
with love.

Ahmed Nuruddin, sheikh of the tekke, dervish, loser. Because
he renounced his love for the one who might have given birth to his
son, for the blood he replaced with like-minded people, for himself,
whom he killed and forgot, left behind, and who will join him in the
garden of the tekke and respond to the name Is-hagq, for others, because
they are different, because they are shenluche. In his glass bell in the
shape of a tekke, there is nothing but absolute surrender to the Koran.
The tekke, “[...] knows serets that I have never revealed to anyone,
that I have hidden even from myself”**® (Ibid: 23) is the Great Wall
of China behind which he retreats because he is not up to the fight
against the dangers that life reinvents every day. It is easier to fight
windmills. Then even defeat can be heroic. It often is. Incompetence in
anything personal because “Personal matters were too subtle, murky,
and vain; we were to keep them to ourselves if we could not surpress
them entirely™” (Ibid: 66).

Universal principles such as justice and fairness in the dervish’s
idolatrous mind of dogma are not tied to man as an individual, but
exclusively to the Koran, the Order and the dogma. Nuruddin iden-
tifies himself with his calling, title, the public function he performs
so much that his humanity is immersed in it. Because he neglects
the principle above individual existence, above man, he is alienated
from others, but his alienation is in fact alienation from himself.

407 [...] cnujemna sarmypenoct y mpasuo [...]” (Cemmnmosuh 2004: 122).

408 _[...] mTO 3Ha MOje TajHe KOje HUKOMe HUCaM Ka3UBao, Koje caM Kp1o
u og, cebe” (Mcinio: 15).

409 IMYHe CTBApU Cy CyBUIIIe TAHAHE, CyBUIIIE MyTHe, HEKOPICHe, 1 Tpeda
UX OCTaBUTHM ceOM ako He MokeMo jja ux yryummo” (Ibid: 125).
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A worshipper of justice, and he himself has imagined what jus-
tice is. And what it is not. And what injustice is. A spokesman for the
Koranic truths. Loyal to God’s plan to the point of absurdity. “I really
thought that the will of God was the supreme law, that eternity was
the measure of our deeds, and that the faith was more important”°
(Selimovi¢ 2018a: 124). Guardian of dogma. Devoted to a life in
accordance with principles to the core. Member of a religious order.
Subject. Subordinate. Representative of God’s will. He wrapped him-
self in it like a skin. Over time, it became that. His robe. A mask that
hides not an ugly, but a human face. An ascetic who did not bury
his dead, but his living. The one who destroyed the bridge between
himself and his blood. A fugitive. From himself. And from others.
Accustomed to solitude. His Ophelia has no name and did not kill
herself but got married.

He is disturbed by sensuality. A being that exists somewhere
behind the mask is afraid of the beauty of the lady’s hands. Masculine
discourse loses to the dogmatic. Because before her he is not a man,
not even a man who once, once belonged to someone, but a dervish,
a sheikh of a tekke, always at a safe distance from the sensual, which
is not dead in him, it is only subordinated to his calling, which is seen
in the scene with the teapot. His dervish light does not dim even be-
fore the sensual fullness of the St. George’s night that tempts to lust.
The sensuality of the dervish fills him with restlessness. He is not a
person. He is an exponent of order. Apart from whom he has noth-
ing, because he never had any, a poor peasant child who could boast
of nothing, neither wealth nor reputation. Poverty made him yearn
for recognition, power, and status, which he tried to ask for through
Ajni, the effendi’s widow, seeking her hand in marriage, aware that in
a world divided into dominants and those dominated by dominants,
only the strongest have anything to hope for. That is why he valued
the dervish title so much that he transformed himself into it.

410 3amcra MUCIMM fia je 60>Kja Bo/ba BPXOBHI 3aKOH, /1 je Bje4HOCT Mepa
HallleT Jie/IoBakba 1 J1a je Bjepa BakKHUja off 4oBeka™ (Ibid: 122).

327

Prelom - M T - KNJIGA.indd 327 22-Jul-25 19:55:11



MARIJA S. TERZIC

He lived in a world bounded by strict rules outside of which
everything was forbidden. Starting with falling in love. He looked
at freedom with suspicion, fearing it. Sensitive to humiliation. Sep-
arated from people, alienated from himself, a servant of the god he
believed in, whom he built a pedestal for within himself and raised
above everything that had ever existed: parental affection, broth-
erly closeness, love ecstasy, individuality. The sheikh of a tekke far
enough from the city that life did not flourish at its gates. Spending
his life in prayer, Ahmed Nuruddin tried to escape the bitterness of
his own wounds.

Who is Ahmed Nuruddin? Or, better yet, what is Ahmed Nurud-
din? He is “the dervish Ahmed Nurudin, light of faith, the sheikh of
a tekke [...], preacher and scholar, foundation and roof of the tekke,
glory of the kasaba master of the world™*" (Selimovi¢ 2018a: 196). It
is about the multiplicity of identities that make up Ahmed Nuruddin.
His contradiction is what makes him a Nietzschean subject (Puri¢
1997:97). It is about his psychological division due to the plurality of
identities. These are the personal identity of a man, son and brother,
and the socially constructed identity of a dervish. The irreconcilable
relationship between them best illustrates the human failing of Ahmed
Nuruddin, who makes a distinction between himself as a man and
himself as a dervish, not only in the situation with Harun, but also in
the one with Is-haq. The identity of a dervish is based on his ethical
correctness. As a dervish, Ahmed Nuruddin believes that he is, above
all, moral.

Being morally unblemished is the requirement by which Ahmed
Nuruddin evaluates his actions. In relation to how an act in terms of
action or conduct, his own or that of another, will reflect on him, on
him as a dervish, the sheikh of the tekke, he took an attitude towards
that act. Moral correctness had more weight for him than anything
else. In his perception of himself, the dervish was a beacon of perfect

41 nmepsumr Axmen, Hypynun, cBjerno Bjepe, miejx Texkuje [...] Baus n

ydemaK, KPOB I TeMe/b TeKHje, claBa Kacabe, rocriogap cujera’ (Cenmmmosuh
2004: 199).
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morality. No shadow was allowed to fall on that part of his personal-
ity. And he thought that it had fallen thanks to the act of his brother
Harun, for which, as Nuruddin believes, he was imprisoned. When he
heard this, he was not worried about his brother, or even himself, but
about his reputation. He wanted less to know what Harun had done,
and more why Harun had done it to him. This prompted him to think
about his brother’s actions through the prism of his evaluation of the
moral side of his personality, full of:

“[...] restlesness full of black foreboding, that drove me to think
about my imprisoned brother will bilious anger: Why had he done
this to me. [...] Yes, he is my brother, but this is precisely where
the difficulty lies; he’s cast a shadow on me as well”** (Selimovi¢
2018a: 81).

The foundation of the dervish’s submission to Islamism is his
identification of himself as a dervish instead of as a man, a brother, and
at the heart of this identification and the dervish side of his personality
lies sinful moral self-love. His morality consists of unquestioning loy-
alty to “Islamist dogma” (Petrovi¢ 1981: 42). First of all, nothing calls
his obedience into question. There is no temptation to test how much
his faith is truly faith. Nuruddin is a dervish, the dervish is Nuruddin.
He did not want to stain his conscience with sin, not because he was
an exemplary and devoted believer, but because it would be a blow to
his vanity. The dervish was concerned not only with his reputation in
his own eyes, but also with that of the community, which Nuruddin
intuitively felt was shaken by Harun’s actions:

As a dervish, he confidently wielded “Islamic dogma” (Petrovi¢
1981: 42). It was his shortcut to peace. The Holy Book symbolically
represented the boundary between two worlds - the real one, outside,
from which he shunned, with which he wanted nothing to do, and

412 [...] oBOT HecHOKOjcTBa ITYHOT LpHE CAYTHe, LITO Me HATOHWIO Ja
3eJIEHOM CpII6OM MMCIMM Ha 3aTBOPEHOr OpaTa: 3allTO MM je TO YUMHHO. |...]
Ia, 6pat mMu je, ayu 6ar 3aTo je Tenko, 1 Ha MeHe je 6aryo cjeky” (Cenmmnmonuh
2004: 76).
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the world of Islamic doctrine that he felt was his own. That world was
his comfort zone, sufficient space for his intellectual capacity limited
by Islam. The dervish was quite content in his conformism limited
by Islam:

In a world in which the Holy Book was not the measure of all
things, he felt threatened. That is why he needed protection from
everything demonic that lurks outside the framework of Islamic exe-
gesis, in which he could (not) participate in life from a safe distance,
in which he could retreat to the solitude of the dervish tekke, which
he calls his space, that “[...] was mine, mine according to reason and
conscience”!® (Selimovi¢ 2018a: 72).

The dervish is determined not to let the man in him prevail. His
goal was to preserve his dervishism, his faith, his service to Islamic
doctrine, his resting place: [...] and that was exactly what I had wanted
to avoid; I did not want to lose my bearings or to change my point
of view, because I would cease to be what I had been™'* (Ibid). Not
who, but what I am.

These words of the sheikh of the tekke confirm that he identified
himself with his function, his socially constructed identity. Ahmed
identified with his title. The answer to the question, “Who are you?”
addressed to Ahmed Nuruddin in the novel is never just Ahmed
Nuruddin, but always Ahmed Nuruddin, dervish, Ahmed Nuruddin,
sheikh of the tekke, Ahmed Nuruddin, “Light of Faith” (Selimovi¢
2018a: 20).

It would have been a bright moment of triumph of man over the
dervish if he had done it of his own free will, overwhelmed by brotherly
concern in the name of love for Harun. But, since it is a question of
his father’s request, of a task imposed on him, just as it was imposed
on Hamlet, in the name of love and obedience to his father’s shadow.
Nuruddin says of that task: “[...] [...] burdened by the duty that I had

413 [...] koje je Moje, Moje 10 pasymy u casjectu’ (Vcitio: 66).
44 [...] 6baur To HucaM XTHO, HM fia Ce TIOMjepyUM M3 JIOKUINTA, HU fIa

MIfjerbaM yrao I7Ieflarba, jep He 6ux 6110 Buiie mto caM |[...]” (Cennmosuh 2004:
66).
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accepted out of consideration, without knowing how to perform
it, oppressed by the careless words that he had blurted in sorrow™*"
(Ibid: 80), the dervish did not reach that moment.

With each emphasis on himself as a sheikh, he distanced him-
self from the man within him until he buried that man alive within
himself. No, he did not bury him. Ahmed, the man, was there. His
heart beat in Nuruddin’s body, with the same rhythm as Nuruddin’s
heart in Ahmed’s body.

Ahmed Nuruddin is a dancer on a tightrope that, with its
subtlety, separates two worlds: the world that actually exists, the
material world of concrete experiences, the physical matrix of re-
ality, and the world he has built in his head - the world of Islam - a
proud wall (Ibid: 80) It is a magnificent building whose foundations
go back to the postulates of the dervish order and the faith of Allah,
a symbol of a world bounded by rules that are unquestionable and
above every individuality. They prevail over every individual ex-
perience, no matter how human it may be. Calligraphically written
dogmatic words serve to pronounce and to hide behind. It is a world
whose borders end within the walls of the tekke, behind which dwell
people suckled by the milk of dogma. Having accepted dogma as
the only truth, they are unprepared for reality, helpless in the real
world teeming with tragic truths that they are not prepared to face
because they are opposed to the general, collective principles of
Islamic exegesis.

The dervish vacillates between two possibilities: that the tragic
situations that occur on the other side of the tekke threshold are an
exception to the rule, which soothes his conscience, and that they
are not, which deeply disturbs him, making him color-blind in a
world made of shades. The deep hurt caused by his brother’s death
releases within him the juices of evil that overwhelm him with their
terror. He is, after all, a man who believed in law and order, who

45 [...] mox TeperoM obaBese Kojy cam Ipeyseo 13 063upa, He 3Hajyhn

KaKo JIa je M3BPIINM, IPUTUCHYT HEONPE3HOM pHMjedjy IITO je oIy M3MaKJIa y
tysu” (Mciwo: 75).
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surrenders himself to prayer, to words learned by heart, rehearsed
through countless repetitions that neither his head nor his heart had
ever suspected before. For why should he? Ensconced in dogma, the
dervish unhinderedly surrendered to his calling, daily strengthening
the function of the dervish within him. A man did not concern him.

Every individuality must be destroyed and adapted to the general
and collective, because in doing so, everything personal, human, is
hidden, masked, which threatens to swallow the sand from under what
that sand is the foundation of in an instant. There is only drowning
in quasi-responsibility because the price of responsibility could be,
and most often is, too high for someone who, like Nuruddin, suffers
from a lack of self in his own being.

Harun’s death stirred up the sea on whose shores Ahmed
Nuruddin had built a solid wall for himself during his lifetime. That
sea was far enough away that, after hours of contemplation and
immersion in the Holy Book, the vista from a height looked down
on him with the dignity of religious authority. Through endless
contemplations, he distanced himself from the essence of everyday
life: doing. Every doing involves danger. That is why it is always
safer to be in the middle, strictly taking care that at no time does
the weight tip over to one of the sides. The position of neutrality
is an excellent alibi in front of itself. The eternal dead sea does not
threaten it because it is dead. Until the weight tips over to the side
on which, half-barefoot, Is-haq stands.

Ahmed Nuruddin is unanchored. He dances on a tightrope
that, with its subtlety, separates the worlds: the real world, the world
that he believed was governed by law, until he realized that the
main word in such (and any other) reality is held by power, whose
strength rests on the force and solidarity of all those involved in
such an apparatus of power, which Ahmed Nuruddin encounters
for the first time when he goes to the musellim, through the attitude
of the guard who unequivocally shows the dervish his place in such
a world, and the world that he has built in his head - a brick in the
sand (Milosevi¢ 1978: 175)
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It is a magnificent building whose foundations are the postu-
lates of the dervish order and the faith of Allah, a world limited by
the rules of dogma that are above every detail, that erase individu-
ality as a category, thereby stifling personal autonomy, free will and
independence of the individual. Generic words from holy books are
an impenetrable screen and serve to hide behind them. They have
the form of a form, but not the essence. And dogma, like revolution,
eats its children.

This is a world whose borders are the walls of the tekke. Behind
them, people fed the same religious ideology retreat from opening
their eyes to which the other, real world forces them, in which they
feel helpless because it contradicts what they have been indoctrinated
to believe. Accepting dogma as the absolute truth, the only and un-
deniable, they experience everything that contradicts it as a challenge
and temptation of their faith and their own beliefs. The world outside
the tekke is full of truths that they are not ready to face because they
contradict the teachings of the Koran, thus subjecting what should
not be questioned to scrutiny.

It is inevitable that the dervish encounters situations outside the
walls of the tekke. Then he considers whether they are the exception
to the rule, which would mean that the system based on the law is
functioning, thereby reassuring himself and depriving himself of all
responsibility, or whether they are not, which deeply disturbs him and
makes him a moral color-blind man who survives partially and in a
world made of nuances.

The misfortune of his own brother’s death sowed the seeds of
evil in him. A personal tragedy served Selimovi¢ as the thematic
backbone of his most famous novel. That seed sprouted and flooded
him with its poison. Its name is hatred. He is a man who believed in
the law and the dervish order because, before Harun’s death, nothing
had touched him personally, nothing in him had been shaken to the
core, and he could live unhindered, one day at a time, immersed in
holy books, endlessly analyzing people and situations, but never him-
self, surrendered to prayers that for him, however, were just words, a
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text learned by heart and rehearsed with colorless reproductions that
neither his head nor his heart had ever suspected before. The dervish
is unaccustomed to introspection and alienated from himself, with-
drawn into his isolation, philosophical approach to life, and seemingly
morally superior attitude.

Shrouded in dogma, the dervish freely surrendered to his in-
tellectual radicalism, daily strengthening the function of the dervish
within him. He does not care for the man within himself, for his father,
brother, friend, which he confirms with his deeds. And, even more so,
with his deeds.

There is only the general, the collective, every individuality should
be destroyed and adapted to the general, because this nullifies everything
human: dilemmas, doubts, pains, moral values, metaphorical water that
threatens to swallow the sand from under the wall in an instant.

Blind faith in the law and holy books minimizes the possibility
of taking responsibility and chooses “fate” as something that cannot
and does not make sense to fight against. There is only quasi-respon-
sibility because the price of responsibility could be, and most often
is, too high for someone who suffers from a lack of self and an excess
of the general law.

“If the general dominates over the individual, if nothing can be done
without the will of Allah, then any behavior that would forcefully accel-
erate the inevitable is pointless and provocative™!¢ (Petrovi¢ 1981: 27).

However, Harun’s death stirred up the sea on whose shores
Ahmed Nuruddin had built a sandcastle for himself during his lifetime.
That sea was far enough away that, after hours of contemplation and
immersion in the letters of the Koran, he would observe him from
the height of the sandcastle with the dignity of a religious authority,
a small man who had forgotten that he was small (Selimovi¢ 2018a:
85), whom a guard would remind of it.

416 ,Ako opste dominira nad pojedina¢nim, ako nista ne moze biti uci-

njeno bez Alahove volje, onda je bespredmetno i izazovno svako ponasanje koje
bi da silom ubrza neumitnost” (Petrovi¢ 1981: 27).
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Through endless contemplation, the dervish distanced himself
from doing because every action represented a potential danger. It is
always safer to be in the middle, between being and not being, doing
and being and doing and not doing, an unlucky weight on the scale
that must not tip to either side because the position of moral neutrality
is an excellent alibi in front of itself. The eternal dead sea does not
threaten the wall because it is — dead.

“Life is larger than any principle. Morality is an idea, but life is
what we live”*” (Selimovi¢ 2018a: 118).
as an engagement, which “[...] is more a moral, human, than a political
obligation” (Selimovi¢ 1983: 272).

The constant moral existence on the border is proof of Nurud-
din’s moral immaturity. He simply did not grow up to thatand such a
world, which is for him a moral minefield, and suffering is a matter of
the moment. The final suffering is the sum of smaller sufferings. The
dervish does not understand that a world based on dogma prevents
him from accepting a world that is everywhere outside the tekke,
just as such a world is unable to understand the basic concepts of
human existence such as integrity, dignity, moral considerations and
humanity. These are irreconcilable opposites that the dervish tries
to reconcile within himself, but fails to do so because it is absurd.

Trying in this way is tantamount to Sisyphus pushing a stone
up a hill.

“Nuruddin’s moral immaturity is reflected in this refusal to approach
the world in which only real issues can be resolved. But Nuruddin is
not yet capable of crossing the line that separates the material from the
spiritual, act from thought, intention from action. In order to achieve
this, he must deeply transform himself ““¥ (Petrovi¢ 1981:17).

47 _Mopai, mehyTum, Huje MuCIeHa KaTeropumja; MOpaja je >KMBOTHA

kateropuja. OH IOCTOj1 caMo Kao feso, kao ofnyka” (Cennmosuh 2004: 17)
»[...] je vise moralna, ljudska, nego politicka obaveza” (Selimovi¢
1983: 272).
48 Moralna nezrelost Nurudinova ogleda se u tom odbijanju da se
priblizi svetu u kojem se jedino i mogu re$avati stvarna pitanja. Ali Nurudin
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The resolution of the moral internal conflict is a decision. The
first act of Nuruddin’s personal drama is rebellion.

Although at first Nuruddin’s motives were pure and human, to
save Harun, his own blood, to be a man, a son and a brother, Ahmed
deviated from that path and plunged into the dirty paths of revenge and
the struggle for political power, becoming part of the real world from
which he had always fled into the peace of the tekke and a spiritual way
oflife that excluded any participation in the outside world and lulled him
into a sense of personal security. The dervish surrenders to postponing
decision-making so that he would not have to face the consequences.

But first, he must come down from his dervish pedestal and be-
come a man who begs for mercy from those who have no mercy and
who wait for the opportunity to enjoy the humiliation of the one who
for so long and so strongly wanted to pass by him what has no direct
connection with him (Selimovi¢ 2018a: 26), isolated on the balcony
of his dogmatic sand castle, morally superiorly assessing both worlds
through the dervish telescope.

After visiting the musellim, however, “a dilemma begins in
Nuruddin’s consciousness that has this form: one of these worlds is
false™! (Petrovic¢ 1981: 34).

The question arises which one. Were the hours of (self-)isolation
in the dervish tekke spent in peace over books and the secrets of faith
just a defense against what the dervish did not want to see? Or is what
he saw outside just a random set of unfortunate circumstances, the
devil's Bermuda Triangle, testing the dervish’s faith and self-respect
for the sake of strengthening them? The answer could force one of
them, either Ahmed Nuruddin or the sheikh of the Mevlevi tekke, to
question, to doubt, which is the root of the latter’s actions, and the
former the root of gaining independence.

jo$ nije sposoban da prekoraci liniju koja odvaja materijalno od duhovnog,
¢in od misli, nameru od akcije. Da bi to postigao, on mora da se duboko
preobrazi”(Petrovi¢ 1981: 17).

49 _u Nurudinovoj svesti zacinje se dilema koja ima ovaj vid: jedan od
ovih svetova je lazan” (Petrovi¢ 1981: 34).
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Nuruddin is torn between these two possibilities, divided again,
between two possibilities that cancel each other out. This question
sharpens the internal conflict within him because for the first time he
has allowed himself to ask the question at all. Nuruddin has already
rebelled, at least in thought.

“If the musellim is just an accident, if his cruelty is an exception in an
otherwise harmonical reality, his faith and peace are saved and secured
for along time; but if he is not an accident but an expression of a system
of relations, then Nuruddin’s faith and a hard path of prayer are just an
illusion and spiritual blindness“* (Petrovi¢ 1981: 34)

Ahmed Nuruddin is unaccustomed to a world in which the
Koran does not provide answers to all questions and comfort in every
suffering, a world devoid of the humanity that exists in the dervish
world at least in the sacred words that regulate the world as it should
be, not as it is. In that world, he is a religious authority, at the top of
the social ladder, on the basis of which he believes that he has rights
that do not belong to him in the real world, because that world and
the dervish have very different standards.

“Nuruddin’s consciousness is inhibited by confusing knowledge. Is
all this a coincidence, an incident caused by the matrix of reality, or
is it a system of relations to which he has been blind and deaf all his
life?”**! (Ibid.)

The duality of worlds is present in this way in Death and the
Dervish, and not only in the connection between the worlds of the
living and the dead, as in Hamlet.

#20 _Ako je muselim samo slucajnost, ako je njegova surovost izuzetak
u inace skladnom poretku stvarnosti, njegova vera i mir su sa¢uvani i trajno
obezbedeni; ali ako muselim nije slu¢ajnost nego izraz jednog sistema odnosa,
onda su Nurudinova vera i tvrda staza molitve samo iluzija i duhovno slepilo”
(Petrovic¢ 1981: 34).

#2! Nurudinova svest je inhibirana zbunjuju¢im saznanjima. Je li sve to
slu¢ajnost, incident izazvan maticom stvarnosti ili je posredi sistem odnosa za
koji je on bio slep i gluh celog zivota?” (Mcitio).
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The world treats Nuruddin not just like any other dervish, but like
anyone else, which Ahmed finds unprepared to accept because in his
microworld he is the sheikh of the tekke and that carries weight. Perhaps
in a world that would be based on justice and law;, but in one that is based
on repression, this is not the case. Ahmed Nuruddin does not see this until
he visits the musellim and what he only experiences as a verbal clash with
the guard who indifferently throws reality in his face. Namely,

“addressing the guard, Nuruddin counts on a hierarchy that comes
from social prestige; answering him insolently and ignoring him, the
guard counts on a hierarchy that rests on power and force™*** (Petrovi¢
1981: 30).

The dervish sees here the difference between two worlds that
exist in parallel, but do not touch each other. The hand of one of these
two worlds, the world of power, personified in Ajni-effendi, wrote the
order for Harun’s imprisonment (Selimovi¢ 2018: 26).

And Nuruddin, who lost him, will become one of them. A man
for whom honor came first will become a mindless avenger and thereby
seal his moral downfall. In a circle of violence, the victim will become
the executioner. What Ahmed Nuruddin cannot understand is that
the guard’s attitude towards him is not personal.

“There is not a single bit of personal color in his attitude towards
Nuruddin; on the contrary, he only expresses prerogatives essential to
the essence of power™*? (Petrovi¢ 1981: 30).

In this way, power makes it known that it is itself an authority
and that its decisions are motivated by far dirtier motives than those
to which the dervish is accustomed in the peace of his tekke, and that
its decisions are the law above the law.

422 obracajudi se strazaru, Nurudin racuna na hijerarhiju koja potice od

drustvenog ugleda; odgovaraju¢i mu drsko i zanemarujuci ga, strazar racuna na
hijerarhiju koja koja po¢iva na mo¢i i sili” (Petrovi¢ 1981: 30).

43 U njegovom odnosu prema Nuruddinu nema ni truni line boje; na-
protiv, on samo iskazuje prerogative bitne za sustinu vlasti” (Petrovi¢ 1981: 30).
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The only thing left for any member of society is unquestioning
respect for these decisions and the absence of thoughts of rebellion,
because such will be cruelly drowned in prison or suffocated by ca-
tul-ferman. It is a ruthless mechanism of intimidation and repression
that is based on insisting on the obedience of individuals, and not
on the law, as the dervish naively believed. Harun was imprisoned
because he exposed the uses of power. He was innocently guilty and
yet killed because he knew what the government did not want him
to know. His sacrifice is all the greater, and the dervish’s efforts to ask
about him are all the more absurd because at that moment he had
already been executed.
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7. DIONYSIAN AND APOLLONIAN
ELEMENTS IN HAMLET AND
DEATH AND THE DERVISH

Nietzsche’s preoccupation is Hellenic art, the art of the Hellenic
people. The key concept that defines and decisively determines his
understanding of it is unity. But unity of what? The unity of two types
of art, two creative impulses from which these two types of art arise,
one of which is Apollonian, while the other is Dionysian (Puri¢ in:
Nietzche 1998: 8). Both of these principles have their roots in Hellen-
ic history, since Apollo and Dionysus, after whose names these two
principles are named, are gods belonging to the Hellenic pantheon.
“The deities Apollo and Dionysus have a very great significance for
the philosophy of Friedrich Nietzsche — He is the creator of a system
based on these two deities. Within this system, they are more than
mere gods™** (Terzi¢ 2023v: 498).

What Nietzsche insists on is their unity despite their individual
differences. He claims that although mutually opposed, these two
principles, tenets, and deities cannot be, cannot be resolved into sep-
arate opposites, but rather should be viewed as a unity, in their mutual
interaction from which, according to Nietzsche, artistic creation arises
(Puri¢ in: Nietzsche 1998: 11). Nietzsche says that: “It is not a ques-
tion of tragedy as a poetic form [...]. It is also a question of tragedy as

4 BokancTBa AnonoH n Jluonnc sa ¢unosodujy Opuapuxa Hudea
uMajy BeoMa BelmKy 3Hadaj — OH je TBopal] cucTeMa KOji ce TeMe/b) Ha OBa
1iBa 60)KaHCTBA. Y OKBMPY TOT CCTeMa OHa Cy Bulie off mykux 6orosa” (Tepsnh
2023B: 498).

341

Prelom - M T - KNJIGA.indd 341 22-Jul-25 19:55:11



MARIJA S. TERZIC

a harmonious union of the Apollonian and Dionysian elements”*
(Ibid). We find the harmony of these two elements in Hamlet. It is
hidden in his reconciliation with death. In Nuruddin, the thirst for
life remains. The two elements in him are not harmoniously united.
They are disjointed, contradictory.

In this unity of contradictions, in the unity of irreconcilable
extremes, there is a confluence, a core in which the work of art is
hidden. Nietzsche seeks to prove that ancient tragedy grows out of
the union of the Apollonian and Dionysian principles (principles) and
that precisely because both act to restrain the other in its dissolute full-
ness and thus represent a counterbalance to each other on imaginary
scales that strive for perfect balance. Balance is harmony, agreement,
coincidence, a sign of equality between two scales, two weights that
would otherwise weigh to one side or the other, disrupting the balance.
“The hub of the antinomy of these two deities is the phenomenon of
measure”*® (Terzi¢ 2023v: 500). By exceeding it, the balance in the
minds of Hamlet and Ahmed Nuruddin is disturbed.

One side is dominant over the other. One of these sides is “em-
pirical apperception” (Mili¢ 2000: 35), and the other is “transcendental
apperception” (Ibid: 36), which is the embodiment of internalized
principles of externally imposed authority that exerts a profound in-
fluence on the consciousness of the subject, shaped and conditioned by
ideology. These are Apollo and Dionysus, the Apollonian and Diony-
sian, the unity of what cannot be reconciled, the reconciliation of the
irreconcilable, like ice cubes that do not melt in the flame, but water
extinguishes some sparks so that the fire that has broken out does not
flare up, but becomes fire that warms the ice. The two, united, create
art. It is born from their agreement, like Athena from Zeus’s head,
not Apollonian or Dionysian, but Apollonian and Dionysian, because

5 ,Huje ped o Tparemuju Kao mecHu4koM o6muky [..]. Ped je um o
Tparefyju Kao XapMOHMYHOM CIIOjy AIIOJIOHCKOT M [MOHWCKOT eleMeHTa’
(Mcro).

426 YBopuiITe aHTMHMMUYHOCTM OBa ABa OOXAaHCTBa jecTe (eHOMEH
mepe” (Tepsuh 20238: 500).
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»both Apollonian art, which hides the essence of what exists from us
with its veil, and Dionysian art, which reveals to us the true nature of
things, have an equally healing effect on man** (Milo$evi¢ 2009: 443).

Both are Nietzschean subjects and tragic heroes whose tragedy
lies in their internal division. What is outside is not identical to what
is inside. In the Nietzschean terminology of masking, concepts that
stand in opposition to each other as binary oppositions prevail, the
main one being that between

»[...] essence and its manifestation, inner and outer, about the rela-
tionship between the thing in itself and the appearance** (Vattimo
2011: 14).

Essence, that is the content of essences, the core. Form, that is
the external representation, the representation before others, in a
social context.

In the examples of Hamlet and Ahmed Nuruddin, this means
that, in order for them to be complete heroes in a psychological sense,
for their “T” to be indivisible and unique, there must be a correspond-
ence between their being and their social representation, between what
they think, say, and do, between their authentic personality and their
calling, public function, their empirical apperception (Mili¢ 2000:
35) and transcendental apperception (Ibid: 36). These two “I” should
coincide, and not be in a relationship of contradiction that leads to
the splitting of being.

They are divided within themselves. There is a split between
what they are in themselves, what they think they are, and what they
pretend to be, consciously or unconsciously. In Hamlet it is conscious,
because he is acting crazy, while in the dervish Nuruddin it is not at

27 .U aIllOJIOHCKA YMETHOCT, KOja HaM CBOjUM BE€JIOM CKpUBa CYLITHHY
nocTojeher, 1 [MOHMCKA YMETHOCT, KOja HAM OTKPMBA IIPaBy IIPUPORY CTBAPH,
jeIHAKO JIEKOBUTO Jenyjy Ha doBeka” (Muomesuh 2009: 443).

428 [...] sustine i njene manifestacije, unutrasnjeg i spoljasnjeg, o odnosu
izmedu stvari po sebi i pojave” (Vatimo 2011: 14).
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tirst. This gap between essence and what it is not, its mimicry, is what
Nietzsche defined as a mask. He also calls it the principle of masking
or disguise. The being of Hamlet and Ahmed Nuruddin is divided into
empirical experience and a transcendence that is grounded in ideology
and idealism as understood by Louis Althusser. It is crucified between
two contradictory realities. Being and mask are in an interdependent
relationship of concealment and revelation.

The German philosopher was concerned with and was particu-
larly impressed by the god Dionysus. He carries with him an excessive,
heightened affective intensity and a high degree of excitement thanks
to which he transforms, changes his form and falls into the abyss,
whereby he does not glorify the destruction of himself and disap-
pearance, but according to Nietzsche, he presents joy as an integral
element of that disappearance, which, according to Nietzsche, is “...]
the eternal joy of existence - that joy that also contains within itself
the joy of decay”**’ (Duri¢ in: Nietzsche 1998: 7).

We will be particularly interested in the comparison of Diony-
sus and Hamlet as a Dionysian man whose similarity, according to
Nietzsche, is based on the Dionysian state whose building elements
are lethargy and disgust (Nietzsche 2003: 39). We will also be inter-
ested in the dark side of the world, reality, the affective excess that
we observe in Hamlet’s acting of madness as well as in Nuruddin’s
passion of hatred.

Apollo is the deity who was supposed to protect Helen from
gaining Dionysian insight (Mili¢ 2000: 135), just as dervishism
protected Nuruddin from reality. For gaining that insight is the cor-
nerstone of participation in the real world and, consequently, taking
sides, attitudes, ethical determination at the expense of a position of
neutrality and perpetual ethical indeterminacy. We can connect him
with Ahmed Nuruddin’s dream world, with his dervishism, as well
as with his understanding of performing the duty of a judge, which is

49 [...] ve¢na radost postojanja — ona radost koja u sebi sadrzi i radost u
propadanju” (Puri¢ u: Nice 1998: 7).

344

Prelom - M T - KNJIGA.indd 344 22-Jul-25 19:55:11



THE NEW HISTORICIST PARALLELS OF HAMLET AND DEATH AND THE DERVISH

based on the illusion that he will only respond to the law in his own
conscience by performing that duty.

The higher truth for him is “Islamist dogma” (Petrovi¢ 1981: 42).
It is an Islamist dogma, a dogma of Islamic religious doctrine beyond
the boundaries of which Ahmed Nuruddin does not know how to
position himself in relation to the world in which he (does not) live.
Interpersonal relationships are confusing for him because the rules
of the worlds on this and that side of the tekke gate are as opposed as
Apollo and Dionysus, the Apollonian and Dionysian principle. The
collision of these two types of rules, two value systems, two completely
different worlds that occurs due to the death of Nuruddin’s brother
Harun gives rise to a tragedy of revenge, a personal tragedy of one
man that fits into one word. That word is failure.

Dervishism is an (anti)mask because it is an illusion, Nuruddin’s
illusion that persists until the encounter with the musellim. Nuruddin
wants to live in a world of Islamic doctrine and tekke in which the
locked door is just that — alocked door. He refuses to understand that
it is a metaphor that not only divides two worlds, but also two in the
dervish: the sheikh of the Mevlevi tekke, Nuruddin, and Ahmed, son,
brother, and lover. This is the division of their “I” into transcendental
and empirical (Mili¢ 2000: 35-36). The moment of realization occurs
when meeting a musellim, when dervishness ceases to be an (anti)
mask and becomes a mask because he becomes aware of the illusion.
Thus, the illusion also becomes aware of itself.

The word that connects Apollo, the Apollonian principle, the
principle, the illusion, and Nuruddin’s dervishism is dedication.
Nuruddin is dedicated to serving dogma to the point of self-annihila-
tion, or at least to the point of self-annihilation of masculine identity,
a man within himself who emerges from the depths of the dervish for
a moment before the kadin, who is not only a beautiful woman but
also Gertrude from Death and the Dervish, a bearer of social status,
from a wealthy house, in one part of the novel a widow after the death
of her husband Aini-efendi, for which Ahmed Nuruddin will be held
guilty upon assuming the duty of kadi, which suggests his similarity
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to Claudius. However, unlike Gertrude, she does not remarry after
the death of her husband, the kadi, the exponent of power, the one
whose signature was Harun’s death warrant, despite Nuruddin’s offer,
which was (and is) beneficial.

In a state of Dionysian rapture, “[...] a cry of horror resounds,
longing voices of mourning for some irreparable loss resound”**
(Nietzsche 1998: 65).

This is Hamlet’s grief for his father, which he conspicuously
expresses at the beginning of the play with his attitude and the black-
ness he carries about him, with harsh words that echo his resentment
towards Gertrude and Claudius for their indecently hasty wedding
celebrations. This is the resentment of a moral idealist imbued with
humanistic ideals, directed against his mother Gertrude, who is at
best superficial and at worst an accomplice in murder, and Claudius,
who is a Machiavellian hero, a usurper, fratricide and regicide, hyp-
ocritical beyond all measure and bounds of good taste. Isn’t Ahmed
Nuruddin’s struggle against the political apparatus in Death and the
Dervish also a struggle of the bearers of moral ideals and scruples
against Machiavellian rulers?

His brother has become a symbol of the struggle for Nuruddin.
He feels obliged to continue this struggle, just as Hamlet feels obliged
to obey the Spirit, but he still doesn’t do so until the end of the play.
Hamlet is calculating because of his fear of God. He doubts. Ahmed
does not doubt. Hamlet is not yet ready for everything. He needs proof
that the spirit is telling the truth. Ahmed was not ready for everything
while he was protected by the (anti)Apollonian mask of dervishism.
Ahmed is now ready for everything.

Dionysian horror is revealed in the moral fall of Ahmed Nu-
ruddin, a former moral idealist, at the Olympic heights of Islamic
exegesis, who organizes a plot for Hadji-Sinanuddin, which leads
to his arrest, to the imprisonment of an innocent man, such as

40 [...] odjekuje krik uzasa, provejavaju ¢eznjivi glasovi tugovanja zbog

nekog nenadoknadivog gubitka” (Nice 1998: 65).
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Harun was, as was King Hamlet, for that matter. This plot of his
can be compared to Hamlet’s “mousetrap”. Both the plans of the
two protagonists were realized in such a way that both Hamlet and
Ahmed Nuruddin had ulterior motives - the realization of their
own interests. In this way, they came very close to the Machiavellian
limit of utilitarianism, which was crossed by those against whom
the plots were directed - the rulers in Hamlet and in Death and
the Dervish.

The Dionysian in Hamlet’s call madness is its intensity, the
power of the god Dionysus, who, according to Nietzsche, breaks all
boundaries and goes beyond measure. The problem of madness and
hatred is the problem of the inner in Hamlet. The problem of the in-
ner is, namely, internal conflict. It is a problem of mask and internal
division. The Dionysian in Nuruddin’s hatred is its destructiveness,
the role that hatred plays in Ahmed Nuruddin’s self-destruction. At
the beginning of the novel, Ahmed Nuruddin is a dervish to whom
affects, senses, emotions and passions of any kind, especially physical
ones, are forbidden. Due to an identity metamorphosis, he becomes
an avenger, which leads him to death.

An important element of his role as an avenger is hatred, a feeling
that he did not know, and in which he found peace and comfort, such
as he once found in the Koran and Allah. Just as once the surahs and
verses were all that existed for Nuruddin, so their place was taken by
hatred. He adopted it with equal submission and was ready to serve
it as he served the “Islamic dogma” (Petrovi¢ 1981: 42). Hatred filled
him with peace as prayer once did. “I would be soothed by the music
of familiar sentences that I trusted, that I did not even think about
but carried inside myself like the flow of my blood “**! (Selimovi¢
2018a: 56). Hamlet believes that Gertrude desecrates the memory of
King Hamlet by marrying him. Apart from the fact that she does this,
Hamlet is also pained by the speed with which she does it. It is the pain

41 [...] MysuKa ITO3HATHX peYeHNIla KOjuMa BjepyjeM, O KOjuMa 4aK He
MIICIIUM, HOCUM UX y cebu kao kpBoTok™ (Cemmmosuh 2004: 49).
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of a soul that is unable to cope with death, and at least is able to grieve
someone with that speed and to decide to continue life, which is, in a
way, starting life from scratch. It is also the pain, or rather, the insult
of someone who has had something taken from him. Hamlet has had
his throne taken from him by Claudius. This is an important turning
point in the play because Hamlet feels like the king of Denmark.

