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COLMOKYITYPHO TYMAYEILE PEHOMEHA CTAPOCTU
Y IEKCITMPOBOJ TPATEOVIJU KPAJb JINP?

Caxxetak: OcHOBHU (DOKYC MICTPaKMBamkba y OBOM Pajy je COIVOKY/ITYPHO TyMa-
4yemwe peHoMeHa cTapocTu U Mehyrenepanujckor cykoba murepapHO IPOjeKTOBAaHUX Y
Kpamwy Jlupy. Ilpoy4yaBame APYIITBEHO-UCTOPUjCKOT KOHTEKCTA Y KOM je [paMa HacTaja
ycpencpebeHo je Ha peHeCaHCHO TyMaueme CTapOCTH I M3jefHadaBarmbe MpeiCTaBHIKA
OBe CTapOCHe IPyIIe ca ocTanyuMa (eyHanHor CIUCTeMa y TpeHyTKy Oybema nnansugya-
M3Ma 1 3a4€TKa KallnTajamnm3Mma. HpI/IMeH)eH je VHTEPAVNCOUIUVINHAPDHN IIPUCTYII MICTPa-
JKIBama, a OCHOBHI TCOp]/IjCKI/I OKBMp paja 4YMHE TE€3€ COLU/IOIIOI‘I/Ije KIBIVDKEBHOCTU U
IIO30PUIITA, KIbVDKEBHE METOJIE HOB01 UCHIOPU3MA, KAO VI TE€POHTOJIOTH)E, IICUXOTIOTje
cTapema 1 COLMOosIoruje nopoaule. InmapHa XumoTesa Koja ce pasMarpa y pajy je fia cey
oBoj lllexcimpoBoj Tpareauju ornefa APyMTBEHA CTBAPHOCT IO3HOT PeHeCaHCHOT /1064,
yK/bydyjyhy 1 MapruHami3oBaH HOI0XKaj cTapocT. Jo61jeHn pesyaTaTy IoKa3amu Cy
HeTOJIEpaHIVjy APYIITBEHE CPeAHe IIpeMa CTapyuM ocobaMa 1 CyOBep3uBHI KapaKTep
mrabux reHepanmja Koje HepeTKO UCIIO/bABAjY TePOHTOPOON]Y, IITO Wi Y IPUIIOT KITaCK-
¢duxaunju Kpamwa /lupa xao repujarpujcke Tparenuje.

Kipyune peun: crapocT, MehyreHepanujcku cyko6, mopoanuiia, peHecaHca, llexcrinp

Connosnoruja Kiby>KeBHOCTI
U KIbJVDKEBHA COLIMOJIOTNja

Ha ocHoOBY unmeHMIIe [la KIbJDKEBHOCT OfjpaskaBa pasInduTe KaTeropije ApyIITBe-
HIX CTPYKTYpa HacTaje Cy 6pojHe Teopuje KibJKeBHE COLIVOTIOTHje U COLMOIOTje KEbY-
>KeBHOCTH, Koje ce Ha ofjpeheHnM HMBOMMa noaynapajy. Coluonornja KKeBHOCTI
4eCTo II0CMATpa IUTePapHM TEKCT CaMO KAo COLIMjaIHY JOKYMEHT I y IbeMy TPasKi MOZere
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Mehy/bycKor oHalama, JOK Kib/DKeBHa COLMO/IOIMja TyMadl InTepapHe BPEJHOCTI Y
KIbJDKEBHOM JIe/Ty M OTKpMBA COLIMjaHe M UCTOPMjCKe UMIUIMKanyje y beMy. OHO IITO
UM je 3aje[IHNYKO jeCTe UCTPAKMBaIbe JPYIITBEHO-MICTOPY)CKOT KOHTEKCTA y KOME je HEKO
nmeno Hactazno. Epux Kenep (Erich Kohler) cmarpa fia ,,cBaka KibyKeBHA COLMOIOTja MOpa
IIOCTYIIATU MICTOPMjCKY, CBaKa MCTOPHMja KibIDKeBHOCTH corpyonouku” (Petrovié, 1990, str.
37). Enmusaber u Tom Bepuc (Elizabeth & Tom Burns) uctnay ga ce o enusabeTHHCKOM 1
jaKOOMTCKOM CBETY Y MICTOPUjCKOM CMICITY MO>Ke pasmuibatyu 6e3 Illexcrnmpa, amu ce o
[lexcnMpoBuM AeMMMa Y KEBIKEBHOM CMIICTTY He MOYKe PasMUII/BbaTV HE3aBICHO Off OBUX
IPYLITBEHO-UCTOPYjCKUX Iepuopa (Burns, Burns, 1973, str. 20).” TpeBenjan cMaTpa fa Ha
[lexcrmpoBuM CTpaHMIIaMa MOKeMo Hah Jby/ie TOT BpeMeHa 1 Jia ce BUIIIE ,MOXKe Ca3-
HaT! U3 HETOBYX [paMa O CTBAPHMM OJJHOCKMA 13MeDy T10710Ba, 0 TT0/I0XKajy 1 KapaKTepy
e/113a0e TMHCKYX )KeHa, HEeTo IITO je YOIIIITe MOTYhHO M3pasuTyl y APYLITBEHOj UCTOPUjU
(Trevelyan, 1982, str. 189).