Hamlet is also a story about a subjective, exaggerated reaction
to pain, to the injustice inflicted on him personally by his mother’s
behavior and, as Hamlet will later learn from the Ghost, the mur-
der of his father. This is one of the threads that connects Hamlet
to Death and the Dervish. In both literary works, the protagonists
insist on their own subjectivity, on a personal, idealistic view of the
world, on a reality that is not repulsive, until they are forced not
only to become acquainted with such a reality, but also to come
to terms with it. To begin with, they must participate in it, and in
order to do so, they must first abandon their position of neutrality
and ethical ambiguity.

In Death and the Dervish, Ahmed Nuruddin experienced pain. A
relatively young man of 40 years lost his brother, whom he brought to
the town and separated from the home without taking responsibility
for finding him, as he did with Mullah-Yusuf. It is a story about the
pain of a man whose dervish illusion was shattered by reality, showing
him that ideals are nothing more than his personal view of the world,
which has nothing in common with reality. This is the moment when
it turns out that there is a contradiction between reality and what is
in sheikh Nuruddin’s head.

Staying on the sidelines and living in environments where reality
did not actually happen, where thought was the only event, such as
the dervish tekke and the university, is no longer an option for either
Ahmed Nuruddin or Hamlet. Ahmed Nuruddin has the same prob-
lem, who does nothing when he should do everything. They must
therefore determine themselves ethically.

Both hatred and madness have their roots in exaggerated affects,
in exaggerated, explosive reactions, which is the basis of the Dionysian
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mask according to Nietzsche. But, since Ahmed’s hatred is not a mask,
but his real reaction, we can say that the intensification of affects is
the Dionysian element of his hatred. Ahmed’s hatred is real, Hamlet’s
madness is false.

This is the similarity between Hamlet’s alleged madness and
Nuruddin’s hatred. It is a subjective reaction to a boundary situation
that leads Ahmed to a transformation. It is a sincere, unadulterated
emotion, which he could not have planned, which makes it sponta-
neous. It was born in his heart as Athena was born from the head of
Zeus. It freed him from obedience to the order, to political and reli-
gious constraints that he had not suspected until then, which is why
he becomes a subversive element, a threat.

In contrast, with Ahmed Nuruddin we have a gradual increase
in emotions throughout the novel. At the very beginning he is calm
in the tekke, within the claustrophobic molds of Islamic exegesis, his
life is in accordance with the Koran, his personal identity coincides
with his socially constructed identity. Nuruddin does not understand
his subjugation and the lack of freedom. He chooses to be a slave to
Islam. Ahmed’s perspective is changed by the situation of his brother’s
murder.

Until his encounter with the musellim in the first part of the
novel, he lacks the “[...] Apollonian element, by which the Hellenic
consciousness rises to self-consciousness’**? (Puri¢ in: Nietzche 1998:
14), that is, the insight that he attached greater value to his dervishism
and dervish act than his calling really carries. He really believes in
dogma, only and only in dogma, to the very limits of his subordinate
consciousness until that encounter, and after that he begins to doubt
everything he believed in. The relationship between Apollo and Dio-
nysus is, according to Nietzsche, a relationship of opposites. These two
principles are mutually conflicting in what they mean, symbolize, and
represent. These are two Greek deities, of which Apollo is the original

42 _[...] apolonski elemenat, kojim se helenska svest uzdize do samosves-

ti” (Puri¢ u: Nice 1998: 14).
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Hellenic god, the one who is the founder of the Olympic world of
many gods, the world of beauty that Helen opposed to the ugliness of
reality in order to survive it (Vattimo 2011: 22). These two gods are
opposed to each other, as are Hamlet and Ahmed Nuruddin in their
attitude towards interpersonal relationships and self-knowledge, but
who exist side by side, thereby building a unity, the one that Nietzsche
embodied in ancient tragedy.

His field of action is human ecstasy. Dionysus is a god who ex-
ceeds the measure. He breaks down boundaries with barbaric force.
Dionysus represents excess, he is the messenger of the tragic and the
frenzied. Dionysus breaks all limitations. His destructive potential
is enormous. He breaks down the barriers within man, removes
boundaries by demonstrating his disruptive power. Dionysus is free
in himself because he does not care about other people’s eyes, and in
his eyes the terrible Dionysian reality that Apollo chooses to ignore
is revealed. Dionysus is uninhibited. He is a valiant in his debauch-
ery, the god of trance, an altered state of consciousness in which the
senses dominate the mind, completely subjugating it to its debauch-
ery. Dionysus is the god of liberation from shackles. He is the god of
revealed hidden drives of an individual man. He reveals the horror
deeply hidden in being. Dionysus, with his intensity, leads man into
his own abyss. Dionysus symbolizes the stupor of drunkenness. The
Dionysian principle generates, “[...] the horror and rapture of losing
oneself in chaos™?* (Ivanov 2017: 382).

The world of Olympic illusion that Nietzsche wrote about is a
world of dreams and illusions that hides the world of Dionysian real-
ity. It is a real world filled with horrors, injustice and evil. The role of
dreams, illusions and apparitions is to provide protection from such a
reality, which threatens with horrors and disgust (Vattimo 2011: 22).
It is a world steeped in monstrosity, in crimes, a world in which the
guilty are not punished, a world of suffering and human despair. The
individual, Helen, like Hamlet and Ahmed Nuruddin, is disgusted by

833 ,[...] yxac m yexuheme ry6ntka camor cebe y xaocy” (ViBanos 2017: 382).
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such a morally compromised world that contradicts his lofty ideals,
a world in which injustice is permitted, in which human life is worth
nothing, a world that turns a blind eye to the murder of an innocent
person. That world is corrupted and rotten in its essence.

In that world, ideals no longer have any meaning. They are
questioned by a few self-aware individuals who have difficulty com-
ing to terms with a reality that is for them a metaphor for ugliness.
They are disgusted by it, by reality. It disgusts them, and this disgust
inhibits their action, as is the case with Nietzsche’s Dionysian man
(Nietzsche 2003: 39). It is a world that has accepted pretense, mask-
ing, disguise as a sign of coping, as a requisite for swimming in the
murky waters of decadence — moral decline and decay at the level of
an entire civilization.

To “[...] have truly seen to the essence of things [...]” (Ibid.),
as Nietzsche formulates it, means to confront such a world. It is a
vision, primordial, essential and sudden, horrified. Knowledge is
acquired despite not wanting it. But it is necessary because it leads to
transformation. And transformation leads to liberation or to failure,
depending on whether we are talking about Hamlet or Nuruddin.
Failure is a consequence of the Apollonian illusion.

Ahmed Nuruddin’s (anti) Apollonian (anti)mask implies persis-
tence in his own, artificially created, vision of the world, many times
embellished, which allows him to survive a world that is in discord
with his idealistic moral worldview. It protects him from reality and
ensures his mere survival in a world he has not grown up with. The
Apollonian mask implies hiding and with drawing into its construct,
an illusion, thereby fulfilling its protective role.

We find an element of lethargy in Hamlet’s postponing of tak-
ing revenge, and what he expresses towards his decadent mistress
Gertrude, who has not fulfilled his moral ideal of a woman whose
life essentially (and why not literally) ends with her husband’s death,
but has begun another life, with another man, her husband’s brother,
his murderer and usurper of the throne, who has taken away from
her son, is disgust.
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Their antagonistic characters do not serve to describe them as
two opposites that have nothing in common with each other. The
only way to show the contrasts that resemble each other is to show
them as different parts of the same whole, which simply could not be
complete without each other.

»[...] that the opposition Apollonian-Dionysian is in no way reduced
to the opposition rational-irrational. Neither is the Apollonian char-
acterized by rational features alone, nor is the Dionysian hopelessly
steeped in the irrational”** (Duri¢ 1997: 302).

And that would diminish the element of building unity in which
both Apollo and Dionysus participate equally, in all the splendor of
their mutual difference. The self needs both elements to be in balance,
without any of them dominating thus creating chaos.

“The Apollonian needs the Dionysian as excess in order to be able
to resist it with its measure and thus confirm itself as a force that is
restrained”™* (Ibid).

In order for Dionysus to be inferior, he must have Apollo, and vice
versa, in order for Apollo to be Apollo, he must have Dionysus. Their
unity and overflow of one into the other rests in Apollo’s respect for
the measure, and continues at the point where Dionysus oversteps it.
That point between respect and transgression is the balance between
these two deities that build ancient tragedy.

“First I noticed her hands. While she held the veil with prescribed,
fixed gestures that restricted their possibilities, they were separated and
unexpressive, hardly perceptible. But when she let go of the fabric and

#4,[...] ma ce cympoOTHOCT aIlONOHCKO-AMOHM3MjCKO HMKAKO He CBOAM
H CyIpPOTHOCT palMOHaTHO-MpAlMOHaIHO. HuTu ce amonoHCKO OfIuKyje
CaMO palMOHA/HVM LipTaMa HUTH je NMOHUBUjCKO Oe3HafIe)KHO Orpesyno y
upiyonaniom” (Hypuh 1997: 302).

45 ,[...] AMOHM3MjCKOM je OTPe6HO AIOTIOHCKO KaKO ce He O pacIui-
HY/IO y HeoOy3/jaHOCTH 1 TaKo OoTyhuso ox cebe, TO ject Kako He 61 IOCTANIO
»OlIBpaTHa MellaBuHa rnoxote 1 ceupenoct’ (Huue y: Bypuh 1997: 303).
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put them together, they suddenly came to life and became a single entity.
They would not begin their movements rashly or move briskly, but in
their silent motionlessness and slow wandering there was a strange
meaning and so much power that they drew my attention again and
again. It seemed that at any moment they might do something impor-
tant, something decisive. Thus an air of expectation arose, constant and
exciting. They rested together on her lap, in an embrace, as if smothering
each other in quiet yearning or keeping each other from wandering off,
from doing something unreasonable. They remained motionless in an
incessant, barely perceptible rippling, like a restless shiver, or a light
spasm of excessive energy. Then they parted, without haste, as if by
agreement. They hovered for a moment, looking for one another, and
then alighted tenderly on a satin knee like amorous birds, embracing
again, inseparable, happy in their silence together. This lasted for a long
time, then one moved and began to stroke the satin under it, and the
skin under the satin, with fingers that contracted slowly and passionate-
ly. The other lay nestled on top of it, silent, listening to the smooth silk
rustle inaudibly on her round, marble knee. Only occasionally would
they tear themselves away, and one would embark upon a journey of
its own, to brush softly the earring on the edge of an ear hidden timidly
under black hair with a reddish tinge. Or it would pause in the air as
if to hear a word or two, and then withdraw without much interest for
the conversation to meet the other, which was silent, offended at that
small lapse in attention ¢ (Selimovi¢ 2018a: 33)

46 _TIpBO caM 3amasno meHe pyke. JI0K je ImpuapkaBaia jalIMak, Ipu-
CIJIHOM KpeTHOM, Koja je onpebena, 6e3 mHoro moryhuoctu, 6une cy pas-
IBOjeHe U HemspasuTe, jeBa Cy ce npuMjehmsane. Anm Kap je mycTmia TKa-
HMHY U CacTaBU/Ia PyKe, OHe Cy ofijefHOM oxuBjene. Hucy y moxop monasue
HAIJIO HATH CY Ce KpeTasie XIBO, /i je y ’bIXOBOM CTHIIIAHOM MUPOBAaY, NN
JIaTaHOM JTy TakbY, OMJIO TONMKO CHAre M HeKOI HeOOMYHOT CMUCIIA, Jja CY Hempe-
CTaHO IPUKMBAJe MOjy naxby. Vsrnepano je sa he cBakor yaca yYMHUTHU He-
IITO BaXKHO, HEIITO IIPECYAHO, CTBApajyhu Tako HANETOCT OYeKVBaKha, CTA/THY
u y30yms1By. MupoBaje cy y Kpuiy, cacraB/beHe, 00rp/beHe, Kao fia ce jaBe y
TUXO] YEXXIbU, VI YyBajy jeqHa JPYTy a He Oy Tajy, Ia He y4MHe IITOrOf He-
PasyMHO, HEIIOMMYHE Y HEIPECTaHOM Tajlacamy IITO Ce jefiBa BUHjeNo, CIIMd-
HO HEMUPHO [ipXaTy, TaKOM Ipuy off Ipeobusba cHare. OHzia cy ce 6es xypbe
pasziBajajie, Kao a Cy ce ZOrOBOpMJIE, M CaMO TpeHyTak jebpjene, Tpaxehn
ce, A IEKHO Mafiajie, IIONYT 3a/byO/beHNX MTUIIA, HA ATIACHO KOJbEHO, OIeT
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In this scene, Selimovi¢ plays with balance, with the point where
the Apollonian and the Dionysian intersect. The atmosphere oscil-
lates between the impression created by the dim light and the slow,
refined movements that have a dose of subtle eroticism in them, her
withdrawal from the conversation, the withdrawal of her hands, the
“constant undulation” that the writer mentions transforms this scene
into a scene of tides, where two opposing forces outwit each other. The
gentle movements contribute to the impression of disembodiedness
and a limit that is about to be crossed. Her hands awaken a Dionysian
feeling of delight in the dervish:

“I followed them, surprised by the expressiveness of their independent
existence. They were like two small creatures that had their own realm
of life, their own needs and love, their own jealousy, longing, and
lewdness. At one moment I was delighted, at the next frightened by
the crazy thought of the isolation and senselessness of that petty life,
so similar to every other. But that was a quick and harmless thought,
a single, momentary beat of another life in me, which Idid not want to
awaken“?’” (Selimovic¢ 2018a: 33-34).

3arp/peHe, Hepas/BljHe, HepasiBojHe, cpehHe y cBoM cacTaBbeHOM hyTamy.
Hyro je Tako Tpajano u, u jefHa ce MOMaKHY/Ia, IPCTUMA IITO Cy C€ CIOPO UC
TPACHO TPYIIM HOYMIbaIa Ja TIAAN aT/Iac UCIOf cebe, M KOXKY UCIOf, aT/Iaca,
a [ipyra je yleXxxasa Ha 0j, IPUbYy0O/beHa, yTUIIAHA, OCTYLIKYjyhy HedyjHO
HyLKeTame ITIATKOr KyMalla Haji OKPYIIUM MepMepHMM KobeHoM. Camo
HOHeKaj, 61 ce OTKMHYJ/Ie U jefHa OM IIOII/IA Y CAMOCTaIaH HOXOH, /ja OBJIAI
IomypHe MMHDYIIY Ha Kpajy yXa CTUJUBMBO CKPMBHEOT WCIIOJ IIpHE Koce
LIPBEHKACTA Oficjaja, Wiy O ce 3ayCTaBWIA y BasfgyXy, fia dyje HEKy pujed, ma
6u ce moBmaunia, 6e3 MHOTO 3aHMMara 3a PasroBop, UAyhu y cycper OHO]
apyroj wro je hyrana, ypujebena rom manom Henaxxwom™ (Cenmmmonuh 2004:
24-25).

47 JIIpatno cam ux, usHeHabheH napsauromhy mUXxoBa 0CaMOCTa/bEHOT
JKMBOTA, Kao [iBa Majla CTBOPA IITO MMAajy CBOjy BIACTUTY XXVMBOTHY ITYTamby,
CBOje IIPOXTjeBe 1 CBOjy /by0aB, CBOjY /bYOOMOPY, YeXbY, Oy, Y jeTHOM Tpe-
HYTKY ORYLIEB/bEH, y APYTOM YIUIAIleH, 360T /Iyfle MUCTN O 3aTBOPEHOCTH U
6ecMMCITy TOT CUTHOT )KMBOTA, CIMYHOT CBAKOM, a/u je To Ouia 6psa u 6e3-
OITaCHA MMCA0, TPEHYTHI OTKYLAj IPYK4IMjer )KMBOTA Y MEHM, KOjI1 HIICAM Ke-
o ga 6ypum” (Mciio).
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This is the moment when Dionysus awakens in Nuruddin, the
one to whom lust is no stranger. Duri¢ says:

“[...] the Dionysian needs the Apollonian so that it does not dissolve in
unbridledness and thus become alienated from itself, that is, so that it
does not become a ,,disgusting mixture of lust and cruelty”** (Nietzsche
in: Puri¢ 1997: 303).

Cruelty came much later, hand in hand with hatred. The game
of Dionysus and Apollo continues with Nuruddin continuing to look
at her hands.

I also watched them for their beauty. They began at her wrists, which
were enclosed in bracelets and the embroidered cuffs of her silken
shirt. Their joints were tenderly oval and inconceivably slender, their
knuckles limpid. Most beautiful of all were her fingers, long and supple;
their fair skin was perfectly smooth, with shadows at the joints. They
seemed strangely alive as they slowly opened and closed into a trans-
parent calyx, like petals. But if at first I paid attention to those two little
creatures, two small animals, two octopi, two flowers, they were not the
only thing I noticed, not even at the beginning when I had been mostly
watching them, nor later on as I discovered her like an unknown land.
Everything about her was harmonious and inseparable: the look of her
eyes, lightly shaded with kohl, which merged with the gestures of her
arm, barely hidden by the transparent fabric of her shirt; the slight tilt
of her head and the glimmer of an emerald set in gold on her brow; the
unconscious quiver of her foot in its silver-embroidered slipper; her
smooth, even face, along which a tender light effused from somewhere
within, from her blood, which changed into a warm glow; the moist
flash of her teeth behind seemingly lazy, full lips.She was only a body;
everything else was supplanted by it“*** (Selimovi¢ 2018a: 34).

438 [...] mMOHM3MjCKOM je TOTPeOHO aIrlOIOHCKO KAKO Ce He 61 pacIuim-
HYJIO y HeoOy3[jaHOCT 1 Tako oTyhuio ox cebe, To jecT Kako He 61 IOCTaNIO
,»,OfIBpaTHA MelllaByHa oxoTe u ceupenoctu [...]” (Hudue y: Gypuh 1997: 303).
9 Iiegao cam mx 1 360r penore. [Tountbare Cy of 3r/1aBaKa, OMBIYEHE XaJl-
Xa/laMa U Be3eHUM Py6/bOM CBII/IEHE KOIIY/be, BeKHO OO/INX 1 HETIOjM/BYBO TaH-
KUX 3071000Ba, IPO3paYyHuX WwiaHaka. Hajperm ¢y 6yt mpet, Ayrut, Tnb/buBm,
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He notices her beauty, enjoys it, but still remains Apollonianly
calm, does not cross the line, controls himself, and resists the mascu-
line discourse within himself:

“She did not awaken desire in me; I would have not allowed myself that. I
would have stifled it at the very beginning, with shame,with the thought
of my age and title, with the awareness of the danger that I would have
exposed myself to, with the fear of an unrest that could be more serious
than disease, with my habit of self-control“*’ (Selimovi¢ 2018a: 34).

The Apollonian principle as the Greeks understood it is con-
tirmed by Nuruddin himself according to Nietzsche. This philosopher
was captivated by them and followed their experiences with the two
gods which were crucial to his way of thinking. According to them
the primary attribute of Apollo is self-control the suppression of all
excess the restraint of ones own nature and a poise that overcomes
agitation and inner fire.

“He was the symbol of restraint” and self-mastery, a sublime calm will
in the face of every wild impulse [...]“**! (Puri¢ 1997: 301).

CCBUjeT/Ie KOXKe Ca/liBeHe y IIPaBIIHE YyHbeBe Ca CjeHKaMa IIpern6a, 3a4ymo SKUBI
KaJl Cy ce IOJIAKO IIVPMIM WM CKYIUbaIMI y IIPO3UPHY Yallly, Kao JIaTHLie. Ay
aKo caM IpBO 06paTio MaXKiby Ha Ta [jBa Maja CTBOPA, ABUje YOKMBOTHUIBNLIE,
IBMje CHIIe, [iBa 1IBMjeTa, HUCAM UX mpuMehnBao came, HM y MOYETKy HOK caM
HajBIILIE Y BUX ITIEfjA0, HN IIOC/INje Kajja CaM je OTKPMBAO Kao HeIlO3HATY 3eM/bY.
Cae je Ha 10j 6M/I0 CK/TA[IHO ¥ HEPA3/IBOjUBO: IIOITIE]] OUMjy JIAKO OMBITYEH LIPHOM
60joM, IITO Ce CITajao C MOKPeTOM pyKe jefiBa CKpMBEHe MPOBUIHOM TKAaHIHOM
KOIIy/be: MeKM Harub IIaBe; Kaji 01 3aTpemnTao 3/atoM obyxsaheHy cmapary Ha
4eyTy, M HeCBjeCTaH TP3aj Hore y CpeOpHOj marry4us; mije 6e3 HepaBHIHA, 10 KOMe
ce pas/yBaja Ojara CBjeT/IOCT HEKy/l M3HYTpa, 13 KPBU WITO ce npeobpahana y
TOIIE OfiCjaje; BIlaXKaH O/becak 3y0a M3a IIPUBIIHO JIMjeIINX, TyHNX ycaHa. ViMana
je caMo Tujerno, cBe fpyro je mwume notucHyto” (Cenmmmosuh 2004: 26).

“0 _Hwuje y MeHU mpoOynuia >xepy, He OMX TO ceb1 JOIYCTHO, YAABUO
61X je y caMOM 3a4eTKY, CTU/{OM, MUILIUbY O TOAMHAMA I 3Bamby, cBujewthy o ormma-
CHOCTH K0jOj 6MX ce M3BPrao, CTPaxoM Off HeMupa Koji MoKe fia 6yie TeXI Of
6onectu, HaBUKOM ja Biaagam cobom” (Isto).

41 Cam HypynnH notsphyje npucyctBo anomosckor Hadena y ce6u oHa-
KO KaKo cy ra, mo Huuey, cxBaramu Ipun. Omuniser muma, oBaj ¢puaosod je
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But in Nuruddin we also notice Dionysian traits, such as his sub-
mission to dogma imbued with a “[...] mystical feeling of belonging to
a higher community”*** (Puri¢ 1997: 301), a community of orthodox
believers. In addition, he resembles Dionysus who “[...] marked the
outbreak of a relentless passion [...]"** (Ibid.) such as hatred. [...] the
Dionysiac states ecstasy where the typical boundaries and barriers
of existence are destroyed contains for as long as it lasts a lethargic
element in which all past personal experiences are forgotten. This gap
between the worlds of daily existence and the Dionysian experience
is known as oblivion. However the moment everyday reality returns
to consciousness it is viewed as such with disgust the result of those
states is a desolate will-negating attitude.

In this way Dionysiac Man and Hamlet are alike: both have
seen the true nature of things have learned about them and find
action disgusting because it cannot alter the eternal nature of things
they find it absurd or shameful that they should be expected to put a
world so out of balance right. Hamlet’s lesson is not that cliche about
Jack the Dreamer not acting because he reflects too much out of an
excess of possibilities as it were but rather that knowledge kills action
and that action necessitates being cloaked in a veil of illusion. In both
Hamlet and Dionysian Man cases it is not reflection but rather true
knowledge and insight into the terrible truth that surpasses all other
motivations for action. There is a desire for a world beyond death
and the gods themselves but there is currently no solace that can be
found. Existence and its perilous reflection in the gods or in some
immortal Beyond are denied. The awareness of truth causes man to

CIeiVIO0 BIXOB [JOXKUB/bAj ABa OOKAHCTBA, TAKO 3HAYAjHA 32 IETOB MUCAOHU
crucTeM. 3a BUX, JJOMMHAHTHAa KapaKTepPUCTMKA ATIIONOHA je NMMUTHpambe
camor cebe, Kouerme CBaKe MMPEKOMEPHOCTH, 3ay3fiaBarbe CONCTBeHOr Ouha,
CTaJIOKEHOCT Koja TpujyMdyje Haj yerpenTanolhy 1 yHY TPALIbIM IIIaMOM.
Y rpukoj KyiTypu, ,6mo je cumbonm obysmaBama® M camocapiahuBama,
y3BHuIlIeHe MypHONe HaCyNIPOT CBaKoj AMBIbOj mobyau [...]” (Puri¢ 1997: 301).

42 [...] muctuanum ocehamwem mpunagama Buiioj sajeguuiy’ (Hypuh
1997: 301).

43 [...] je obemexaBao mpoBany 6ecomyune ctpactu [...]” (Mcitio).
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see after it has been witnessed. only the horrible or ridiculous things
in the world he now recognizes the meaning of Ophelia’s fate and the
wisdom of the wood-god Silenus: he is repulsed. Here art stepsin as a
healing sorceress who can save the will at this point of extreme peril.
Art alone has the power to transform those disgusting ideas about
the terrible or absurd nature of life into representations that humans
can live with. These representations are the sublime which uses art to
tame the terrible and the comical which uses art to release disgust at
absurdity. The salvation comes from the chorus of satyrs in the dithy-
ramb. Greek art the attacks of disgust mentioned above were absorbed
in it. reflection on these Dionysiac companions intermediate world.
Dionysian art also aims to persuade us of the eternal lust and joy of
life but we must look for this joy behind appearances rather than in
them. We must acknowledge that everything that exists must be ready
for agonizing devastation we must look into each persons personal
horrors. life — and yet we are not to freeze in horror: its philosophical
comfort lifts us briefly from the chaos of shifting figures. The struggle
the pain the destruction of appearances all of this now seems necessary
to us given the uncountable excess of forms of existence thrusting
and pushing themselves into life given the exuberant fertility of the
world - will we are pierced by the furious sting of these pains at the
very moment when as it happens. [...] Despite fear and sympathy we
are contentedly alive — not as separate beings but as the single living
creature whose lust for reproduction we have united with. We can
now clearly and definitively understand the origins of Greek tragedy
and how the tragic art form of the Greeks was genuinely inspired by
the spirit of music. This idea in our opinion is the first time we have
adequately captured the choruss unique and startling significance.
Nevertheless we must acknowledge that the tragic myths meaning as
we have said was never transparent and conceptually clear to Greek
poets much less Greek philosophers to some degree their heroes talk
more surface-level than they do myth is undoubtedly not sufficiently
objectified in spoken language. Shakespeare’s Hamlet for instance
speaks more superficially than he acts so the aforementioned lesson

358

Prelom - M T - KNJIGA.indd 358 22-Jul-25 19:55:12



THE NEW HISTORICIST PARALLELS OF HAMLET AND DEATH AND THE DERVISH

of Hamlet cannot be drawn from the words of the play but rather
from intense contemplation and reflection on the whole. Similarly
the scenes’ structure and the vivid images reveal a deeper wisdom
than the poet himself can put into words and concepts (Nietzche in:
Bloom 2008: 195-196).

That is “under his auspices, man gained supernatural strength
in song and dance, forgot about himself, identified with the divine™***
(Puri¢ 1997: 301). Nuruddin’s strength was given by hatred. “Obsessed
with Dionysian ecstasy, the individual man transcends the boundaries
of his individuality, experiences a complete inner transformation”*
(Ibid). Isn’t this the case with Nuruddin, who lost his humanity and
experienced a Machiavellian downfall of his being? A metamorphosis
did occur in him: from a withdrawn and humble man dedicated to
serving God, “Light of Faith”*¢ (Selimovi¢ 2018a: 20), and “Nurud-
din’s conviction that he was the light of faith indicates the depth of his
subjugation™* (Petrovi¢ 1981: 46), he became a liar, hypocrite, traitor
and murderer (Deli¢ (ed.) 2014: 10).

Unlike Apollo in Greek mythology, who “[...] timely reconciled
with his powerful opponent and thus happily curbed his titanic-bar-
baric tendencies™*® (Puri¢ 1997: 303) Ahmed Nuruddin did not do
so. He crossed the line. But, in him, despite everything, there is still
“[...] the basic principle of life [...]”*** (Ibid: 310), symbolized by Dio-
nysus. Nietzsche says of this god: “His suffering is not an accusation

4 Tlop mweroBuM OKpM/bEM YOBEK je y MecMM M UIpu Jobujao HaT-

IpUPOSIHY CHary, 3abopaB/bao Ha cebe, moucrosehnBao ce ca 6OXaCHKUM
(Mcino).

5 ,00y3eT AMOHM3UjCKMM 3aHOCOM, IOjeAMHAYHM YOBEK IIpeKopadyje
TpaHuIIe CBOje MHAMBUAYATHOCTY, JOXKUB/bABA MIOTIYHM YHYTPAIIbY IPeo-
6paxaj” (Vciwo).

#,[..JcBjermosjepel(..)" (Cenumonnh 2004: 12).

#7 Nuruddinovo ubedenje da je on svetlo vere ukazuje na dubinu pot-
¢injavanja” (Petrovi¢ 1981: 46 ), mocTao je maXoB, MuiemMep, U3fajHUK 1 youia
(Oenuh (mmp.) 2014: 10)

48 [...] 6aroBpemMeHo OMMpMO ca CBOjUM MONHMM NPOTUBHUKOM Te
Tako cpehHo 06y37a0 TMTaHCKO-BapBapcKy TeMmaeHujy (hypuh 1997: 303).

49 [...] ocHoBHO Hauesno xuBora [...|” (Mcimo: 310).
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against life, but a true affirmation of life. It is precisely as a sufferer, as
one who has felt the suffering of individual existence, that Dionysus
celebrates and glorifies life”**° (Ibid).

Can’t the same be applied to Ahmed Nuruddin? He is a sufferer,
who has lost his brother, love, connection with his parent, a potential
chance for time with a potential son, but, nevertheless, he utters the
sentence: “I want to live!”*! (Selimovi¢ 2018a: 372). Are there simpler,
yet greater sentences in praise of life? It is simultaneously a cry for
mercy for the imminent death announced by the roosters, as when the
rooster crows in Hamlet, the Ghost of his father disappears, returning
to death by returning to purgatory, and defiance, showing the teeth of
death, which is confirmed by these lines of Nuruddin:

“I want to live! No matter what happens, I want to live. I must! I'll
fight, T'll bite wiith my teeth, Ill run until the skin falls off the soles
of my feet, I'll find someone to help me, I'll put a knife to someone’s
throat and demand that they help me - I helped others! - and even
if I didn’t, it doesn’t matter, I'll run from the end and from death*?
(Selimovi¢ 2018a: 372)

In this scene, Nuruddin transforms into Is-haq from the scene in
the darkness of the tekke. The obvious allusion is part of the sentence
about the leather falling off the sole, because Is-haq’s shoe fell off his
sole. This is the second and last designation of Ahmed Nuruddin in
the novel. The first was to give in to hatred. Yes, to give in, as a vice.

0 TberoBo cTpajjame HUje HUMKAKBa ONTyXba NMPOTMB XXMBOTA, Beh
VICTMHCKA IIOTBPAA XXMBOTA. YIIPABO K0 CTPA/IA/IHNK, KA0 OHAj KOju je Ha cebu
0CeTNO TAaTHY IOjefHAYHEe er3UCTeHIje, [IMOHNC ClaBy 1 Belmnda XUBOT
(Mcro).

#1Xohy ma xusum!” (Cemmmosnh 2004: 386).

42 Ma mrta fja ce jecu, xohy /ja KMBMM, Ha jefHOj HO3M O CMPTH, Ha
YCKOj IMTULM [0 cMPTH, a/n xohy fia skusuM. Mopam!” OHa je 1 ofiyka fa ce
60pu IpOTUB HEMUHOBHOT Kpaja: ,bopuhy ce, sybuma hy rpucru, 6jexxahy gox
MM KOXKa He OTajiHe ca TabaHa, Hahu hy Hexor ga My moMorse, HOX hy craBuTn
of, Bpat 1 Tpakuhy ga My IIOMOTHe, 1 ja caM IIMarao {pyruMa, CBejeffHo 1 aKo
Hiucam, no6jehn hy ox xpaja u op empti” (Mcitio).
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In that sentence, as in Dionysus, .. an elemental instinctive force has
accumulated™® (Puri¢ 1997: 310).

As for Dionysus and Hamlet, when he speaks of the prince’s
disgust, it is as if Nietzsche is speaking, who says:

“I'had always sensed hostility to life, a furious, vindictive distate for life
itself: for all life is based on appearance, art, deception, point of view,
the necessity of perceptive (...)”** (Nietzsche 2003: 8).

For Hamlet, that point of view, the perspective Nietzsche men-
tions, is Christianity.

Hamlet is cowardly because he is a Christian. Hence his peace.
He is a Christian to the core, and if we interpret Christianity and its
function in the play in the way Nietzsche interprets it, which is, aco-
ording to him, based on moral and moral values (Ibid), then this is the
key to Hamlet’s hesitation to kill the one who killed his father, but what
remains is not silence, but the question: if everything is so, why does
he kill Polonius and his former comrades, the spies? Does this mean
that Nietzsche is wrong? If so, what else is he wrong about? And if he is
not wrong, the circle does not close, but opens again, for new analyses
and new interpretations of this drama. The ring-shaped structure of
Selimovi¢’s novels (Deli¢ (ed.) 2014: 23) is meaningfully present in
this analysis of Hamlet, against the background of Nietzsche’s thinking
about Christianity.

We also find lethargy and hesitation, Hamletism (Klein 1964: 63) in
Ahmed Nuruddin. Namely, he does not rush to help his brother whom
he thinks is trapped in the fortress. He wishes he did not have to do that.
His lethargy is caused by his awareness of his social position, to which
he gives too much importance. And the hatred that overwhelms him
after his brother’s murder is an intensified affect that is characteristic

3 ,[...] HaromMmmana enemenTapHa Haroncka cuara’ (Hypuh 1997: 310).

#1[...] ja sam oduvek osecao i ono protivzivotno, onu pritajeni, srditu
i osvetnicku odvratnost prema Zivotu samom: jer svekoliki Zivot pociva na pri-
vidu, umetnosti, obmani, optici, na neophodnosti perspektive (...)” (Nic¢e 2020:
11).
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of Dionysianism, his Dionysian mask, which is not a mask, but his
originality in those moments. In Selimovi¢’s novel, Ahmed Nuruddin
is, therefore, torn between his original being, his social function as a
dervish, which is his Apollonian (anti)mask, and between the Dionysian
elements within himself, lethargy, indecision, hesitation in situations in
which he should be at most human and help his brother, and the hatred
after Harun's death that has completely taken hold of him, nullifying
the (spiritual) sobriety that had adorned him until then.

Hamlet thinks all the time as a legitimately elected king who
cares about the well-being of his compatriots. He is turned towards
the collective and the general in a healthy way worthy of a good ruler
guided by the virtue of correctness. Ahmed Nuruddin, on the other
hand, is guided by personal hatred, a subjective feeling of hurt and
insult before the power structures that have wronged him. Unlike
Hamlet, he does not want justice, but revenge. Hamlet’s motives are
honorable and moral, Ahmed’s motives spring from his vanity. The
murder of his brother is not just a wound in the soul of a grieving
man, but an unforgivable insult to the dervish, the sheikh of the
tekke. Ahmed Nuruddin’s transformation is a metamorphosis of
a man who is initially turned to the general with the intention of
escaping from the personal that overtakes and devastates him.

They start from different centers: at the very beginning, Ah-
med Nuruddin is the Sheikh of the tekke, and, as such, a participant
in power, whose actions he does not question until he himself is
made miserable by them. Hamlet is the heir to the throne who has
become convinced of what Ahmed Nuruddin did not (want to)
until the murder of his brother: that law and power have little in
common, if anything at all. Hamlet’s delay and reflection distinguish
him from a tyrant and suggest that he would be a better choice for
the state than Claudius, who is a tyrant. As Greenblatt says in his
book The Tyrant:

“Impatience is another trait that, in Shakespeare’s view, inevitably

accompanies the tyrant’s experience of power. He expects his wishes
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to be carried out even before he utters them aloud. However, new,
often alarming, news constantly arrives, and time ceases to be the
tyrant’s ally. Procrastination is dangerous: everything must be done in
a hurry. There is not enough time for reflection** (Greenblatt, trans.

Stojanovi¢, 2020: 98)

This could explain why Shakespeare emphasizes so much the fact
that Hamlet does not act with a given obligation, that he waits, and that
he always has a reason and justification why it is not a good moment
to take revenge. On the other hand, he had to base his reluctance on
something else in order to be able to “justify” spontaneous actions
such as the murder of Polonius.

55 Nestrpljenje je jo$ jedna osobina, koja, po Sekspirovom misljenju,

neizbezno prati tiraninovo iskustvo vlasti. On ocekuje da ¢e njegove Zelje biti
izvr$ene i pre nego $to ih glasno izgovori. Medutim, stalno stizu nove, ve¢inom
alarmantne vesti, pa vreme prestaje da bude saveznik tiraninu. Odlaganje je
opasno: sve mora da se radi u Zurbi. Ne ostaje dovoljno vremena za razmisljanje
(Grinblat, prev. Stojanovi¢, 2020: 98).
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8. THE ROLE OF KING HAMLET’S
GHOST AND IS-HAQ,
THE FUGITIVE, IN HAMLET
AND DEATH AND THE DERVISH

The space in the drama occupied by the Ghost, first one, then
the other, can be observed through one of the key, if not the key
word from his address to Hamlet at the very beginning of the play.
That word is purgatory, the meaning of which can be deconstructed
through the relationship that Catholicism and Protestantism had
towards it at and around the time of the creation of Hamlet, which
took its place, that is, Catholicism preceded the emergence of Prot-
estantism in England.

One of the two works that Milica Spremi¢ most often refers to
in the part of her monograph in which she deals with the figure of
King Hamlet’s ghost is Stephen Greenblatt’s book Hamlet in Purgatory
(Spremi¢ 2011: 57). The study opens with a kind of admission by the
author that the delight that the figure of the ghost in the play Hamlet
arouses in him lasts for several years. He applies a neo-historical
analysis to it, seeking to peer deeper into the text and into what lies
beyond it, to deal in more detail not only with its textual interior and
literary and artistic layer, but also to scratch beneath the surface and
see what lies on the other side of the text.

Its population both accepted and did not accept the new faith,
some people were still firmly rooted in the Catholic faith (Ibid: 61).
These two doctrines, Catholic and Protestant, appeared very early in
Shakespearess life, already at his baptism, since he came from a Catholic
family, but was baptized by a Protestant priest (Ibid.). They did not
bypass his father, John Shakespeare, then in his late years:
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“John Shakespeare, the former mayor of Stratford, like many other civil
servants during the Protestant persecution of Catholics, led a double
life: he was a Catholic, but in public he behaved as a Protestant. [...]
The death of Shakespeare’s father in 1601 was another blow, and these
tragedies can explain what Greenblatt calls ,,the explosive power and
depth of Hamlet” He even suggests that, at the time he was writing
Hamlet, Shakespeare was visited by the spirit of his Catholic father,
begging for help to save his soul [...]“**® (Ibid: 62-63)

If one accepts the view that Greenblatt himself advocates, accord-
ing to which the roots of Hamlet not only reach deep into but also
penetrate deeply into the private life of William Shakespeare (Ibid: 62),
it can be argued that the purgatory that echoes the spirit of Hamlet’s
father reflects the religious division of the people in England at that
time, and not just the boundary between the soul’s transition from
this world to the next. Greenblatt interprets Hamlet through the lens
of “Catholic doctrine” (Ibid: 60). This type of reading results in such
a deconstruction of the appearance of the Ghost for the first time
in the play, with reference to the fact that the use of the ghost is not
present, and therefore not recorded, in the earlier drafts of Hamlet,
i.e. the texts that served as its source (Ibid).

In her interview with Stephen Greenblatt “The Paths of New
Historicism”, Radojka Vukcevi¢ raises the question of diverse impli-
cations implications of New Historicism.

He was interested not only in his literary contributions, but also
in his character as an individual navigating a turbulent and dangerous
era. Unlike many of his theatrical contemporaries who often found

4% Dzon Sekspir, bivsi gradonacelnik Stratforda, kao i mnogi drugi dr-
zavni sluzbenici u doba protestantskih progona katolika, vodio je dvostruki
zivot: bio je katolik, ali se u javnom delovanju ponasao kao protestant. [...] Smrt
Sekspirovog oca 1601. godine bila je jo3 jedan udarac, i tedve tragedije mogu
objasniti ono $to Grinblat naziva ,eksplozivnom snagom i dubinom Hamleta”
On ¢&ak sugerise da je, u vreme dok je pisao Hamleta, Sekspira pohodio duh
njegoovg oca katolika, mole¢i pomo¢ za izbavljenje duse [..]” (Grinblat in:
Spremic 2011: 62-63)
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themselves in precarious situations, Shakespeare skillfully kept his
distance from such dangers. He possessed an extraordinary awareness
of the limits he could cross without risk. I am particularly fascinated by
this aspect of his character and the way he managed to operate within
the framework of his time. It is important to note that Shakespeare
lacks any form of protection or significant social position; he was
not related to figures such as Francis Bacon. This makes his life story
extremely complex. Despite his humble origins, he thrived in a very
complicated environment in England. I am interested in what the cost
of this had been (Greenblatt in Vukcevi¢ 2007: 133).

In her question, Radojka Vukéevi¢ outlines the elementary prem-
ises of the New Historicism. She argues that the revival of the New
Historicism reflects the modern desire to integrate art with politics, as
well as language with culture and power. Culture is assumed to be both
defined and articulated through the various discourses it includes,
such as art and politics, where power dynamics shape narrative. The
relationship between art and criticism is so closely tied to the frame-
works of power that there seems to be little opportunity for them to
challenge or critique these structures. In what ways did Shakespeare
navigate these same dynamics, when viewed through the lens of the
New Historicism? (Ibid: 133-134).

Greenblatt says that Shakespeare in his work, he relied predomi-
nantly on materials that were not original, “he had the skill to take what-
ever he found useful. One way to characterize his style is to compare it
to that of a magician, who appropriates everything that seems no longer
in use, including culturally erased deities. This theme is explored in the
study Hamlet in Purgatory, which deals with the cultural devastation
of the era, and the resistance of Protestants to accept Catholicism and
the doctrine of purgatory. This doctrine is not only intricate, but also
reflects the social framework. Cultural artifacts were devastated, but
Shakespeare masterfully collected these damaged and lost goods, and
used them effectively, ensuring their re-use” (Ibid: 134).

He adds Hamlet in Purgatory explores the intriguing case of a
playwright seeking to creatively engage with elements that his culture
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had renounced or criticized. Shakespeare’s approach could not have
been conventional; such a method would not have been permissible,
even if it had been his desire. However, Greenblatt believes he had
no such inclination. It is important to note that theater was subject to
censorship at the time. This was the reason why he simply could not
directly portray the doctrine of purgatory. Such a representation would
have been forbidden. However, I argue that Shakespeare was more
fascinated by what would happen if Hamlet, as a ghost returning from
that inexplicable, immaterial, intangible realm, asked to live (Ibid).

Itis a place where the souls of sinners are imprisoned and allowed
between heaven and hell. Puritans had a big social and economic im-
pact on Catholic Europe. This is because injured status and adhesion
to the public were a valuable product that could be purchased for the
saints or for them. This purchase was considered to reduce pain and
reduce time until the soul was cleaned. Such help was intended only
for souls who had reached purgatory; the blessed souls in heaven did
not even request help, and the damned souls - those condemned to
hell - could not receive it. The imperfect souls in purgatory were the
souls of those who had sinned during their earthly lives and were
subjected to suffering. But their ultimate fate was determined; they
would eventually enter heaven (Greenblatt in: Spremic 2011: 58).

Fear of what happens after death was the root cause and as a
result the Catholic Church began to profit greatly from the doctrine
of purgatory. From royalty and nobility to common people people
from all walks of life were inspired to assist their departed loved ones
and themselves when confronted with the horrifying prospect of
suffering in purgatory. Protestants primarily argued that the doctrine
of purgatory was unsupported by Scripture. The Catholic Church
they claimed created the idea of purgatory persuading believers of its
existence and urging them to significantly contribute to the salvation
of both their own and other peoples souls (Ibid.).

According to the Catholic Church, ghosts are the souls of the
deceased imprisoned in purgatory, who occasionally return to this
realm to ask their relatives for intercession to alleviate their suffering,
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often through the payment of a mass or donations. Belief in purgato-
ry was a fundamental aspect of life in England from the late twelfth
century, when it was established, until the mid-sixteenth century,
when Protestantism emerged as the state religion, which led to the
abolition of the entire system of prayers, offerings, funeral masses, and
other rituals intended to help the deceased. Belief in ghosts became
unacceptable and was later excluded from everyday life, relegated to
the realm of the theater (Ibid.).

The opening scenes of the play Hamlet are laden with the pres-
ence of a ghost, a specter that looks exactly like the deceased King
Hamlet, who wears his clothes from the last battle he fought with the
deceased King of Norway, whom he defeated, killed, and conquered
his lands. The ghost walks like the deceased ruler of Denmark. The
play Hamlet opens with a scene of the night on the terrace of Elsinore,
where the guards Francisco, who is a soldier, the officers Marcello and
Bernardo, and Horatio, a friend of the heir to the throne Hamlet, to
whom the ghost of his father will address in the fourth scene of the
play, are located.

“The supernatural, otherworldly tragedy Hamlet begins at night, with a
scene on the terrace of Elsinore castle and the appearance of the Ghost
of Hamlet’s father, exactly at midnight” ‘when hell spreads its plague
over the world“®*” (Mari¢ 2015: 192).

Horatio explains that there was the King that appeared in front
of them:

Our last King

Whose image even but now appeared to us,

Was (as you know) by Fortinbras of Norway,
Thereto pricked on by a most emulate pride,

Dared to combat; in which our valiant Hamlet

(For so this side of our known worrld esteemed him)

#7 ,Natprirodna, nadsvetovna tragedija Hamlet po¢inje nocu, scenom na

terasi dvorca Elsinor i pojavom Duha Hamletovog oca, ta¢no u pono¢” ‘kad
pakao razvejava zarazu svetom’ (Mari¢ 2015: 192).
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Did slay this Fortinbras, who by a sealed compact,
Well ratified by law and heraldry,

Did forfeit (with his life all those his lands)
Which he stood seized of, to the conqueror [...]
(Hamlet, Act I, scene I, lines 81-89)

» 458

Marcelo says that this is not the first time that the ghost has
appeared, but that this has not been the first time but the second.
According to him,

“[...] thus twice before, and jump at this dead hour,
With martial stalk hath he gone by our watch™*.
(Ibid., lines 65-66)

He may be announcing danger, given that:

“[...] this portentous figure
Comes armed through our watch so like the King [...]“4®
(1. 2. 109-110)

48 [...] Ha1 mokojHu Kpasb,
Yuja HaM ce ca 6amr II0jaByIa CeH,
Buo je — To 3sHaTe — Ha 60pOY U3a3BaH
Opn @opruHbpaca, Kpaba HOPBELIKOT,
Kor roppa 3aBucar Ha To mogcrave.
Y 60op6u T0j Hal XaM/IeT jyHauKu —
Taxo ra oBaj Ha3Ba CBeT —
Y6uje Tor Poprunbpaca.
OBgaj 3aneyaheHNM jeTHUM YTOBOPOM,
J oBepeHMM Ha HauMH BUTELIKH,
[TobenHMKy Haie, ceM XIBOTA CBOT,
Cae 3em/be KojuMa belire B1agao”
(Iexcrnp, Benuxke inipaieguje, npes.. Cumuh u [Tangyposuh, 2022: 12)
#9 IBamyT Beh Taxo, y ryBo goba cse,
Ox npobe cTpaxke paTHIMYKMM KOpaKOM~
(Hcimo).
460 J[...] Taj cTpauran mx
Opy>kaH npe Kpo3 Hallle CTpake
Tomiko cnuvaH Kpamy”
(Mcro: 13)
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He does not speak to any of the guards who have seen her for
the second night in a row, as Horatio says:

Two nights together had these gentlemen,

Marcellus and Barnarrdo, on thir watch

In the dead waste and middle of the night,

Been thus encountered. A figure ike your father,

Armed at all points exactly, cap-a-pie,

Apears before them, and with solemn march

Goes slow and stately by them; thrice he walked

By their oppressed and fear-surprised eyes“¢* [L. 2. 198-203]

He asks his felllow soldiers whether they agree that they should
inform Prince Hamlet of the Ghost’s presence since it is: “As needful
in our loves, fitting our duty“* (I, I, 173.)

The Ghost, while often a challenge and even an embarrassment
to modern producers, is a remarkable embodiment of ambiguity
during its appearance. This ghost has only one notable counterpart
the Ghost of Banquo in Macbeth unlike any other ghost figure in
earlier Elizabethan drama or Shakespeares works prior to Hamlet.
The atmosphere that surrounds the Ghosts appearance - the chilly
nights the agitated guards and Horatio — contributes significantly to
its persuasiveness. Upon arrival, he and the soldiers repeatedly refer
to it as “it”, emphasizing the striking resemblance of “it” to the de-
ceased king. Horace, representing the conventional Protestant view
of ghosts, accuses ’it” of "usurping’ the physical, apparitional form of

‘61 IIBe HOhM ycToIle OBa Cy TOCIIOAA,
Mapueno n bepuappo, crpakapehu,
Y mMpTBO, IycTO 1062 moHohu
Vmanm oBaj cycper. Hexu ctBop
Ko orar Bam, of I/1aBe 7o HeTe caB,
Y okromny ce jaB/bao Npej mbrMa;
CBeyaHIM KOPAaKOM, TUX U JOCTOjaHCTBEH
ITpourao je kpaj Bux; [...]”
(Vcro: 22)
62 To py6aB Tpaxu, a fyxHoCT Hamaxe (Mciio: 15).
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the dead king, suggesting that the ghost is the embodiment of evil.
The next time “it” appears, the crowing of a rooster interrupts the
scene, making it seem as if “it” has fled “as the culprit” The existence
of the Ghost is firmly established, but its true nature remains ambig-
uous. Hamlet wonders where the ghost comes from. When it finally
speaks, it claims that it is indeed the ghost of his father, and that it
comes from purgatory or some similar realm. But if so, why does it
demand revenge, which is forbidden by Christian doctrine? Given
that the Ghosts main function in the story is to inform Hamlet of the
truth about his own murder its nature is still mysterious and unclear.
The Ghosts humanity is revealed in the plays opening dialogue with
Hamlet. He expresses genuine concern for the queen at several points
in the play (Hibbard 2008: 38-42).

This spirit harbors a sense of bitterness and sorrow for his broth-
er’s actions. His demand for just revenge is not only understandable,
but also compassionate. Although his call for revenge may be con-
sidered vindictive and unchristian, he nevertheless belongs to a more
virtuous and wholesome kingdom than the corrupt Denmark ruled
by King Claudius (Ibid: 42).

“There is a distinct set of issues regarding the Ghost. It could be ar-
gued that it combines the awe and the ridiculous. The Ghost appears
to become a source of amusement for Hamlet during the remarkably
extended moment of the oath of secrecy even though the apparition
undoubtedly causes fear and awe in the guards and even in Horatio. For
short he is referred to as the old mole the worthy pioneer (or sapper)
and even this lad in the cellar. As a result the once-wonderful char-
acter turns into a clumsy performer who lurks in the dusty shadows
beneath the Elizabethan stages boards. The term cellar evokes a dim
backstage space that contrasts sharply with Elsinore Castles tall walls”
(Watts 1902: 12-13) this return from Purgatory serves a divine purpose
because the ghosts in Shakespeares plays typically have the identities
they claim to have and this apparition does indeed resemble the for-
mer Danish warrior king. But there is a clear contradiction: is he the
devil in disguise or is he actually a ghost from Purgatory as he claims?
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Purgatory exists because this Ghost confirms the existence of Heaven,
Hell and of course the Christian God. In order to achieve violent ret-
ribution which God forbids in both the Old and New Testaments he
gives Prince Hamlet instructions to carry out an overtly anti-Christian
mission®®* (Watts 2002: 12-13).

Horace’s report of the Ghost’s presence to Hamlet has a charg-
ing effect. He decides to join the guards on guard duty that night.
He is aware of the risk, but does not hesitate. He now seems to think
that life is not meaningless. Through the operation of universal law,
justice is satisfied and the crime is exposed. Hamlet has two sides, as
evidenced by this one scene alone. In addition to the soldier, Horace
embodies everything that an aristocratic Renaissance prince should
be. Ophelia describes him as the epitome of a scholar, elegant in his
bearing, curious and precise as befits an academic, and strong and
decisive in his decision-making. Yet he is distrustful, resentful, and
above all demoralized in the courtly setting. Both sides of Hamlet

463 ITocroju jemuHCTBEH cKym mpobiema oko [lyxa. Mormo 6u ce pehn
Jia Cy Y eMy OTeJIOTBOPEHN ¥ ALICY P M CTPAXOIOIITOBae. Jako npusubherbe
CBAKaKO M3a3MBa CTPAX M CTPAXOINOLITOBAME KOJ CTpaXkapa, Ila 4aK U KOf
Xopauuja, usriesa fa [Iyx mocraje n3Bop xymopa 3a XamieTa TOKOM HeoOm4-
HO JIyTOT TPEeHYTKa 3aK/IMIbatba Ha TajHOCT. HakpaTko ra 30By ,,cTapu KpTuia’,
»IOCTOjHM TMOHMP~ (WM camep), Ia YaK I ,,0Baj MOMAK y IOAPYMY; TaKo,
¢durypa koja je Hekajja 1M3a3uBaja CTPAXOIIOIITOBAIE IIOCTaje HeCIpeTaH
IJTyMall KOji ce IIy/ba y IpallllbaBUM CeHKaMa MCIIOf, lacaka enm3abeTaHcke
ciene. Peu ,,onpym” modapaBa ClIMKe CEHKOBUTe OeKCTejil 06/macTy Koja je
y OLITPOj CYIPOTHOCTH Ca BUCOKMM 3uAMHaMa 3amka Encuuop. (Borc 2002:
12-13). Bynyhnu pa nyxosu y IllekcnmpoByum KoMajyuMa 06MYHO MMajy MJeH-
THUTETE KOje 1 TBPJE [ja MMajy, a OBa I0jaBa 3aMCTa MUY Ha OUBIIET JAHCKOT
Kpajba paTHMKA, MHOTY Off HaC BEPOBATHO /l0/1a3e O 3aK/bydKa Jla OBaj IO-
BpaTak u3 YnucTunuiirra cryxu 60>KaHCKOj CBPCH. AN fia /) je OH 3aMcTa JyX
u3 YnctuamiunTa, Kako TBpAY, Win je npepyuennu haso? Mehytum, nojasmyje
ce ounriegHa HepocnenHocT. OBaj [lyx moTBphyje mocrojame Paja, ITaxia u,
HapaBHo, xpuuthanckor bora norsphyjyhu tnme m nocrojamwe Uncrmmmm-
ta. OH maje npuHny XamleTy yInyTCTBa [ja M3BPIIM MIUCKjY KOja je OTBOpe-
HO aHTMXpMIINAHCKA: OH TPaKM HACM/IHY OfIMa3fly, Kojy 3abpamwyje bor u y
Crapom 1 y HoBom 3aBety” (Botc 2002: 12-13).
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are revealed by his encounter with the Ghost according to Hibbard
(Hibbard 2002: 47). The plays final instance of the ghost is when
Hamlet addresses Gertrude in her chambers. According to Green-
blatt the ghost in this scene is wearing a nightgown rather than the
military armor he wore when he first showed up on Elsinores walls.
Hamlets conversation with Gertrude in her chambers is the plays
final instance of the ghost. Greenblatt points out that the ghost in
this scene is dressed in a nightgown instead of the military gear that
he wore when he first appeared on Elsinores walls.

In this scene, only Hamlet can see him. The change of clothes,
as Greenblatt says, not only alludes to an atmosphere that carries
a personal dimension, but, for those familiar with the doctrine of
purgatory, signifies the progress of the process of purification of
the soul (Greenblatt 2002 in: Spremi¢ 2011: 61).

Isaac symbolizes rebellion with his determination not to fall
into the hands of the guards.

The counterpart to King Hamlet’s Ghost in Death and the Der-
vish is a fugitive, who has certain characteristics of a ghost, which
he shares with the specters in Hamlet. The question, however, is
whether these are ghosts in themselves or ghosts of Hamlet and
Nuruddin’s minds that represent projections of their indecision that
have decided for them that the hour of their ethical determination
has come.

The symbol of rebellion in Death and the Dervish is the fugitive
Is-haq. Andri¢’s reflection on invisible guilt, embodied in Camil,
resonates with Selimovi¢’s portrayal of the fugitive as the prede-
cessor of Is-haq or another dervish identity (Milosevi¢ 2005: 228).
He is the weight that tips to one side of Nuruddin’s moral scale,
the one for which the dervish in the first part of the novel lacks
the courage and constantly finds excuses for his postponement of
taking revenge. Is-haq is an exponent of life, and the sword with
which he fights against authority, fully aware that authority and
law are two different things, which Nuruddin is not yet aware of at
that moment, is rebellion, a strange word that Ahmed Nuruddin
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did not have the courage to look into its eyes until the dead Harun
encouraged him to do so with his sacrifice.

Is-haq is what a dervish could be if he threw off the shackles
that bind him to being a man, not a function. He is all that is accu-
mulated and repressed under the dervish robe, near the place where
the living heart of a man who leads a life in death still beats. The
dervish feverishly thinks about whether Is-haq is guilty in order
to justify himself to himself. Because, if he is, everything is fine
with the dervish’s worldview and he can continue to hide without
deviating from ethical uncertainty. “The fugitive’s presence in the
garden has the meaning of a difficult moral challenge”*®* (Petrovi¢
1981: 20). It forces the dervish to decide. He must do something,
to act, and first he must make a decision. “Nuruddin stands before
the risk of a decision, before the risk of responsibility”**> (Ibid: 21)
which he wants someone else to make in his place. This scene in
the novel is the beginning of his role as a judge, because it is up
to him to decide whether to hide the fugitive or to hand him over
to the guards. Is-haq brings Nuruddin before a fait accompli. He
does not give him any room for hesitation. Nuruddin must make a
decision and choose in an instant.

On the one hand, “Nuruddin is a representative of the Or-
der. As such, it is his duty to hand over the fugitive”* (Ibid.). On
the other hand, the fugitive is someone he knows nothing about,
although he is very interested in whether he is guilty and it is his
human duty to help the unfortunate. But, since the dervish has a
conflict between his personal and dervish way of perceiving reality,
this choice is not easy.

44 Beguncevo prisustvo u basti ima znacenje teSkog moralnog izazova”
(Petrovic¢ 1981: 20).

5 Nurudin stoji pred rizikom odlucivanja, pred rizikom odgovornosti”
(Ibid: 21).

46 Nurudin je predstavnik Reda. Kao takvom, njegova je duznost da
izruci begunca” (Vcro: 21).
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“Nuruddin doubted the principles that obliged him as a priest to
believe in, precisely on the night when angry soldiers chased the es-
caped convict, who had taken refuge in the courtyard of the tekke™”
(Tomovi¢ 1980: 139).

The fugitive represents the watershed between his two ways of
being: the common human and the dervish, the point of contention
between the two existences.

“Nuruddin knows: to stand on the side of the fugitive, to help him,
means to rise up against the entire life up to that point, to put the ques-
tion above the entire existence up to that point”*® (Petrovi¢ 1981: 22).

The dervish has once again fallen into the trap of duality, the split
between doing and not doing. He does not know what the fugitive did
or did not do, nor is it mentioned in the novel, which is why there is
a veil of mystery around Is-haq.

We do not know who he is, where he comes from, what hap-
pened before, so the guards are looking for him. We only see the
consequence — he is trapped and needs help, which he asks from
a man who hesitates to give it to him not because Is-haq does not
deserve help but because the dervish is not clear with himself in
the given situation. As always, he hesitates, looking at the man he
thinks must be guilty as soon as he is chased. Because, if he is guilty,
it is an excuse not to help him without blaming himself and to take
all responsibility for the unfortunate incident off himself and leave
Is-haq to his fate.

“The dervish thinks about Is-haq’s guilt in order to disqualify him
more easily. For the same reason, he makes the assumption that

%7 ,Nuruddin je posumnjao u nacela koja ga kao svestenika obavezuju

da u njih vjeruje, upravo one noci kada su rasrdeni vojnici gonili odbjeglog
robijasa, koji se skklonio u dvoriste tekije” (Tomovi¢ 1980: 139).

48 ,Nuruddin zna: stati na stranu begunca, pomo¢i mu, znaci §to i us-
tati protiv celokupnog dotadasnjeg Zzivota, staviti pitanje preko celokupne
dotadasnje egzistencije” (Petrovi¢ 1981: 22).
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Is-haq is the murderer from the khan. Is-haq - the guilty one and
Is-haq - the murderer cannot be a reason for moral hesitation”

(Petrovi¢ 1981: 25-26).

Nuruddin did not ask himself who Is-haq was, but only whether
he was guilty. The writer does not give us an explanation of this char-
acter. We do not know who he is. What we do know is that

“if Is-haq is the murderer, Nuruddin is freed from any responsibility
for the denunciation. And not only would the compromised Ishak
free Nuruddin from responsibility, but also from the problem he had
imposed on him with his extraordinary independence and confusing
self-awareness™° (Ibid: 26).

Is-haq is everything that the dervish must not be and an indi-
cation of what the dervish will later in the novel unsuccessfully try
to be, because he will be swallowed up by hatred and vengefulness.

“The dervish recognizes in him the dark, unknown side of his own
character”! (Ibid: 24).

Is-haq surrenders to rebellion because it is the only way for a
person to survive in it. By defending the fugitive, sheikh Nuruddin
would risk his false self, a dervish of the Mevlevi order. Is-haq did not
withdraw into a tekke from the world. He did not push it away and
retreat into an absurd illusion of peace, like sheikh Nuruddin. Unlike
the dervish, who completely separates himself from the world, as well

49 ,Dervi$ razmislja o krivici Ishakovoj da bi ga lakse disvalifikovao.

Sa istog razloga on pravi pretpostavku da je Ishak ubica iz hana. Ishak - kri-
vac i Ishak - ubica ne mogu biti povod moralnog kolebanja” (Petrovi¢ 1981:
25-26).

470 ,ako je Ishak ubica, Nuruddin je osloboden svake odgovornosti
za potkazivanje. I ne samo da bi kompromitovani Ishak oslobodio Nurud-
dina odgvoornosti, nego i problema koji mu je nametnuo svojom izuzetnom
samostalno$¢u i zbunjuju¢om samosveséu” (Mcio: 26).

71 ,Dervi$ u njemu prepoznaje tamnu, nepoznatu stranu sopstvenog lika”
(Ucto: 24).
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as from himself, Is-haq coexists with the world. Hence the figure of
Is-haq is important. Because, “Is-haq is, above all, rejection. The re-
jection of personal security in the first place”* (Ibid:25).

And the acceptance of all the consequences that conflict with
the system entails. Is-haq’s main characteristic is the non-acceptance
of reality as imposed by the authorities. “A dervish, however, cannot
reject reality because rejecting reality would be the same as rejecting
the previous existence [...]”** (Ibid.) and questioning everything
that makes up his existence. Becoming aware of this would require
action and rebellion, which sheikh Nuruddin is not capable of at that
moment (Ibid: 29).

And here is the point of differentiation between him and
Ahmed Nuruddin. Is-haq is ready to fight at any cost, while the der-
vish is not because “as long as he believes that a way out is possible,
rebellion is a presumption forced into silence”* (Petrovi¢ 1981: 25).
He surrenders to postponing the decision so as not to have to face
the consequences.

»The fugitive is a character who exists in absurd circumstances. He
is constantly on the run - that is his fate — which he accepts without
grumbling. With his rebellion, he is inseparable from the world. They
stand to each other in a relationship of complete negation. The world
does not acknowledge Isaac; Isaac does not acknowledge the world. His
rebellion grows out of his moral personality. It grows out of rebellion,
equal to it. Without resistance, Isaac would cease to exist. By opposing
the world, Isaac renounces everything else — except opposition. What
does Ishak bewitch Nuruddin with? With his moral self-awareness. His
ethical rebel. Existential determination to be one’s own at any cost. Ishak
is constantly taking risks. And no matter what and not for a certain

72 Ishak je pre svega, odbacivanje. Odbacivanje li¢ne sigurnosti u prvom
redu” (Mcitio:25)

473 ,Dervi§, medutim, ne moze da odbaci stvarnost jer bi odbacivanje
stvarnosti bilo $to i odbacivanje dosada$nje egzistencije [...]” (Vicro).

74 ,sve dok veruje da je izlaz mogu¢, pobuna je pretpostavka prinudena
na mirovanje” (Petrovi¢ 1981: 25).
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time. IshaK’s attitude towards his own life resembles madness; putting
life in danger every moment does not seem like the wisest philosophy.
However, it is not Isaac who constantly questions his own existence,
but rather the world into which he is thrown without a choice. Isaac is
not able to choose the world, but he is able to determine his attitude
towards value. It is the focal point of Isaac’s character. What is Is-haq
defending? He defends what was given to him at birth and which
constitutes an essential part of his being - he defends his humanity“+
(Petrovi¢ 1981: 35).

The Ghost of King Hamlet and Is-haq share two important
characteristics. The first is that the nature of both is enigmatic. The
ghost of Hamlet’s father is a ghost, an element of the supernatural
that is common in revenge tragedies, but Hamlet sees him not in a
corpse’s clothes, but in warrior’s clothes, and not just once but twice.
The first time, the guards see him, and the second time, only Hamlet.
Both protagonists encounter fluid figures at night. And both come
as heralds of the end of the protagonist’s ethical indeterminacy. King
Hamlet’s Ghost is fluid, as is Ish-ac in Death and the Dervish. We
cannot be sure whether they are real.

7> “Begunac je lik koji posoji u apsurdnim okolnostima. On nepresta-
no bezi - to je njegova sudbina - ali koju on prihvata bez roptanja. Svojom
pobunjenos¢u on je neodvojiv od sveta. Oni stoje jedan prema drugom u
odnosu potpune negacije. Svet ne priznaje Ishaka; Ishak ne riznaje svet. Nje-
gova pobunjenost izrasta iz njegove moralne li¢nosti. Ona izrasta iz pobune,
jednaka s njom. Bez opiranja Ishak bi prestao da egzistira. Suprotstavljajuci
se svetu, Ishak se odrice svega drugog - osim suprotstavljanja. Cime Ishak
op¢injuje Nuruddina? Svojom moralnom samosve$¢u. Svojom eti¢ckom pot-
punoséu. Egzistentnim odredenjem da po svaku cenu bude svoj. Ishak ne-
prekidno rizikuje. I ne makar $ta i ne za odredeno vreme, nego Zivot sam i to
u svakom trenutku. Ishakov odnos prema sopstvenom Zivotu li¢i na ludost;
svakog trenutka dovoditi Zivot u opasnost ne izgleda kao najmudrija filozofi-
ja. Medutim, nije Ishak taj koji neprekidno dovodi u pitanje vlastitu egzisten-
ciju nego to ¢ini svet u koji je on bacen bez moguénosti izbora. Ishak nije u
mogucnosti da bira svet, ali je u prilici da odreduje stav prema vrednosti. To
je centralna tacka Ishakovog lika. Sta Ishak brani? Ishak brani ono §to je ro-
denjem dato i $to ¢ini sustinski deo njegova bi¢a — on brani svoju ljudskost”
(Petrovié 1981: 35).
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“These figures, due to the duality they embody within themselves
by constantly merging the human into the inhuman, the ghostly,
the otherworldly, the phantom, serve as a mirror to Hamlet and
Ahmed Nuruddin in which they see a part of themselves hidden in
the darkness of the subconscious in Hamlet’s case and the ideolog-
ical in Nuruddin’s case, whose metaphor is (mid)night“’¢ (Terzi¢
2023a: 271).

First he appears as a rebel, and then, later, as a prisoner. In prison,
Is-haq is no longer a fugitive. He is now arrested. His spirit is broken.
They have subdued him and thereby killed the will in him. The proud
“one-legged one™’ (Selimovi¢ 2018a: 53) who values life is chained
in prison like Prometheus, which tames his rebellious natural fighter
who resists, who does not agree to be subjugated, who does not obey;,
which impresses the ideologically trained Nuruddin, who in prison
was neither Ahmed nor Nuruddin. By killing the will, only a shell of
a man remains, a shadow of that Is-haq from the tekke garden who
tempted Nuruddin to (not) define himself. He is no longer Is-haq. He
is not a fugitive either. Now he is just a prisoner. And the question
is who he really is: is he a fugitive, is he Is-haq or is he Lucifer, the
wicked one?

Hamlets actions or inactions depend on the nature of the Ghost.
Hamlet only meets the Ghost in the chambers of his mother, a traitor,
an adulteress, and a harlot. Are the Ghost and Is-haq really seeking
reconciliation or is it Hamlet and Nuruddin seeking it through them?

The Ghost of King Hamlet first appears in warrior’s garb, and
then, in Gertrude’s chambers, in a suit, but only Hamlet can see him,
not his mother. Is-haq and the Ghost of King Hamlet are elusive
entities.

776 ,0Be durype, ycien OBOJHOCTM Kojy oBaruiohyjy y ceOu cTamHMM
IpeTaKambeM JbYJCKOT y HebYACKO, aBeTHO, OHOCTPAHO, (PaHTOMCKO, CITyxe
Kao oregano Xammery u Axmeny Hypyauny y koM Buzsie neo cebe cakpuBeH
y MpaKy IOficCBeCHOT y XaM/IeToBOM 1 mpeosomkor y HypyanaoBom ciydajy
uija je metadopa (mo)uoh (Tepauh 2023a: 271).

477 uexu jegHonoru ayx~ (Cemumosuh 2004: 45).
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“Their fluidity is reflected in the constant hovering between their
human and non-human (ghostly, ghostly) attributes. The most no-
ticeable human characteristic of the ghosts of King Hamlet and Is-haq
is their human form, human appearance, while their reality certainly
has the characteristics of something that does not belong to the ordi-
nary and everyday. Phantom images are fluid figures, which have the
properties of both the human and the otherworldly and which can
embody both good and evil within themselves. They can be decoded
as phenomena from another world, another reality, one of which is
on the other side of the rainbow, and the other on the other side of
the tekke threshold. The ghosts of King Hamlet and Is-haq call on
the heroes to rebel against the previous cultural, ideological, moral
and psychological order within whose framework, through tradition
and ideology, Hamlet and Ahmed Nuruddin moved. The ghosts, or
rather what they symbolize, of which they are a metaphor, which is
an instance of moral self-determination, which is in contradiction
with the previous coordinate system of ethical conformism of the two
protagonists [...]”*"® (Terzi¢ 2023a: 269).

Is-haq is completely different from sheikh Nuruddin. He refuses
to be a sacrificial lamb on the Ottoman spit. Is-haq surrenders to rebel-
lion because it is the only way for a man to survive in it. By defending

78 JTbuxoBa QIYUIHOCT OI/efia ce Y KOHCTaHTHOM Jiebfemny usmeby
I UXOBMX JBYACKMX M He/bY[CKUX (aBeTHHUX, cabmacHux) arpubyra. Hajyo-
4YbUBHUja JbY/ICKA KaPAKTEPUCTUKA IyXa Kpaba Xamyera u Vcxaka je mIUXoB
JbYIICKM JIMK, JbY[,CKO 00/1Mdje, JOK BIX0BA YTBAPHOCT 3aCUTYPHO MMa OIJIN-
Ke Heuera IITO He Npunaja o6MYHOM U cBakogHeBHOM. PaHTOMCKE IIOf06E
cy bnynpHe durype, Koje uMajy 0cobMHe ¥ JbYACKOT M OHOCTPAHOT 1 Koje y
cebu Mory oBarIoTUTH 1 J06po 1 3710. OHe ce MOry eKOAMPATU Kao HojaBe
U3 HEKOT IPYTOr CBETA, APYyTe CTBAPHOCTH, Of KOjUX j€ jefHa ca OHe CTpaHe
IyTe, a [pyra ca oHe cTpaHe TeKmjckor mpara. /lyx xpama Xamnera n Vc-
XaK jyHaKe II03MBajy Ha HOOYHY IIPOTUB JOTafjalllbel Ky/ITYPOIOIIKOL, Ufie-
OJIOIIKOT, MOPa/IHOT ¥ IICMXOJIOIIKOT YCTPOjCTBA YHYTap YMjuX OKBMpa CY C€,
IIOCPEICTBOM TpajuLuje u upeonoruje, Xamaet nu Axmes, Hypyann kperanm.
ABeTH, OHOCHO OHO IITO cuMObO/MINY, Yera cy MeTadopa, a TO je MHCTaHIja
MopayHor camoonpehuBarma, Koja je y CyIpOTHOCTH ca ZOTaallbUM KOOp-
AVHATHUM CHUCTEMOM eTMYKOT KOM(pOpPMMU3Ma ABOjUIle IIPOTATOHUCTA [...]”
(Tepsuh 2023a: 269).
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a fugitive, sheikh Nuruddin would risk his false self, a dervish of the
prestigious and powerful Mevlevi order, while “Is-haq defends what
was given to him by birth and which constitutes an essential part of
his being - he defends his humanity”*”® (Petrovi¢ 1981: 35).

Is-haq did not withdraw from the world into a tekke. He did
not push it away and retreat into an absurd illusion of peace, like
sheikh Nuruddin. Unlike the dervish, who completely separated
himself from the world, as well as from himself, there is a relationship
between Is-haq and the world. The metaphor for this relationship
is the guards.

“Both figures, the ghost of King Hamlet and Ishak, place the protago-
nists in a position to fight against themselves and the cowards within
themselves, whether it is Hamlet or Ahmed Nuruddin™# (Terzi¢ 2023a:
272).

Is-haq does not agree to the role of victim that is imposed on him.
He is a fugitive, a man of flesh and blood whom Nuruddin meets on
a St. George’s night in which the senses gain supremacy over reason.
He is a small man, like the dervish’s brother Harun, who was captured
by the authorities. The persecuted one fights for his life. He is a rebel
against the system that hunts him. He is just a human being on the
run who materialized one night in the tekke garden, challenging the
Other in Ahmed Nuruddin to either hand him over or keep him until
morning. The Other, that is the man in the dervish. The Other, that
is Harun.

If it had not been the night of the lily of the valley and if he had
not found himself in the tekke garden, a space of spiritual authority,
but still authority, and if he had not met Ahmed Nuruddin who,
on that very night, is not only a dervish, but also the brother of the

479 Ishak brani ono $to mu je rodenjem dato i $to ¢ini sustinski deo njego-
vog bi¢a — on brani svoju ljudskost” (Petrovi¢ 1981: 35).

0 ,06e durype, n fyx Kpapa Xamera u VIcXak IpoTaroHucTe fOBOJE Y
o3MIMju ia ce 60pe MpOTMB camux cebe 1 KyKaBala y cebu, 6110 a je ped o
Xamnery i Axmeny Hypynuny” (Tepauh 2023a: 272).
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man he thinks is imprisoned and will be released, but his brother’s
imprisonment still disturbs him in the hitherto undisturbed peace
of a man who has chosen the Olympic heights of spirituality over
the prosaicness of human existence, the fugitive would have been
just a fugitive, deprived of the metaphorical dimension he gained by
meeting Ahmed Nuruddin in the darkness of the night (Selimovi¢
2018: 52-63).

If Ahmed were more Ahmed and less Nuruddin, it would be a
meeting of two men, one of whom is in trouble. Human laws would
require the other to help him. But, in the pitch-black night, the fu-
gitive met a man who is not only a man, but also a dervish, who has
assumed the “Islamist dogma” (Petrovi¢ 1981: 42) over the significance
of individual life. First his own, then Harun’s. Why not the fugitive’s?
He, the persecuted, is the dervish’s moral crossroads between Ahmed
and Nuruddin.

“The insistence on his inhuman qualities makes Is-haq resemble the
figure of the ghost of King Hamlet with whom Hamlet communicates
intimately, privately, alone, away from the others present in that scene.
Nuruddin also enters into a dialogue with Is-haq, just as Hamlet does
with the ghost of his father [...]”*" (Terzi¢ 2023a: 276-277).

Before the dervish’s eyes, Is-haq does what Nuruddin never did:
he fights for himself. That is why Is-haq is not only subversive, but
also a metaphor for subversion towards the centers of power, towards
the authorities that are pursuing him. His subversiveness is motivat-
ed by the instinct for self-preservation. Half-barefoot, he runs away
to save his head, not even knowing why his pursuers want him. All
he knows is that he will not fall into their hands. He resists with his
whole being, not asking for a price, because he knows that the price of

81 VIHcuCcTMpabe Ha BberOBIM He/bYICKIM Of/IMKaMa VIcxaka YmMHM Cod-
HuM urypn gyxa xpamba Xamera ca KojuM XamleT KOMYHUIMPA MHTUMHO,
HPUBATHO, HACAMO, MIMO OCTa/IMX IPUCYTHMX y TOj crieHn. Hypynun, Takobe,
cTyma y aujanor ca VIcxakoM, OHAaKO Kako TO 4MHM XaMJIeT ca [yXOM CBOT Olia
[...]” (Tepsuh 2023a: 276-277).
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opposing repressive authorities is certain death. Despite this, he does
not recognize the arbitrariness of the authorities, he does not want
to be an accomplice in such a reality in which life is lost because the
generator of power has decided so and is ready to fight.

“To be human - for Is-haq — does not mean simply existing, but resisting
everything that violates human integrity. To live without conflict is to
accept defeat in advance. Socially sanctioned law is always mediated
by interpretation. Mediation authority is imposed as law. Isaac controls
every mediation of power and authority by means of his own indicator,
i.e. principles of humanity — and it is nothing more than a doubt about
the correctness of mediation. That is why Isaac is an eternal fugitive, a
man outside the law, a victim of the authorities“®? (Petrovi¢ 1981: 36).

Is-haq rebels against being presented with a fait accompli. Is-
haq is not submissive and conciliatory. He shows the firmness of his
determination not to bow down to the tyrannical Ottoman regime,
which (like any government, for that matter) chooses its victims based
on its own arbitrary criteria. In the conditions of absolute repression
established by the ossified state apparatus, which is based on oppres-
sion, force and injustice, Is-haq becomes a hero because he does not
renounce his right to humanity. On the contrary, he fights for it.