Op perepMMHICTITYIKe Teopyje Mubea Vomura Tena (Hippolyte Taine), xoju je mpsu
YCIOCTaBMO CUCTEMATCKY Be3y uaMely KibVKeBHOCTI U COLIMOTIOTH]e, IO MAPKCUCTUYKIX
teopuja Bepba Jlykada (Gyorgy Lukdcs) u JIucjena Tongmana (Lucienne Goldmann) yc-
TaNIo Ce ,peanMCTUIKO-TIO3UTUBICTIIKO CXBaTame YMETHOCTY Kao Offpasa CTBapHOC-
i’ (Milosavljevi¢, 2000, str. 369). Tonaman cMatpa fa Busuja CBeTa IPMKa3aHa y HEKOM
KEbJDKEBHOM JIeTy HUKaJa Hifje MHAMBIUAYaIHA BUsKja, Beh ApymITBeHa unbeHnna. Y Tom
CMICITY, ayTOP je TPaHCUHAMBUIYaTHHU CYOjeKT KOjU OfpajkaBa Hfeje KOTeKTUBHEe CBECTI
usrpabene ,,y 17106a/THOM HOHAIIIAKbY MOjefIMHALIA KOjJ Y4eCTBYjy Y €KOHOMCKOM, IPYIITBe-
HOM, IONMUTUYKOM nTh. kuBoty” (Goldmann, 1967, str. 55). Jujana JlopeHcoH u Aman
Csunrsyy, (Diana Laurenson, Alan Swingewood) ykasyjy Ha 3Hauaj fonamanoBe Teopuje
O TParn4HMUM BU3MjaMa y KibIDKeBHOM jieny. OHe ,TIpeficTaB/bajy fyOOKy KpU3y y OfHOCY
usMelyy 4oBeKa 1 BEroBor ApymTBeHor 1 fyxoBHor cBeta” (Laurenson, Swingewood, 1972,
str. 70). OBa TonamaHoBa Teopuja MOXKe ce IpuMeHNTI U Ha ipuMepy Kpama /Tupa, 6yayhn
fla ce y 0BOj Tpareiumju orjiefia ApyLITBeHa KpJ3a II03HOT peHeCaHCHOT 06a 1 pedieKTyje
OIIITY I'yOUTAK [OBEpema y CTAOMIHOCT pefia 1 APYLITBA y KOMe CBaKy IIOjeflHAL] MMa
ozmpebeHo mecro.

ITycar cBeCHO M/IM HECBECHO yCBaja HOpMe, 00uyaje WM TIOI/efie Ha CBET APYII-
TBa KOje ra oKpyxyje u popMmupa ogpehern ogHoc npema fPyLUITBEHO] CTBAPHOCTH.
YHyTpalImba TOTMKa KEIDKEBHOT Jlefla I FeTOBY YMETHUYKM KBaTUTeTH CBOjCTBEHM CY
CaMO KIbVKeBHOCTH, /U COIMOJIOTHja MOXKe a yKayke Ha MICTMHUTOCT IPEHOIIeha CTBAp-
HOCTM U JIONIpMHECe OTKPUBAlbY penalyja y TpOyIIy mucal—Aeno—unranal. KimiokeBHOCT
HMKaJa Hije IyKM Ofipa3 IPYIITBa, ajl OHa jecTe ,CYLITHHA, CKpahembe 1 caxmMarbe ui-
TaBe nucropuje’;, kako TBpae Pene Bemex (René Wellek) n Octun Bopen (Austin Warren)
(Wellek, Warren, 1985, str. 119). Jouu je Bunxenm Iunraj (Wilhelm Dilthey) nncucru-
pao Ha ITO3HaBakYy MCTOPYjCKUX €II0Xa ¥ KOjIMa Cy KibVDKeBHa Jiela HacTajana fa 6u
ce ceeobyxBarHuje Tymauna (Dilthey, 1980, str. 239). Mebyrtum, To unHe 1 MonepHuje

* Illexcnup je cTBapao 3a BpeMe BajjaByHe Kpasbulie Enusabere I 1 meHOT HacaeqHMKA Kpaba

Ilejmca I Crjyapra Koje je y MCTOPUjI U KEV)KEBHOCTH TTIO3HATO Ko jakoOUTCKO fo6a. [Topir
Maxomn Tpesenjan (George Macaulay Trevelyan) je ¢ mpaBom ucrakao ga IllexcriipoBo jerno ,,He
0¥ HUKaJja MOIJIO OMTV CTBOPEHO Y OMJIO KOjeM IPYroM pasio6/by U3y3eB OHOT 13 IO3HOT e/ly3a-
OeTMHCKOT U PaHOT jakoOUTCKOT 1063, y koMe je mmao cpehy ma sxusn” (Trevelyan, 1982, str. 187).
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KIJDKEBHOTEOPIjCKe METOJie IIOMYT Ky/iiypHoT Mattiepujanusma u Hoeoi uciiopusma.* One
MHCUCTHPAjy Ha KOHTeKCTyanmsauyju [llexcnupoBux gpaMa, ¢ TUM IITO KX IIPBa IIOCMa-
Tpa y CaBPEMEHOM KOHTEKCTY, a IpyTa y CBETY PAa3INYUTUX PEHECAHCHUX JJOKyMeHaTa.
Crry>xehu ce TeopyjcKuM IOCTaBKaMa OBMX IIOKpeTa, MHOIY KPUTUYApY HACTaB/bajy fja
TpakKe ICTOPU]jy Yy TEKCTY M TEKCT Y UCTOPU)jU U MHTEPIPETUPAjy KIbVDKEBHA JiefIa y IMPeM
IPYLITBEHOM KOHTEKCTY, a TO HajyOe[/bBIje YMHe ca eHITIeCKMIM PeHeCaHCHMM JIpaMaMa.

IIpaMa Kao ofpa3 CTBAPHOCTHU

Bynyhu na cy peHecaHcHe gpaMe micaHe UCK/bYYMBO 3a IIO30PUIITE, OF BEIMKOT je
3Havaja MunUberbe YKana [JuBnmoa (Jean Duvignaud) ma je mosopuirre ,,yMeTHOCT 4uju
ce KopeHu Hanase y gpyuiiéeHOM #U60iiy U KOja je BUIIIE HeTo MjeffHa ;pyra yMeTHOCT
YTKaHa y )XUBY [OTKY KOJIEKTUBHOT MCKYCTBa; [...] [Tosopurre mpegcTas/ba Buj NCIO/bA-
Bama JipylTBeHor xxmBota’ (Duvignaud, 1978, str. 1-2). OBaj counosor cMarpa fa poMaH
U H0e31ja HUCY HYXKHO JPYIITBEHO YC/IOB/bEH, /I Jia ipaMa Kao I030pUIIIHA IIPeICTaBa
IIpeTBapa eCTeTUYHOCT TeKCTA y APYIITBery akuujy. O 4eTnpy BaskHa HOPYYja UCTpa-
JK/Barba MO30PUIIHE YMETHOCTY U3 COLIMOIOLIKE NIEPCIEKTHBE Koja je JIMBUIIbO M31BOjIO
(cTaBoBU IyO/MKe, MOP(]OTIOrHja IO30PHIITHE IIPEACTaBe, COLVOJIONIKA IO30PHIIIHA TeMa-
TOJIOTVja Y IIpOyYaBame 00JIKa TO30PUIIHE KPUTHKE U YJIOre KOjy OHa MMa), IO30pUIIIHA
TeMaTo/Ioruja je off Hajseher 3Hauaja 3a TeMy oBor pajja. Haume, ped je o

»IIPOydaBaby QYHKIMOHATHOT ofiHOCa u3Meby cafip>kiHe IO30pUIIHIX KOMaJia,
Kao U BJXOBOT CTW/IA, ¥ CTBAPHUX [PYIITBEHUX OKBUPA, @ HAPOUUTO O IIPOYUaBaAkbLY
OJJHOCa KOju 1TOCTOje n3Meby Te cafipykuHe U TOT CTIIA U TUIIOBA IIO0ATHYX APYLITBEHNX
CTpyKTypa u fpyurBenux knaca” (Duvignaud, 1978, str. 55).

JIpaMa ce Kao KibIDKeBHA BPCTa MOCeOHO 0O/IMKYje IIpeMa CTBAPHOCTH, jep OHa
3axTeBa IIyOIMKY KOja y IIPeJCTaBU TPaXX! »,OITIeflaio IpUpofe’, Y0BeKa U JPYIITBA.
lexcnimpos XaMyeT HaBOAM JIa je 3a/jaTaK ITyMe ,,Jja BPIMHY II0OKaXKe IeHO COIICTBEHO
e, IOPOKY HeroBy pobheHy CIiKy, a caMoOM cafjallibeM II0KO/erby 1 61hy cBeTa mberos
o6muk n otucax” (Shakespeare, 1966, str. 285). Taj 061K u oTucax Apymrsa rpaxuhemo y
mpaMckoM TekcTy Kpama /Iupa xoju je mucaH 3a u3Boberbe y jakoOMTCKOM IO30PHIITY, Ca
noce6HMM GOKYCOM Ha eKCIIMKaLMjy (heHOMeHa CTapoCTH 1 Cykoba reHepaiyja. Teoop
Apopso (Theodor Adorno) je ofaBHO youmo fa COLMjaIHM aHTATOHM3MM M36Mjajy 13 CBUX

* Pejmonp Bunujamc (Raymond Williams) je TBopar; KoBaHMm1le Ky/illypHU MATliepujanu3am i OHa

03HayaBa Ufejy 1a ce KYATypHe [0jaBe M3y4aBajy y KOHTEKCTY MaTepUjaIHNX M APYIITBEHUX
OKOJTHOCTH y KOj/IMa Cy HacTaje. Bunujamcose cryamje nncnmpucane cy [lonarana Jonnmopa
(Jonathan Dollimore), Anana Cundunpga (Alan Sinfield) n npyre kputuyape a Tymade peHe-
CaHCHe [jpaMe Y APYIITBEHO-ICTOPUjCKOM U IIOMUTIYKOM KOHTEKCTY I HCKaXKY ITI0CeOHO MHTe-
pecoBarbe 3a Jie/IoBame CTpyKTypa Mohu 11 mpo6ieMe MapruHaaM30BaHNUX APYLUITBEHNX IPyIa
(Parvini, 2012, str. 122-139).

Crusen Ipun6mar (Stephen Greenblatt) ce cMaTpa ocHUBaueM HOB807 UCOPUIMA, TIOKPETA KOjI
MHTEpIIPeTHpa PeHeCaHCHe ipaMe KPO3 IMPY APYLITBEH) KOHTEKCT LIECHAECTOT I CelaMHAECTOT
BeKa, oTeHpajyhn ia ,,Hac 06/MKYjy KyITypHe MHCTUTYIMje — IIOPOAMLIA, PENNTIIja, ApxKaBa”
(Greenblatt, 2011, str. 338).
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[excrmpoBuX fena, a ia ce MaHudecTyjy Kpo3 nHpusnaye u crpact (Adorno, 1979, str.
413). To je BupypMBO U Ha IpUMepy JIpa Koju He IOB/Ia4M CTEPEOTUIIHE II0Te3e OYeKIBaHe
0]l Kpasba, Olja i CTaplia y peHeCaHCHOM JIPYLITBY, IUTO HE YMHE HU HeroBU NOJaHNIN,
Ielia U mpeAcTaBHUIM MIabe reHepalije, HaroBelITapajyhu mouetak KanuTaauaMa.