He acts, fully aware that he is risking his own life. He is what he
is, a nameless fugitive whom Nuruddin calls by the name of his uncle.
Is-haqis christened Ahmed Nuruddin, the man. This memory belongs
to the man beneath the uniform and connects him to childhood, the
age of innocence and a pure, untainted soul before he became sheikh
Nuruddin, to his authentic “I”. The encounter with Is-haq forces sheikh
Nuruddin to make a decision, to choose a side, to act.

82 Biti ¢ovek - po Ishaku - ne znaci prosto postojati ve¢ se odupreti sve-

mu §to narusava ljudski integritet. Ziveti bez sukoba znaci unapred pristati na
poraz. Drustveno sankcionisano pravo uvek je posredovano interpretacijom.
Autoritet posredovanja sile i vlasti kontrolie pomoc¢u sopstvenog indikatora,
tj. naCela humanosti - a ono nije ni$ta drugo do sumnja u ispravnost posredo-
vanja” (Petrovi¢ 1981: 36)
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The dervish takes on the role of a moral judge whose task is to
judge whether Is-haq, or whatever his real name is, is guilty or not, so
that he can act in accordance with his decision, and not in accordance
with the humanity that would prompt him to help a man in need who
may be innocent.

Is-haq’s role in the novel is to represent everything that sheikh
Nuruddin is not, and thus to highlight his dogmatism and moral in-
doctrination. To stand up for the unfortunate man, who may be just
as innocent as his brother, means to stand up for Harun, to throw off
the dervish shackles, to be Ahmed Nuruddin, Harun’s brother, and
to move towards humanization. That would mean rebelling in the
name of Good, for which sheikh Nuruddin remained silent about the
suffering of others only because it was someone else’s. To decide, to
choose a side, that is what sheikh Nuruddin does not have the courage
for. He is eternally between doing and being.

“[...] in meeting Is-haq, the advocate of disobedience, rebellion and
“rejection of personal security”, he begins to doubt himself, the world
around him. And while the fugitive Is-haq takes root in rebellion and
the vision of a new possibility of living, Dervish only in what is certain,
known and strictly defined™*** (Dordevi¢ 1996: 869).

Ahmed’s decision must not be Ahmed’s, it must be based on
dogma, and he will not make it until he finds a cover for it, not in his
conscience, but in the Koran. To do otherwise would be to reject his
own reality, which is only his but not the true reality, and to question
everything that makes up his existence. Becoming aware of this would
require action and rebellion, which sheikh Nuruddin is not ready for.
In return, he would get back his life, freedom, and independence,

which in the novel are represented by Is-haq and Hassan because

43 ,[...] y cycpety ca VcxakoMm, 3aroBOpPHIKOM HEITOKOPHOCTH, HOOYHe 1
»Of0aLBatba IMYHE CUTYPHOCTH , [IOUMIbE Ia CYyMIba y cebe, y cBeT 0Ko cebe.
W mok ce 6erynan Vcxak ykopemwyje y mobyHu u Busuju HOoBe MoryhHocTn
JKUB/bEHa, JepBUII CaMO Yy OHOME ILITO jeé M3BECHO, MO3HATO U CTPOTO
neduuucano” (‘Gophesnh 1996: 869).

385

Prelom - M T - KNJIGA.indd 385 22-Jul-25 19:55:12



MARIJA S. TERZIC

they refuse to submit to a higher authority and not live their own,
authentic lives.

While Sheikh Nuruddin regresses like a being in no man’s land,
which is the boundary between doing and being, lost in his contem-
plations verbally objectified in his mind, and invents morally credible
excuses for why he should not do anything. “Is-haq appeared as a reflex
of the act of rebellion, and not only as a reflex of the word rebellion™**
(Lagumdzija 1988: 108) and showed him that debating boils down to
doing or not doing. This choice is announced by the Ghost of King
Hamlet and Is-hagq.

The fugitive is

“[...] an epiphany of the transcendent, the divine, the hitherto unsus-
pected, which will lead to the awakening of consciousness to what is
and is not, to what is present, existing, and what could have been and
was not”* (Dordevic1996: 867),

just as the Ghost of Hamlet’s father could only have been a way for
the Dishonest to tempt him, but it is not.

He is a metaphor for not accepting defeat, retreating, fleeing,
fighting life’s challenges, even those that seem hopeless, the em-
bodiment of defiance of injustice and persecutors. Is-haq values his
own life because he cares about living it, not spending it in death, as
Ahmed Nuruddin does, spending his professional life in blind faith
in alie, as a prominent but dehumanized dervish to whom everything
human was alien.

Harun’s death exposed Ahmed’s failure and revealed that he had
been living in an illusion all along, which, in its collision with reality,
was defeated by its brutality and the interests of the rulers who stand

484 Vlcxaxk ce 1ojaB1o Kao pedyiekc unHa mobyHa, a He caMo Kao pedriekc
pujeun mobyna” (Lagumdzija 1988: 108)

% BeryHall je ,[...] emmdaHmja TpaHCIELEHTHOT, OOXXaHCKOI, HOTaf
Hecnyhenor, a mrro he oBecty 1o monyherma cBecTy Ha OHO LITO jecTe a HHje, HA
Ihera cajjalllber, mocrojeher, n oHo 1mTo je Morao 6utn a Huje” (Hophesnh1996:
867).
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behind the murder of an innocent man, one who, thanks to their merit,
suffered, despite the fact that he was not guilty. The appearance of Is-
haq indicates “[...] apostasy and rebellious thought, an individual act
that rejects fear and the entrenched nature of duration for the sake of
personal security”*¢ (Dordevi¢ 1996: 871)

which is embodied in the Order, dogma, principles and rules. He
did not only punish the innocent Harun, he also punished his own
naivety, his complete detachment from the world in which he lived.

Death and the Dervish is the story of a man who thinks he is
protecting the principles of faith and morality, and who persists in
this until he is convinced that he was blind in his eyes and that what
he believed in does not exist. Everything is a soap bubble in which he
felt alienated enough not to have to interfere in the real world and its
vileness that he was not up to.

At first glance, it is the story of a man who has cocooned himself
in the dogmatic world of Islamic exegesis. He replaced his primary
family, distanced himself from Johovac both physically and emotion-
ally, locked himself in a tekke and in his idea of serving Allah, his
principles, and his principles, diligently performing his dervish duty,
increasingly distancing himself from his human essence, each day
one pedal closer to his dehumanization ,,[...] revealing all the absurd
and cruelty of the mechanism that decides on the lives of people” **
(Erepmh 2000: 42).

His human form was lost in the rules of the Koran, and he did
not notice it. He did not want, would or could not. Death did not
touch him with its icy tentacles. He did not face it as a mourner, until
he was left behind the deceased, to feel the pain of loss. That loss was
never his. There was nothing personal there. He always remained at
the safe dervish distance of one who only reads a prayer for the dead.

46 ,[...] oTmagHUIITBO U MOOYHEHy MICAO0, Ha NOjefiTHAYaH YMH KOjUM
ce ofballyje cTpax M YKOIIAaHOCT Tpajamba 3apaj mndHe curypaocti” (‘Hophesnh
1996: 871).

47 ,[...] orkpuBajyhu cBy amcyppHOCT M CypOBOCT MeXaHM3Ma KOju
omtydyje o byackum >xusotuma..” (Erepuh 2000: 42)
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And then it caught up with him. Harun was killed. He did not
die, they killed him. Those whom he believed were enforcing law
and order. Whom he begged for mercy and realized did not know
or recognize the same. The compact image of dervish life in con-
sciously imposed isolation and absolute tekke peace disappeared.
Behind her was Harun’s grave and the candle that burned on it to
constantly remind him that he had not visited him in the fortress,
that he had not fulfilled his brotherly or human duty, that he had
remained dervishly distant, alienated to the end. The sheikh was
a failure because he had allowed the man in him to die by never
breaking away, never rebelling in the name of life, which might have
given him a second chance for love.

Up until that moment, he had believed in Order, dogma, prin-
ciples, tenets, and rules. He believed that these were life’s landmarks,
without which a person would easily get lost on the path of life.
And then all of that betrayed him. He discovered that this is not the
structure of the world of which he is a part and that reality does not
function that way, but is created by those in power in accordance
with the needs of the regime they are at the helm of, along the way.
The sacrifice of an innocent individual is not considered forbidden
by the government, but is organized and carried out, like Claudius
in Hamlet.

This is the identity that Ahmed Nuruddin gave him. By chris-
tening him with the name of the uncle he loved in childhood, he
gave him a positive sign. The ghost presents himself to Hamlet as
the shadow of his father. The fugitive does not present himself to
the dervish. Nuruddin determines his identity, and thereby binds
to him the emotional relationship he gave him. The fugitive’s deci-
sion in the first scene in the novel in which he appears is to defend
himself, not to surrender, to do everything he can to save himself,
to do everything Nuruddin should do for Harun according to
unwritten human laws, and the laws of “the biological imperative”
(Ivanov 2017: 384).
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Is-haq and the king call for a rebellion. Hamlet will become
Daedalus in it and soar to the aristocratic heights of his position,
showing that he is worthy of the unjustly taken throne because it was
not Hamlet the man who took revenge, but Hamlet the ruler, thereby
curing the disease from the Danish body and bringing him healing.
Nuruddin will become Icarus. His wings will be melted by the sun,
the fire of his hatred. He will plunge into the abyss.
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9. HAMLET: MADNESS AS AN
INSTRUMENT OF SUBVERSION

Hamlet is a nobleman. He belongs to the social class of the ar-
istocracy. By birth, he was given the social status of a member of the
monarchy. He is the heir to the throne. Hamlet is a prince, a member
of royalty, a future ruler, with a duty to Denmark. He should be the
legitimate leader of his subjects. He is not a man, but a highness. This
is his social identity based on belonging to a social class. The highest
one. The one that Polonius and Laertes warn Ophelia about. Because
of which Hamlet the man suffers. He is tied to the family structure by
the same threads. He is the son, not only of his dignified father, whom
at the beginning of the play he pities with all his heart, although a little
too much, but also of his mother, weak in her lust and need for a man,
who disgusts him. His royal family is the group to which he belongs
and which also shapes his social identity. As he himself says: “[...] As
in their birth, wherein they are not guilty Since nature cannot choose
his origin™* (I, 4, 56).

One of the opening scenes in Hamlet is at court, in which the
young prince is dressed in black, and in obvious mourning for his
father, which the new king and now his queen consider to be exag-
gerated and unnatural for a man:

“Tis sweet and commendable in your nature, Hamlet,
To give these mourning duties to your father;
But you must know, your father lost a father;

488 [...] doBex cBoje He 6mpa mopekno” (Illexcrp, Benuxe iipaieguje
npes. Cumuth u [Taugyposuh, 2022: 32).
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That father lost his; and the survivor bound

In filial obligation for some term

To do obsequious sorrow. But to persever

In obstinate condolement is a course

Of impious stuboborness. Tis unmanly grief:”*%
(L 2. 77-94)

Regarding Hamlet’s persistence in mourning for his murdered
father, Claudius claims that:

“It shows a will most incorrect to heaen,

A heart unfortified, a mind impatient,

An understanding simle and unschooled.
For, what we know must be, and is common
As any the most vulgar thing to sense,
Why should we in our peevish opposition
Take it to heart? Fie, 'tis afault to heaven,

A fault against the dead, a fault to nature,
To reason most absurd, whose theme
From the first corse till he that died today,
Is death of fathers, and who still hath cried,
"This must be s0”*°

(I 2. 95-106).

489 _He>kHO je TO 1 IIOXBAJTHO Y Ballloj

ITpupopu, XamseTe, HITO BU Oy CBOM

JKanoctu oBaj opmajere fyr.

AT’ Moparte 3HaTI Jia Balll OTAl] CBOT

Wsry6u oma, oBaj omeT CBOT;

W nacnepHuK je Jy>kaH HEKO BpeMe

ITo o6aBe3n CHHOB/BO] MASUTH

IMocMpTHY XanocT. Anu UCTpajati

Teppornaso y Tysu, TO je myT

Be360>xHOT yropcTBa 1 HeMyLKu 6071,

(Iexcrmp, Benuxe inipaieguje, npes.. Cumuh u ITanayposnh, 2022: 18)
40 W pasym Bpiio npoct u HempocBehen

Jep Kap ce 3Ha Jja HEIITO OMTHU MOpa,

Ja je 06bmuHa, HajIpoCcTHja cTBAP,

IITo 6MCcMO TO ¥ IIPKOCHOM OTIIOPY

Yaemu x cpuy? To je rpex cripam Heba,
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Claudius’ rhetoric in this verse reveals his hypocrisy. This speech
would make sense if it were about the natural death of Hamlet’s father,
which the son would mourn in the way Hamlet does. However, it is
not about natural death and the inheritance of power according to
legitimate principles, but about violent death, about murder, which the
murderer verbally treats in front of the grieving heir as a biological law
of the end of the human age, and not as what it actually is - murder.
It implicitly refutes the claim that “it must be so” because in the case
of Hamlet’s father, as well as Nuruddin’s brother, neither nature nor
God decided this, but man.

Madness will be just a prop for him to convince himself that there
is a basis for revenge that goes beyond his personal animosity towards
Claudius, whom he will not find not only in the “mousetrap” scene but
also in Claudius’ letter, which unequivocally states that Hamlet should be
liquidated, which convinces Hamlet of Claudius’ evil intentions on the
basis of which he, according to his own conscience, gains the right to act.

Claudius’s reaction during the play, his demonstrative getting
up and leaving it, as well as the aforementioned letter, are the basis
for Hamlet’s revenge as a statesman, thus diverting attention from
his great grief for his father, which is evident at the beginning of the
play, but which recedes into the background during its duration until
it completely loses its significance, when the murdered king ceases to
exist in his son’s thoughts.

In Hamlet’s case, madness is simulated. It is “[...] a release, the speech
of the unconscious or repressed, Pandora’s box of the entire play ™!
(Sofranac 2013b: 97). Hamlet is an extremely intelligent hero. He
carefully plans and carries out his madness. He uses it as a mask to

Ipex crpam npypope, rpex Cpam IOKOjHMKA,
JlymocT 3a pasym, 4mja cTajiHa TeMa
CMpT je oTalia, 1 OH OIIOMIIbEe
Og mpBor JIela 10 TOT LITO IaHAC Mpe:
,»To Tako mopa 6utn.“
(Vcro: 18)

#1 [...] je oslobadanje, govor nesvesnog ili potisnutog, Pandorina ku-

tija celokupne drame” (Sofranac 2013b: 97).
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hide his intentions and monitor the behavior of Claudius, Gertrude,
Polonius and others whom he does not trust. However, he does not
give them even a shred of doubt that he is really a person. Hamlet
calculates that madness can be justified by circumstances, the death
of his father, whom he loved, whom he regrets and more than Ger-
trude considers appropriate, then Ophelia’s rejection, all of which
can be considered reasons for the prince to go mad in the eyes of
others. From Hamlet’s conversation with Horatio and Marcellus in
which he warns them not to betray him in any way if they witness
his strange behavior, we learn that dissimulation is just a tactic that
Hamlet uses. Hamlet says:

“As I perchance herafter shall think meet
To put an antic disposition on - [...]™**
(I.5.170-171)

Hamlet’s plan succeeds. The mask of madness he puts on himself
has an effect on the court. Everyone sees his change and, since he is a
prince, it is not only a family problem, but also a political one, because
the country cannot be ruled by a ruler who is mad. Although Hamlet
is clearly not, or at least not yet, the question remains to what extent he
can actually control it, because his grief for his father and disgust at the
incest between Gertrude and Claudius are very real. In Nuruddin’s case,
we find disgust in the scene with the muselim when, at the beginning
of the novel, he comes to inquire about his brother, and finds before
him not a man, but a function: “Finally the muselim spoke, in a voice as
dead as his silence, but I no longer cared. [...]. I felt slightly nauseated™*
(Selimovi¢ 2018a: 88).

42 [...] moxpa hy 3a cxogno Hahm xap
Jla yameM Ha ce Apkame yypaka [...]”
(Iexcrmp, Benuxe tapaiequje, mpes. Cumuh u ITangyposuh, 2022: 37).
43  HaIoKOH je Myce/uM IIpOroBpuo, a 6uno mu je Beh cBejenHo, MpTBO
Kao ITO je M hyrao, ropyHaMa HaBUKHYT Ha Taj CTaB HENMPOOOJHOCTM U
CTPOTOT TIpe3npa, al Mu je U To 6110 cBejefHO. Mano Me Myunno raheme”
(Cenmnmonuh 2004: 83-84).
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Hamlet wants everyone to perceive him as mentally ill. He puts
on a mask to benefit from being viewed that way by others. It is a
metaphor for his psychosocial identity to make everyone around him
perceive him that way.

The mask of a person who has gone mad due to too much and too
strong emotional trauma serves Hamlet to hide his real intention - to
tind out if the Ghost told him the truth. Hamlet is also double-minded
here. He promises his father’s Ghost that he will listen to him, but he
is tormented by whether the Ghost is telling him the truth. He wants
to believe him, but he looks for proof. In psychological terms, Hamlet
“[...] possesses a functional persona: one that he easily activates or
deactivates without identifying with it”** (Stein 2007: 130). Hamlet
never behaves strangely, unusually or mysteriously when he is alone,
but always when he is surrounded by people from his immediate envi-
ronment. “The madness that he hinted at to his friends, Hamlet called
strange behavior or the mask of a freak — “antic disposition” (Hamlet,
Lv.), where “antic” means strange, grotesque”** (Sofranac 2013b: 97).

He needs the audience to see the play, so that no one doubts his
character, starting with Ophelia, who is horrified by his lost gaze of
a man on the border between two worlds, a man who has truly lost
his mind.

We learn about Hamlet’s madness from Ophelia:

“My lord, as I was sewing in my chamber,

Lord Hamlet, with his doublet all unbraced,

No hat upon his head, his stockings fouled,

Ungartered and down-gyved to his uncle,

Pale as his shirt, his knees knocking each other,

And with a look so pieteous in purport

As if he had been loosed out of hell
4 [...] poseduje funkcionalnu personu: onu koju lako aktivira ili deak-
tivira, a da se ne poistovecuje sa njom” (Stajn 2007: 130).

# ,Ludilo koje je nagovestio svojim prijateljima, Hamlet je nazvao

¢udnim ponasanjem ili maskom ¢udaka - ,antic disposition” (Hamlet, L.v.),
gde ,,antic” oznacava ¢udnovato, groteskno.” (Sofranac 2013b: 97).
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To speak of horrors — he comes before me.
[...]

He took me by thze wrist, and held me hard,
Then goes he to the length of all his arm,
And, with his other hand thus oer his brow,
He falls to such perusal of my face

As he would draw it. Long stayed he so.

At last, a little shaking of mine arm,

And thrice his head thus waving up and down,
He raised a sigh so piteous and profound
That it did seem to shatter all his bulk

And end his being. That done, he lets me go,
And with his head over his shoulder turned,
He seemed to find his way without their help;
He seemed to find his way without his eyes,
For out adoors he went withouot their help;
And to the last bended their light on me***
(2.1.75-81, 86-97)

4% |V cBojoj cam cobu cegena mujyhu,
Kap y npcHMKy kHes XaMJIeT, pacKOIIYaH,
bes xamne Ha r1aBy, ¢ Ip/baBUM Yapanama,
HenopBesannm, maamm g0 4aaHakKa
Ko oxoBn, 1 Kao kouryba My 67er,
A KOJIeHO MY KyIja O KOJIEHO,
W c jepHMM TaKo TY>XKHUM IOITIEIOM
Ko ma n3 naka nobexxe fa npuda
O yxacuma - gobhe npena me.
[...]
3a pyKy, ¥ TaKO YBPCTO JipyKallle,
ITa satum CTyKHY 3a JyX jeHE pyKe,
A npyrom pykom mpeko derna mpebe,
W Taxo mu ce yHece y nune
Ko pa ra npra. [lyro je octo Tako.
Hajsag 3arpece Mano Mojy pyKy,
W TpunyT r1aBoM KJIMMHY TOpe — JJo71e
Y3[1axHy TaKO TY>KHO U 1y6OKO
Ko na My yspax pyum neny rpahy
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The impression left by this scene is that he is truly ill, because
his movements betray a man who has no control over himself, a man
trapped in his own mind, tormented by his demons who have cap-
tured his sanity. His appearance before Ophelia carries the whiteness
of a ghost and the horror it evokes, which leaves no room for doubt
that his madness is real. Hamlet looks as if he has emerged from the
grave. This is precisely the space of the Nietzsche’s mask, between
reality and representation. Her father, Polonius, believes in Hamlet’s
madness, just as he believes that the heir to the throne is ill because
Opbhelia is denying him her attention and love. He confirms this before
Claudius with the words:

“And he, repulsed - a short tale to make -

Fell into a sadness, then into a fast,

Thence to a watch, thence into a weakness,
Thence to a lightness, and, by this declension,
Into the madness wherein now he raves [...]“*”
(2. 2. 146-149)

Rosencrantz asks Hamlet what is causing his madness: “Good my
lord, what is your couse of distemper? You do surely bar the door upon

W opnoCK 11eo >xmBoT. VI Hajocne

bes peun Mu mycTu pyKy, I1a ca I7TaBoM

Ko oxpenyToMm npexo pameHna

Wsrnepao je pa je 6e3 ounjy

Hamrao cBoj mmyTt - jep us kyhe ofe

He rnepeh ounma, 10K je cBe 10 Kpaja

Ha MeHe B1XOB ynupao cjaj”

(Ilexcrmp, Benuke iwipaieguje, npes. Cumuh u ITangyposuh, 2022:
41-42)

7 ,A OH, OfibMjeH — Ja YKpaTKO CBPILINM —

Iape y Tyry, Ia y oCT, a OTYyJ,
Y HecaHmIy, a satum y Hemoh,
IToTom y pacTpojcTBO, 1 Ca ITaZloM TUM,
Y nymuno y kome 6ecuu cap [...]”
(Mcimo: 2022: 48).
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your own liberty, if you deny your griefs to your friend™**® (3. 2. 24-26).
Hamlet replies: “Sir, I lack advancement™. And Rosencrantz replies:
“How can that be, when you have the voice of the King himself for your
succession in Denmark?™® (Ibid.). Hamlet expresses his distrust of
Claudius’s promise: “Ay, sir, but “‘While the grass grows’ — the proverb
is something misty”" (Ibid.). In Gertrude’s chambers, Hamlet sees
his father’s ghost again:

Why, look you there: look how it steals away:

My father in his habit as he lived!

Look where he goes, even now, out at the portal“®
(3.4.133-135).

Gertrude insinuates that Hamlet is merely hallucinating and that
his hallucination is a consequence of his mental disorder, telling him:

“This is the very coinage of your brain.
The bodiless creation [...]“%
(3.4.136-137)

9%, Jo6pu Moj KHeXe, IITa je Ypok BaireM pacTpojcty? Onbujajyhu na
CBOj€ jajie TIOBEPUTE CBOjUM IIPMjaTe/blMa, BU CBAKAKO IPEYNTE IIYT CBOjOj
B/IACTUTO] crobomyu. XamieT My OAroeapa: ,,loCIoOfyHe, MeHU je HOTpeOGHO
ynanpebemwe” (Ilexcrimp, Benuke tpaiequje, npes.. Cumuh u Ilangyposuh,
2022:78)

49 Tocrmopuue, MeHu je morpe6bro ynampebeme” (Illexcrmp, Benmke
Tparegyuje, npes.. Cumuh u [Tangyposuh, 2022: 78)

0 Kako TO KaJ MMaTe ped camora Kpasba ja here ra Bu HacimemguTu Ha
npecrony Jaucke?” (VMciiio)

0 Ta, anu ,,Jj0 3e7eHe TpaBe - je IOCIoBMIa Mao 3acrapena’ (Vcro:
78)

%02 Xal ITornepajTe Kako ce OTKpaaja

Moj ora1, y ofiey, Kao >KuB!
I'nemajte, eHo, n3mas3n Ha BpaTal”
(Mcro: 88)

%95 ,0BO je camo MO3ra TBOTa CTBOP,

A nypuia caMor U3yM je TO BelT,
»

To 6ecrenecHo 6uhe

(Vcro)
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Hamlet refuses to accept her claim:

“Mother, for love of grace,

Lay not that flattering unction to your soul,
That not your trespass but my madness speaks
(3,4, 143-145)

€504

Gertrude is convinced of Hamlet’s madness and says that he is:

“Mad as the sea and wind when both contend
Which is mightier®
(4,1, 7-8).

She calls this madness “brainish apprehension™" (4,1,11). Ham-
let himself says: “His madness is poor Hamlet’s enemy™ (5, 2, 224).
Claudius thinks that Hamlet’s madness is a threat. He wants to send
him to England accompanied by Rosencrantz and Guildenstern, to
whom he informs her:

“His liberty is full of threats to all,

To you, yourself, to us, to everyone.

Alas, how shall this bloody deed be answered?

It will be laid to us, whose providence

Should have kept short, restrained and out of haunt
This mad young man; but so much was our love,
We would not understand what was our love,

We would not understand what was most fit,

%04 Matu,, TAKO BaM Be4He MUJIOCTH,
He meh’ e Ha gyury maxan 6aacam taj,
Jla je 0BO MOja IyfOCT, He Balll Tpex
(Vcto: 90).
305 JIym Kao BeTap U KO Mope KaJj ce
Cypnape o npesnact”
(Mcro: 92).
506 saHOCcOM merosor mosra” (Mcinio).
07 Jlypocr je gymmaH cuporor Xamnera” (Mciio: 131).
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But, like the owner of a foul disease,

To keep it from divulging, let it fed

Even on the pitch of life. [...] but we will ship him hence;
for England; [...]“*

(4,1, 15-23)

By disguising himself and pretending, establishing the (false)
identity of madness, the prince caused a change in the king’s attitude
towards him. Until then, the king had not seen Hamlet as a threat. “[...]
now one powerful opponent (Hamlet) is forced to simulate madness,
and the other (Claudius) to search for what is hidden behind that
madness™” (Baji¢ in: The Scene 1967: 330). However, Hamlet’s tactics
have the consequence that the illegitimate king becomes disturbed and
curious about the reasons for Hamlet’s “apparent” change. He consti-
tutes a strategy on how to do it to find the cause. He decided to find out
by sending Rosencrantz and Guildenstern to rely on friendship with
Hamlet. With the mask of madness, Hamlet manages to frighten his
enemy. Rosencrantz and Guildenstern enter, and at the king’s behest,
they make every effort to solve the riddle, only to be easily thwarted
by him (Bradley 1978: 110-111).

The king tries to determine whether unrequited love is indeed the
cause of his nephew’s madness. Unexpectedly and without warning,
he goes to Ophelia. His behavior leads her father and Ophelia herself
to believe that unrequited love has driven him mad. [...] However, this
strategy only works partially, as the king is not convinced, although

508 _[...] mo Hac je omacHo

ITycTuTy TyZOCTHU HEroBOj TY BIACT,

3ato ce cpem’ Te. Ilynomoh 3a Bac

Hamnucahy ogmax, n on he ornhu

Y Enrnecky ca Bama. Haiue jocrojancrso

He Mosxe TpIeTu Ty 6/1MCKY OIIaCHOCT

IITo u3 nMyAuIa My Hampenyje Tako CBAKOT yaca®

(Mcimo: 80).

%9 [...] sada je jedan mocan protivnik (Hamlet) prisiljen da simulira ludi-

lo, a drugi (Klaudije) da trazi Sta se krije iza tog ludila (Baji¢ u: Scena 1967: 330).
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Polonius is. It is therefore agreed that the two will secretly watch
Ophelia and Hamlet meet. The unfortunate Ophelia is instructed by
her father to walk around while reading her prayer book. Polonius
and the king hide behind a tapestry. Then Hamlet enters, so lost in
thought that he initially believes he is alone. The scene of Hamlet’s
conversation with her reveals that Hamlet’s procrastination is in-
creasingly dangerous to the king. He is convinced that, whatever the
reasons for Hamlet’s apparent madness, love is not one of them. In
fact, Claudius is not entirely sure that Hamlet is mad at all. Having
heard his angry and threatening proclamation, he is quite disturbed.
Therefore, he decides not to waste any time sending Hamlet to
England (Ibid: 112-113).

Natasa Sofranac tackles Hamlet’s madness in her doctoral dis-
sertation:

“The mask of a madman, i.e. feigned madness, is a device from ancient
times. Let us recall Odysseus (Ulysses) who did not want to go to the
Trojan War, so he feigned madness by plowing the field and sowing salt
instead of wheat, revealing his insanity only at the risk of “modeling”
his own son. Hamlet feigns his madness, and sometimes the boundary
between appearance and reality is not clear, i.e. it is shifted. These are
the moments when, alone and voluntarily isolated, the hero struggles
with difficult cognitions and mixed feelings, with an imposed taskand a
moral code that is directly contrary to that task, with metaphysical and
archetypal questions. Then his mask of a “freak” (“antic disposition”)
merges with the one who wears it”>'° (Sofranac 2013a: 9).

510 Maska ludaka, tj. glumljeno ludilo, sredstvo je iz antickih vremena. Se-
timo se Odiseja (Uliksa) koji nije hteo u Trojanski rat, pa je glumio ludilo oru¢i
njivui sejuci so umesto Zita, razobli¢ivsi svoju neuracunljivosti tek pred rizikom
da ,uzore” i sopstvenog sina. Hamlet svoje ludilo glumi, a ponekad granica izme-
du privida i stvarnosti nije jasna, tj. pomerena je. To su trenuci kada se, usamljen i
dobrovoljno izolovan, junak bori sa teSkim spoznajama i pomeSanim osec¢anjima,
sa nametnutim zadatkom i moralnim kodeksom koji je direktno protivan tom za-
datku, sa metafizickim i arhetipskim pitanjima. Tada se njegova maska ,,¢udaka”
(“antic disposition”) stapa sa onim ko je nosi” (Sofranac 2013a: 9).

401

Prelom - M T - KNJIGA.indd 401 22-Jul-25 19:55:13



MARIJA S. TERZIC

By disguising himself as a madman, Hamlet protects his true
intentions to find out if the Ghost is telling the truth so that he can
act on his orders and take revenge. On the other hand, dervishism
is Ahmed’s mask. It allows him to hide his identity as a peasant
born in a poor family, who started from the bottom of the social
ladder, it provides a refuge from the outside world with which he
fails to establish a relationship because there is a gap between two
worlds that Nuruddin does not want to acknowledge: the world of
dervishism symbolically bordered by the tekke doors and the real
world that takes place in front of them. The metaphor of dervishism
is the tekke, full of like-minded people until Is-haq falls into it, as if
from heaven, who seems to announce the dervish’'s metamorphosis
from sheikh to avenger who, like Hamlet, will pay for his revenge
with his head.

In Hamlet, the inner conflict in the heir to the throne arises from
the discord of two worlds. One world is personified in Hamlet, and
the other is the world that surrounds him, a world of false relation-
ships and artificiality in interpersonal relationships, a world focused
on gaining interests, a world of utilitarianism and Machiavellianism,
a stale and conventional world of rigid social norms and patterns of
behavior whose purpose is to hide true intentions, in a word, a world
that is disgusting and evil. This is the world of eating and drinking
from the beginning of the play, the world of debauchery because of
which the Danes as a people are labeled decadent, a world in which
an individual focused on his ideals and transcendental illusions in his
mind cannot find his way;, as is the case with Hamlet.

He is disgusted by evil and injustice, by the moral degradation
he witnesses at the moment of his most powerful life turning points:
his mother’s insult of a hasty remarriage to his father’s murderer, to
a usurper of the throne who dared to threaten the moral order. By
killing his brother, he subordinated the order and placed it in his own
hands, literally, in the form of a bottle of poison that he poured into
his brother’s ear in order to achieve his own lucrative goals. Hamlet,
especially at the very beginning of the play, is inclined to show his true
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feelings of grief, sorrow and pain for his father. On the other hand,
his behavior is colored by resentment towards his mother and the
court that the death of the king, his father, is passed over lightly. He
considers such behavior as a denial of respect for his late, adored father
that reveals all the immorality and inhumanity of the Danish court
in feudal times. Hamlet places great value on humanity as an ethical
category. He does his best to protect himself from anything that might
taint him on a moral basis. Isn’'t Hamlet’s inclination to preserve his
polished moral image identical to Ahmed Nuruddin’s fanatical need
to preserve the moral dimension of his dervish character?

“The central question, which fills almost the entire plot, is Hamlet’s
madness. Everything revolves around his strange behavior or condi-
tion. Hamlet alludes to this when he tells his friends that his uncle and
mother are mistaken, because “I am only mad when the northwest
wind blows” (ILii.). The king expects his friends to speak about the
cause of this “negligent and dangerous madness”. They tell him that
he “admits that he feels distracted”, but he “covers himself with skillful
madness” whenever they try to get him to admit his true state. The
king concludes that it is not about love, “and his speech, although a bit
irrelevant, / It does not look like madness” Hamlet will tell his mother
“I am not mad, / But I am only mad from cunning” Laertes, on the
other hand, will say ".. that I am punished with a painful disorder /
Folly is poor Hamlet’s enemy.” Everyone, including Hamlet, feels that
there is both. If not madness, then some strange transformation -
“transformation”, some state — “distraction”, “lunacy”. Polonius, who
is the only one who considers him simply mad, says “Although it is
madness, there is still method in it”. It is not incoherent madness, but
profound insanity. This madness is sometimes deeper than reason,
and Polonius feels it too. Horacio says that the apparition has him in
a frenzy. Ophelia mourns that wonderful, stumbling spirit. Therefore,
“madness” exists, and “pretense” is only a consequence, a special
expression of that new state of Hamlet’s soul after the second birth.
Only if it is determined, it is possible to understand the meaning of
his madness. He lives a double life because he lives in two worlds at
the same time. His consciousness is also double, on the threshold of
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sleep and wakefulness, understanding and insanity - between them*"!
(Sofranac 2013a: 231-232).

Hamlet is not skilled in courtly backstage games. In his case,
“disguise is a barrier [...], it is an instinct of distance” (Vivarelli in:
Radoj¢i¢ 2017: 82). Hamlet was a student in Wittenberg, who, for his
father’s funeral, returns home to Elsinore, a palace with walls that hide
crimes, debauchery, and disorder.

The academic environment was his natural environment, unlike
the court, which is hostile and custodial, to the point that he himself
must become one in order to survive, if by survival we mean the
tulfillment of the imposed duty and respect for the values of the two
systems between which he fights for moral and religious correctness.

Small things are Gertrude’s lust that wounds Hamlet as a son
who inherits in his mind the ideal of a heroic mother, her libido that
disgusts the heir to the throne, her vile need for physical satisfaction
that frightens him,

s Sredi$nje pitanje, kojim je ispunjena gotovo cela radnja, je Hamletovo
ludilo. Sve se vrti oko njegovog ¢udnog ponasanja ili stanja. Hamlet aludira
na to, kad kaze prijateljima da su se njegovi stric i majka prevarili, jer ,ja sam
lud samo kad duva severozapadni vetar” (ILii.). Kralj o¢ekuje da njegovi pri-
jatelji izmame re¢ o uzroku tog ,nemarnog ludila opasnog”. Odgovaraju mu
da ,priznaje da se oseca rastrojeno’, ali se ,,ludilom vestim zaklanja” kad god bi
pokusali da ga navedu na priznanje o pravome stanju. Kralj zaklju¢uje da se ne
radi o ljubavi, ,a govor mu, mada pomalo bez veze, / Ne li¢i na ludost”. Hamlet
¢e majci reci ,,Nisam lud, / Ve¢ sam samo lud iz lukavstva”. Laertu ce, pak, reci
» .. da sam kaznjen bolnim rastrojstvom / Ludost je dusman sirotog Hamleta.”
Svi, pa i Hamlet, osecaju da postoji i jedno i drugo. Ako ne ludilo, onda neki
¢udan preobrazaj — ,transformation”, neko stanje — ,distraction’, ,,lunacy”. Po-
lonije, koji ga jedini smatra jednostavno ludim, kaze ,lako je to ludilo, ipak
ima u njemu metode”. To nije nesuvislo ludilo, nego duboko bezumlje. To je
bezumlje ponekad dublje i od razuma, i to oseca i Polonije. Horacio kaze da je
on zbog prividenja mahnit. Ofelija zali za tim divnim, posrnulim duhom. Da-
Kle, ,,ludilo” postoji, a ,,pretvaranje” je samo posledica, narocit izraz tog novog
stanja Hamletove duse posle drugog rodenja. Samo ako se ono odredi, moguce
je shvatiti smisao njegovog ludila. On zivi dvostrukim Zzivotom jer zivi u dva
sveta istovremeno. Njegova svest je takode dvostruka, na pragu sna i bdenja,
razumevanja i bezumlja - medu njima” (Sofranac 2013a: 231-232).
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“With such dexterity to incestuous sheets!
It is not (nor it cannot come to any good“'? (1. 2. 157-158).

Polonius’ use of Ophelia, who is manipulative in nature, to verify
the cause of the prince’s madness, Claudius’s plots aimed at Hamlet’s
elimination, the lack of loyalty of Guildenstern and Rosencrantz,
whom he thought were his friends, Laertes’ naivety that made him
Claudius’ puppet, are exploited in a morally unworthy game of chess
with tragic consequences.

The animalistic impulses of soldiers in war that the dervish knew
about are small, Mullah-Yusuf’s lack of loyalty to Nuruddin, who be-
trayed his brother to the kadi, but also the other way around, because
he was the one who created the illusion of friendship with the boy
who had the (mis)fortune to survive the war, by being his friend in the
chaos of war that turned him into an orphan, and then abandoning
him when he brought him to the tekke, Nuruddin’s naivety from the
beginning of the novel in which, dogmatically blinded, he believed
that Harun would be released

In order to parry the vile world that has jumped on his neck,
Hamlet puts on the mask of a madman because it is a way to fight
against the court in which all are actors, and the court itself is a stage,
a stage in which the most wrong attitude is the right one. This applies
especially to Queen Gertrude, because she “[...] did not, like the great
women of myth and legend, commit suicide after the death of her
husband, but continued to live, and even married”"* (Hristi¢ in: The
Scene 1967: 381). And in doing so, she irreversibly degraded herself
in Hamlet’s eyes, to the point of disgust that, in psychological terms,

312 ,[...] ca TakBOM XUTHOM jypUTH
Y pomockpsny mocteny! To Huje,
W He moxxe Ha go6po n3uhn - [...]”
(Ilexcrinp, Benuxe inipaieguje, npes.. Cumuh u ITangyposuh, 2022: 20).
513 [...] nije, poput velikih Zena iz mita i legende, izvrsila samoubistvo
posle smrti svog muza, ve¢ je nastavila da zivi, $tavise, udala se” (Hristi¢ u:
Scena 1967: 381).
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he projected onto the entire female gender and disgust towards it,
starting with Ophelia, thereby paving the way for himself to a failure
based on the rejection of love.

Hristi¢ insists that the members of the Danish royal family,
Gertrude, Hamlet, and Claudius are public figures, public roles (Ibid:
372). In this sense, Ahmed Nuruddin, the dervish, the sheikh of the
tekke, as well as the rulers who killed his brother, are also figures.
Their mutual relations shift from the plane of personal relations to
“[...] the relationship of one public figure to another™" (Ibid: 372),
thereby abolishing the personal “I”*'"* (Be¢anovi¢ Nikoli¢ 2013: 100).
Only masks remain.