TeHepanujcky cyko6 1 Iopas cTapocTu
Y €HITIECKOj peHECaHCH

Cyxo6 reHepanuja y mepuopy peHecaHnce 610 je BUI/bUB Y CBUM cepaMa JpYLITBe-
Hor X1BoTa. OTI/1e1a0 ce Ha HOMUTUYIKOM, HOPOJMYHOM, 1A ¥ BEPCKOM IITaHY, Kajia Cy ce
Mmiabe renepanuje sanmoxune 3a peopMalujy IpKBe, a CTapyje OCTasie BepHe KaTOMNIKUM
upejama. Behu neckmag mehy crapocHuM kareropujama apymrsa 6110 je mpuMeTaH I0Ce
HaJjleTa KyTe, KaJja Cy ce Jiecuse 6pojHe coliijaHe IpoMeHe Koje Cy YHOCUIIe HeCUTYPHOCT y
IpPYIITBEHU TIOpefaK, TOPOINYHY XUjepapxujy 1 60xaHCKy npaspy, HaBoxu Togop Kymsuh
(Kulji¢, 2014, str. 144-145). Op Kyre je MacOBHMje yMupasa Miaba momynanuja, o je
IIPOY3POKOBAJIO IPErpyNMcalbe MPeXXMBENNX Y IIupe 3ajefHnuiie. EKOHOMCKa 1 MOMNTUYKA
Moh cTapujux /byzy M HaI/IM HOPACT y/ie/Ia HajcTapyjer CTAaHOBHUIITBA Y IIOIY/IaLiji [O-
BeJIM CY Io cykob6a rerepanuja y XVI Beky y Exreckoj, mrro he ce ornenatu u Ha mpumepy
Kpama /lupa. Kpuctopep Maptus (Christopher Martin) nctude fia je 3a Bpeme BrajaBute
nyroseute Enmsabere I HeTpIie/bUBOCT IIpeMa CTapHjoj TeHepalyji ecKalupana. YIpKoc
ToMe 1ITo je n3Meby 1541. u 1606. rofuHe momynanuja OHUX IpeKko 60 rofMHa MSHOCKIA
cBera 7,21-8,67%, MIagy Cy UX GO>KMB/baBa/IM Kao IpeIpeKy Ka ycrexy (Martin, 2012,
str. 2). CympoTHO HeKVM HOCTaJITMYHVMM MUTOBMMA, Y peHECAaHCHOM IIepHOJY HIICY He-
roBaHa XapMOHNMYHA My/ITUreHepalyjcka fjomahuHCcTBa, Kaxxe Mepujer Hosu (Marianne
Novy). OHa HaBOAM ITOJATAK JIa je caMo 5% CTapyjuX POANTE/bA JKUBEIO Ca CBOjOM JELIOM,
IOK Cy OCTa/Iu OMIU MpeIyLITeHN JIOlIe OPraHM30BaHUM JPYIITBEHNM UHCTUTYLMjaMa
(Novy, 2013, str. 123-124).° Ilopopuynu u Mebyrenepaunjcku cyko6u mpony6/bpuBam
Cy ce u 360T HelrpaBeJHOT 3aKOHA O NIPUMOTEHUTYPH, Koju je y EHrneckoj BekoBumMa
610 Ha cHa3w.® 3aKOH je 6110 Ha CTPAHU HajCTApUjerT MYIIKOTL IOTOMKA, /Il YKOIMKO
6 HacTmeHUIM OVIN >KeHCKOT pojia OHJIA je MOTJIa fla Ce CITPOBefie ¥ MaTpIIMHeapHa
npuMoreHuTypa. To ce peTKo IpaKTUKOBAJIO, OCUM Y CTy4ajy Hacnehupamwa mpecrona.
Axo je y mopopmiy 6110 Bule KeHCKe felie (kao 1ITo je ciny4daj y Kpamy Jlupy), 3aKoH je
I03BOJbABAO TIOZIjeHAKY MOfeNmy HacnencTBa. [Ipomact JIMpoBor Kpa/keBCTBA MOIIH OVIC-
MO IPUINCATY HEerOBOM HeNIPU/IP>KaBaby 3aKOHA O IPYMOTEHUTYPH, a1 PABHOIIpaBHA
ofienTa KpasbeBCTBA yKa3yje Ha IpaBIYHMje CXBaTame IIpaBa Haclehusama, 0 uemy ce
HapO4UTO MONIEMIUCANIO Y peHecaHCHO foba. Mabu motomiu cy cee yemhe u raacHuje
HErofj0Bajm 360r OBOT 3aKOHa.

> Emmsabetun Cimapu 3axou o cupomawinuma (The Old Poor Law), xoju je npensubao mocrojame
MHCTUTYIIMje TOMOBa 3a CMPOMAIIHE y KOjuMa 61 HecllocoOHa, 60/1ecHa 1 cTapa niia MoIja
ma 1obujy oxehy, XpaHy 1 KpaTKOTpajHI 60paBaK, Hije MHOTO JOIPUHEO MOOO0/bIIAY CTakba
MaprmHaan3oOBaHNX APYIITBEHMX I'PyIIa.

Bpyc JaHr HaBoAM 1 ce 0BO 00MYajHO IIPaBO HajCTapMjer CMHA Ha HACTeACTBO (IaTpUIMHeapHa
[IPUMOTEHUTYpa) IPaKTUKOBaso y ¢peynantoj EHrmeckoj u orcrao je cBe 1o 1925. ropune 360r
OYyBarba Hac/Ie[He MOHApXje WK MopofnyHux mocexa (Young, 2009, str. 58).
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Penecanca je craBiIa MJIaZOCT, )KUBOT 1 OOHOBY, [IOK je Y CTApOCTH BU/ie/Ia BE/IMKI
nopas 3a 4yoBeka. Enrap Mopen (Edgar Morin) cmarpa fia je cTapocT ,,y IICUXO/IOLIKOM
IIOITIETY, CTakbe CaXKMB/bEHOCT ca MULIBY 0 cMpTi” (Morin, 1981, str. 347). U 3aucra,
CTapoCT je Hem36eXXHO IoBe3aHa ca ryouTKoM Moh, CHare, cTaTyca 1 )KMBOTA, & MIIAOCT
je meHa ono3nuTtHa peanHocT.” [lon Buncent (John Vincent) cyrepuiie fa je HeratusHa
CJIMIKa CTApOCTH MOCTIEANIIA APYIITBEHMX IIpoLieca U IIpaKcy Koje Hamehy pasnuky usmeby
CpefoBeYHNX U CTapyuX 0co6a, a OHa je AMCKPYMUHATOPCKA M IOTEHIIMjaTHO IITeTHa 3a
nesno apymrtso (Vincent, 1995, str. 21-22). Crap 40BeK je y 3aBUCHOCTH Of, pasinyu-
TUX JPYIITBEHUX IPUINKA KPO3 MUCTOPU)jY 61O IMOLITOBAH W/IV Ipe3ypaH, yBaKaBaH WM
ocybuBaH Ha cMpT, 6110 IIOfI-4OBEK WM HaZl-40BeK, Kako Kaxke Jlyj Bencan Toma (Louis-
Vincent Thomas) (Thomas, 1980, II, str. 161). Y yMeTHOCTM U KHbJKEBHOCTH CTapalj je
IIpeACTaB/baH Kao KPeIKy MyApal] MV /by TUTY pasMeT/buBal] (senex iratus), a ierose
HeraTMBHe 0COOVHe ITI0CeOHO Cy O1Ie TOrofHe 3a KapaKTepyu3aLujy KOMUIHUX APAMCKIX
mixoBa. YKop>x MuHoa (Georges Minois) cMaTpa fia je peHecaHca OTKpyIa OGBPAaTHOCT
IIpeMa CTapOoCTI KOJ aHTMYKMX IpKa 11 OTBOpEHO je IpuKasuBaa CBe lbeHe ,HelpujaTHe
Bupose” (Minois, 1994, str. 322-323). Tomac Mop (Thomas More) je y CBOM YyBEHOM [ienTy
Yiliotiuja HaroBeCTIO [ Ce C MOLITOBabeM Tpeba OFHOCUTY IIpeMa CTapyM IMLMMa Koja
CY KOPJMCHa 3a IPYLITBO, a Y CYIIPOTHOM OHM caMu 61 Tpebao fa 6yay ApyLITBEHO OATo-
BOPHI U M3Bple camoybuctso (Minois, 1994, str. 356). Epasmo Poreppamcku (Erasmus
Roterodamus) maje crapoM 40BeKy IIOYacHO MeCTO y CBOjOj Taepuju nygaxa y Iloxeanu
JIygociliu, KPUTHKYje BeroBY He3aCUTY XKe/by 3a XXMBOTOM 1 roucroBehyje ra ca getetom:

»VI 3amcTa, Ta Ba 00a MMajy MHOTO CIMYHOCTI: CAaMO CTapLy MMajy Buiie 60pa
Ha /iy 1 Buie pohenpana 3a cobom. Vuaue ce cBe mopyaapa: cefa Koca, b6esyba ycra,
HeyIJIe[{HO TeJIO, JKe/ba Jia Ce MIfje MIIEKO, Myliatbe, OpO/bUBOCT, Tyfopuje, 3a60paBHOCT,
JIAKOMIUC/IEHOCT — jesHOM peujy: ce!” (Roterodamus, 1995, str. 42).