Hamlet’s actions or inactions depend on the removal of the masks
of others, and the motivation for that action or inaction is what made
him put on the mask of a madman in the first place. Hamlet wants
to know the truth about the words of his father’s Ghost, who claims
that he was killed by his brother, the usurper, and he hopes to find out
the truth thanks to his mask. He believes that it will give the others a
room for maneuver in which, due to the underestimation of Hamlet
on the basis of his disorder, which they cannot know is an act, they can
sneak the mistake of revealing their true face, and not just a mask, in
order to protect themselves from shedding the blood of an innocent
man, which would be a sin against God after death. The God-fearing
Hamlet wants to save himself from committing a sin.

“His irony is fused with sadness - this is what predominantly creates
false madness: it is only an expression of another existence, he cannot
speak otherwise. This is what is considered his false madness. This
is “madness in craft”. In irony there is always an element of “craft’,
cunning, a final thought. But all the sad background of this irony
is clearly manifested. Hamlet’s madness is in his sadness. The ugly
dreams that he constantly sees make him unhappy, his madness is
dreams. The sadness in him comes from death; sadness is that ingre-

514 [...] omHOC jenue jaBHe durype npema npyroj” (Ibid: 372).
15 upusaTHo 6uhe” (bewanosuh Huxommh 2013: 100).
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dient of dying, the reflection of death that exists in life“>'® (Vygotsky
in: Sofranac 2013a: 232).

Polonius’ use of Ophelia, which is manipulative in nature, to
verify the cause of the prince’s madness, Claudius’s plots aimed at
Hamlet’s elimination, the lack of loyalty of Guildenstern and Rosen-
crantz, whom he thought were his friends, Laertes’ naivety that made
him Claudius’ puppet, are exploited in a morally unworthy game of
chess with tragic consequences.

The animalistic impulses of soldiers in war that the dervish knew
about are small, Mullah-Yusuf’s lack of loyalty to Nuruddin, who be-
trayed his brother to the kadi, but also the other way around, because
he was the one who created the illusion of friendship with the boy
who had the (mis)fortune to survive the war, by being his friend in the
chaos of war that turned him into an orphan, and then abandoning
him when he brought him to the tekke, Nuruddin’s naivety from the
beginning of the novel in which, dogmatically blinded, he believed
that Harun would be released

In Hamlet, the mask of madness is used as a way of exceeding
psychological boundaries and using emotions to subvert the current
order. The madness of the Danish crown prince is simulated, while
the hatred of the dervish is not. The purpose of the mask in Hamlet
is protection. He believes that in this way, the courtiers, not taking
him seriously or not recognizing his true intentions, will more easily
betray themselves and that the people around him will thus remove
their masks. This is best seen in the “mousetrap” scene, which aims
to provoke a reaction in Claudius, if he is guilty, that will unequiv-

316 Njegova ironija je stopljena s tugom - to je ono $to pretezno stvara

lazno ludilo: to je samo izraz drugog postojanja, on drugacije ne moze da razg-
ovara. To je ono §to se smatra njegovim laznim ludilom. To je ,,madness in
craft”. U ironiji uvek postoji element ,,craft”, lukavstvo, zadnja misao. Ali, jasno
se ispoljava sva tuzna podloga te ironije. Hamletovo ludilo je u njegovoj tuzi.
Nesre¢nim ga ¢ine ruzni snovi koje on neprestano vidi, njegovo ludilo su snovi.
Tuga u njemu potice od smrti; tuga je onaj sastojak umiranja, odsjaj smrti koji
postoji u zivotu” (Vigotski u: Sofranac 2013a: 232).
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ocally show that he is guilty and prove his guilt to Hamlet, who will
no longer have reason to hesitate in carrying out revenge, because it
will not be based on his personal injury, but will become a mission: to
remove the fratricide-usurper from the throne and thereby brighten
the future of Denmark.

Hamlet was also betrayed by his mother Gertrude with her
shameful act of marrying a strong man, accepting death too logically,
coldly, rationally and above all quickly for a grieving widow. The prince
experiences this as an act of betrayal towards his father, whom he
highly respected, and draws a conclusion that binds the entire female
gender: “(...) frailty, thy name is woman - (I. 2. 146) thereby punishing
Ophelia, but also himself. By denying himself love, he condemned
himself to “always suffers loss” (Selimovi¢ 2018: 387).

Until that crucial moment, the prince lived his life, spared from
crime, death, supernatural forces, incestuous relationships, and court
intrigues. With his father’s murder, he is thrown into it and the two
worlds become intertwined. What is a problem is that the difference
between them is too great. The world he is used to is simple and pure,
devoid of human malice and corruption.

“The difference between Hamlet’s inner world and the world that sur-
rounds him is enormous. It is not noticed until the moment when the
connection between these two worlds is established, and that is by an
incestuous act. Only then is the immense abyss that separates these two
worlds revealed. Hamlet must stop with horror and fear on the edge of
this abyss™'” (Mari¢ 2015: 37).

It is the world he finds himself in, which has happened to him
and in which he is forced to live, although he does not know how,
because the differences he encounters are irreconcilable and he does
not know how to bridge them.

*17 ,Razlika izmedu Hamletovog unutra$njeg sveta i sveta koji ga okruzuje
jeste ogromna. Ona se ne primecuje sve do onog trenutka kada je uspostavljena
veza izmedu ta dva sveta, i to jednim incestuoznim aktom. Tek tada se otkriva
ogromna provalija koja razdvaja ta dva sveta. Hamlet mora sa uzasom i strahom
da zastane na ivici te provalije” (Mari¢ 2015: 37).
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Until he learns that his father has been murdered, Hamlet has
lived in a world that he has forged according to his own standards, a
world of an inner being inclined to reflection, turned towards himself,
far from the world that was within his reach all the time, and with
which he had nothing to do.

“Hamlet’s world was still untainted, a world of youth, beauty and great
ideals, from which he was rudely thrown onto another stage of life,
which is much more complex. More complex in the sense that it carries
within itself all the small and large human corruptions, a dense weave
of the most diverse interests, motives, complexes and desires. A world
that, when measured by Hamlet’s yardstick, is unacceptable and alien
and does not deserve to continue living”>*® (Mari¢ 2015: 36).

However, the awareness of what really happened does not allow
him to continue living in his own head. Hamlet is, therefore, a hero who
finds himself at the crossroads between the familiar world and a world
that is foreign to him, that he does not know and in which he does not
tind his way. Overwhelmed by grief and sorrow for his deceased father,
he defends the memory of the old king and the act of his mother’s
marriage to the murderer of her deceased husband, calling it a betrayal.
Many critics believe that this is actually the hub of his later madness.

“Hamlet seems to be almost completely in the otherworld, and his
problem is to return from the time of the ghost (it is a time out — of -
joint, a time out of joint) and do something, quite specific, on earth:
to decide on an act™* (Mili¢ 2000: 114).

518 Hamletov svet je bio jo$ neukalljan, svet mladosti, lepote i velikih
ideala, iz koga je grubo izbacen na jednu drugu pozornicu zivota, koja je mno-
go slozenija. SloZenija u tom smislu $to nosi u sebi sve sitne i krupne ljudkse
pokvarenosti, jedno gusto tkanje najrazli¢itijih interesa, motiva, kompleksa i
zelja. Svet koji je, kada se meri Hamletovim ar$inom, neprihvatljiv i ne zasluzuje
da i dalje zivi” (Mari¢ 2015: 36)

19 Hamlet je, ¢ini se, skoro sasvim u onostranosti, i njegov problem je
da se vrati iz vremena sablasti (to je vreme out-of-joint, vreme izvan spoja)
i u¢ini nesto, sasvim odredeno, na zemlji: da se odlu¢i za ¢in” (Mili¢ 2000:
114)
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Instead, Hamlet is always searching for answers to questions
pregnant with metaphysics, for the Holy Grail of moral meaning.

“And for Hamlet, the moral sense is inseparable from the metaphys-
ical, from the question of man’s role on earth. Moreover, for Hamlet,
these most sublime questions are inseparable from the psychological
support they have or do not have in his soul, as well as from the po-
litical context that permeates him to the core™? (Koljevi¢ 1981: 174).

Hamlet, therefore, pretends to be mad, in order to hide his true
intentions with this mask. The mask of a jester and comedian conceals
his attempts to survive in the moral and spiritual toadstool of Elsinore,
from which many dangers threaten. The generator of all is Claudius,
who assigns Hamlet’s former friends Rosencrantz and Guilderstern
to spy on him on his behalf in order to find out the origin of Hamlet’s
strange behavior. However, Hamlet’s duty imposed on him by the
Ghost of his father is far more serious than his farcical pretense, for
which the entire court seeks a cause.

“So why does Shakespeares Hamlet play a madman? It has long been
known that the traditional justification for feigning insanity in other
dramas is that pretense does not serve to dispel suspicion. Claudius
does not pose a threat to Hamlet until he begins acting strangely.
An actor must be aware of the motive even if a critic claims not to.
I would use Horaces response to his hysteria as the inspiration for
Hamlet if T were the plays director: Yes strange words prince confused!
Knowing himself Hamlet understands that he can act strangely and
is conscious that he has chosen a perilous route. Hamlet uses the
phrase antic disposition in a very important way. The word antic did
not imply madness in Shakespeares day. It usually meant grotesque
and was used in conjunction with the word death.The smiling skull
and Deaths custom of mocking everyone are associated with this

520 A 3a Xamieta je MOPAJIHU CMICA0 HEOBOJUB Off MeTA(pU3UIKOT, Off
IUTaka YOBEKOBe yjnore Ha sem/bu. lllTaBuiue, Ta Hajy3sBMUIIEHMja IMTakba 32
XaMmreTa CyHeO[BOjMBa Of IICMXOJIOMIKOT OC/IOHIIA KOjU MMajy MIM HEMAjy Y
FETOBOj AYIIN, Ka0 U Off HONTUIKOr KOHTEKCTA KOJUM je IO CP>KU IIPOXKET
(Korpesuh 1981: 174).
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term. Even before the Ghost appeared Hamlet had already shown
his contempt for pretense and his hatred of Claudius. Then in his
distinctive manner he makes them visible. Ironic mockery is always
the form of his madness“*?! (Sofranac 2013a: 230)

To protect himself from the terrible reality he has come to know,
Hamlet has chosen to disguise himself. He has put on the mask of a
madman. Hamlet’s madness, although simulated, is caused by the
horror embodied in him by the realization that ideals do not exist, that
the world is not arranged according to his measure, that people act,
that they are guided by their own interests without asking the price
that such behavior demands. His mask of a madman is a mixture of
his internal conflict between two irreconcilable opposites.

Hamlet’s so-called, false madness abounds with Dionysian horror
that, in Dionysian fashion, destroys everything before it. It is unbridled,
chaotic, anarchic, deeply subversive, threatening, frenzied, terrifying.
When it comes to the Dionysian, it is about

“[...] spontaneous outbursts of destructive flame, about storms of
untamed primordial chaos, about anomalies of consciousness and
blind violation of the norms of social order and mental hygiene [...]”**
(Ivanov 2017: 35).

521 7Zaito, onda, Sekspirov Hamlet glumi ludaka? Odavno je konstatovano
da pretvaranje nije sredstvo za otklanjanje sumnyji, $to je konvencionalan razlog za
glumu ludila u drugim dramama. Hamletu ne preti nikakva opasnost od Klaudija
dok ne po¢ne da se ¢udno ponasa. Kriti¢ar moze da kaze da ne zna motiv, ali glu-
mac mora da ga zna. Kad bih ja rezirala predstavu, Hamlet bi mi iskoristio ideju iz
Horaciove reakcije na njegovu histeriju: ,Da ¢udnih reci, kneze, zbunjenih!” (L.5.).
Hamlet je svestan da je krenuo opasnim putem i, znajudi sebe, shvata da moze da
se cudno ponasa. Hamletov izbor redi, ,antic disposition341”, veoma je znacajan. U
Sekspirovo vreme, ,,antic” nije znacilo lud. Obi¢no je to bio epitet uz Smrt i znacio je
»groteskan”. Ovaj termin odgovara lobanji koja se smesi i tradiciji da se Smrt smeje
svima u znak prezira. Hamlet je mrznju prema Klaudiju i prezir prema pretvaranju
lose suzdrzavao i pre pojave Duha. A onda ih ispoljava na svoj karakteristian nacin.
Njegova gluma ludila uvek ima oblik ironi¢nog ruganja” (Sofranac 2013a: 230).

22 [...] cTuxmjckum M3NMBMMA PyLIMIAYKOT IUIaMeHa, 0 Oypama Hey-
KpoheHOr MCKOHCKOT Xaoca, 0 aHOMa/IijaMa CBECTI 1 C/IeTIOM KpIIIelhy HOpMI
apyuTBeHor ypehemwa u gymesse xurujene [...]” (VBaHos 2017: 35).

411

Prelom - M T - KNJIGA.indd 411 22-Jul-25 19:55:13



MARIJA S. TERZIC

In the heightened emotionality, affectively colored going outside
oneself, in going beyond and transcending oneself, the Dionysian
horror of Hamlet’s “madness” is partly hidden, which is the madness
of one man and Hamlet’s, which is a literary and psychological phe-
nomenon, an acted, not real, madness that is not madness, which is
a mask, the border of which Hamlet rules.

It is the possession of the spirit, the intensification of affect in
its terrible, destructive fullness that destroys with its blazing heat. In
his work Buktinja, Nikola MiloSevi¢ says that

“[...] Nietzsche interprets Apollonian art as a vision of the principle of
individualization, measure, limit, dream, abundance of forms, and Diony-
sian as a vision of a single will, the primordial one, excess, ecstasy, drunk-
enness, abundance of strength and movement™?* (Milosevi¢ 2009: 428).

Excess, exaggeration and Dionysian refer to Hamlet’s madness.
It can be interpreted as crossing boundaries, terrifying in its strength,
in the intensification of the affects that seem to rule Hamlet, although
he rules them. His “[...] madness, is a liberation, a speech of the un-
conscious or repressed, Pandora’s box of the entire drama”* (Sofranac
2013b: 37).

The scenes in which Hamlet’s madness is described, as well
as the scene in which he fails to kill Claudius while praying, testify
most to Hamlet’s (un)divided character and his (un)subordination
to passions. These scenes prove the existence of reason in Hamlet.
The proof that Hamlet’s madness is not real is found in his words.
Namely, in the second scene of the third act, during a conversation
with Rosencrantz, Guildenstern and Polonius, Hamlet mutters the
following to himself:

5 ,[...] Huye Tymaum amosOHCKY YMETHOCT Kao BM3Wjy IPUHIMIIA
UHAMBULYyaNu3anuje, Mepe, TpaHulie, cHa, o61ba 00/IMKa, @ IMOHUCKY Kao
BU3U)Y jeNHCTBEHE BOJbe, IIPA — je[HOT, IPEKOMEPHOCTI, 3aHOCA, [IMjaHCTBA,
obwpa cHare u Kperama (Mwnomesnh 2009: 428).

524 [...] mymmmo, je ocnobabame, roBOp HeCBECHOT MM NOTUCHYTOL,
[Mangopuna KyTuja nenoxymse gpame” (Sofranac 2013b: 37).
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Playing a fool, clowning around indicates that Hamlet's madness
is not real, but that he is acting it all the time, controlling its intensity.
It is strongest in the scenes with Gertrude and Ophelia. This is where
the Dionysian horror he is acting is best seen. In Hamlet, it manifests
itself as false madness, and in Ahmed Nuruddin, as hatred. Hamlet’s
madness contains Dionysian elements such as destruction, the erup-
tion of a disruptive impulse, destructive rage, exceeding the measure
and limit, exaggeration in horror, horror and savagery that can often
be found in the view of a mentally ill person.

The Hellenes associated horror accompanied by outbursts of
savagery with the mask of the god Dionysus, reading it as a terrifying
torrent of horror that cannot be of human origin, but must originate
from another world, the world of departed souls. Hamlet shows this
horror to two protagonists, Gertrude and Ophelia, who have betrayed
his ideal of a chaste, honorable, natural and loyal woman to her man.
The reaction of both to this kind of inhuman, superhuman, irration-
al, inexplicable by human values, was fear. Hamlet chooses to have
outbursts of his feigned madness in front of the female figures in his
life who disappointed the idealist in him.

“Foucault demands that madness be investigated in terms of its function
within and against the structures of power. If the political drama of
Essex’s madness, rebellion and death has similarities with the tragedies
of that time, then the theater itself duplicates and reflects the crisis of
authority of late Elizabethan England. In Hamlet and Lear, subordina-
tion is characteristic — the narrative serves madness, and not madness
serves the narrative. Such a function of narrative leads to the separa-
tion of the agent and the internal aspect, which is clearly seen in the
problem of Hamlet. Madness displaces the plot, making it a metaphor
and taking its place. If madness privileges the subjectivity of the tragic
hero, it simultaneously grinds it to pieces and stops it. The Jacobin
hero in madness is never alone, banished, he is always on the edge of
the dangerous, deceptive space of “sanity in madness”, bound by the
social situation from which he is (subjectively) separated, connected
to the ghost of his former self, whose public form he regains before
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death. [...]. Political not in the sense of allusions to actuality like Essex,
but in the sense that Hamlet’s madness represents a historically specific
division by which the interior breaks down the barriers of reason and
frees subjectivity. The similarity between the madness of the fictitious
Hamlet and the historical Robert Devereux, the unreasonableness with
which he violates the sanctity of the queen’s chamber and opposes the
monarch’s orders, stem from the overstepping of ideological boundaries
that leads to both high treason and madness. The only thing that is
significant is that Shakespeare problematizes Hamlet’s madness, and
the fact that it cannot be clarified or unmasked, enables his constant
perception as a “strange plan” and a threat to the sovereign. In their
attempts to diagnose Hamlet’s illness, both Claudius and Polonius
and Gertrude recognize high treason in that space where reason and
madness intersect. “Strange idea” does not make madness, but that
reason in him. And Ophelia’s madness, although it is nothing more
than that, with its “unformedness” threatens to incite political unrest.
Thus, madness in Hamlet, although subjective, is not limited by subjec-
tivity, but is constantly interpreted — misinterpreted - as an incitement
to social and political unrest. Claudius, when he rebukes Hamlet for
his obstinate excessive regret for his father, sets forth a whole series of
maxims about respecting natural and divine authority. Claudius sees
a feminine trait in Hamlet’s grief, melancholy, and Ophelia’s madness
is there to duplicate, if not parody, Hamlet’s. Claudius will explain her
distraction as grief for her father, just like Hamlet’s melancholy at the
beginning of the play. Feminization of madness, warns Hamlet to be
careful and control the body with will. As the plot develops, it becomes
increasingly difficult to control Hamlet in the literal sense, he has to
leave the country, and his melancholy grows into a more dangerous
“mask of a madman” The appearance of the Spirit will only deepen
the void and give literal meaning to the realm of the supernatural.
Hamlet constantly resists the authority of the late king, his father, and
his ghost™? (Codon in: Sofranac 2013a: 143-144).

3 Fuko zahteva da se ludilo istrazuje u smislu njegove funkcije unutar
i nasuprot struktura mo¢i. Ako politicka drama o Eseksovom ludilu, pobuni i
smrti ima sli¢nosti sa tragedijama toga doba, onda se i samo pozoriste duplira
i odrazava na krizu autoriteta pozno elizabetanske Engleske. Kod Hamleta i
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His false madness is given within the framework of the Nietzs-
chean understanding of the Dionysian principle, which implies horror.
This horror is frightening with its convincingness and intensity of
an uncontrolled volcanic reaction whose lava, what gushes out of it,
destroys everything in its path. Dionysian is the horror of existence
in which Hamlet finds himself in the midst of the committed sin of

Lira karakteristi¢na je subordinacija — narativ sluzi ludilu, a ne ludilo narativu.
Takva funkcija narativa dovodi do razdvajanja agensa i unutrasnjeg aspekta, $to
se jasno vidi u problemu Hamleta. Ludilo izmesta radnju, praveci od nje meta-
foru i zauzimajudi njeno mesto. Ako ludilo privileguje subjektivitet tragi¢nog
junaka, ono ga istovremeno i usitnjuje i zaustavlja. Jakobinski junak u ludilu
nikada nije sam, proteran, uvek je na ivicu opasnog, varljivog prostora ,,razuma
u ludilu’, vezan drustvenom situacijom od koje je (subjektivno) odvojen, pove-
zan sa aveti sebe nekadasnjeg ¢iju javnu formu ponovo poprima pred smrt. [...].
Politicke ne u smislu aluzija na aktuelnosti poput Eseksa, nego u smislu toga da
Hamletovo ludilo predstavlja istorijski specificnu podelu kojom unutrasnjost
obara barijere razuma i oslobada subjektivnost. Sli¢cnost izmedu ludila fiktivnog
Hamleta i istorijskog Roberta Deveroa, nerazumnost kojom narusava svetost
kralji¢ine odaje i suprotstavlja se naredenjima monarha, poti¢u iz prekoracenja
ideoloskih granica koja vodi i u veleizdaju i u ludilo. Znacajno je samo to §to
Sekspir problematizuje Hamletovo ludilo, a to $to se ono ne moZe razjasniti ili
raskrinkati, omogucuje njegovu stalnu percepciju kao ,¢udan naum” i pretnju
suverenu. U pokusajima da postave dijagnozu Hamletove boljke, i Klaudije i
Polonije i Gertruda prepoznaju veleizdaju u tom prostoru u kome se ukritaju
razum i ludilo. ,,Cudan naum” ne ¢ini ludilo, nego taj razum u njemu. I Ofelijino
ludilo, iako nije nista vise od toga, svojom ,,neuobli¢eno$éu” preti da podstakne
politicke nemire. Dakle, ludilo u Hamletu, iako subjektivno, nije ograni¢eno
subjektivno$cu, ve¢ se stalno tumaci - pogresno tumaci - kao podstrek na
drustvene i politicke nemire. Klaudije, kada kori Hamleta zbog tvrdoglavog
prekomernog zaljenja za ocem, navodi ceo niz maksima o postovanju prirodnih
i bozanskih autoriteta. Klaudije u Hamletovoj zalosti vidi Zensku crtu, melan-
holiju, a Ofelijino ludilo je tu da udvoji, ako ne i parodira, Hamletovo. Klaudije
¢e njenu rastrojenost objasniti tugom za ocem, bas kao i Hamletovu melan-
holiju na pocetku drame. Feminizacija ludila, upozorava Hamleta da se ¢uva i
voljom kontrolise telo. Kako se radnja razvija, sve je teze kontrolisati Hamleta
u bukvalnom smislu, on mora da ode iz zemlje, a njegova melanholija preras-
ta u opasniju ,masku ludaka”. Pojava Duha ¢e samo produbiti prazninu i dati
bukvalan smisao prostoru natprirodnog. Hamlet se konstantno opire autoritetu
pokojnog kralja, oca, i njegovog duha” (Kodon u: Sofranac 2013a: 143-144).
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fratricide, about which he learns from a supernatural force, from the
Spirit of his deceased father. Dionysian is the flash that this Spirit
symbolizes as a representative of the afterlife that directs Hamlets
actions. The Dionysian element is the morbidity that the connection
with the world of the dead introduces. The knowledge of the murder
of his father is disturbing for Hamlet’s insufficiently masculine nature.
The madness, however false, to which Hamlet surrenders himself, as a
vice in order to test the courtiers and convince himself that the Spirit
is telling the truth, is disturbing. Hamlet's madness and Nuruddin’s
hatred are Dionysian states.

In her work “The Insane, the Lover and the Poet - Mental
Disorders of Shakespeare’s Tragic Heroes” on the topic of madness
in Shakespeare’s great plays, Natasa Sofranac claims: “[...] madness
is something wrong inside [...]”** (Sofranac 2013b: 102). This is a
sublimation of the motif of madness, the Hamletian, false one, which
sometimes, indeed, can resemble real mental disorder, due to the Di-
onysian state in which Hamlet finds himself during the performance
and the Dionysian horror that is present in him.

His madness is based on disgust, another element of the Di-
onysian man according to Nietzsche, which he first and most feels
towards the two of them, and in the course of the play the feeling of
disgust expands to encompass the entire human race. In the case of
Ahmed Nuruddin, in the turmoil of the war from which he returned
after the news of his death spread, he lost the love of his youth, which
he had kept in his memory for years. This was the real reason why he
withdrew to a dervish tekke, to faith, excommunicated himself from
life except as the bearer of a social role, a public function, a calling,
restrained the natural impulses and drives of a man, which, after so
many years, would be tickled by the teapot, not only with her beauty,
but also by evoking in him the long-suppressed memory of the woman
who meant love to him. The loss of her and their love destroyed the
ideal of love in him, paving the way for his failure, which was paved

526 _[...] ludilo je nesto pogresno unutra [...] (Sofranac 2013b: 102).
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with emotional distancing. Hamlet channels his anger first towards
the two of them, and then towards everyone. He expresses this in
these words:

“Man delights not me - no, nor woman neither [...]”*%
(2.2.303)

He rules over it and uses it when necessary when it suits his plans.
Hamlet’s madness has always seemed to be an intriguing literary motif.
Ahmed’s hatred, which, being Dionysian, is excessive, destructive, and,
like Hamlet’s madness, subversive, is purely masculine.

This is the similarity between Hamlet’s alleged madness and
Nuruddin’s hatred. It is a subjective reaction to a boundary situation
that leads Ahmed to a transformation. It is a sincere, unadulterated
emotion, which he could not have planned, which makes it spontane-
ous. It was born in his heart as Athena was born from Zeus’s head. It
freed him from obedience to order, political and religious constraints
that he had not suspected until then, which is why he becomes a sub-
versive element, a threat.

In Hamlet and Ahmed Nuruddin, the transformation goes in the
opposite direction. Hamlet’s father’s death was a shock that provoked
a strong reaction of sadness and grief, his mother’s inappropriate
behavior produced disgust in him, the Ghost’s words instilled doubt
in him, Ophelia’s behavior disappointed him, as did the false, dou-
ble-minded morality of the court. As the play develops, the strength of
Hamlet’s emotions gradually weakens and calms in yourself. Hamlet
turns into a persuasive person to ensure that no one in the court is
mentally sick in his passionate madness. Hamlet, in his feigned mad-
ness, transforms himself into a deranged man so convincingly that
no one at court doubts that he is truly mentally ill. Ahmed Nuruddin
truly experiences a metamorphosis into an avenger who is comforted,
driven, and motivated by hatred for his brother’s murderers, starting

527 JoBeK MU ce He MIJIN; He, T1a Hi1 JKeHa [...]”
(Iexcrmp, Benuxke inipaieguje, npes. Cumuh n I[Taugyposuh, 2022: 52)
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with the musellim. Both of them step out of themselves, the only
difference being that Hamlet only pretends to be mad, while Ahmed
Nuruddin has truly stepped into the darkness of the other “I” within
himself, into the cold, dark, and brooding chambers of his destructive
drive for decay.

Different critics have defined it differently: as paralysis of
the will, melancholy, internal conflict, or simply grief and sorrow,
irritation due to the loss of his father, his mother’s hasty marriage,
which caused the imagined halo of a saint above her head to fall
in Hamlet’s mind, and the decadent halo of a harlot to appear, and
Ophelia’s rejection of Hamlet’s affections after Laertes points out to
her the superiority of Hamlet’s socially constructed identity as the
ruler of Denmark, which prevents him from marrying her even if
his intentions were sincere and honorable. Some critics even go so
far as to claim that Hamlet has lost touch with reality. But Hamlet
disagrees. He says:

“That I essentially am not in madness,
But mad in craft”*®
(3.4.186-187)

Such an interpretation is a clear opposition to Ahmed’s hatred,
which, being Dionysian, is excessive, destructive, and, like Hamlet’s
madness, subversive, purely masculine.

The feigned madness is Hamlet’s Dionysian mask. Madness is the
crossing of cognitive, emotional, spiritual, and psychological boundaries
in the individual. Hamlet gives evidence that he is in control of it, we
conclude that there are still limits in him, that he is in control of his mind,
even when he is acting. Although his madness is frighteningly faithful
to real madness, the fact that he is feigning shows that there is sobriety
in him and that his “madness” is a matter of his decision. He deliberately

528 [...] Kako ja'y camoj cTBapy Hucam nyp,

Beh na cam nyna camo n3 nykaBctBa”
(Iexcrmp, Benuxe tapaiequje, mpes.. Cumuh u ITangyposuh, 2022: 90).
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goes beyond the limit, and the moment he goes beyond it, it means that
it must exist in him. This is the Apollonian element of his mask.

Hamlet, after the Ghost has disappeared, tells the guards and
his friend Horatio that he plans to feign madness. In earlier versions
of the play, such a dramatic device was justified as a cunning ploy
to avoid suspicion and buy time. The pointed wooden spears that
the seemingly mad boy Hamlet cuts with his knife are a reminder of
that era and evidence of shrewd, long-term planning. He uses these
spears to spread a net over the sleeping courtiers before setting fire to
the palace. In this way, Shakespeare has destroyed the plausible and
convincing plot that his source had given him. By pretending to be
mad, he has only drawn attention to himself, forced the murderer to
constantly watch him, to talk to Gertrude, to send Rosencrantz and
Guildenstern to follow Hamlet, and to seek advice from his advisor
Polonius. Thus, Hamlet’s feigned madness seems to be a cover for some
form of real, actual madness. In fact, when he claims not to be mad
in his mother’s room, he has never seemed more insane (Grinblatt,
trans. Stojanovi¢, 2006: 305-307).

Hamlet is poisoned at the end of the play by drinking from a poi-
soned cup. This is a trap that Claudius has prepared to ensure the death
of his nephew (Shakespeare, trans. Simi¢ and Pandurovi¢, 2022: 114).

“Hamlet’s madness, in addition to its simulation for the purpose of
achieving the goal of revenge, had a very subversive effect on the or-
der, disturbing the entire kingdom and leading to the death of several
notables™ (Sofranac 2011: 157).

Hamlet’s madness is
“[...] a mask of a very special kind, because while the personality is

lost behind the mask they put on, the false madness allows Hamlet to

52, XaM/IeToBO JIyAWIO je, TIOPef CBOje CUMy/aLuje pafu IIOCTH3amba
IM/ba OCBeTe, BeoMa CyOBep3VMBHO [IeNI0BaO Ha IIOPEJaK, Y3HeMMPUIIO je
YUTABO KPa/beBCTBO U JOBEIO IO HOIMOMje HEKOMUKO YINeSHUX TMIHOCTU
(odpanar 2011: 157).
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preserve his personality to the greatest extent possible. It gives him the
greatest privilege of all: to say what he really thinks and feels, even at
the cost of not being taken too seriously. For madness is [...] a very
honorable way of acting: it hides us quite well, but it does not ask us to
be scoundrels in return”3® (Hristi¢ in: The Scene 1967: 377).

Hamlet’s simulated madness is an acted affect whose intensity
is excessive, especially in the scenes before Ophelia and Gertrude.

Ahmed Nuruddin’s hatred is a negative passion. Ahmed Nuruddin
also plays a madman during his meeting with the mufti, to whom he
went in the hope of getting the mufti to write an order for Harun’ release:

“I turned my mind inside out, feverishly rummaged in its corners to
find the droppings of the devil, struggling with that corpse so that there
would be yet another [...]”! (Selimovi¢ 2018: 158).

In this scene Nuruddin himself mentions insanity, that is, how-
ever, different when compared to Hamlet's, but he is "driven insane"
nonetheless.

“The entire time it seemed to me that I was standing on my head, that
I was standing on my head, that I was hanging between the floor and
the lamp, that I was holding the ceiling .up with my shoulders, driven
insane by his boredom and my desire to overcome it”>** (Ibid: 162).

This is Jan Kott’s tragic farce (Kott 1990: 54) taking place.

330 [...] maska sasvim narodite vrste, jer dok se licnost gubi iza maske
koju su stavili, lazno ludilo dopusta Hamletu da u najve¢oj mogucoj meri
sa¢uva svoju licnost. Ono mu daje najve¢u povlasticu od svih: da govori ono $to
zaista misli i ose¢a ma i po cenu da ne bude shvacen suvise ozbiljno. Jer ludilo je
[...] veoma castan nacin glume: ono nas sasvim dovoljno skriva, ali ne trazi od
nas da zauzvrat budemo podlaci” (Hristi¢ u: Scena 1967: 377).

31 VISBpHYO caM AyX HAOIIaKO, TPO3HMYABO KOIAO IO 3aKyLuMa JAa
nponahem hasorcke 6pabormke y cebu, 6opro ce ca MpTBaleM Aa He Oyze jour
jema [...]” (Cenmumosuh 2004: 158).

32 Ilujeno BpeMe MM ce YMHIIO Aa JyOUM Ha I7IaBU, ja BucuM nsmeby
I0fja ¥ KaHAWbA, Ia CTPON HopymvpeM wiehuma, nsry6peH, nobmecasmo 36or
IEroBe YaMe U CBOje xerbe Aa je caBmagam’ (Cennmonuh 2004: 162).
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10. THE ESSENCE OF HAMLET’S
REVENGE

What is overlooked or considered unfounded self-reproach
by those who portray him either as a melancholic person prone to
excessive introspection or as a ruthless advocate of fulfilling his duty
to the spirit of his father is hidden in the premise that he is “unper-
vaded by his own cause” It is a mirror of Hamlet’s self-perception.
Such interpretations suggest that the delay in action can be attributed
to psychological problems or external blockages. However, Hamlet’s
claim that he is “unpervaded by his own cause” clearly indicates that
the real barriers lie within himself (Klein in: The Scene magazine
1967:299). Hamlet’s revenge, in addition to being able to be analyzed
as a personal matter of the individual and his conscience, can also
and must be interpreted in the light of medieval political relations in
England among members of the aristocracy. The blood feud in Hamlet
unmistakably illustrates the all-encompassing mechanism of feudal
bloodshed that goes hand in hand with the Great Mechanism (Kott
in The Scene 1967: 322).

Throughout the play, we encounter two distinct categories of
questions concerning the intellectual and moral foundations of human
behavior, illustrating how Hamlet’s search for meaning ultimately
results in a sense of meaninglessness. Starting with the concept of
evil as a negating force, foreshadowed by the death of his father and
the subsequent marriage of his mother, and personified in the act of
Claudius’ murder, Hamlet initially connects immediate reality with
this principle, before extending his analysis to more indirect aspects
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of existence. In a world characterized by malice and infidelity, love
becomes a tragic and inappropriate farce that must be let go (Koljevi¢
in: The Scene 1967: 358). Dervish also sacrifices love. His departure to
war is a departure into the realm of evil. As for adultery, the question
arises whether the forced marriage of his beloved (Selimovi¢ 2018a:
381) can be characterized in this way.

In this monologue, Hamlet repeats his dark perception of the
world and sees suicide as a potential means of escape from it. How-
ever, his anxiety regarding the uncertainties that lie after the end of
life, in the realm of death, ultimately gives him the excuse not to try
to escape (Baji¢ in: The Scene 1967: 332).

The examination of intellectual and moral dilemmas regarding
human actions reaches a point where the very essence of those actions
is questioned. Shakespeare most deeply examines the significance of
human actions precisely in Hamlet. Moreover, before this play, he
had not dealt with the effectiveness of human actions in relation to
their meaning: how they are perceived by the individual who per-
forms them. It is only in Hamlet that Shakespeare intricately links
the significance of human actions with the consciousness for which
such meaning is relevant. Hamlet is a dramatic exploration of human
action, where the death of the father, the remarriage of the mother
- which in the context of Elizabethan beliefs implied incest - and
the hint of murder intertwine, leading Hamlet to experience not only
the obligation of revenge, but also a complex web of dilemmas related
to consciousness (Koljevi¢ in: The Scene 1967: 357).

It is the need to connect an experience with a broader framework
such as the world picture, the desire to move one’s own experience,
the facts that are current here and then, into the permanent space of
one’s mind. Hamlet is powerless to act before he has made the effort
to learn and understand everything.

In the tragedy, Hamlet’s hesitation is most deeply caused by
his obsession with it, experiencing this difficulty at the core of his
spirit, at the foundations of his spiritual being, which is what most
poignantly acts in the tragedy as the reason for Hamlet’s hesitation.
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The “to be or not to be” monologue, therefore, serves as a time-out
for further reflection, a painful mental exercise that aims to weigh all
the options before Hamlet decides on a metaphysical choice. In this
way, he embodies the age-old philosophical puzzle: how can we know
anything before every detail about it is known? If there is one quality
that would allow us to legitimately label Hamlet as an intellectual,
it is not his educational experience nor his use of clever paradoxes,
but his attempt at mental self-transcendence - an endeavor whose
agony this tragedy evokes so powerfully and in so many ways - from
the realization that we are alone in the universe to the fact that life
is not experienced as anything other than the playfulness of matter
that occurs in Hamlet in the cemetery scene (Koljevi¢ in: The Scene
358-359). The cemetery scene in Death and the Dervish could be the
one in which the dervish tries to find his brother’s bones.

“[...] in that monologue, he repeats his dark vision of the world and he
considers a suicide a possibility of liberation, but due to his fear of the
unknown from the other side of the boundary separating life and death,
there is a reason not to take advantage of that possibility”** (Baji¢ in:
The Scene 1967: 332).

Helen Gardner, in her essay “Hamlet” and the “Tragedy of the
Avenger,” asks what Elizabethan people thought about the ethics
of personal revenge. Through thorough research, she came to the
conclusion, “[...] that people of Elizabeth’s time considered murder
unethical, and personal revenge sinful™** (Gardner in: The Scene 1967:
362). Elizabeth is just another way of transcribing the name Elizabeth,
so we are talking about Queen Elizabeth I. In addition, Hamlet is a
Christian who believes in God’s commandments. “The status of the

53 ,[...] u tom monologu ponavlja svoju mra¢nu sliku sveta i vidi u sa-

moubistvu moguénost oslobodenja, ali u strahu od nepoznatog s one strane
granice koja razdvaja zivot i smrt nalazi se razlog da ne ostvari tu mogu¢nost”
(Bajic¢ u: Scena 1967: 332).

34 [...] da su ljudi Jelisavetinog doba smatrali ubistvo neetickim, ali¢nu
osvtu gre$nom” (Gardner u: Scena 1967: 362).
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“Ten Commandments” in Christianity is [...] understood as the
proclamation of a natural moral law that is, in things and in human
hearts, a reflection of God’s eternal law (order)”** (Tanaskovié¢
2018: 235), and murder should fulfill its function of punishment, to
ensure the damnation of his soul in the afterlife. Therefore, it must
be committed in a situation that will make this possible, and not in
one that would ensure that his soul would peacefully go to the other
world. The fear that governs Hamlet when it comes to committing
(suicide) is caused by religious principles. Therefore, “for religious
reasons, he is not even allowed to commit suicide [...]”*® (Koljevi¢
1981: 174). This is obvious when analyzing the most famous lines
in the play in which Hamlet ponders the suicide.

The prince is subject to ideology as a political practice that
protects the monarch, even if he is illegitimately and illegally on
the throne, and that prohibits rebellion against the monarch just
because he performs the function of ruler, which protects him with
its halo of inviolability (Kosti¢ 1983: 44), and to Christian ideology
that prohibits suicide, which we learn from Hamlet’s words.

Hamlet desires suicide at the beginning of the play and thus
finds himself in conflict with Christian doctrine, he opposes
Claudius from the very beginning of the play with his behavior and
in their conversations in which the new king shows a wide range
of his Machiavellian hypocrisy. Hamlet will rebel. From a literary
character who contemplates suicide and weighs whether to act or
not, considering the consequences of his act, he will (still) become
an avenger.

Hamlet swore to the Ghost of his father that he would take revenge.
However, his undoubtedly sincere intention to take revenge and carry

%5 Craryc ,[lecer boxnjux samoBectn” y xpuuthaacTsy ce [...] monma
Kao 0O3HamblBambe MPUPOLHOT MOPATHOr 3aKOHA KOjU je, y CTBapuma U y
cpuMMma JbYACKUM, Ofipa3 BedyHOr Boxkmjer sakoHa (moperka)” (Tanackosmh
2018: 235)

536 V3 PEIUIVMO3HMX PAs/iora, BeMy YaK Hyje OTOBPEH HM IIyT y CaMo-
ybuctso [...]” (Komenh 1981: 174).
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it out quickly was thwarted by Hamletism, which is “[...] inactivity,
hesitation and delay due to the struggle with one’s own conscience™?’
(Klein 1964: 63). It is, in short, the art of procrastination.

“It was once thought that Hamletism was inactivity, indecision, thinking
instead of acting, the absence of will and ability for action, a misan-
thropic escape from the world and life [...]”*** (Ibid: 42).

Hamlet conspicuously does not act. At the same time, he thinks
just as conspicuously.

His endless thinking harms his activity. It blocks his will to take
action to avenge the murder of his good father. But he is not hesitant
in all spheres of life, nor is hesitation his dominant characteristic.
On the contrary. He only delays the fulfillment of what he must
do, and which, equally, he does not want to do. “Hamlet hesitates
only to scold his father” [...]”** (Ibid: 51). This is his main feature
throughout the play. He thinks much more than he acts. Hamlet
is undeniably prone to reflection. Even reflection in itself is not so
harmful as its consequence, which is the lack of will to do what he
has sworn to do. But Hamlet is inactive. This is his tragic trait. He
is aware of this because he says so.

Everything he does not do goes far beyond what he does. His
delaying the moment when he will kill his usurper uncle is the
essence of Hamletism. Missing the opportunity to take revenge
when Claudius prays and therefore being easy prey for the excellent
swordsman that Hamlet is is an example of Hamletism. The fact
that Hamlet allows two months to pass since the murder of his fa-
ther without killing the perpetrator is a consequence of Hamletism
(Klein 1964:63).

37 ,[...] je neaktivnost, kolebanje i odlaganje usled borbe sa sopstvenom

save§¢u”(Klajn 1964: 63).

3% ”Nekad se smatralo da je hamletovstina neaktivnost, neodlucnost,
razmiSljanje mesto delanja, odsutnost volje i sposobnosti za ¢in, mizantropsko
bezanje od sveta i zivota [...]” (Mcro: 42).

5% Hamlet se koleba samo sveteéi oca” [...]” (Mcinio: 51).
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In our country, Hugo Klein dealt with Hamletism in the book
Shakespeare and Humanity*** (1964). According to him, it is the same
as procrastination, but he makes a distinction between procrastination
in the sense of the phenomenon of procrastination as a trait of Hamlet’s
personality and the specific procrastination in the situation in which
he finds himself, facing his duty as a son and heir to the throne to
avenge his father by killing his uncle. Since Hamlet is constant in his
hesitation to perform such an act, Klein finds in the conscience of
the heir to the throne the fundamental reason for his apparent, (over)
emphasized sluggishness in action (Ibid: 42).

Hamlet is not a man in a hurry to take revenge; it soon becomes
apparent that the memory of his father - the one he thinks he wants
to keep most in his mind, or any memory for that matter - is far
from simple and turns out to be much more complicated than he had
anticipated. Something stands in the way of doing the obvious thing
- feigning madness — which seems completely pointless in terms of
plot. [...] The ghost has suffered the end that devout Catholics most
feared. He has been cut off from life without, he admits, a chance
to properly prepare for death. “Cut off even in the blossoms of my
sins, Unhouseled, disappointed, unaneled, No reck'ning made, but
sent to my account With all my imperfections on my head” (I. 5,
76-79) — he did not undergo the last anointing with holy oil; nor did
he receive his last communion. Even if we were to set aside for the
moment the Protestant belief that purgatory does not exist, no plau-
sible explanation can be given, since the spirits from God’s greatest
prison cannot, by definition, in any way incite anyone to sin. For it is
in this realm that they are cleansed of their earthly sins so that they
can ascend to heaven. Again, this spirit does not ask for masses or
donations for the poor; he appeals to God’s authority at the council
when he demands that his son avenge his murder, reclaim his crown,
and confront the husband of his widow, and his mother. [...] The
strongest claim of Protestant dogma in Shakespeare’s time was that

40 Xyro Kiaju, Hlexciup u wosewsinio, IIpocBeta, Beorpaz: 1964.
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ghosts did not exist at all. The apparitions that people experienced
from time to time - those that resembled a loved one or a friend - were
mere illusions, if not, at worst, the devil in disguise trying to tempt
his victims to sin. Hamlet first claims to have seen an “honest Ghost”
[..], but, of course, this early certainty soon turns to doubt [...]. It is
precisely such reflections that are immediately followed by a renewed
cycle of procrastination and self-reproach, repeated failures. They are
an example of a drama within a drama, by which Hamlet intends to
obtain independent proof of the Ghost’s claims, but also to express
one of the protagonist’s central feelings, the endless uncertainty of
being (Greenblatt, trans. Stojanovi¢, 2006: 318-320).

The father’s task of revenge given to his son represents a moral
thread that is attributed to him as a legacy. It is, namely, the hub of
change - a moral challenge that he faces, and which we are not sure
(and neither is he himself) that he has grown up with due to the con-
stant postponement of it until the end of the play.

Many Shakespearean scholars, above all Andrew Cecil Brad-
ley (A.S. Bradley), agree that the cause of Hamletism (Klein 1964:
63) is that the young prince is hurt, indeed, bitterly offended by
his mother’s reaction to the loss of her husband who was a shin-
ing example of virtue. Hamlet is hurt by her act of remarriage to
the worthless Claudius, whom he considers a betrayal of his be-
loved father. Moreover, “[...] Hamlet expresses a desire for death,
disgust for the world and resentment over his mother’s hasty
marriage™* (Kosti¢ 1982: 36). It will turn out that this Claudius is a
murderer, and more than that, a fratricide, a Machiavellian who, hav-
ing committed a sin, has ascended to a throne that does not belong to
him, thereby depriving the one who deserves it by blood.

Nikola Milosevi¢ offers several aspects in accordance with
which one can analyze “[...] his incomprehensible hesitation [...]”>*

41 [...] Hamlet izrazava zelju za smrcu, gadenje prema svetu i ogorcenje
zbog prenagljene udaje svoje majke” (Kosti¢ 1982: 36).

2 _[...] njegovo neshvatljivo oklevanje [...]” (Milogevi¢ u: Sekspir, prev.
Simi¢ i Pandurovié, 1966: 5).
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(Milosevi¢ in: Shakespeare, transl. Simi¢ and Pandurovi¢, 1966: 5.). He
deals with Hamlet’s hesitation from the perspective of critics who disa-
gree among themselves about the reasons for Hamlet’s inaction. In the
preface to the translation of the book Hamlet / William Shakespeare;
(translated from English by Zivojin Simi¢ and Sima Pandurovi¢),
Milosevi¢ states that:

“There are, however, such interpreters according to whom Hamlet is
not weak at all and hesitated. Without hesitation, he sends Rosencrantz
and Guildenstern to their deaths with determination and purpose. On
the other hand, allegedly, he does not kill the king simply because he is
not given a favorable opportunity to do so. However, Hamlet becomes
a murderer only when some immediate incentives force him to do so.
Only when what reminds him of injustice and hatred is right in front of
his eyes (Polonius’ exclamation, the queen’s poisoning), only when the
drive for self-preservation awakens in him (fear in the case of Rosencrantz
and Guildenstern), Hamlet decides to take action™* (Ibid).

He also explains the opposite point of view, with which he does
not agree: other critics, again, believe that Hamlet delays his revenge
because he subconsciously feels guilty for the same crime committed
by his uncle. But for this opinion, which is advocated by the creator
of psychoanalysis, Sigmund Freud, there is no sufficient basis in the
text of Shakespeare’s tragedy itself. “One cannot look for any feeling of
guilt in Hamlet that is different from what the writer himself attributes
to him™* (Ibid.).

3 ,Ima, doduse, i takvih interpretatora po kojima Hamlet uopste nije
slabi¢ i oklevalo. On bez okoli$anja i odlu¢no i smisljeno $alje u smrt Rozen-
kranca i Gildensterna. Kralja, pak, navodno, ne ubija samo stoga jer mu se za to
ne pruza povoljna prilika. Medutim, Hamlet postaje ubica tek onda kada ga na
to nateraju neki neposredni podsticaji. Tek kada mu je neposredno pred o¢ima
ono $to ga podseca na nepravdu i mrznju (Polonijev uzvik, kralji¢ino trovanje),
tek kad se u njemu budi nagon za samoodrzanjem (strah u slu¢aju Rozenkranca
i Gildensterna), Hamlet se odlucuje za akciju” (Mcifio).

> Drugi kriticari, opet, smatraju da Hamlet odugovlaci s osvetom zato
jer se podsvesno oseca krivim za onaj isti zlo¢in $to ga je pocinio njegov stric.
Ali za ovo misljenje, koje zastupa tvorac psihoanalize Sigmund Frojd nema
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Such a view emphasizes that what particularly angers the young
prince is that Claudius married his mother and crawled into her bed.
This affects him to the point that he feels disgust towards all women,
because any one could be a Gertrude, unworthy of love and respect,
without the ability to be faithful to one man for the rest of his life,
despite death. The emotions of disgust towards the female gender are
stimulated by Gertrude’s unworthy act, which will mark Hamlet in
his relationship with Ophelia, leading him to complete devastation.
It is understood that this was contributed to by the fact that Hamlet
felt betrayed by Ophelia’s rejection, which is connected to the deep,
primal disgust that he began to harbor towards Gertrude.

In addition to the above, Milo§evi¢ also mentions that:

“There are also interpreters of this well-known tragedy who believe that
Hamlet is delaying the council because he has come to the conclusion
that revenge has no meaning. The world and people are incurably
and irreparably immoral and no one will ever be able to change them.
However, Shakespeare makes it clear enough that his hero draws his
pessimistic conclusions only after he is directly affected by his moth-
er’s marriage and the brutal murder of his father. Hamlet’s pessimistic
orientation is not, therefore, the result of Hamlet’s philosophy, but the
other way around™* (Ibid).

Finally,

“a similar remark can be made to those who believe that Hamlet’s hesi-
tation is the result of excessive development of the ability to think, that

dovoljno osnova u samom tekstu Sekspirove trgaedije. Ne moze se u Hamletu
traziti neko osecanje krivice koje se razlikuje od onog $to mu pripisuje sam
pisac” (Mcitio).

% JIma i takvih tumaca ove poznate tragedije koji smatraju da Hamlet
odugovlaci s sovetom zato $to je dosao do zakljucka da osveta nema nikakva
smisla. Svet i ljudi su neizle¢ivo i neporpravljivo nemoralni i niko ih nikad nece
modi izmeniti. Medutim, Sekspir nam dovoljno jasno stavlja do znanja da nje-
gov junak izvladi svoje pesimisticke zakljucke tek posto je neposredno pogoden
udajom svoje majke i muc¢kim ubistvom svoga oca. Hamletova pesimisticka ori-
jentacija nije, dakle, rezultat Hamletove filozofije, ve¢ obrnuto” (Isto).
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is, to know at the expense of the ability to act, that is, action. Hamlet’s
excessive intellectuality is also not a cause but an effect. She begins to
represent an obstacle to the activity of the Danish prince after, and not
before, the marriage of his mother™*® (1bid).

Hamlet, as a Dionysian Man, is characterized by lethargy, apathy,
and disgust (Nietzsche 2003: 39), but their cause is not in his indeci-
sion, but in the devastating effect that tragic knowledge has on him
(Jaspers in: Stojanovi¢ (ed.) 1984: 234).

“Hamlet for Nietzsche is not an anti-hero who is distracted from action
by too much thinking, but a hero, a tragic hero of knowledge: knowledge
here has a devastating effect [...], action rises up against itself [...]”**
(Mili¢ 2000: 131).

His authentic emotions, however, are, first of all, emotions of
sadness and grief due to facing a boundary situation. Lethargy and
apathy are reflected in his perpetual state of inaction, and in Nurud-
din’s case, in the first part of the novel, they are expressed in absolute
subordination to “the Islamist dogma” (Petrovi¢ 1981: 42) and a turn
towards thoughtfulness that does not result in action, but remains in
the sphere of reflexivity.

Hamlet wants to find meaning in a situation where meaning does
not exist. He cries out to find meaning in taking revenge, without that
meaning being the product of his personal aspirations or impulses.
He does not want to channel the hatred he feels for his uncle through

346 sli¢na primedba moze se staviti i onima koji smatraju da je Hamletovo

oklevanje rezultat preteranog preteranog razvoja sposobnosti za razmisljanje,
odnosno saznavanja na ra¢un sposobnosti za delanje, odnosno akciju. Pretera-
na intelektualnost Hamletova takode nije uzrok ve¢ posledica. Ona pocinje da
predstavlja prepreku za aktivnost danskog princa posle, a ne pre udaje njegove
majke” (Mcinio).

7 ,Hamlet za Nicea nije antijunak koga previe razmisljanja odvlaci od
delanja, ve¢ junak, tragicki junak saznanja: saznanje tu deluje porazno [...],
delanje ustaje protiv sebe [...]” (Mili¢ 2000: 131).

»islamistickoj dogmi” (Petrovi¢ 1981: 42).
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revenge. The task of taking revenge must have a deeper meaning for
Hamlet. In order to decide to sin, he must first be convinced that there
are valid reasons to do so.

Therefore, meaning is decisive for his decision to carry out
revenge. He is faced with a crime. He is on unknown terrain, in
which he does not find his way, and he is forced to find his way.
Hamlet tries to respond to this challenge. Claudius is an experienced
and over-exaggerated usurper, an exponent of power and political
function, a quasi-monarch who does not hesitate to kill an innocent
man in order to protect his interests. And Hamlet, just a student,
interested in philosophy and fencing, needs to find his way in the
chess game started by his uncle, and not be just a pawn in a game
that is already lost.

“For what is his devising of a mousetrap and acting crazy but a futile
attempt to be “on the level” of his opponent’s cunning? Hamlet is clear
about who he is dealing with and is well acquainted with the methods
of deception and manipulation, as he openly tells Guildenstern and
Rosencrantz. He even shows how he himself can skillfully wield them.
But he simply cannot accept the role he knows how to play as a model
of behavior. Even when he starts slashing around him with his sword,
he cannot base his orientation towards revenge on such moral nihil-
ism”* (Koljevi¢ 2012: 82).

What holds Hamlet back is the resistance he feels towards
the duty of taking revenge. “In a world of general manipulation,

333

Hamlet would like to be “mature” and “to rise to the occasion
(Ibid: 78). However, he resists this with all his might. The Danish

48 Jep 1ITa je HBeroBo cMMI/bame MUIIONOBKE M IIyMa JTyAWUIA HETo
y3a/IyHI HOKYIIaj fia Oyze ,Ha HUBOY JIYKaBOCTM CBOT HPOTMBHMKA? XaM-
JIETy je jacHO ¢ KM ¥IMa II0C/Ia 11 f0OpO Cy My HO3HATU METOAU IIpeTBaparma
U MaHMITy/IalMje, Kao 1mTo Iungencrepuy n PosenkpaHiyy orBopeHo Kaxe. OH
JaK [I0Ka3yje KaKo I CaM yMe ’bJIMa CIPeTHO Ja pyKyje. AJIM OH TY y/IOTy KOjy
yMe Jla UTPpa jeJHOCTAaBHO He MOJKe fla IPMXBATU Kao Mojiesl IoHaIama. Yak u
KaJja IoYHe Jla ceue MadyeM OKO cebe, OH He MO>Ke Ha TAKBOM MOPA/THOM HUXM-
NM3My Jia 3aCHYje cBOjy ycMepeHocT Ka ocsetr” (Korpesnh 2012: 82).
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prince simply did not grow up to the intrigues and courtly antics
among which he found himself thanks to the request of his father’s
Ghost to avenge him.

He does not find his way in a world in which everything is
achieved in a morally questionable way, through manipulation, crime,
intrigue, and he is forced to find his way without, at the same time,
betraying his inner moral code that forbids him to take revenge just
for the sake of taking revenge. Hamlet’s execution of revenge must,
therefore, have a moral dimension that somewhat justifies it. “In a
word, Hamlet’s revenge has a moral meaning insofar as it is not a
consequence of a vengeful ideology. On the contrary, it is all in the
tragic resistance of that ideology [...]. Hence Hamlet’s “hesitation”,
in fact, his heroic stumbling in the darkness with which he cannot
reconcile himself”>* (Koljevi¢ 1981: 85). This irreconcilability makes
him similar to Selimovi¢’s most famous fugitive.

In Death and the Dervish, Nuruddin’s misfortune resulting
from his brother’s arrest constantly attacks him. The path from un-
derstanding to action is for him full of complexity and uncertainty.
Nuruddin’s response should be uncompromising and prompt, and
these are qualities that he himself cannot and does not want to em-
body. He does not feel pressured by urgency, because he places his
faith in the law, in the overarching principles of justice. He believes
that nothing happens outside the domain of the influence of the
eternal law to which we are all bound; to act against the forces of
inevitability is both irrational and indefensible. Everything unfolds
as a manifestation of fate, and fate cannot be resisted. So, it is not
just a lack of willpower that is at work here, but a deep ideological
commitment that shapes his inaction (Petrovi¢ 1981: 26-27).

Nuruddin shows a lack of decisive commitment to take action. He
seems unwilling to engage actively, instead seeking moral justification

59 Peujy, XamieToBa OCBETa MMa MOPAIHM CMICA0 YTOIMKO LITO HIje
HOCTIeNIa OCBETHIYKe upeonoryje. HarmpoTus, oHa je cBa y Tparn4HOM OTIIOPY
Te npeonoruje [...]. OTyx je u XamreToBO ,,0K/IeBakb€ ), Y CTBAPI, FLETOBO XEPOjCKO

Hocprame y Mpaky ca kojum ce He myipn’ (Komesuh, 1981: 85).
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for his inertia. His real responsibility lies not with his brother, but with
himself. Nuruddin is not equipped to face all challenges. Two forces
emerge within him, two equally powerful tendencies that, opposing
each other, envelop him in a state of indecision (Ibid: 28-29).

In Shakespeare’s play, Hamlet is the victim of Claudius” usur-
pation of the throne and the occupation of his, Hamlet’s, place in
the state and family, and thus the violation of the harmony of the
divine order and order. He is aware that the throne has been taken
from him and that Claudius, although not too bad in his way of
ruling, is still a tyrant because his rule has no foundation in law and
legitimacy. No matter how much he feels antagonism towards his
uncle, he does not kill him the first time he has the opportunity to
do so. Hamlet does not want to kill a man who is on his knees and
praying, explaining his action by saying that the murderer of his
father will not go to hell, which he deserves, because he atoned for
his sins through prayer.

Rosencrantz speaks about the political dimension of the murder
of the king and the impact it has on the state and the people living in it;

“The cease of majesty

Dies not alone, but, like a gulf, doth draw

What’s near it with it. Or ’tis a massy wheel
Fixed on the summit of the highest mount,

To whose huge spokes ten thousand lesser things
Are mortised and adjoined, which, when it falls,
Each small annexment, petty consequence,
Attends the boisterous ruin. Never alone

Did the king sigh, but with a general groan™>
(3,2,15-23)

>0 [...] Kpa/peBa cMpT He fOIa3M caMa,

Hero xao BpT/IOT OfB/1a4u CO60M
Cge 170 jOj je 6mm3y.

To je orpoman 4oBek, yuspiihen
Hagpx HajBuier 6pera, Ha YMjUM je
[Taorma OorpoMHMM fleceT Xubasia
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Claudius confesses the crime of regicide during prayer:

O, my offence is rank, it smells to heaven;

It hath the primal eldest curse upon't,

A brother’s murder! - Pray can I not,

Though inclination be as sharp as will;

My stronger guilt defeats my strong intent;
And, like a man to double business bound,

I stand in pause where I shall first begin,

And both neglect. What if this cursed hand
Were thicker than itself with brother’s blood,
Is there not rain enough in the sweet heavens
To wash it white as snow? Whereto serves mercy
But to confront the visage of offence?

And whats in prayer but this twofold force,

To be forestalled ere we come to fall,

Or pardond being down? then I'll look up;

My fault is past. But, O, what form of prayer
Can serve my turn? Forgive me my foul murder?
That cannot be; since I am still possessd

Of those effects for which I did the murder, —
My crown, mine own ambition, and my queen.
May one be pardond and retain the offence?

In the corrupted currents of this world
Offence’s gilded hand may shove by justice;
And oft ’tis seen the wicked prize itself

Buys out the law: but ’tis not so above:

There is no shuffling, there the action lies

In his true nature; and we ourselves compelld,
Even to the teeth and forehead of our faults,

CI/ITHI/[jI/[X CTBapy IIPUKOBAHO, CTAJIO;

ITa kaj; OH IajiHe, CBaKa MaJjia CTBAp

W cutaH gopaTax geny CTpALTHY Haf.

Hukap xpasbeB ysfjax Huje caM 0CTO

A 112 11€0 HAPOJ HMje TYXKaH IIOCTO”

(Iexcrnp, Benuke tupaieguje, npes. Cumuh n ITangyposh, 2022: 80)

434

Prelom - M T - KNJIGA.indd 434 22-Jul-25 19:55:14



THE NEW HISTORICIST PARALLELS OF HAMLET AND DEATH AND THE DERVISH

To give in evidence. What then? what rests?

Try what repentance can: what can it not?

Yet what can it when one can not repent?

O wretched state! O bosom black as death!

O limed soul, that, struggling to be free,

Art more engaged! Help, angels! Make assay!

Bow, stubborn knees! and, heart with strings of steel
Be soft as sinews of the new-born babe!

All may be well!“>!

(3,3, 36-70)

31 Moj 3/1049MH TPy/Iu: f0 Heba My cMpaj

ke ce, Hoceh HajcTpHjy KIeTBY 6paToyOMCTBA.
Monutsu He MOTY,

Mapa je xemM KOIMKo u xohy.

Jaky M BOJby jauu rpex o6apa;

A ja KO HEKO Be3aH C 0CTIa B,
becnocnen, cTojum He 3Hajyhu rae

Jla mouHeMm, Te 06a 3aHEMapyjeM.

IIa ma je oBa pyka nmpoxnera

Op 6paToB/bEBe KPBM ABAIYT Ofieb/baIa,
3ap fobpo HebO HeMa OCTA Kullle

Ja je cuiepe weny, fa 6yme Ko cHer?

YeMy MMIOCT 10N Jja TIOI/IEfA TPeX?
Hema 1 MonuTBa TY IBOCTPYKY Moh
Ja, mpe HO TajfHEMO, TIpeyIpean Taf,
W onpoctu onpga xaj nagHemo Beh?

ITa nornenaj rope! TBoj je mporo rpex
Amm o, Koju 611 061K MONUTBE

ITpucrao 3a Mene? ,,Onpocty Mu Moje rafHo youcTso!” — To He Moyke O1TH;
Jep ja 1 caga y>KMBaMKOPUCTU

360r KOjIX 0BO yOUCTBO M3BPILNX:
CBOjy KpyHY, CBOjy Kpa/bU1ly 1 BJIACT.
Mosxe nu KOTOff, OITPOIITA]j /la TPaXKu,

A KOPUCT Of CBOT'a 3/104MHA 1A JPXKI?
Ha nytuma rpexa y oBome cBeTy
ITosnahena pyka 3704nHa jour MoXxe

Jla MsMaKkHe IpaB/y; U YeCTO Ce jOIl
IT/baukoM 3/104MHA KYIIM 37I0YMH CaM.
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Hamlet does not kill Claudius at the prayer. He would rather
see him condemned to the torments of hell. Therefore, he would
regret that his hand should send him to heaven even though he has
a great opportunity. One of Hamlet’s brakes is a moral dilemma.
This is the crux of the tragedy. His hesitation to react produces
a series of subsequent misfortunes. By not killing the king, he in
fact kills Polonius and Ophelia and Rosencrantz and Guildenstern
and Laertes and the queen, and, finally, himself. These deaths are
a direct consequence of his hesitation and the missed opportunity
that presented itself. Despite Hamlet’s animosity towards his uncle
and his obligation to seek revenge, he is never fully committed to
this undertaking. What truly horrifies him is his mother’s moral
lapse (Bradley 1978: 115-117). But if he were to use that moment
to eliminate the villain, he would ensure that the villain’s soul would
ascend to heaven [...] (Ibid: 114), which he does not want. Hamlet
hesitates. He thinks this way:

Ay’ Tako Huje Ha HeOy. Ty HeMa Bpaamba,

W Ty ce jaB/ba cBakM 4MH

Y cB0jOj IpaBOj IPUPOAN; @ M,

ITpen ounma, 1M1iEM CBOjUX TPEXOBa,

ITpumopanm cMoO Jja IpU3HAMO CBe.

ITa onpa? lIta Mu ocraje? [la Kymam

[lITa nokajame MOXKe M1 He MOXKe.

Ajr’ 1mTa TO Bpeau jefiHoMe Koju ce

He moxe pna kaje? O ouyaja, 6epe!

O, cpue npno xo cMpT! O, T Ay1IO

Y mpexun, mrro ce 6opeh 3a cmobony

Cawmo jour Bumre 3amuhemnt! ITomo3’ Te,

Anbenu fo6pu! Ilokymajre 6ap.

CaBujre ce, KpyTa KOJIEHa; a CpLie

Ca yenmyHMM >KUIIaMa OMEKIIaj

Kao >X1jIe KakBor HoBopohenuyera!

Cae jour Moxe KpeHyTH Ha 06po!”

(Iexcrinp, Benuke wwpaieguje, npes. Cummh u Ilangyposuh 2022:
81-82)
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“Now might I do it pat, now he is praying;

And now I'll do’t. And so he goes to heaven;
And so am I revenged. That would be scannd:

A villain kills my father; and for that,

L, his sole son, do this same villain send

To heaven.

O, this is hire and salary, not revenge.

He took my father grossly, full of bread;

With all his crimes broad blown, as flush as May;
And how his audit stands who knows save heaven?
But in our circumstance and course of thought,
“Tis heavy with him: and am I then revenged,

To take him in the purging of his soul,

When he is fit and seasond for his passage?

No!

Up, sword; and know thou a more horrid hent:
When he is drunk asleep, or in his rage,

Or in the incestuous pleasure of his bed;

At gaming, swearing, or about some act

That has no relish of salvation in’t;

Then trip him, that his heels may kick at heaven,
And that his soul may be as damnd and black
As hell, whereto it goes. My mother stays:

This physic but prolongs thy sickly days™
(3.3.73-111)

%32 Ha momutsu je. Morao 6ux cajp cBpumty; M cap hy cBpimTyu ca sum.
ITa oHza, OH Y Paj, a ja hy 6utu ocsehen.
- O rome Tpeba pasMMUCINTIL.

Jeman Mu 3nmKoBal oma youmo,

W sato 3ap, jeruHal cuH My ja
[Ta/peM TOT 37MMKOBIIA Y Paj!

O, To 6u 6ua IwiaTa, Harpaja,

A ocera Hukaz! OH y6u oma mor
V3HeHasia, TELIKOT Of jena, ca CBUMa
Ipecuma meroBuM CHIHO Habyjammnm,
Jempor ko Maj. V xako ¢ meropum
Pauynowm croju, To 382 camo bor!
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Hamlet allowed Claudius to survive despite the fact that the
usurper did not give King Hamlet a chance to survive or to confess
to God before going to his death and thereby give his soul a chance to
go to heaven. The prince of Denmark does not want to be the same
as the forcibly imposed ruler. He does not kill Claudius in that scene,
believing that by killing a man who is praying he would not be com-
mitting an act of revenge, unlike a situation in which he would kill
him while he is doing something dishonorable, some sin. Although

“Claudius sets to his prayers, and he freely admits his guiltand unwill-
ingness to relinquish his ill-gotten crown, ambition, and queen. His
realization that true contrition is thus inaccessible to him is strangely
moving. Suddenly Hamlet enters, often behind the kneeling king and, in
some performances, with sword raised to achieve his revenge. Again the
prince delays, this time saying that the deed now would be no revenge
but would basically send the praying king to heaven “fit and seasoned for
his passage” Hamlet’s father was killed suddenly and now must purge his
“crimes broad blown” in the afterlife; Hamlet will strike down Claudius
when salvation is likewise far from his mind”*** (Bloom 2008: 13-14).

A’ o MMcIUMa ¥ 3HaEby CMPTHMKA.

On remko matu. ITa 3ap cam ocBehen

Kag My ysmeM XXMBOT cajfl, KaJi YMCTH FyIIy.

W kap je TOTOB ¥ CIIpeMaH 3a Iy T?

He.

Croj, mauy, 6ygu cTpauHujer samaxal

Kap 6yne nmjan, 3acmao, y rHeBY,

Y POIOCKPBHO]j CTaCTI OCTETbe.

Y koukwu, ceabhu, wim Ma KoMe 4nHy

IIITo TpyH cracema y cebu He 4yBa —

Tap ra 060pu; Hek ce meTama

Komnpua k Heby, Hek My AylIa 6yme

ITpoksera, IIpHa Kao IAKA0

Y koju nohe! - Moja mMary ueka —

Jlex Tn oBaj Myke npogyxmnhe; Heka!”

(Illexcrinp, Benuxe twpaieguje, npes. Cumuh u Ilanpyposuh 2022: 82-83)

3 Kiayanje y MOIUTBM OTBOPEHO IHpM3HAje CBOjy KPUBMUILY 1 HEBOJb-

HOCT [Ia HaIIyCT! He3aKOHMUTO CTeYeHy KPyHY, aMOuuujy u kpaspuiy. Fberoso
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He refuses to use the Machiavellian means used by the tyrant
and criminal, the swindler and murderer, the possessor of his moth-
er’s body. He bears his human tragedy with dignity, mourning his
good father. After the performance that confirmed the words of his
father’s Ghost, which he felt he had to check for fear that he had
misunderstood them in a way that would best serve his vengeful
interests, Hamlet no longer doubts that Claudius killed King Hamlet.
He is certain of the crime. Despite this, he does not allow himself
to be forced by this fact to respond to it with another crime and to
react to murder with murder. He does not do this because his being
is disgusted by it.

“Hamlet, a drama about Hamletism, is not a drama about a man in-
capable of action; Hamlet is filled with Hamlet’s struggle to overcome
his scruples, which mainly stem from the fact that the task undertaken
coincides too much with his personal interest, with aspirations that he
considers selfish and vicious [...]”>** (Klein 1964: 63).

He does not want to identify himself with the dishonorable repre-
sentative of the political state ideological apparatus (Alhusser 2009:28)
such as the Danish court as the heart of the Danish political system
because he does not want to defile his soul and thereby condemn it
to the eternal torments of hell. This is the essence of his humanity. He
believes in scruples and therefore hesitates, therefore refrains.

IpM3Hae Ja je MCTMHCKO Kajame 3a era HeJOCTIDKHO je HeoueKMBaHO
HOTPeCHO. Y TOM TPeHYTKy ynasyu XaMJIeT, 4eCTO MOCTaB/beH u3a Kiedeher
MOHapXa 11, y ofipeheHNM nHTeprperalyjama, ca HOAUTHY TUM MadeM, CIIpeMaH
fia M3BPILJ CBOjy OCBeTYy. JOII je[fHOM, IPMHII OK/IeBa, TBpAehu fa cajaiume
JieoBarbe He OU TIpefiCTaB/basio IpaBy ocBeTy, Beh 61 ymecTo Tora omoryhmmo
Kpasby KOjit ce MO Jja ofie Ha He6o cripeman” (Bloom 2008: 13-14).

4 Hamlet, drama o hamletovstini, nije drama o ¢oveku nesposobnom
za akciju; Hamlet je ispunjen Hamletovom borbom za savladivanje skrupila,
koje uglavnom poti¢u otuda $to se preuzeti zadatak isuviSe poklapa s njegovim
liénim interesom, s teznjama koje on smatra za sebi¢ne i poro¢ne [...]” (Klajn
1964: 63).
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Hamlet does not want to follow in Claudius’s footsteps and be a
Machiavellian criminal. He does not want to commit a crime, to kill,
only for the sake of fulfilling his personal goal - revenge. He wants
to know that this is not a crime, but an act of collective deliverance.

But even then Hamlet does not think about killing Claudius
from the perspective of his own benefit, but from the collective one.
He does not want it for his own interests, but because it is good for
the state and the nation. Hamlet wants it now, but “[...] Hamlet seeks
the removal of Claudius because he is a “wound on our body”, because
the health, interests, needs of the common body demand it, not his
personal safety or revenge™> (Klein 1964: 66).

Hamlet does not take revenge on Claudius because it is his
private need. He is too afraid of hell to do so. He does not decide
on revenge until he is absolutely sure that there is an explanation
for it, and thus a justification in the fact that the death of Claudius
can bring the general good to the state, and that it is up to him to
take revenge for this.

This is the key difference between Hamlet and Ahmed Nurud-
din. Hamlet thinks all the time as a legitimately elected king who
cares about the well-being of his countrymen. He is turned towards
the collective and the general in a healthy way worthy of a good ruler
guided by the virtue of rectitude. Ahmed Nuruddin, on the other hand,
is driven by personal hatred, a subjective feeling of hurt and insult
before the power structures that have wronged him. Unlike Hamlet,
he does not want justice, but revenge. Hamlet’s motives are honorable
and moral, Ahmed’s motives spring from his vanity. The murder of
his brother is not just a wound in the soul of a grieving man, but an
unforgivable insult to a dervish, a sheikh of a tekke. Ahmed Nuruddin’s
transformation is a metamorphosis of a man who is initially turned
towards the general with the intention of escaping from the personal
that overtakes and devastates him.

5 ,[...] Hamlet uklanjanje Klaudija trazi zato $to je on ,,¢ir na nasem telu”,
zato §to to zahtevaju zdravlje, interesi, potrebe zajednickog tela, ne njegova li¢cna
bezbednost ili osveta” (Klajn 1964: 66).
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It ends with the execution of revenge by an offended individual
in the name of his own grief. Therefore, in death he finds no reconcil-
iation with himself or the world around him, but it becomes a tragic
end. Unlike Hamlet, whose death brings a kind of gentleness due to
reconciliation with himself and others because his act of revenge is an
act aimed at the common good and the idea of preserving the state,
preserving people. His revenge is not an act of personal antagonism,
as is the revenge of Ahmed Nuruddin.

They start from different centers: at the very beginning, Ahmed
Nuruddin is the Sheikh of the tekke, and, as such, a participant in
power, whose actions he does not question until he himself is made
unhappy by them. Ahmed decides to take revenge because he sur-
renders to hatred, which is a substitute for the many kinds of love he
has been deprived of, and Hamlet decides to take revenge only when
he is convinced that this act leads to the liberation of the state from a
dishonorable, immoral and hypocritical usurper, a regicide and frat-
ricide, and, what affects him most, his mother’s husband, who cannot
be compared to King Hamlet in virtue.

It must not stem from a vengeful ideology, but rather represents
a counterbalance to such an ideology, which makes his inaction
actually heroic. He refuses to use the same means used by Claudius,
as well as his satellites such as Polonius, Rosencrantz and Guilden-
stern. He is someone who believes in ideals and does not want to
morally degrade his being. That is why he does not decide easily on
the task given to him. It is mud that he is not used to, with which he
does not want to get dirty, and, as we know, there is no way for the
one who takes revenge not to get dirty in this morally and humanly
impure process.

“According to ancient tradition, murder is the most complete and final
revenge and is imposed as a human duty and an obligation of honor. [...]
Claudius must be killed. Immediately afterwards, the values of another,
Christian tradition are imposed on Hamlet, according to which what
seems to be the most severe punishment can turn out to be the greatest
reward. [...] The solution is clear, but the opposite of the first: Claudius

441

Prelom - M T - KNJIGA.indd 441 22-Jul-25 19:55:14



MARIJA S. TERZIC

should not be killed”. There is no clear outcome, revenge is postponed
[...]75%¢ (Kosti¢ 1982: 67-68).

According to Nikola Koljevi¢’s opinion, expressed in his book
Shakespeare, the Tragedian, the figure of the avenger is characterized as
the figure of an individual who is subject to the will of external circum-
stances. He lacks the ability to choose the parameters of his existence and
can only move within those given in advance. Shakespeare’s protagonist
is fundamentally characterized by the urge to create a life that reflects
his own values and is in harmony with his intricate spiritually based
demands. Accordingly, Hamlet stands in sharp contrast not only to his
criminal uncle, but also to the decaying state of Denmark. His opposition
to revenge stems not only from his aversion to the externally imposed
task of revenge, but from the very essence of his being, as he struggles
with a situation in which he cannot dictate the form or meaning of his
life. In a state of turmoil and rage, Hamlet swears revenge on the Ghost,
promising to erase all the “records” from the “tablet of memory” How-
ever, it soon becomes apparent that Hamlet is unable to eliminate them.
Although he tries to do so, these “records” instead become more and
more pronounced. They drag him towards a path that is consistently
opposed to revenge. Thus, in Hamlet, the vengetul role of “waiting” is
transformed into a form of “ultimate resistance” Hamlet’s waiting to
organize a theatrical performance that will prove his uncle’s guilt proves
futile, as does his effort to simulate madness. Despite his intentions, he
cannot effectively suppress his inner aversion to revenge. Every time he
tries to do so, his essence, intertwined with his spirit and these “crazy
writings,” rebels against him. Even when he finds the King in prayer, the
intricate “writings” in his mind distract him from the duty of revenge
(Koljevi¢ 2012: 78)

5% Po drevnoj tradiciji, ubistvo je najpotpunija i kona¢na osveta i namece
se kao ljudska duZnost i obaveza casti. [...] Klaudija treba ubiti. Odmah zatim
Hamletu se namecu vrednosti druge, hri§¢anske tradicije, po kojima se ono $to
izgleda kao najteza kazna moze pokazati kao najveca nagrada. [...] ReSenje je
jasno, ali suprotno od prvoga: Klaudija ne treba ubiti”. Jasnog ishoda nema,
osveta se odlaze [...]” (Kosti¢ 1982: 67-68).
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Hamlet is a thinker, who must think through and process
everything that happens, which is both his character and his punish-
ment. His greatest success as a human being is his willingness to act
and his acceptance of the inevitability of action (Ibid: 27).