[Mexcnmp je cmano Epasmy ommcao oBy mocnensy dasy JbYACKOL )KUBOTA Y CBOjOj
npamu Kaxo sam gpaio kpo3 YKakoB MOHOJIOT O CefiaM XMBOTHYX IT€PIOfIa, KOjI IOUYNIbe
CJIaBHMM CTUXOM ,,1]eo cBer je rmymumite”. CTapocT je mOC/Ie by YuH OypHe UCTOpHje
XKMBOTA: ,leTUECTBO ApYTO, cyiuTn 3abopas; / Hut' nma 3y6a, Hntu yKkyca, / Hut' Bupa,
HuTy nyera yornure” (Shakespeare, 1966, str. 50). JIup he y crawmy nyguna pehn: ,Ilpu
pobemy mwademo 1mro cMo gounmi/Ha oBo Benuko rmymmiure 6ypana” (Shakespeare, 1966,
str. 452), yyMe VMIUIVLIATHO IIOPeRM CTapocT U nHdpaHTUIHOCT. Haume, nyna i 6ymana
6unu cy eydemuami 3a crape pyge y lllexcrposo goba (Novy, 2013, str. 136). Koprenyja,
takobe, HasuBa Jlupa ,mogernernm otieM” (Shakespeare, 1966, str. 456) oHpia Kazia ra
yI/eia TpaHChOPMICAHOT Y FEMEHTHOT CTapIIa.

7 Hopb6epro Bobmo (Norberto Bobbio) moznceha ma myT op HOBOT Ka cTapoM yBeK IpeAcTaB/ba

perpecujy, a OHaj Off CTapor Ka HOBOM yBeK mporpec (Bobbio, 2001, str. 24). Crapo u Mnazo
VI CTApO ¥ HOBO Cy 6MHAPHOOINO3UTHE KaTeropiuje, a y TOM OIHOCY CTapO ay TOMATCKY MMa
HeraTHBHY KoHOTanujy. bo6110 HaBo#M KOHKpeTHe IIpMMepe: HOBU pefi cMemwyje cTapu, Hosu
3aeeini monasu nocne Ciriapoi, HoBu cBeT cymporaHs je crapoj EBponu, HoBa 6ypyoacka Kimaca
3aMemYyje CTapy apiCTOKPaTHjy, Kao IITO HOBa IIPO/IeTepCKa KJIaca CBpraBa crapy 6ypskoasujy
(Bobbio, 2001, str. 24).
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Hayka o crapoctn

Hayka Huje joHeTa KOHCEH3YC O TOMe KOjJi Ce XVMBOTHI Iepuoy Tpeba gepuHmcaTn
Kao crapocT. Mako cTapocT Moxke 6MTH MHAMBNIYaTHO oceharbe, OHa je MITaK IPUPOTHI,
OMOIOLIKY U TICUXOJIONIKM (heHOMeH. MojiepHa repOHTO/IOTHja je Tpehu SKUBOTHY LIMKITYC
JoBeKa ITOJe/NIa Y TPU TIepuofa: »a) ceHeceHuyujym (ox 40 mo 60 ropmHa) — BpeMeHcKa
HPEeTXOHNIIA CTapocTH; 6) cenujym (on 60 1o 80 Tof.) — CTarbe CTApOCTH Y KOMe Ce CBaKa
VHAMBU/Ya Ha/as3M; 1) CeHUNHOCHE: TO je IHMBMIYATHO CTakbe Y He3aBJMCHO Off TOIMHA
(Mladenovi¢, 1977, str. 241). Entonnu [npenc (Anthony Giddens) cyrepuiue sa ctapocT He
Tpeba fia ce usjefHauyje ca cmabuMm 3apasrbeM 1 HecriocobHorhy (Giddens, 1998, str. 106),
aJIy TIpMieB HecriocobaH Hajuenrhe uie y3 CTapoCT 3aTO MITO IPUIIAJHULIN OBe KIBOTHE
mobu mokasyjy ongpebene cmabocTu Koje UX CTaB/bajy y pef APYIITBEHO HEKOPUCHUX 0CO-
6a (Vincent, 1995, str. 20). OBaj )XMBOTHY [IepYOJ, KAPAKTEPUIIY MHOTE ,,JHBOTy TUBHE
IIpOMeHe Koje BOZe Ka Iy0/berby CIOCOOHOCTY U Clab/berby oprannsMa 1 6pojHux QyHK-
nuja” (Mini¢, 2020, str. 27). [IcuxorepujaTpuja je U34BOjUIa YCTY Pa3Apak/bUBOCT U
HefloCTaTaK eMIIaTije 3a fpyre Kao IMIaBHe KapaKTepuCcTrKe cTapux pyau (Sumrak, 2010,
str. 95-96). ,Hema Buiie Hu eHTy31jasMa, TyOe ce ocehaju 3aj0BO/bCTBA OfpaHje, Kao U
ocehaj myHor 3apas/ba. Hema Buille Hu Jkerba fla ce HEIIITO Ipey3uMa I IOIaKo Ce jaB/ba
ocehaj 6eckopucaoct” (Vukovié, 2008, str. 220).