Shakespeare’s Hamlet, deeply turned to thinking and devoted
to the intellectual side of his personality, which is colored by con-
stant reflection, struggles with doubt and even questions his own
logic. Instead of basing his actions on some firm and unchanging
principle, he draws both himself and the audience into intricate
dilemmas that reflect the instability of a fundamental psychological
principle (Ibid: 17).

The entire play is a tribute to Hamlet’s instability. As an intellectu-
ally inclined man, he finds himself face to face with a moral challenge
in which his intellect is of no help. The play Hamlet is the story of a man
who is preparing to act. This preparation also involves directing a play-
within-a-play to convince himself of the moral correctness of revenge.
He is impressed by Fortinbras and promises to be just as enterprising.
For Hamlet, intellect is a way to end instability. The feudal tradition
imposes revenge (Kosti¢ 1982: 67), and his being, the believer in it,
abhors it because he does not want to break God’s commandment and
condemn himself to suffering in hell. The Christian tradition is based
on the commandments of God, who is an external authority. They have
an important impact on the consciousness of the two heroes, because
both Hamlet and Ahmed Nuruddin perceive religious principles as a
crucial part of their inherent being. That is why Hamlet’s monologues
and Nuruddin’s hiding in dogma are shocking. Their determination
in fulfilling their moral duty to authority is exaggerated.

Hamlet accepts the imposed demands without thinking, he did
so with the order of the Ghost, for whom he was not sure whether
it was really the Ghost of old King Hamlet or the temptation of the
Wicked. But his passionate acceptance of duty remains in words for
a good part of the play.

The part of the above quote that mentions punishment and re-
ward refers to the scene in which Claudius falsely prays for forgiveness
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for the sins he has committed, but this repentance is not sincere, it
is a deception. This scene best illustrates Hamlet’s inner division. He
spared Claudius’ life not out of honorable reasons but out of a blood-
thirsty need to ensure Claudius’ soul eternal torment in hell, and that
will not happen if he takes his life while he prays, while he is on his
knees, his back turned to his potential murderer, helpless.

The scene in which Claudius prays for forgiveness of his sins is
most often interpreted in light of “[...] Hamlet’s attitude that killing
Claudius at that moment would mean the salvation of his soul™’
(Cosovi¢ 2020: 24). And this is what Hamlet wants to avoid at all
costs, because his intention is for killing Claudius to be salvation,
but rather his punishment for the sins he has committed and for
the injustice, misfortune and evil he has inflicted on Hamlet, but,
even more so, for saving the state from the hands of a decadent
illegitimate ruler.

If he kills him, revenge will be carried out, but he wants Claudius
to pay for his sins, and this will not happen unless he kills him while he
is committing a sin, while he is indulging in shameful impulses, while
he is caught in some unworthy act. If he kills him at that moment, his
soul will certainly not go to hell, which is Hamlet’s desire. This is an
interesting moment to take a closer look at the character of the heir
to the throne. Namely, with all the qualities that he undoubtedly has,
let us recall, he is a university educated, a swordsman, undeniably
academically well-versed, enlightened, a representative of the new
time, but, at the same time, someone who wants for others what he
himself fears: eternal otherworldly torments hiding behind God’s
commandments.

Hamlet wants a punishment for Claudius who committed a
sin. And he wants it to be terrible. So it will be equal to the crime he
committed. That is why Hamlet is feverishly afraid of committing a
sin himself, which would mean listening to the Ghost. Whichever

7 ,[...] XameroBor crasa fa 6u ybucrso Kimayamja y TOM TpeHyTKY

3HAYMIO Ccriacerse werose ayure” (Rocosuh 2020: 24).
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side he chooses, he will betray some values, be they Christian or
feudal. That is why he is where he is safest — on the border, nowhere
(Selimovi¢ 2018a: 90). “Behind the face of the Danish prince, one
can glimpse a consciousness that is not individual but suprapersonal,
a spiritual value that is not individual but general”**® (Kosti¢ 1982:
62). This undeniably makes him similar to Ahmed Nuruddin.

His metamorphosis begins with the realization that deep with-
in his being, hatred is born towards the holders of power, who have
caused him pain, insulted him and injured him. It follows his percep-
tion of the world as an illusion in which he has lived until then. Hamlet
and Ahmed Nuruddin’s awareness of a world that exists apart from
the one they believed in leads to their (un)masking. It shook their
faith in reality because they realized that there was another, terrifying
one, full of primordial moral evil embodied in political structures and
Machiavellian heroes who strive to preserve their position at all costs,
even if it is at the expense of the head of an innocent man.

Hamlet, after the murder of his father, who had innocently
suffered at the hands of the Machiavellian ruler Claudius, decided
to be passive. He will be overcome by a lethargic element (Nietzsche
2003: 39), an ascetic mood that denies will, as a result of which he
will hesitate to take revenge, although he has sworn to hasten to
meet it. (Ibid.)

“[...] Haste, haste me to know it, that I, with wings as swift
As meditation or the thoughts of love,
May sweep to my revenge“® (I, 5, 29-31).

It seems that Ahmed Nuruddin, a new Ahmed Nuruddin, who
has nothing in common with the previous one except his first and

8 J3a nmuka HaHCKOT Kpa/beBuha Hasmpe ce CBeCT Koja HMje MH[U-
BUJya/Ha HErO Ha/UIMYHA, AYXOBHA BPEFHOCT KOja HMje IOjefiHauYHA HETO
ommrra” (Kosti¢ 1982: 62).

59 [...] Ha kpwrma

Bp3um Ko Myco i jbybaBHe Kebe”
(Iexcrmp, Benuxe inipaieguje, npes. Cumuh n [Taugyposuh, 2022: 35).
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last name, has set out towards revenge with such fervor. This new
Ahmed Nuruddin is obsessed with hatred that forces him to ethical
determination, to action, just as the demand of his father’s Ghost forces
Hamlet to do so after he tells him the truth about his own murder
and thus becomes the instrument of Hamlet’s acquisition of Diony-
sian insight (Mili¢ 2000: 135). Gaining awareness of the monstrosity
of life is the essential Nietzschean moment of this thesis because it
marks the break of the subjects with their previous ideas about life
and the world and with their former selves and raises the question of
the moral (in)correctness of revenge.

Their internal division is the root of their ethical indeterminacy.
The way to obtain evidence in these two scenes is the use of a mask.
Hamlet wears the mask of madness, and Nuruddin the mask of a false
friend. These masks are intended to conceal their true intentions,
which is one of the functions of the mask according to Nietzsche.

It goes without saying that an action has consequences, but
also that the act of said action calls into question the entire past, as
well as the future, and in Hamlet’s case, the afterlife, violating the
ideals of the value system that they had been guided by up to that
moment — Hamlet’s medieval, Christian, and Nuruddin’s dogmatic,
depending on whether it was religion or politics in which he thought
that personal consciousness was the only criterion. Such an attitude
of his indicates not only his personal self-love based on vanity, but
also his moral self-love as a dervish (Glu$¢evié¢ 2011: 2033).

Action, therefore, represents a danger to ideals that would unequiv-
ocally establish that these ideals are only an illusion, and that serving
them is only a mask for personal cowardice that hides from reality under
that mask. Hamlet and Ahmed Nuruddin. Hamlet hesitates to take his
own life because it is contrary to God. He talks about how he does not
value his own life but lives it anyway. His apparent hesitation to raise
his hand against Claudius, but he did not raise his hand against himself
except as a fear of failing the Christian commandment of God, allows
for the possibility that what Hamlet says is not (the whole) truth because
his actions, inactions are not in accordance with his words.
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For example, between the moment of the promise to the Spirit
and the execution of his order, a lot of time has passed for him to act
because action implies ethical determination, which supports Kosti¢’s
thesis that “[...] the avenger is untrustworthy and it takes him a lot of
time to be convinced™* (Kosti¢ 1982: 65). Time also passes between
the dervish’s realization that his brother was first arrested, then killed,
and his revenge. In the meantime, fractures, tectonic tremors occur
in the inner being of the two protagonists, which is why the Hamlet
and the Ahmed Nuruddin we meet at the beginning are not the same
people as they are at the end of the work, but only look the same and
bear the same name. But their beliefs change, and with the change in
beliefs they change their behavior, which leads to a fatal, tragic ending.
During the development of the plot, nothing in them remains the same
and unchanged. In between these moments, Nuruddin tempts Mulla
Yusuf, just as Hamlet tempts Claudius in order to obtain proof of each
other’s guilt, which would make their actions easier later.

He is a pest to Denmark that must be removed for the good of the
state. Hamlet’s revenge therefore carries a statesmanlike dimension,
it is a gesture of a ruler who deserves the throne because he frees him
from one who does not deserve it, a criminal and a Machiavellian.

Nuruddin’s revenge carries a dimension of dehumanization of the
individual, which is reflected in the failure of a man who has missed the
meaning of life and who has turned into everything he rebelled against.
Therefore, Hamlet’s tragedy is not completely tragic, while Nuruddin’s
most certainly is. Hamlet’s revenge is guided by a statesmanlike instinct:

“is’t not perfect conscience,

To quit him with this arm? and is’t not to be damnd,

To let this canker [cancer] of our nature [i.e., human nature] come
In further evil?“>!

(5.2. 67-70).

360 [...] je osvetnik nepoverljiv i treba mu dosta vremena da se uveri”
(Kosti¢ 1982: 65).
561 U 3ap He 6ux 610
ITpoxser Kaja OUX MYCTHO Taj YNP
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using the madness he simulates as a means of survival in Elsinore,
which, due to the newly created situation, has become a hostile,
threatening environment for him.

Viewed from a psychological perspective, or, in the language of
literature, through psychological theories, these two works, the drama
and the novel, which in this thesis is set as its counterpart on many
levels, show the psychological states of the central characters, their
passions, emotions and affects, their intensity and eclipses, and the
way in which they mark the (in)action of one or the other protagonist.
These inner forces, Hamlet’s alleged madness and Nuruddin’s very real
hatred, are characterized by exaggeration, which we find in Hamlet’s
false madness and Nuruddin’s real hatred. Hamlet’s “madness” and
Nuruddin’s hatred are the templates for their actions. Behind that
action (is) their (morally (un)justified) decision.

Hamlet is a victim. He has suffered injustice, his rights as a hu-
man being, heir to the throne, man, son have been violated. He has
every right, moreover, his duty is to preserve his honor, to fulfill the
task given to him by his father’s spirit, to avenge him. The previously
mentioned Tudor myth that is recognizable about this drama confirms
this right. The tyrant who has seized the throne knows that Hamlet,
as the one who should be the next legitimate ruler, has the support of
the people. But Hamlet does not take revenge for a long time.

The reasons for his hesitation are one of the most intriguing
intrigues not only of Shakespearean scholars around the world, but
also of critics, professors of English literature, theorists and, of course,
readers. Inactivity by nature, an emphasis on thought processes, giving
priority to the intellect rather than the practical, active side of the
personality that achieves goals, madness, melancholy, all these are
possible causes of his passivity when it comes to revenge. This motif
is very complex in the play because

Ha narem ey ga pacre gabum 31omM?”
(Iexcrmp, Benuxe wipaieguje, mpes. Cumuh u Ilangyposuh, 2022: 127)
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“[...] for both Shakespeare and Hamlet, revenge seems to be something
more difficult and morally problematic than murder in self-defense.
[...]. And revenge is not a matter of the moment and self-defense, but
a decision that implies deliberateness and some determination behind
which a person is able to stand. According to this, revenge is still
“murder with premeditation”. And Hamlet cannot undertake precisely
this “premeditation”. His numerous premeditations are a sign of his
resistance to such “premeditation™** (Koljevi¢ 1981: 81).

He bears his human tragedy with dignity, mourning his good
father with soul and the garb of sorrow. Hamlet surrenders to his feel-
ings. That is why he is blocked by the sight of a man who feels the need
for repentance and prayer. After the performance that confirmed the
words of his father’s ghost to him, and which he felt he had to check,
fearing that he had not misunderstood them in a way that best served
his guilt without guilt, Hamlet has no doubt that Claudius killed King
Hamlet. He is certain of the crime.

Despite this, he does not allow himself to be forced by the crime
of which there is no longer any doubt to respond to it with another
crime and to react to the murder with murder.

“Shakespeare showed with his Hamlet the nobility of this re-
straint, in contrast to the vile activity, the reckless irresistibility of
unscrupulous scoundrels [...]”*% (Klein 1964: 73).

He does not want to identify himself with a dishonorable repre-
sentative of the political state ideological apparatus such as the Danish
court because he does not want to defile his soul and thereby condemn

62 [...] m 3a Illexcnmpa u 3a Xamjeta OCBeTa je, YMHM Ce, U HELITO
TeXXe M MOpPAJHO HpobieMarnyHuje of ybucrBa y camoopgOpaHu. [..]. A
OCBeTa HHje CTBAp TPEHyTKa U caMoofbOpaHe, Beh oryka Koja moppasyMeBa
CHMUIJbEHOCT U HeKo ofipeherbe 113a Kojer je 4oBeK y cTamy fia cTane. ITo Tome
je ocBeTa WMIIAK ,yOMCTBO ca NpepymunubajeM. A XamieT He MOXe YIPaBO
Taj HIpefyMuIbaj” fa mopysMe. IberoBu 6pojHa HpemymmIbama 3HAK CY
IETOBOT OTIIOPA TAKBOM ,,Ipegymuibajy” (Komesuh 1981: 81).

%63 Ilexcrmp je cBojuM XaMIeTOM IOKa3ao IIEMEHUTOCT TOT y3fprKa-
Bakba, HACYNPOT IIOf/I0j aKTUBHOCTH, 6€30031PHOj HEY3[P>K/bUBOCTH HecaBe-
caux xyspa [...]” (Klajn 1964: 73).
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it to the eternal torments of hell. This is the essence of his humanity
and the need to act justly.

After Hamlet’s departure and Claudius’s rise from his knees, it
becomes obvious that Claudius has no mercy for Claudius. Accord-
ingly, he will create the circumstances that Hamlet foresees. The
unfolding drama has strengthened Hamlet’s belief in his uncle’s guilt.
Moreover, it has revealed to Claudius that his guilt is no longer his
private matter. If he is unable to repent, he must, in order to protect
himself, eliminate Hamlet. He intends to achieve this by his charac-
teristic methods, using the help of accomplices and using poison as a
weapon, which is used by scoundrels.

On the other hand, Hamlet will confront Claudius in his own
way: using his immense fearlessness, by revealing his intentions,
rather than by using intrigue. He will catch his uncle at the moment
when his injustice becomes obvious to the whole court, ensuring that
when he is stabbed with the sword, he does not do so as a murderer,
but in that scene and in that act his hand becomes the hand of justice
(Gardner in: The Scene magazine 1967: 368)
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11. NURUDDIN’S REVENGE

The motive of revenge in the novel Death and the Dervish is
addressed by Marko Milosevic¢ in his book From Fear to Rebellion (Od
strepnje do pobune). In it, he also divides Ahmed Nuruddin’s identity
into two parts, one of which refers to him as a man devoted to serving
God, and the other to a rebel.

“Until the rebellion, we will call Selimovi¢’s hero a dervish or a sheikh,
after it, in the real novelistic time that runs from the March unrest
caused by his brother’s arrest to the freezing days of late autumn when
the hero awaits execution, we will call him Ahmed [...]”*** (MiloSevi¢
2005: 217)

expresses the opinion that the development of Ahmed’s rebellion
took a lot of time, which is very reminiscent of Shakespeare’s manner.
When he judged himself superior to the malicious people in power,
he started a rebellion to save Hadji-Sinanuddin, who was one of the
most respected people in the town. He stood as a leader before the
crowd whose eyes were burning with a sense of justice, hostility and
revenge. His ardor ignited a popular uprising triggered by the distress
of Hadji-Sinanuddin surrounded by law enforcement agencies and
the significance of what he expected.

¢4 Do radanja pobune, Selimovi¢evog junaka ¢emo zvati dervisem ili
$ejhom, nakon nje, u realnom romansijerskom vremenu koje te¢e od martovsk-
og nemira izazvanog bratovim hapsenjem do promrzlih poznojesenjih dana
kada junak i$¢ekuje pogubljenje, zvacemo ga Ahmedom [...]” (Milosevi¢ 2005:
217)
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Nuruddin’s rebellion stems from deeply personal motives, repre-
senting a manifestation of personal dissatisfaction and frustration. He
embodies a rebel burdened by the totality of his historical experiences.
Nuruddin’s rebellion serves only as a way of expressing his hurt within
the existing social framework, against which he feels powerless to
effect any change (Petrovi¢ 1981: 25).

It simply poured out of him like a drive for liberation; it was
the murky sediment that reason and moderate Islamic principles
had previously contained. This rebellion gave birth to a transformed
Ahmed, who resembles the one who once crossed a river with a
naked sword clenched in his teeth to confront the crooks. The re-
bel dervish is the new Ahmed, who has lost faith in the efficacy of
divine words. The reformed dervish is the guardian of justice, who
resolutely opposes the enemies of the faith. He opposes malice and
defends the oppressed from “thugs and rascals” — the kadi and the
mussels. He has rejected his role as a non-interfering servant of God
and is no longer a mere spectator. He communicated with Mustafa,
a high-ranking imperial official, in writing, sending him a letter in
which he detailed the malicious nature of the authorities, with the
intention that Mustafa, acting in accordance with the situation pre-
sented to him by the dervish in the letter, would release his father
from prison (Milosevi¢ 2005: 240).

Alija Dani¢, the kadi’s father-in-law, sided with the rebel
Ahmed, understanding, like many honest citizens of the town,
that the arrest of Hadji-Sinanuddin marked the beginning of the
persecution of prominent figures, to sow fear among the people,
which would aim to prevent new rebellious ventures modeled on
those in Posavina and Krajina. For this old man, the act of rescuing
Hadji-Sinanuddin represented not only the release of a good man
with whom he had been friends, but also the calming of passions
within himself among the town’s townspeople. This was due to the
identification of the oppressive nature of the government in the
small town. He believed that this government consistently imposed
hardships, forcing individuals to act against their will. It committed
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injustices for the sake of its own survival, cultivating animosity, in
his opinion (Milo$evi¢ 2005: 240).

It should have been put an end to. The uprising of the towns-
people that the dervish started is the most eloquent expression of
the human in him. He experienced the horrified expressions on the
faces of the enraged population, their fierce eyes filled with rage, as a
common and personal celebration. The rebellion arose from scarcity
and excessive prices, from fear, from significant and trivial violations
of the principles of justice and fairness, from meaningless assurances
of those in power and from years of hardship, from petty affections
and deep hatreds, from uncertainty and degradation of individuals,
and from the execution of the innocent. Everything was integrated
into a life full of suffering (Ibid.).

The rebellion stirred Ahmed’s inner turmoil, transforming his
animosity into a fiery drive, marking a day marked by malicious
actions — a somber day when Ahmed’s resentment surpassed his
personal experience, a day when divine judgment was pronounced
and the people got involved. After the uprising, the protagonist ex-
perienced a profound emotional release: Musellim disappeares, the
kadi met his end in the courtroom, while Hadji-Sinanuddin escaped
both imprisonment and death. Ahmed discovered the hidden writings
that led to his brother’s death. Yet he remained dissatisfied, showing
no inclination to seek solace in the suffering of others. He did not feel
triumphant when he found himself in front of Harun’s grave. All his
actions were merely contributions to the struggle of the town’s popu-
lation. Seen from an ethical perspective, his catharsis has the force of
an indomitable force (Ibid: 240-241). This revenge is “[...] the Sheikh’s
rebellion against the criminal power of the government that executed
his innocent brother, the kadi’s scribe, in order to conceal its way of
survival in power” (Ibid: 216). Nuruddin did not want their death, but:

“Their fear — that was what was beautiful. Not any reconciliation with
their fall. Fear, uncertainty, a ray of hope, restlessness in their eyes. Or
even better [...]: everything was over for them, but they did not know it,
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they could not believe i and stood upright, arrogant and confident, as they
had then, as they always haduntil then.  would not have liked to see them
destroyed; my hatred waned whenever my thoughts, even involuntaril,
without obeying me — went farther than I wanted. And for hatred as well
as for love, one needs living people™® (Selimovi¢ 2018a: 323-324).

In his imagination, he wants the political figures of Kasabali, the
musllims, the muftis and, especially, kadies “[...] they did not yet feel lost
or humbled™ (Selimovi¢ 2018a: 323). However, their death, resulting
from Nuruddin’s revenge, is: “[...] the hour of paying off the debt to the
enemies™ (Andrejevi¢ 1996: 63). Just as Hamlet tries to find meaning,
Ahmed Nuruddin “[...] tries to find in revenge the dark but elementary
reason for his life and his actions™® (Ibid 1996: 64).

Nuruddin’s revenge begins with information he received from
Osman beg, who spends the night in a dervish tekke. Osman-bey told
the sheikh the news about the career advancement of Silahdar Mustafa,
Hadji-Sinanuddin’s son. “Hadji-Sinanuddin’s son had been named the
imperial silladar™® (Selimovi¢ 2018a: 299). This information is a key
piece of Nuruddin’s revenge puzzle:

“I did not know why I was so excited by that news. Before, I would not
have cared. I might have been surprised or gladdened by his good luck.
Maybe I would even have pitied him. But now it was almost like poison.
Good for him, I thought, good for him. The time had come for him to

%65 ,CTpax BUXOB, TO je OHO LITO je nujeno. He moMupeHocT ¢ magom.
CTpax, HeUsBjeCHOCT, Tpa4akK y3hama, HeMup y oumma. Vmum jomr 6ome
[...]; cBe je 3a WUX cBpIIEHO, a OHM He 3HAjy, HE Bjepyjy, U CTOje YCIIpaBHM,
IPCKY, CUTYPHUM, Ka0 11 OHJIa, Kao 1 yBMjeK o Taja. He BomuM jja MX BUAMM
YHMIITEHE, MP)KIba MU KJIOHE KaJl MOja MUCA0, ¥ HEXOTHIle, He cryluajyhu me,
ofie aj/be Hero LITO >KeMuM. VI MpKibM, Kao U /byb6aBu, MOTPEOHN CY >KUBU
wymn” (Cennmosuh 2004: 335).

566 [...] Hucy jour nary6menn Hu nornsun” (Cenmmmosuh 2004: 335).

%674[...] vac Bpahama gyra Henpujare/buma” (Andrejevi¢ 1996: 63).

%68 ,[...] y ocBeTn moxymasa ga Hahe MpauHM anu eleMEHTapHU PasjIor
CBOT >KMBOTA U CBOjuX noctynaka” (Vcitio: 64).

59 apCcKy cumaxjap, jesaH o HajMohHujux /pynn y napesuan” (Cemn-
moBuh 2004: 308).
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paz back enemies, and he certainly had them. And now they waited in
fear for his hand, which had become as heavy as lead overnight, to fall
on them, a hand pregnant with many deaths. It seemed impossible, like
a dream, like an illusion, too nice. God, what inconceivable happiness
- to be able to act™” (Selimovié¢ 2018a: 299).

In this inner monologue, the dervish seems to be talking about
himself from the past, when he was deaf and blind to the world around
him, protected by the glass bell of the dervish solitude. He now thinks
as a ruler about the newly acquired power that will be used against
the enemy, and his enemies are the kadi, the musellim and the mufti.
The hatred he speaks of is not only the one he assumes exists in the
silahdar Mustafa, but the one that burns within himself.

It will force him to use Machiavellian means, to use people,
Hadji-Sinanuddin, for whose arrest he will be responsible. by making
his enemies, those responsible for the murder of his brother, also the
enemies of Hadji-Sinanuddin’s son by using the old man with the in-
tention of forcing the newly appointed silahdar to release his father in
the hope that this will lead to the suffering of musellim and the kadi.

He will pass on information to the kadi through Mullah-Yusuf
that will ensure that Hadji-Sinanuddin is arrested, and then he will
use the kadi through insults to ensure that the kadi does not release
Hadji-Sinanuddin. In this way, he will force Mustafa to react like a
son to save his father and punish the kadi and the musellim, which is
the goal of Nuruddin’s revenge. Along the way, he will lie to Ali-hodja
that he asked the kadi to influence the kadi to release him.

The dervish will use the kadi’s former spy to act as a courier
and bring the kadi false news about Hadji-Sinanuddin’s alleged guilt
after he hears from Mullah-Yusuf, “[...] that some Posavina people

70 ,He 3HaM 3allTO Me Ta BMjeCT TOMMKO Y30ymuia, paHuje 6u mu 6110
CBejefHO, MOXK/a 01X ce 3adyamo, wim obpagoBao mwerooj cpehim, Moxaa 6mx
ra 1 noxamo. Cajj Me rOTOBO OTpoBaja. b/1aro meMy,MIUCIMO caM, O71aro mbeMy.
Jomrao je yac fja mIaTy CBOjUM HENpPUjaTe/blIMa, a IMAO MX je, curypHo. V1 onm cap,
cTpere, YeKajyhu [ja ce Ha WYX CITYCTH BEroBa pyka IITO je IpeKko Hohu mocraa
TeIlIKa Kao OJI0BO, TPYAHA MHOTUM cMpTuMa. [...]” (Cenumonuh 2004: 308).
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escaped from the fortress last night™”" (Ibid: 310). The dervish decided
to use this in the name of revenge: “It’s begun, brother Harun. The
long-awaited hour has come™’* (Selimovi¢ 2018a: 304)

Ahmed Nuruddin is the one who takes the reins of fate into his
own hands:

“Unlike Hamlet, in which divine providence is at work, the
dervish will not only follow the course of his revenge, he will also
directit: “[...] I directed events and it seemed to me that I was above
them™” (Ibid: 316).

The Sheikh presents his personal unrest as a divine revelation:

“My darkness slowly dispersed, a thought emerged, vague, uncertain,
distant, then closer, clearer, more definite, until it illuminated me like
the morning sun. A thought? No! A divine revelation!”* (Ibid: 310).

Nuruddin rebels against the injustice that, with his brother’s
death, was hidden from him by the exponents of power: the kadi
Aini-effendi, the musellim, and the mufti, because it is the kadi in
whose name Mullah-Yusuf betrayed Harun and thereby metaphori-
cally did what Ayni-effendi did physically - signed a death sentence in
the form of an order for imprisonment in the fortress (Ibid: 26) which
is the station before the fortress cemetery. It is the destination for the
disobedient. For Harun. For the disobedient Nuruddin — Nuruddin
avenger. He, like Hamlet,

“[...] protests against injustice. When he says that the world is like a
garden full of unweeded weeds or that it is like a dungeon, Hamlet does
not say it only to hurt himself, but also to express his pain in this way

71 ,[...] ma cy nohac Heku ITocaBuy mobernu us TBphase” (Mcisio: 310).
JlepBUIII je Oy 41O Jla TO UCKOPUCTH Y MIMe OCBETe:

572 Tlouero je, 6pare, Xapyne. [lomasu sxyheun gac” (Mcitio: 314).

573 ,[...] ympaBmao cam porabajuma u 4MHMIO MU Ce [ja caM MSHAL HBUX
(Mcimo: 316).

74 ,Moj Mpak ce IIOJIaKO pa3miasuo, IoMasbaja ce jefJHa MICao, HejacHa,
HECUTYpPHa, [Ja/ieKa, I1a CBe O/ka, jacHuja, oppebhennja, 1ok Me Huje obacjana
Kao jyrapme cyHie. Mucao? He! Boxje orkposemwe!” (Mcizio: 310).
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and that all of this is so. Hamlet’s harakiri is a kind of rebellion against
an unjust reality, a rebellion, admittedly wrong and inadequate, but still
a rebellion™” (Milosevi¢ in: Shakespeare, Hamlet, 1966: 8),

what is Nuruddin’s revengeful rebellion. The one who will start
Nuruddin’s revenge is Mullah-Yusuf, Nuruddins (and Harun’s) en-
emy, a boy whom the dervish met in the war, with whom he talked
about the golden bird, to whom he became attached and whom he
wanted to protect from the horrors of war. After losing his mother in
the turmoil of war, the boy was left an orphan. Then, at Nuruddin’s
invitation, he came to the tekke. He let Mullah-Yusuf decide how the
dervishes would behave when it came to the fugitive because he did
not want to make the decision himself.

He was the instrument through which Ahmed Nuruddin
launched his revenge, believing that he was taking revenge in the name
of Allah and that, therefore, his revenge was an expression of the anger
of a righteous man who had been wronged. He wanted to settle scores.
As he himself says: “And I did not want anything to happen without
me. I had to get even™® (Selimovi¢ 2018a: 325). Here we see a turn
from a man who until then did not want to deal with matters that did
not concern him to changing his attitude when a major event occurred
in his life. His plan was to falsely accuse the an innocent man, Hadji
Sinanuddin, through Mullah-Yusuf.

“I had sent one of them to his doom, and now they would try to
save him, unaware that they were working for me™”” (Ibid: 311-312).

75 ,[...] protestuje protiv nepravde. Kad kaze da svet li¢i na vrt pun
neoplevljenog korova ili da li¢i na tamnicu, Hamlet to ne kaze samo da bi
sebe povredio, nego i da bi na taj nacin izrazio svoj bol i §to je sve to tako.
Hamletov harakiri je jedna vrsta pobune protiv nepravedne stvarnosti, po-
bune doduse pogresne i neadekvatne, ali ipak pobune” (Milo3evi¢ y: Sekspir,
Hamlet 1966: 8),

576 [...] He 6ux xenuo fa ce MIITa Aecu MUMO MeHe. MopaM 1a HaMupuM
cBoje pauyne” (Cemumosuh 2004: 337).

377 JIIycTiio caM HU3 BOAY IbJIXOBa YOBjeKa, ¥ OHM he ra BaJuTH, He 3Ha-
jyhu ma paze 3a mere. VI 3a mpaBny, jep cam Ha 60)Xjoj CTpaHM Ia HeKa Oyxmy u
oun, Hexotuue” (Mcino: 322).
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In a conversation with Ali-aga, Nuruddin states that this is not his
revenge against the authorities, but his advocacy for God’s justice:

“If we did not defend justice, there would not be any justice. I did not
want to rise up against the authorities, but I would be struck by God's
punishment if I failed to speak out against the enemies of our faith,
and they were anyone who undermined its foundation” (Ibid: 312).

But Nuruddin hopes that the kadi will believe Mullah-Yusuf
and that he will arrest the goldsmith, which is why the high-ranking
goldsmith’s son will deal cruelly with the kadi and thus, without even
knowing it, work in favor of Nuruddin’s revenge. Nuruddin wanted
to send a letter, “We should send a letter to Constantinople, to Had-
ji-Sinanuddin’s son, Mustafa, telling him to do everything he can to
save his father™”® (Ibid).

Dervish resorted to the same means used by the authorities
when they imprisoned and killed Harun and the unfortunate man
whose documents about the non-existent trial he came across, which
is why he had to be liquidated. Nuruddin put a man who was not
guilty of anything in danger by instructing Mullah-Yusuf to whisper
false information to the kadi that Hadji-Sinanuddin was the one who
had a share in the escape of the Posavina people from the darkness
of the fortress where people were imprisoned, and some were killed
for no reason and thrown among piles of other people’s bones.

It was known in the town that the goldsmith was weak in the
troubles of prisoners, so this information seemed credible and did
not arouse any doubt or suspicion. Counting on the earlier “co-

78 ,AKO He 3alUITUTMMO IIpaBRy, npaspe Hehe Outu. He ycrajem mpo-
TUB B/IACTH, a/m 61 Me CTUITIa KasHa OOXKja Kaj He OMX IIPOrOBOPUO IIPOTHB
HeopujaTesba Bjepe, a TO je CBAKO KO joj pyum temerbe” (Mcitio: 322).

A Hypynus ce Haga ce ja he xaguja moseposatn Myna Jycydy u ga
he yxancuTu 3nmarapa, 36or dera he ce ca kaanjom cypoBo o6padyHaTI BICOKO
HO3ULVOHVPAHN 371aTapeB CYH U TUMe, Hi He 3Hajyhu, paputu y Kopuct Hypy-
IMHOBe ocBeTe. Hypy/ayH >k fia molirabe mucMo

»Ipeba mocmatm mucmo y Llapurpam, Mycradm, cuny xapm-CrHa-
HYJAMHa, HeKa Criacasa olja Kako 3Ha  (Vciio: 322).
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operation” of Mullah-Yusuf and Aini-effendi, the Kasabali judge,
Nuruddin arranged for Hadji-Sinanuddin to be taken to the fortress
as compensation (Ibid: 325) for Harun’s being taken to the fortress
and, ultimately, for his own being taken there. What he also wanted
to make up for (Ibid.). Nuruddin the avenger was that in his and
Harun’s cases, no one rebelled.

Nuruddin’s revenge also involves Machiavellian hypocri-
sy, for it was he who blocked the path of the sejmen as they led
Hadji-Sinanuddin to the fortress, ostensibly standing up for an
honest man who could not be guilty of what he was accused of,
apostrophizing his social reputation and importance. The last part
of his plan involved sending a letter to Hadji-Sinanuddin’s son via
the Tatars and watching as the force of his influence would aid
Nuruddin’s revenge through his reckoning with those who had
wronged Ahmed Nuruddin.

By organizing a plot and a trap for Hadji-Sinanuddin, the der-
vish counted on the collective fear of the town, on the identification
of the people with the unfortunate because they themselves could
find themselves in his place, on the connection between the individ-
ual and the community in the face of a misfortune that had befallen
one of them, and which could befall any of them, all of them. He
managed their instinct for self-preservation by contrasting it with
his (non)belonging to the Order as a collectivity and his rejection of
individuals when misfortune befalls him. Nuruddin places himself
and the townspeople, including Hadji-Sinanuddin, in a dichotomy
of the self: they clearly exclude themselves from the collectivity and
the collective, considering themselves superior to them.

At that moment, the power to control other people’s destinies
is in his hands. People are just puppets on a string that he pulls,
tightens, and releases as needed, closely monitoring every move,
his own and others’

“Nuruddin rebels only after realizing that power is possible in the

world (the son of a minor goldsmith, Yusuf Sinanuddin, became a
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powerful court dignitary in Constantinople), and that means that he
is also possible as a powerful person™” (Kordi¢ 1975: 174).

As at the beginning of the novel, he believes that an individual’s
misfortune can be justified if it contributes to a higher goal. But what
he does not care about are the instruments with which he achieves
it. These are Machiavellian devices such as hypocrisy, lies, intrigue,
organizing a trap by informing on a man who was unfortunate enough
to fall into it by feeding the lie to a spy and traitor, who was himself
an informant of the rulers.

Nuruddin thinks that his Machiavellian action is an act of fighting
for the principle of justice:

“I would have to do all kinds of other things that are not pretty, for a
deed that was. Maybe I would be forced to to do things that I would
have been ashamed of in an uneventful life, for justice, which is more
important than all of our petty sins”** (Selimovi¢ 2018a: 316).

His “petty sin” is hypocrisy, which colors the scene with the sejmen
who are taking Hadji-Sinanuddin to prison. The situation in which the
goldsmith finds himself is a consequence of Nuruddin’s lie:

“I'm sheikh Ahmed Nuruddin, a slave of God and a friend of this good

man whom you're taking away. Where are you taking him away? I ask
in the name of the friendship that binds me to him; I ask in his name,
since he can’t defend himself now. If any wrong has been spoken about
him, it’s a lie. Were all his guarantors we're all witnesses that he’s the
most honorable man in the kasaba. If you imprison him, who should
remain free?“>! (Selimovi¢ 2018a: 308)

79 HypynuH ce OyHM Tek IIOC/Ie CHO3Haje Aa je y cBeTy moh moryha
(cun HesHaTHor 37matapa Jycyda Cunanynuna y apurpagy je mocrao mohuu
[IBOPCKY BEMMKOJOCTOjHMK), @ TO 3Hauu jAa je moryh um oH kao MOhHUK
(Kopmuh, 1975: 174).

80 _Moxkpa hy 6utn Hatjepan Ha Ajera Kojux O¥M ce CTUANO Y jefHOM
IIPAa3HOM JKMBOTY, 300T IpaBjie KOja je BaKHMja Off CBUX CUTHUX IpexoBa’
(Cemumosuh 2004: 327).

81 Ja cam mejx Axmen Hypynun, 60xju po6 u mpujarep Tor gobpor
yoBjeka 1TO ra Bopute. Kyzma ra Bogute? Ilutam y mMMe OBUX Jbyu KOju Ta
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Ahmed Nuruddin refers to his friendship with him, to Had-
ji-Sinanuddin’s impeccable reputation in the town, to the noble qual-
ities that he consciously endangered by his denunciation. Although
Hadji-Sinanuddin did not end tragically, Nuruddin consciously used
him in order to force his son to, in the fight for his father, deal with
the town’s political leaders in Nuruddin’s name. This scene shows his
Machiavellianism, his use of people for the purpose of fulfilling his
personal agenda, in order to carry out his revenge. He has hatched a
plan and is now working it out. Hence the imagination. He explained
this situation to Ali-aga as follows:

“The occasion for this was the unpaid war tax. Knocking out their
teeth was supposed to inspire fear, after the rebellions in the Posavina
and Krayna, so that their misdeeds would not serve as an example to
anyone. And that was how it should be. And for this very reason, to
avoid a greater disturbance, to avoid something that no reasonable
man would desire, those who spread discord and discontent should be
removed, those who practice oppression, under the guise of law, and
whose misbehavior might lead others to shameful and bloody deeds. If
Hadji-Sinanuddin’s misfortune would help God to remove them from
our midst, even that misfortune would not be in vain, and either would
our worries“*® (Selimovi¢ 2018a: 320-321).

[03Hajy, IITaM y MIMe IIPMjaTe/bCTBA KOje Me BEeXKe 3 Hhera, IMTaM Y IeT0BO IMe
jep OH cajt He MOXe fia ce OpaHm. AKo je uirra phaBo pedeHo o memy, 1ax je. CBu
CMO My jaMIIM, M CBJ CMO CBjefIOLIM JIa je TO HajYeCTUTUj! YOBjeK Y Kacabu. AKo
Ibera 3aTBOpUTe, KO Tpeba fja octane Ha cnobopnu!” (Cennmosnh 2004: 318).

%82 ,[...] moverak xajke Ha yriemHe jbyfe, 300r cBe demrher opOujarma
[la Ce MOKOpe LAPCKMM M BAIMjCKUM Hapenbama, a moBoj je Herrahena
parna nomoh. To mopbujame 3yba Tpeba fa mocuje cTpax, Hocamje mobyHe
y HocaBuun u Kpajunu, na 310 gjeno He 6yne oBaje mpumep Hukome. Kao
o u He Tpeba fa 6yme. VI 6am 3aro, ga He 61 6ua0 Behe momeribe, fa ce
He JleCy LITO HMKO IIAMETaH He Ou )Kemno, Tpeba YKIOHUTU CBEe OHE KOju
CTBapajy CMYTHY U HE3a[0BO/CTBO, KOji BpIIe 3yIyM, TOOOXe IIOf BUAOM
3aKOHa, M KOju 6V CBOjUM phaBuMM IOCTYIIMMa MOITIM HaTjepaTy Jbyhe Ha
PyXHa U KpBaBa fjerma. Ako xanm-CruHaHyguHOBa Hecpeha momorne ma mx
Bor oxcrpann ox Hac, Hehe 6utn ysanyaua Hu ta Hecpeha Hy Haue 6pure”
(Cenmumonuh 2004: 332).
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The same “petty sin” of hypocrisy will be repeated. The circle closes
with a return to one of the scenes from the first part of the novel, in
which the dervish goes to the musellim to ask about the reasons for his
brother’s imprisonment. In this scene, he goes to the musellim hoping
that they will accept him, unlike the last time, when he wanted to not
accept him. He still insists on his dervish calling. This time too, he goes
to the musellim because of an “alleged sin” (Ibid: 332), as was Harun’s.