JIpymTBeHO omxobeme IpeMa CTapyM IMIMMa 1 BIX0Ba MaprUHA/IM3a1yja, TOCe6HO
Off TPEHYTKa KaJla je yBefieHa TPaHMIa 3a TIeHsMjy, OCTa YTUUY Ha IJIXOBO He3a/J0BO/bCTBO,
ocehaj 6esBpeHOCT 1 HeIPORYKTUBHOCTH. [ToB/Tayeme MojenHaLa U3 aKTUBHOT 1 IIpode-
CHOHAJTHOT >KMBOTA MOYETIO je Jia Ce TIPUMelbYje JABHO ITpe 3aKOHCKOT (opMIUparba IpaHuIie
3a OJlTa3ak y MeHsMjy, C TOM Pas/IMKOM Jia Ce TO HeKaJja YMHIUIIO COIICTBEHNM offabupom.®
HuxkaxBa BpcTa eKCKITy3uje HMje UM HaMeTaHa, JOK JaHalllbU OfHOC IpeMa CTapujuM
ocobaMa Koje Cy MCK/bydeHe 113 ITPo(eCHOHaTHOT U IPYIITBEHOT X1BoTa Toma ¢ mpaBoM
HasuUBa CKPUBEHUM gpyuiilieeHum youjaroem, Myucnehyt IpBEeHCTBEHO Ha HIIXOBO M37Bajambe
y moce6He MHCTUTYLMje Kao LITO cy ctapadku fomMoBu (Thomas, 1980, I, str. 81). Cympaxk
MCTHUYE J]a MOJIepHa TeopHja MICK/byuMBamba y TepOHTOJIOTHjH TIOfipasyMeBa OfIyKy ocobe fa
ce IIOBYYe U3 IPYLITBA J OFYCTaHe Off paHMjUX colMjaIHmX yaora (Sumrak, 2010, str. 114).
To nck/byuMBame MoKe 6TV CUMYITAHO Off CTPaHe IOjeAVHLIA U IPYIITBA U Tafja MOXXEMO
TOBOPUTH O YCIIEITHOM MCK/bYUemy U3 colujanHe ynore. Moskemo pehu fa je JIup ynpaso
To mokKyurao. Ha ToM nyTy Hajeehm ocmoHar 4oBeky Moxke 1 Tpeba Ja IPY>KU MOPOAUIIA.
3aJI0BOJBHO CTaperme MOXKe Ce OCTBAPUTI CaMO Y OKBUPYMa HOPOAMIIe Vi APYIITBA, KOji
he crapujum /pynuMa oMoryhutu HeKy BpCTY colMjaHe MHTepaKiuje. ,, BaskHa murama y
0BOj (hasyt KMBOTHOT LIVIKITyca OJHOCE Ce Ha TPOHAa/IaXKekhe CMUC/A Y )KUBOTY, MUHTETPUTETA,
peopraHmsalije >KuBOTa ¥ )KMBOTHUX IybeBa” (Mini¢, 2020, str. 61-62).

Ca BehnHOM HaBezieHMx npob6nema y ctapoctu cycpehy ce kpasp JIup u Imocrep.
Ob6ojuira cy cTapu Jbynu, yAoBLY, ofi0adeHN Off CTpaHe CBOje fielle, IPEIyIITeHN MUTOCTI
¥ HeMIIOCTY TIPUpPOJiE ¥ TIPOJIa3HIKa, HAPYLICHOT 3/IpaBiba ((PM3NYKOT U MEHTAJTHOT), I1a
Bp710 6p30 3a60paB/baMo fa je IPBYU Kpasb, a IPYTY JIOPH U TOKUB/BABAMO MX Kao 001-
JHe JbyJe Koje OBaKBa Cyf0MHa MOXKe 3ajiecuTu cByAa 1 yek. To Illekcimposo ymehe y

8 H_IeKcrmp C€ ITIOBYKaO I3 JIOHTOHCKE BPpE€BE Kaja je CTE€KaO0 TOBO/bHO HOBLA [1d JTalOJHO JKUBI Y

CBOM MUpHOM, nactopanHoM Crpardopny Ha Ejsony.
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[peHolIehY MpobIeMa ca MHANBYU/YATHOT Ha KOJIEKTMBHI IJIAaH YMHM Id HALIIM CaBpe-
MEHMKOM, jep Y HeTOBMM JieNIMMa M3HOBA OTKPMBAMO HEIIPOMEH/BUBOCT JbYJCKe IPUPOJie
U IPYIUTBEHUX OJHOCA.

®enomeH crapoctu 'y Kpamy /Tupy

Excmxanujy gpeHomeHa crapocty y Kpamy /lupy 3alo4nmbeMo Ha OCHOBY KJIacl-
¢dukarnmje oBe gpaMe Kao OPOAMYHE Tpareuje, y Kojoj je OCHOBHU CYyKoO oHaj nameby
crapux poputesba u geue.’ [pun61aT cMaTpa fa r/TaBHM GOKYC ApaMe Hije ¥ IpobieMy
B/IacTy U HacnehyBamy mpecTomna, Kako ce MaXxoM TyMaun, Beh y HesaBWUIHOj mo3uIujn
CTapOCTH TIpef] HaleToM MTabux reHepariyuja u \BUXoBe Xejbe 3a ycrexoM. Jako ce m3-
BOpHa Ipu4a o Kpasby JIupy femasa y nmaranckoj bpuranuju, oBaj Kputudap sak/py4dyje
ma je y lllexcnupoBoj Tparefujy McKasaH caBpeMeHM CTPax Of HAIYIITeHOCTU U IyOUTKa
UJIEHTUTETA y CTapOCTH:

»1IpenpuuaBame nerensie o JIupy 6uo je jenan ox HaunHa Kojum cy llekcnup n
IerOBY CaBPEMEHNIIV M3PA3UIIN CBOjY 301 U CTPax Off CTAPOCTH, /I je OO U IPYTHX,
IIPaKTMYHUjUX HAYMHA Ja ce o3abase pamwusourhy n kpxkourhy Tor obudaja. Poguresu
IIpe Hero LITO he yCTynmTi IIpef CBOjuM IIOTOMIIMMA YeCTO CY y3MMaJIy afiBOKATe fja MM
cauyHe OHO IITO Ce Ha3MBaJIo YTOBOPOM O M3JpiKaBamby, 110 KOM ce fielja 06aBesyjy jia
06e36epe xpaHy, ofiehy u cMernraj pogureprMa Kako 6u 3ay3Bpar fo6mia HOpOANIHN
nmerak. O ToMe [0 Koje Mepe Cy poanuTe/bu 6unn 3a6pMHy T ToBOpe OPOjHU 3aXTeBU
KOjJt Cy HaBODeHU /10 TAHYMHA — TOJIMKO I TO/IVKO MeTapa ByHeHe TKaHVHe, KW YI/ba,
MepulIa XIUTa — Kao ¥ CBEIIPUCYTHM CTpax off u3baryBama u3 Kyhe mocie eBeHryanHe
cahe” (Greenblatt, 2006, str. 359).

MapTus, Takobe, cmaTpa Aa je mereHza o JInpy moHoOBoO moverna fa 3a0KyI/ba MAIITy
eHIVIeCKe Halyje 300T aKTye/THOr cyKoba reHepauuja (Martin, 2012, str. 146). Jo TpeHyTKa
Kapa je [llexcrvp Hammcao cBojy Tpareanjy (oko 1605. TofHe) MOCTOjasIo je MpeKo mefeceT
Bep3uja OBe JIETEH]Ie, a/lil CaMO Y EbeT0BOj MHTEPIPETALMj!U CBET HECTaje Y CTPAaBUYHOM
U TPArMYHOM 3aMajlly, a ocTapesn Kpasb Jlup rybu pasym, cBojy hepky me3aummniry u cBoj
xuBoT."” Kprrnuapnu ce cimaxy y Tome fa je lllexcrimp Morao foOuTH MHCIMPALNjy 3a
Ipeo6IMKoBame 06O MO3HaTe IpIde U3 jeHOT CaBPeMEHOT M UCTUHUTOT forabaja koju
ce ofurpao 1603. roguHe 1 H0Ka3ao OeCKPYyIyIO3HOCT felie IpeMa popuTe/buma. Hanwme,
IBe cTapuje hepke mokylrase cy fia mporiace CBOT CTapor Olja HeypadyH/bUBUM U OY3MY
My nocepe. Y mutamy je 6uo 6usum gsopanus Emnsabere I, Bpajan Ensnu (Sir Brian
Annesley). Tpeha u Hajmnaba hepka no umeny Koppena (Cordell) saysena ce 3a mera Ha

Y HOJHACTIOBY K6apilio M3Jama OBe [paMe CTOjU Jia je OBO UCTMHNTA IIPUYA O KUBOTY U CMPTI
Kkpasba JIupa n mwerose Tpu hepke n HecpehnoMm >xuBoty Efrapa, cuHa u HaclefHUKa epria Off
Inocrepa, mro HaBoay Mepenut Ckypy (Meredith Skura) fa npamy Tymaun kao mopopudny
tparenujy (Skura, 2008, str. 121). IIpBa Tparenuja npefcraB/beHa je us Busype oua JInpa, a pyra
13 nepcnexkTuBe cuHa Exrapa.

Y crapujuM BepaujaMa mpiude, JIup fenm cBoje Kpa/beBCTBO TpMMa hepkaMa, OXXUB/baBa U3Jajy
o iBe, amy Tpeha u Hajmaha ra Bpaha Ha mpecTo u Bajia ca BYIM JI0 BEroBe CMPTHU U IOCTIe
bera.
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cymy u cripeuna wyxoB HayM (Kostic¢, 1994, str. 187). CmmaHOCT HeHOT NMeHa ca JInposoM
Hajmtahom n Hajiemenntijom hepkom Koppemijom y IllexcrpoBoj ApaMul je OUMITIeHA.

VicTopujcku IOKyMeHTH 13 OBOT TIepM1Ofia CBEOYE /1A CY [iella HEPETKO JOXKIB/baBasa
CBOje popiuTesbe Kao (GMHAHCU]CKI 11 eMOTUBHU TEPeT, 11a Cy OHMU U3 NIPeJOCTPOXKHOCTI
3ajIp)KaBajii [ieo CBOje MMOBMHE KaKo OM MMau eKOHOMCKY He3aBUCHOCT y CTapOCTH
(Young, 2009, str. 56). Kpass JIup Huje 610 Tako Mmygap, mro he My Byzana y Buire HaBpa-
Ta 3aMepuTu cMarpajyhn werosy crapoct MaHoM u noncrosehyjyhu je ca gerumactum
IOHAIIAbEM: ,JIMao cit Malo TaMeTH y cBojoj hemaBoj KpyHu Kafi cit CBOjy 3/IaTHY KPYHY
Iao”; ,OTKaKo ci cBoje hepke mpeTBOPMO y CBOje MajKe; jep KaJj C1 M Ja0 IIPYT M caM
CKMHYO CBOje YaKIIupe, oHe Cy cpehHe sarvtakare [...] pacnomyTuo cu cBoje Kpa/beBCKo ja,
a ceOu HICK OCTaBMO HUIITA; ,,HUje TPebasIo fa OCTAPUII Ipe HO IITO CU Ce OIaMeTHO
(Shakespeare, 1966, str. 383, 384, 390). PeynanHa ob6aBesa MOAAHNKA IIpeMa COLMjATHO]
Y1031 Kpasba U TaTpujapXanHa mocseheHoCT felle IpeMa oueBMMa IyOuIn Cy Ha 3Hauajy
IIpef; HOBUM, HeIIpMPOAHUM U 6e3ocehajuum etocom mMabe reHepanuje, sxelbHe rpabera
COIICTBEHOT UJIEHTUTETA. YBPeXKEHO MUILIIberbe je [ia Cy ofHoCH n3Mehy crape u Miaie rete-
paluje y aTpujapXaaHUM U Ay TOPUTATUBHUM HOPOAMIIAMA YUBPCTH, a/Ii C€ Y CTBAPHOCTHU
ITejmcoBor no6a 1 oBoj IllexcnmpoBoj Tpareuju Mokasyje fa Miaabe reneparyje 4ecto He
Oupajy cpefcTBa 1 MOTy HOBpPeANTI CTapuje fa 6u gouute 1o umwea. OBaj MaknjaBennjes
(Niccold Machiavelli) MmoTo moctao je uypeja Bogmba peHeCaHCHOT YOBeKa Kojit je 6110 y
TPAHSUIUjJ Ka HOBOM JIPYIITBEHOM ypehemy— KanuTaausmy, ITO je MIYCTPOBAHO MU-
CTMMa U MOCTYIIMMa KoBa y Kpamy /lupy xoju npumnazajy Mminahoj reneparuju. Paman
Cenpen (Raman Selden) nctuye fa ce y pamu, 3arpaBo, CyKo0/baBajy OHM KOji IPUXBATajy
crapy xujepapxujy u ¢peynanuu peg (Jlup, Dnocrep, Kent, Onbannu) u MHANBUAYaTUCTI
KOju TIpeficTaBbajy HoBy Oypskoasujy (Enmynn, Konsai, Tonepwa, Perana) (Selden, 1987,
str. 145)."" Ersuctupame 06a cBeTa y paMmu ykasyje Ha lllexcniupos HOKyIlaj ia TIOMMPU
7IBa y4ema: MAKO Cy HeToBe CUMIIaTHje Ha CTpaHM deylamHoT MopeTKa, MU 3HaMO fia je
OH IIPUIIAfIA0 HOBOj OYP>KOa3MjIL.