If originally a man in trouble came to the Musel with difficulty in
the form of a dervish, now only the dervish comes to him. He behaves
like a cog in the wheel of power. He seems to almost cooperate with
it, fulfilling his dervish duty. In the meantime, during which nothing
happens except the dervish waiting for his plan to take effect, because,
unlike in Hamlet, in Death and the Dervish, “|...] the wish for revenge
hastens decisionns™* (Selimovi¢ 2018a: 305), he reproaches himself
and thinks about the options he had before he shot the arrow (Ibid:
314):

Nuruddin insists that the main reason for his actions is the pro-
tection of justice in the name of faith:

Dervish wants the imperial commander to carry out his re-
vengeful plan. It has sprouted in his being, he did not want to not
interfere, to give up, but to settle. Moreover, he adds that he is guilty
of what will happen and to accept the blame: “I wanted it to happen,
and agreed to accept my share of the blame before God™® (1bid: 349).
This Nuruddin position is identical to Hamlet’s opinion about the guilt
he has in connection with Polonius’ murder:

I will bestow him and will answer well
The death I gave him; so again, good night. I musr be cruel only to be kind.
Thus bad begins, and worse remains behind“® (3, 4, 177-179)

38 ,[...] xerpa 3a ogmasgom yopsasa ognyke” (Cennmonuh 2004: 315).
584 Kenmo cam na ce mecy, 1 mpucTajao fa mpes borom npummm cBoj guo
kpusnue” (Vcro: 349).
%85 ,Caxpannhy ra yrero u 3a cMpt
Iberosy ja hy onrosaparu.
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Above, in the case of both, the protagonist is the death that
awaits them. “Revenge is Nuruddin’s plot, the product of which are
the deaths of both the musellim and the kadi”** (Terzi¢ 2023b: 6).
When he decided to take revenge in the name of a higher ideal, he
rejoiced, saying to himself:

“I was horrified that darkness and mystery were behind everything I
could not see, a mystery that would be revealed to me. (...) because I
had been chosen to carry out a will stronger than my own™* (Selimovi¢
2018:281). This makes him similar to Hamlet because “Hamlet is more
of an instrument than an actor throughout the drama”** (Koljevi¢ in:
The Scene 1967: 363).

In contrast, the trap for Hadji-Sinanuddin is also a Mousetrap, a
trap in which the goldsmith, the father of a powerful son, is literally,
physically, caught so that the dervish can use it as the main motive
of his performance in front of the seymen. He pretends to be shaken
by the arrest of Hadji-Sinanuddin so that the rest of his revenge can
proceed smoothly. He wears the mask of a concerned friend, and he
himself is responsible for the arrest of an innocent man in general.

He has become a Machiavellian, equal to those who arrested his
brother, and Is-haq. In terms of responsibility for the death of the kadi
and the muselim, he is equal to Claudius, despite the fact that they are
not innocent. He directly concealed the death of another man, and

Tako. VI omet: maxy Hoh! Ja Mmopam
Ja 6ygem cBupen pa 6ux gobap 6mo.
3710 je mIOYesIO, a Tope joII Yeka”
(Iexcrmp, Benuxe tapaiequje, mpes. Cumuth 1 ITangyposuh, 2022: 89).
%86 ,OcBera je HypyanHoBa crteTKa 4mju IIPOU3BOJ, CY CMPTH U Myce-
nmmma u kaguje” (Tepauh 20236: 6) .
587 Buo je crpaBe y ToM ocjehamy Mpaka 1 TajHe M3a CBera IITO He BU-
UM, TajHe 1TO he ce MeHM OTKPUTH, @M ¥ TUXOT IMKOBama ITo he ce gecutn
OHO IITO YeKaM, LITO caM ja u3abpaH fja 6yieM U3BPILIMIALL BOJ/bE jade Off Moje”
(Cemumosuh 2004: 290).
%88 To ra ynHM Hanmuk Xamery jep “Hamlet je tokom cele drame vise in-
strument nego vrsilac radnje” (Koljevi¢ y: Scena 1967: 363).
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not one, but two. Ahmed Nuruddin is equal to those against whom
he fought in the name of justice, faith and biological ties. This is his
downfall.

While there is no ray of light in Nuruddin’s downfall, there is in
Hamlet’s. Ahmed’s death is meaningless. There is sublimity in Ham-
let’s. He has fulfilled his duty. And he did it not for his own good, for
the sake of giving vent to his grief to his grieving son, but for the good
of Denmark. Hamlet thereby proved himself worthy of the unjustly
taken throne. His anger towards his mother and Claudius was justi-
tied. Hamlet stops the decadence and secures a new beginning and a
good king for his state.

Ahmed dies morally equal to those against whose moral inade-
quacy he rebelled. Ahmed was born a slave, since he belongs to a low
social class, the poor. He lived as a slave of faith, fighting and submit-
ting to the letter of the Koran, living in accordance with its principles,
respecting the “Islamist dogma™® (Petrovi¢ 1981: 42) to the limits
of fanaticism, then turned against it. As a kadi, he betrayed the only
light he had gained in life, the light of love and loyalty to another man,
whom he betrayed. Ahmed called Judas. Dominated by the Dionysian
principle of destructive hatred, he dies as a slave to Dionysus who
was born in his grief, strengthened in his anger, and exploded in his
hatred. Hatred is Ahmed’s excess. Thus the (anti)mask is discarded.

The difference from Hamlet is that Nuruddin does not act out
hatred. For him, hatred annuls the border, and thus the Apollonian mask
falls from his face. He is divided not only between his original and so-
cially constructed identity, but also between his former self, the previous
version of himself, and his current self. Moreover, somewhere between
these two versions of his personality is his personality as a judge, which
is also a socially constructed identity, because it is a public function.

So, there is Ahmed as an original being, a member of a lower
social class, the son and grieving brother of the innocently murdered
Harun, then Ahmed, the dervish, then Ahmed the judge, and finally

%9 Islamisticka dogma” (Petrovic¢ 1981: 42).
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Ahmed, the avenger. Not counting Ahmed the drowned man. In the
first part of the novel, Ahmed Nuruddin is dominated by the Apol-
lonian principle in the form of dervishism, which limits his actions.

From a personal tragedy, the narrative flow shifts towards a
political conflict motivated by the emotion of losing a family mem-
ber, and it is the trigger for the transformation of the main character.
“Hamlet’s feelings range between self-pity and despondency, and
terrible hatred and anger towards those who have brought confusion
to his world” (Mari¢ 2015: 38), just as Harun’s murder shook the
foundations of Nuruddin’s sand-built house (MiloSevi¢ 1978: 175),
awakening hatred in him.

Hamlet comes to know another world and becomes aware of its
existence. “Due to contact with the other world and deeper reality,
Hamlet experiences a feeling of horror, chaos and dizziness over the
abyss of the mysterious, metaphysical foundation of human being, and
he desperately tries to get hold of some certain foundation of existence”
(Mari¢ 2015: 74). For Ahmed Nuruddin, that foundation is hatred.

Nuruddin feels firsthand the injustice behind the political
exponents in the novel, presented through the characters of the
mussels, then the mufti and, finally, the kadi, whom he will replace
in the position of decision-maker. The rulers who are besieging and
dressing the kasaba are Machiavellian because they consciously and
intentionally, in the name of their own interests, like Claudius in
Hamlet, sacrificed an innocent man, Nuruddin’s brother, which he
does not perceive (only) as an injustice, but as an injustice done to
him personally, Nuruddin, the sheikh of the Mevlevi tekke, but also
to Ahmed, his son and brother, whose loss is not only the loss of a
dervish, but also of a man.

This is the moment in the novel when the transcendental
descends to the level of the empirical in the experience of Ahmed
Nuruddin. Death as a concept and the experience of death as a phe-
nomenon from the perspective of Islam becomes the personal pain of
no longer an ideologist but a man who feels the need to take revenge,
and he does so by using the same Machiavellian means, dishonest
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instruments such as intrigue and securing his own social status for
the sake of fulfilling his goal.

In this way, Ahmed Nuruddin in the final stages of his trans-
formation, when he becomes a judge, a ruler and a maker of political
decisions that will have fatal consequences not only for his own life,
but also for the lives of other people, he becomes the same as those
who killed Harun. His brother’s murder is the beginning of his trans-
formation. Before that, however, at the beginning of the novel,

“For the sake of the security of his order, Nuruddin will do almost
nothing serious to save his brother, because that rescue would call for
rebellion, a rupture of the order of morality, because it would return
him to himself, to the essential obligation to think about himself in
the realm of morality, order. This escape from responsibility into the
mechanics of the absurd as into responsibility for the higher justice of
the world is an escape from himself, from the choice of desire that is
apparently denied by the philosophy of the absurd” (Kordi¢ 1975: 165).

Furthermore, just as Hamlet would not have had any reason to
rebel without his uncle’s crime, “without that death Nuruddin would
have had no reason to rebel” (Ibid: 170). Having it, the personally
injured dervish moves towards the third stage of his metamorphosis:
at the beginning, Ahmed Nuruddin is a subject, a bearer of a title, a
social identity, a bearer of a public function, an exponent of spiritual
authority, a dervish, a sheikh of a tekke and a dogma, consciously
ethically neutral, an ascetic who did not bury his dead, but his living.
The one who broke the bridge between himself and his blood. A fu-
gitive. From himself. And from others. Trust in universal categories
is what separates Ahmed Nuruddin from the Machiavellian heroes of
this novel until the moment when he himself becomes one of them.

“Surprisingly, I grew accustomed to my new position quickly, as if a
long-awaited dream of mine had come true. Maybe this was the golden
bird from fairy tales. Maybe somewhere within me I had secretly been
for such an act of confidence for a long time, forever. That I had not
allowed this vague ambition to manifest itself was because I had cer-
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tainly feared disappointment if it did not come true, and suppressed it
in a dark and hidden place in my soul, as i did with all other dangerous
desires” (Selimovi¢ 2018a: 344).

The price of his moral decline is the betrayal of human goodness
as an archetypal motif metaphorically represented in the character of
Hasan. Nuruddin’s betrayal is not only the betrayal of an individual
man, it is not even the betrayal of a best friend, but it is the betrayal
of a principle. At the beginning of the novel, Ahmed Nuruddin beats
his chest in front of Hasan, insisting that he is fighting to preserve
the principle. Nuruddin betrayed the Good. And he also betrayed the
individual, the one he did not care about as a dervish even when that
individual was Harun. The dervish stood up for the individual only
when the latter was no longer alive, and even then, it seems, he stood
up more for himself, and himself as a dervish whom he disguised as
fraternal pain.

“Paradoxically, one could say that Ahmed is free when he is outside
the system. When he rebels, he becomes part of the system to which he
wants to offer an alternative order. To make the paradox even greater,
it is established that it is more or less the same order. When he is pro-
claimed kadi, Ahmed discovers that he has always wanted power as
confirmation of who he is. - Maybe it is the golden bird from children’s
stories — he speculates. - Maybe I have been secretly waiting for this
kind of trust for a long time, forever? His Hamletian contemplative-
ness is replaced by a sense of self-righteousness. Our dervish becomes
a little Robespierre. The rebellion is forgotten” (Pistalo in: Palavestra
(ed.) 2010: 166)

In the case of Nuruddin, this multiplicity is embodied in his
internal division between the original self and the mask, between
being and calling, title, function, just as in Hamlet, between content
and form. This space is, according to Nietzsche, the space of illusion,
lies, illusion, deception, delusion, mask.

There is a clash of two mutually opposed polarities, the existence
of which Nuruddin was not aware until he has “[...] truly seen the
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essence of things [...]” (Nietzsche 2003: 39). No longer able to take an
ethically neutral position, the dervish was forced to recognize that the
path of serving the faith is not the only path he walks, but that there
is also another, supported by blood and accompanied by the call of
the biological imperative (Ivanov 2017: 384).

“The act of revenge of one and the other main character marks the
end of the oscillation of the internal pendulum in the being of the two
protagonists” (Terzi¢ 2023b: 7).

This means that they nevertheless opt for one of the two choices
that until then were the options faced by both Hamlet and Ahmed
Nuruddin. This resonates with Nietzsche’s reduction of man from a
multitude to a single one. Nietzsche, as Duri¢ writes,

“[...] only seemingly broke with the logic of identity when he dissolved
the subject into a multitude of subjects, because each multitude consists
of new subjects, each of which constitutes a unity of a lower order for
itself. Instead of completely abandoning the inherited notion of the
subject (in the sense of substance), Nietzsche ultimately succumbed
to its demands: he found unity at the bottom of every multiplicity, un-
derstood the broken parts of the subject as new independent wholes”
(Puri¢ 1997: 107).

Finally, in the revenge carried out by Ahmed Nuruddin, his tragic
nature is seen. It did not bring him personal satisfaction. But, by the
comparison of its execution, his constant existence on the border of
two opposing identities ceased. The Nietzsche's multiplicity did indeed
melt into one. Nuruddin decided to take revenge, taking upon himself
the consequences of such an act,
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12. CONCLUSION

This monograph is conceived as an interdisciplinary research in
which literary theory, literary criticism, (which is an area of literary
studies), philosophy, Nietzcshe” philosophy and theology, political
practice are intertwined, analyzed through the deconstruction of the
mechanism of the influence of ideology on the subject — Nietzsche’s
division and Althusser’s: internalization of the voice of authority, the
voice of another that speaks from the individual and the phenome-
non of dogmatism as a form of individual subordination to authority,
whether state, through the demands imposed by political systems
and/or state orders, or religious — through those imposed by the
dogmatism of Christianity or Islam (the spirit of two religions that is
present in the writings).

The research was conducted through the analysis of William
Shakespeare’s play Hamlet and the novel Death and the Dervish of
Mesa Selimovi¢ against the background of Nietzsche’s Revaluation
of All Values.

This idea is elaborated by Slobodan Grubaci¢ in his book The
Lighthouse of Alexandria: Interpretations of Literature from the Alex-
andrian School to Postmodernity>®, implying that: “[...] hermeneutics,
during its development, has differently set the basic goals that it

0 Grubaci¢, Slobodan, Aleksandrijski svetionik: tumacenja knjiZevnosti od
aleksandrijske $kole do postmoderne, 1zdavacka knjizarnica Zoran Stojanovi¢,
Novi Sad : Sremski Karlovci, 2012.
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needs to fulfill - to reconcile the extremes that unilaterally favor the
Text, the Author or the Context, that is, to limit itself to an isolated
interpretation of the text, to an exclusive understanding of its author,
or to a completely separate understanding of the entire historical en-
vironment in which the text is created. The reversal would not lead
to the annulment of these three dimensions, but to their sublimation
[...]” (Grubaci¢ 2012: 311).

I wanted to analyze these two works on three levels:

1. The common motif is the boundary situation which is the
moment of acquiring tragic knowledge, “[...] a Dionysian moment of
sobering up — a moment of insight into horror and meaninglessness
[...]” (Mili¢ 2000: 135). “Nietzsche’s tendency to analyze boundary
situations will set in motion [...] an entire column of those who are
searching for the literary fixation of a special moment in life [...]”
(Grubaci¢ 2012: 134). It can be “the life of the author or the hero,
it doesn’t matter [...]. Dualism: the duality of the plan, the voices of
the hero and the narrator, consciousness and subconsciousness [...]”
(Ibid.). There they find human nature, possibly already complex,
formed from equal parts of instinct and culture” (Ibid.). They reveal
[...] duality - both in the structure of the work and in the soul of the
author” (Ibid).

The basic idea of my thesis is to show the duality, division, and
divisiveness of the two protagonists, referring to Nietzsche. He ” [...]
with a psychological perspective [...] cut and nuanced the individual
and [...] declared the Self a “plural phenomenon” [...]. He opened the
door wide to understanding the inner world of man, to subtle analyses
of the vulnerable tragic core in human destiny” (Ibid: 337).

2. Historical context - involves the analysis of the social - po-
litical - ideological level through the prism of New Historicism,
one of the main directions of research of which is the relationship
between the state and the individual in terms of shaping the identity
of the individual through state ideological apparatuses - institutions.
The idea of the state that the supporters of New Historicism opted
for originates from Michel Foucault, for whom it is the one that has
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absolute control. He sees the state as a center of power that controls
society through institutions that are subordinate to and loyal to it and
that exercise control over the individual in the name of the state. The
state, its authorities that are generators of power are embodied in the
tigure of the monarch, the church as a powerful controlling institution
and its rules, representatives of the highest classes of society, as well
as the masculine category that is based on the category of masculinity
as a natural prerogative.

3. Universal level - since both works raise universal questions
about human (im)morality, about the value of an individual’s life,
about the value of life, about whose decision it is, who has or does not
have the right to take another’ life and in the name of what, about
human (im)morality, about the individual as part of society, about
the phenomenon of identity and (not) have the freedom to shape it.

By comparing the two literary works mentioned above, I wanted
to show that ideologies, dogmas, doctrines, doctrinal systems, domi-
nant worldviews - the "Tudor myth’ (Be¢anovi¢-Nikoli¢ 2013: 67) and
the inseparability of religious and political power in Death and the
Dervish operate identically despite different times, social systems and
political systems, and that the denial of the right to personal autonomy
and one’s own Self (intimate, private, authentic being) leads to the need
for subversion. In terms of the analyzed pieces of writing, this gives
rise to the protagonist’s need for rebellion and revenge.

My idea was to show the protagonist’s inner split, “multiplicity of
consciousness and will” according to Nietzsche, through the conflict of
empiricism and transcendence within one man, his name was Hamlet
or Ahmed Nuruddin. From dogma - members of the system, they
found themselves in the situation of a grieving man. It is a conflict
between the officialdom of the profession, which implies loyalty to
the system and doctrine, and the principle of humanity, which is in
the dialogical relation with the aforementioned.

When it comes to Shakespeare and Selimovi¢, the basic stamp of
the play Hamlet was given by the Tudor myth, best explained through
the so-called. Elizabethan picture of the world (monarchist state
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structure: ruler equals God, the inviolable right of primogeniture
is threatened, everything is a consequence of God’s will, whether
it is God’s punishment or reward, Christianity as the ideological
framework of the community). Hence, New Historicism imposed
itself as the most expedient prism through which the interpre-
tation of these two works was carried out. It encompassed their
multi-layeredness.

New Historicism brought a new way of reading and analyzing
literary works. Instead of the previous exclusive limitation to the text,
New Historians expand the interpretive framework by interpreting it
through interaction with other sciences and disciplines, thus loading
into literary works what is not explicitly explained in them, but is
implicitly present. This can be seen in the political-cultural-historical
subtext of the play Hamlet, but also in the ideological subtext of the
novel Death and the Dervish. In it, dogma is a supra-literary phe-
nomenon. New Historicism imprints extra-literary factors into the
meaningful and thematic-motivic threads of works of art, thereby
expanding their hermeneutic scope.

Delicate relations within a society are the focus of both analyzed
works, with special reference to the hierarchy and binary opposition of
the powerful: the subordinate. Politics, power (or lack thereof) social
prestige, class position, rigidity of authority, order, history, justice and
injustice, domination and subversion, personal and general, individual
and collective, internal and external, truth and illusion, illusion and
reality, all of this intertwines within Hamlet and Death and the Dervish.
At the same time, these are the starting points for comparative analysis
and the observation of intertextual connections in these two works,
in the analysis of which, wherever it starts, and through whatever
lens it is conducted, it must at least touch on crime and revenge as
the supporting pillars of the play and the novel.

Biographical details are the cornerstone of many analyses of these
two works, and are therefore important for ours as well. Although
overcome, interpretation through a biographical lens resonates with
to the play and the novel because it explains the dominant motif of
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the loss of a family member, which contributes to the persuasiveness
of its literary design and credibility that causes a strong and striking
impression on readers.

The great topic of acting, theatricality, display, (in)sincerity,
pretense in works, deconstruction of acting, its essence, form and
function, the way it is used to fulfill goals, psychological traps that
both the guilty (Claudius) and the innocent (Hadji-Sinanuddin)
one fall into, Elsinore and the tekke as heterotopies of the acting
scene because it is present by actors wearing masks, as are Claudius,
Polonius, Hamlet, the actors, but also Mullah-Yusuf, and, finally,
Ahmed Nuruddin.

Revealing and hiding is a game that largely determines the dy-
namics of relationships in the two analyzed works. Spying, watching
every step, movement, action, and non-action, facial expressions,
words spoken and/or written, the constant threat of impending
danger due to some (non)deed committed, half-heartedness and
playing roles all of which found their place in Hamlet and Death
and the Dervish.

Male-female relationships are also present, which end unhappily
in both works. This type of relationship dominates both texts through
pairs: King Hamlet and Gertrude, the king is killed, she remarries his
murderer, then Gertrude and Claudius, both die at the end of the play,
as do Hamlet and Ophelia, then the dervish and his girlfriend before
the war, who are not reunited, then the touching scene of the kadi’s
wife over the dead body of her husband, the mistaken assumption of
Mullah-Yusuf’s infatuation with her, and Nuruddin’s lukewarm atti-
tude towards her, her beauty, and, especially, her rich and influential
primary family, Hassan and the married Meyra, his adulterous maid,
Hecuba, the wife of the murdered King Priam, and the unknown rea-
son for Laertes’ departure to Paris. It can be speculated that the reason
is feminine. Finally, we should not neglect the marital ties between
Shakespeare himself and his wife, Anne Hathaway, as well as the two
marriages of Mesa Selimovi¢, the second of which still represents an
intriguing piece of information from the writer’s personal life.
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The inner conflict of subjects, individuals who are torn between
two opposing choices, is what Bradley deals with, and some of his
premises can also be applied to the hero of the novel Death and the
Dervish, which connects this work with Shakespeare’s tragedy in its
certain characteristics, ghostly figures whose identity is unstable, but
their function is identical: to tempt the heroes and burden them with
a moral obligation, simultaneously positioning them at a point that
branches into both this world and the other, and, finally, revenge as
the crown of the two works and the completion of the internal moral,
spiritual and psychological metamorphoses of the two tragic heroes.

In this book, we have explored the possibilities of Nietzsche’s
principle of masking in connection with the Dionysian and Apol-
lonian masks through the principle of disguise, that is, masking
applied to two subjects, the protagonists of Hamlet and Death and
the Dervish. We tried to figure out what is Dionysian and what is
Apollonian in the masking of these two subjects and how these two
masks relate to their understanding of the world in which they live,
their immediate environment, the ethical dimension in (in)action
and how the principles of Dionysian and (anti-)Apollonian are
woven into their moral worldview, as well as what is the difference
between mask and anti-mask due to the split caused by the hesitation
between two equally strong, but mutually exclusive forces such as
the duty of revenge according to human and divine laws and the
postponement of the act based on one’s own moral worldview. We
investigated how masks are relevant in the everyday behavior of the
two heroes and what is the purpose of masking in general in the sit-
uation they find themselves in and what is its goal, and showed the
closeness of these two works in the light of the tragedy of revenge
and Shakespearean tragedy.

We have shown the connection between Nietzsche’s masks and
subjectivity using the examples of Hamlet and Ahmed Nuruddin.
The different understandings of the concept of subject in Descartes
and Nietzsche best illustrate the contrast and emphasize the nature
of the mask as the voice of the Other within us, i.e. the Non-Self, or
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the disunity of thought and existence in the subject. More precisely, it
is about the inconsistency of consciousness and its source in Hamlet
and Ahmed Nuruddin as subjects who mask themselves. Nietzsche
insists that, when it comes to the subject, it is always about the divi-
sion within it, about its multiplicity. This monograph has explored
the relationship between personal and collective identity on the basis
of which a socially constructed identity is created in the light of the
relationship between the individual and society.

The writing plan involved the systematization of a large corpus of
scientific material with the aim of comparing and contrasting textual
and extratextual factors.

The goal was to establish a valid theoretical framework within
which I 'analyzed the subjects of these two works and the internal and
external circumstances of which they are a product through the prism
of New Historicism, which views the text, whether literary or not, as
an active factor in historical, political, cultural, ideological and any
other discourse.

I wanted to show the cause-and-effect relationships that exist
between Hamlet and Ahmed Nuruddin as subjects, Shakespeare and
Selimovi¢ as authors and their works, which are, at the same time,
capital works not only of their literature, but also of their cultures.

What attracted me to comparing these two works is the possibility
of using them to compare two types of cultures, the culture of “small”
and “great” peoples, because both works are valued as classics of their
literatures and cultures. Their multi-layeredness, namely, elevates them
to the rank of cultural artifacts, thereby breaking out of the patterns
of literature and literary theory, and establishing cultural connections
with social (collective) matrices: tradition and religion and the value
systems embodied in them.

Hamlet, since he belongs to the culture of the “great” people, is
universally known and recognized. His spirit extends far beyond the
borders of the United Kingdom, he is a masterpiece — a work of West-
ern culture. In a broader sense, the play Hamlet is almost a national
epic of Anglo-Saxon culture because it covers not only socio-political
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circumstances, but also the relationship of a ruler who truly deserves
to be one by force of legitimacy towards another, who is the False
Tsar Stephen the Little of the Elsinore court, while showing the rot
of a Machiavellian approach that tramples on everything in its path,
starting with humanity.

Death and the Dervish is a magnificent novel of domestic, nation-
al literature and culture, in which the dominant view of the world of
a man concerned with ideology is present. It is a story about the fate
of a deeply unhappy man who, in the name of the Islamist doctrine
(Petrovi¢ 1981: 42), sacrificed everything, starting and ending with
himself.

The idea of the book is to, metaphorically speaking, through
Nietzsche’s eyes, observe the space of their inner split, to explain the
two extremes that simultaneously exist within them, and which vain-
ly try to reconcile with each other because they exclude each other,
which divides a person into a “multiplicity of consciousnesses and
wills” (Puri¢ 1997: 97), each of which demands his absolute loyalty.
It is a space of moral, spiritual, transcendental torture caused by an
ugly reality that implies the “horrors of life” that Nietzsche writes
about. This ugly reality is empirically experienced in the case of
Hamlet and Ahmed Nuruddin through facing a “boundary situation”,
which is death, and in both works it is a political issue, as is revenge.

In the introduction to the book Hamlet: The Prince of Denmark
by William Shakespeare, Svetislav Stefanovi¢ says that Hamlet is
considered one of the most famous and most analyzed works, both
in literature and in theater. Despite the fact that it is not the most
flawless or the work that inherits the highest artistic value according
to aesthetic standards, it is undeniably the most comprehensive,
the deepest, and the richest in symbolism, which has yet to be fully
understood and explored in all its meanings. No other book, apart
from the Bible, has been written about as much literature. Hamlet has
not visited any country without becoming a favorite of many peoples
(Stefanovi¢ in: Shakespeare, trans. Stefanovi¢ 2013: 5). In an unusual
twist of literary creation, Hamlet, embodying a human type deter-
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mined by culture, delves into the most uncultivated, unrefined, and
ancient periods of human history, exploring the most brutal aspects
of artistic expression (Ibid.).

Though some highlight Hamlet’s moral apathy and others his
insanity both literary critics and theater actors highlight his intel-
lectual prowess. These three characteristics largely define Hamlet’s
personality: superior intelligence a passive disposition that breeds
melancholy and in certain cases a kind of mock insanity. It is neces-
sary to ignore his emotional depth and moments of insanity in order
to highlight his intellectual superiority it is also necessary to ignore
his intelligence and decision-making speed in order to highlight his
passivity and indecision (Ibid.).

For he possesses everything, both that which contradicts and
negates one another, and that which pairs and enhances one another.
He is part of these relations between objects, embodying precisely
this connection between objects, not only the difference between the
tangible and the intangible, nor the struggle between the rational and
the ethical individual, but the connection between them, the deepest
and closest, therefore leading to tragedy. In this, the human being is
both united and divided. All things fall apart and break about it. The
world and time have been broken and come out of their intersections.
Asin the case of the crucified Christ, everything that had been present
before was shattered, and the temple veil was torn in two: the tradi-
tional world of law and reason clashed with the realm of eternal love
and irrationality. In Hamlet, the timeless world of dominance and all
the qualities that go with it clashed with the realm of eternal wisdom,
which transcends the phenomena of power and authority (Ibid: 10).

Among all literary works in the world, with the exception of the
Bible, Hamlet stands as a foundational text for the spiritual existence
of contemporary individuals. Shakespeare moved from realism to an
enhanced form of artistic expression. He saw a transcendent reality
that transcended the tangible existence of living beings, contemplating
life through the lens of eternity, encompassing all connections to the
past and newly discovered connections to the future. His perspective,
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which prevailed in many of his creations, was largely retrospective,
similar to that of numerous eminent artistic figures throughout history.
However, in Hamlet he also possessed a unique foresight, imagining
the future individual - not as a mere figment of utopia or a realm of
dreams devoid of substance, but as a tangible human being engaged
in life (Ibid: 17).

This representation transcends individual experiences, embody-
ing the essence of humanity as a whole, cultural and future-oriented,
emerging from the uncultured forms of the past, yet irrevocably sep-
arated from them. Hamlet retains elements of the ancient myth from
which it evolved, embracing the theme of eternal renewal. It marks the
end of one era of humanity while announcing the dawn of another.
The character of Hamlet himself is not yet complete, and the new in-
dividual who is destined to follow has yet to be formed. Hamlet exists
as a ghost, and it is only a ghost that can and must succeed another
spirit. Hamlet’s spirit engages in a struggle against the material world.
Only a spirit that triumphs over matter can emerge from behind it.
This phenomenon may arise from Hamlet’s profound disillusionment
or perhaps from his ultimate silence (Ibid.).

However, in Hamlet, the situation becomes even more compli-
cated, given that this play can be interpreted as a play on the border
between two types of criticism, two philosophical doctrines, two types
of theological teachings, Stoicism and Calvinism. Stoicism implies a
dignified balance of mind in the face of everything that life brings. A
Stoic is calm in the face of life’s events, whatever they may be. Because
of the influence of Stoicism not only on Hamlet, but also on the entire
play, it is important to note the influence of Seneca here, but no longer
only in terms of the themes that came through him into Elizabethan
drama, but also in terms of the philosophy of Stoicism to which he
belonged. Just as Nuruddin, with the growth of hatred, becomes a slave
to deviant passion, moving away from his initial dervish contemplative
position of inner peace and piety, so does Hamlet change, abandoning
the stoic attitude towards life that adorned him at the beginning of
the play, and surrenders to fatalism (Terzi¢ 2023b: 9).
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From an agent who came to and implemented the idea of the play
with a hidden agenda to collect evidence of Claudius’ guilt, a son who
bitterly suffers for his deceased father and who is openly embittered
by the premature marriage of his mother and a murderer, he becomes
passivized, allowing himself to be carried away by circumstances. That
is how he ended up in the mousetrap set for him by Claudius and
Laertes. He simply fell into it, carried away by lethargy and inertia
with which, after all, he postpones revenge until near the end of the
play. He completely surrenders to God’s providence. This position is
identical to that of Ahmed Nuruddin, especially at the beginning of
the novel, when his response to everything is the phrase “God’s will”.
He then deeply believes that with his faith in God he saves justice,
which in his value framework is an ideal and a principle.

Moreover, he will not give up even for a moment the opinion that
he is the one who carries out both justice and God’s will by commit-
ting “plots and acts of revenge” in the second part of the novel, after
Harun’s death has echoed in him like a bomb (Ibid).

The tendency to restrain human nature is a widespread religious
principle, which refers to Islam, and is especially associated with Sto-
icism. He assumes the turmoil of emotions to be a form of spiritual
self-mastery (Petrovi¢ 1981: 12), which adorns Nuruddin at the
beginning of the novel. However, later, after his brother’s arrest and
death, Nuruddin succumbs to destructive passions fueled by hatred,
departing from his initial state of contemplative peace and devotion
because he is then “[...] for the first time on the field of real human
relations. He is for the first time in a play in which he is not just a
spectator” (Ibid: 17), just like Hamlet.

He similarly undergoes a transformation. From an active role in
obtaining proof of Claudius guilt to a passive acceptance of his current
situation Hamlet transitions from a stoic to a fatalistic viewpoint. He
eventually falls into the trap set by Claudius and Laertes as a result
of his passivity delaying his desire for vengeance until the play’s end.

Hamlet’s resignation to fate reflects Ahmed Nuruddin’s early
attitude at the beginning of the novel, where he consistently attributes
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events to “God’s will” Nuruddin firmly believes that his faith in God
supports justice, a principle central to his moral framework, and remains
steadfast in his conviction that he is an instrument of both justice and
divine will, even though he is torn by an internal conflict evident in the
second part of the novel, the relic of an unplanned encounter with a
musellim, as Harun’s remains are a constant reminder of the evil that has
been done and which, from the perspective of humanity, morality, and
political philosophy, is truly The novel transforms the rigid boundary
between justice and injustice into a fluid one. And for this, along with
Aini-effendi, the musellim, whom the dervish hates, is also responsible.
The fact that hatred fuels his revenge is confirmed by Nuruddin himself
in the words, “[...] a thousand torments were in me, everyone’s, and
mine (Ibid: 344). These are the torments of decision (Ibid: 241), such
as the decision about how to approach life’s difficulties. Nuruddin’s and
Hamlet’s positions are opposite on this issue.

There is an inherent contradiction in the idea that individuals
should actively deal with all the temptations they encounter in life,
prioritizing inner peace and preventing emotions from overpowering
our rational abilities. Such emotions can undermine us, manifesting
themselves as feelings of anger, hatred, or even simulated mental
paralysis (Terzi¢ 2023b: 9).

Hamlet has somehow seen through the king’s plan to send him to
England under the pretext of following his two former comrades. He is
convinced that this plan involves a nefarious intention against him, but
he is equally confident in his ability to thwart it. The idea of disobey-
ing this king’s order does not seem to occur to him. It is possible that
his conviction that he cannot refuse without thereby simultaneously
drawing attention to the king as his father’s murderer is at work here.
Moreover, by killing Polonius, he has inadvertently given his adversary
a plausible excuse to remove him from Denmark. During the journey,
he encounters Fortinbras’ army, which is on its way to conquer Poland.
Seeing these soldiers who do not fear death but look it straight in the
eye arouses a sense of shame in him as he reflects on his own inertness
despite his infinitely greater reasons for acting (Bradley 1978: 119)
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Phenomenological, cultural, psychological, political, sociolog-
ical, theatrical, literary and artistic, mythological, all these branches
flow into the same source from which historical, philosophical, and
many other directions of interpretation of the two corpus’ works are
also fed. All of them are in one way or another connected to the main
or one of the main motifs in the two parts — the motif of crime. The
connection between crime and power is present in both Shakespeare’s
play and Selimovic¢’s novel.

By focusing specifically on the relationship between power and
the layers subordinate to it, potentially subversive factors at any given
moment, order and the threat of rebellion, repression and punishment,
functions, institutions and institutionality that should be based on
law, legality and legitimacy as the basic levers of exercising power
and opposing personal interests, the use, more precisely, the abuse of
power for personal purposes, the conflict between divinely founded
supreme authority and subversive Machiavellianism, humanity, at least
in traces, and the hypocrisy of criminals, the eternal mythological
struggle of David and Goliath emerge from the two parts on which
this scientific analysis is based.

Intricate family and interpersonal relationships, conflicts be-
tween people, and, even more so, within them, contradictory impera-
tives, some of which are external and others deeply internal, the lack of
love as the beginning and end of the protagonist’s tragedy, heightened
passions and exaggeration in feelings and performance, hatred and
madness, two diseases of the spirit (Shakespeare, trans. Simi¢ and
Pandurovi¢, 2022: 131) of the two main characters, lies and traps,
ideals, all of this is intertwined in Hamlet and Death and the Dervish,
opening up the possibility for inexhaustible analyses and playing with
the text, placing it under many different scrutiny.

The intertextuality present in the play and the novel is a network
that encompasses seemingly unrelated texts such as sacred books,
legends, morals, stories about the Trojan War, literary works from
antiquity, as well as the works of mystics mentioned in the Serbian
novel, Elizabethan revenge tragedies, even political comedies referred
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to by Hamlet’s mask role and his role as the court jester, but also other
of his tragedies in which the function of the jester is important, such
as King Lear or those in which a supernatural element is present,
the Ghost in Hamlet, as in the case of the witches in Macbeth, and,
tinally, Othello, in which the motif of jealousy can be analyzed side
by side with Hamlet’s madness and, even more so, it seems, with the
dervish’s hatred.

Biographical details are the cornerstone of many analyses of these
two works, and are therefore important for ours as well. Although
considered outdated, biographism contributes to the drama and the
novel because it explains the dominant motif of the loss of a family
member, which contributes to the persuasiveness of its literary design
and credibility that causes a strong and striking impression on readers.

The internal conflict of subjects, individuals who are torn be-
tween two opposing choices, is what Bradley deals with, and some of
his premises can also be applied to the hero of the novel Death and the
Dervish, which connects this work with Shakespeare’s tragedy in its
certain characteristics, ghostly figures whose identity is unstable, but
their function is identical: to tempt the heroes and burden them with
a moral obligation, simultaneously positioning them at a point that
branches into both this world and the other, and, finally, revenge as
the crown of the two works and the completion of the internal moral,
spiritual and psychological metamorphoses of the two tragic heroes.

Hamlet, since he belongs to the culture of the “great” people,
is universally known and recognized. His spirit extends far beyond
the borders of the United Kingdom, he is a masterpiece — a work of
Western culture. In a broader sense, Hamlet is almost a national epic
of Anglo-Saxon culture because it covers not only socio-political cir-
cumstances, but also the relationship of a ruler who truly deserves to
be one by force of legitimacy towards another, while showing the rot
of a Machiavellian approach that tramples on everything in its path,
starting with humanity.

The book seeks to shed light on the similarities and differences
between them and to illuminate those places in the Serbian novel that
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deviate from the conventions of this subgenre, but also those places
that are in accordance with these conventions. It will focus on the two
most important nodes of the revenge tragedy, namely crime and re-
venge. At the same time, the paper will explore the aspects of brutality
that adorn the revenge tragedy. The paper also attempts to analyze the
significance of evil in drama and novel through Christopher Marlowe’s
theory of the Machiavellian hero, who is the embodiment of that evil.
In addition, this paper will present Bradley’s interpretation of Shake-
speare’s tragedy, within which common features with Selimovi¢’s novel
are found. Both works are distinguished by an exceptional degree of
reflexivity of the protagonists, based on which we gain insight into
their inner lives. Thanks to their thoughtfulness and the voice given
to them by the author, we see and hear how the pivotal unfortunate
events affect them and how the heroes at the end of these two pieces
of writing are not the same as they were at the beginning.

We see their hesitation between the two possibilities that lurk
around them like Scylla and Charybdis, and how they move between
these two dangers, always remaining in the storm of their own (in)de-
cisiveness, equally close and equally far from both Scylla and Charybdis
that will eventually swallow them up. This completes their tragedy.
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