JIup u IlmocTep ce Ha MOYeTKy ApaMe Hala3e y CBOjoj 30HM KoMopa U [PYLITBEHO]
curypraoctu. Posamu Komn n ®pegepux Gnaxud (Rosalie Colie, Frederick Flahiff) cyrepu-
LIy fla OHM 3aIIPaBO 3aCTYIAjy IIeMnhKu eToc KOju je HecTajao y foba peHecaHce u 4nje
pyllee IocMaTpaMo y gpamu per Hanerom Mnahux renepaunnja (Colie, Flahiff, 1974, str.
196). O60ju1ia cy /bynyt y HO3HUM FOMHAMA XXJMBOTA U 0YEKYjy TATOJHY CTApOCT Y KPYTy
CBOjuX nopopuua. JIup je HaMBHO BEpOBAO Jla MOXeE Jla Ce O PEKHE COLMjaIHe y/IoTe Kpasba,
a Jja y ICTO BpeMe 3a[p>KI1 CBe IIPUBUJIETHje Koje je OHa ofjpasyMeBaa.'> Y CBOM IIpBOM
rOBOPY KOjIM HaM ce IIPefiCTaB/ba, OH Kaxke JIa je IIOieNOo KPa/beBCTBO a 6u cTpecao Opire
U TPYL CTApOCTH ,,Aajyhu ux mmabum cuarama, ga maxire / Muwmmo cmptu” (Shakespeare,

En Tomcon (Ann Thompson), Takobhe, cmatpa pia je Illexcnup MCKOPUCTIO JIETeHAY O Kpaby JIupy
Zia 611 MCTPpaXMO U IPMKa3a0 HOBMjy CTBAPHOCT TPaH3MUIMje OPUTAHCKOT APYLITBA Off (peyaam-
3Ma Ka KalUTammaMy. Jadame Oypxoasuje usmeby 1558. 1 1641. rofyHe JOBEIO je apuCTOKpaTHjy
JI0 KpM3e UJIEHTUTETA, a C/lab/berbe CTapux QeyaTHuX M XUjepapXujcKIX Besa CpelbOBEKOBHOT
IaTepHaaM3Ma HarocneTky he josectn no rpabanckor para (Thompson, 1988, str. 26-27).
JIuposa npepaja mpecrona 6u y jakoOMTCKOM APyLITBY Oumia JOXKMB/beHa Kao nopemehaj xap-
MoHuje npupopHor 1 boxjer pena. Fberosa Tparezuja 1exxun y )XeJbi ia Y>KUBa ayTOPUTET KOjer
ce CBOjeBO/bHO OZIPEKao.
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1966, str. 364). Kaga 6ucMo IpMMeHMIN IIOMEHYTY TepOHTOJIONIKY KIacupuKaLujy cra-
POCTH Ha /MK Kpasba JIupa, pexu 61CcMO Jia ce OH HaJlas) Ha TPAaHMIY CEHMjyMa Y CeHII-
Hocty, 6ynyhn na nma 80 rogyHa. Ha moveTky ipaMe OH He fieyje Kao CEHMIAH CTapall,
HIITH Ce Y BeTr0BOM IIOHAIIAY IIPeIIO3Hajy 3HaLM 60IeCTH 1 HECIOCOOHOCTH Kao 4ecTn
mparuony crapoct. MapTuH cmarpa fia je JIup ommy4no fa mpefa cBojy Biaact hepkama
(3eToBuMa) 360T pajjyIKaIHMX IIPUTUCAKA JIa Ce YEOBO/bY NoTpebama Minafocty (Martin,
2012, str. 27). Mebytum, y cBojoj ayToKparckoj u crapadkoj hymmpusocty, JInp fo>xuspaBa
KopzenujuHo ucKpeHo IpuUsHambe Aa My He JyTyje HUIITA BUILIE Off IPUPOJHE /bybaBn
feTeTa Impema poanuteby u eymanne obasese hepke mpema ouy Kao nsjajy, MOHIDKEbe
U IOHMIITEH€ Hafle Y 33/I0BOJbHO CTaperhe I HEIPOMMUII/LEHO je TPOoTepyje U3 3eMIbe.
Hberos crapu cinyra Kenr he ra 36or oBe 6p3ornere ofryke Ha3BaTy JTYAUM CTapIieM, a
nBe crapuje hepke y ToMe Bifie KapaKTepUCTUYHE MaHe CTApOCTH. MapTuH 3ak/pydyje aa
y BJIXOBUM pedriMa MO>KEMO IIPEIO3HATH CBOjeBPCHY reponTodobujy (Martin, 2012, str.
157). Tonepuia cMaTpa jia ,,Off ElbeTOBe CTapOCTU MOPaMO OYeKMBATI He CaMO MaHe JaBHO
YKOpeHmheHIX HaBMKa, Beh 1 HeoOy3maHy, hya/puBy 3acTpameHOCT KOjy JOHOCE CO60M
HemohHe u 37m0Bo/bHe rofuHe” (Shakespeare, 1966, str. 372). 3atum pozaje:

»DelHy crapal xohe jour ja Bpiiy B1acT
Kojy je npenao! Tako mu xuBora,
Crape cy nype fela, ma ux Tpeba
CrernyTu Kaji 1acky snoymnorpebe.”
(Shakespeare, 1966, str. 378)

YnmecTo fa 6yzie MOKOPHA Ipef 3aXTeBMMa CTApOr olia, [oHepuIa My Ap>KY IIPUANKe
360r ,crapauke MygocTi” 1 ,NyA/bUBMX HACTYIA U IOKYIIaBa fia Ia peBaciuTa: ,,Crap
U jocrojaHcTBeH Oypute u Myfap” (Shakespeare, 1966, str. 385). Y6ebyje ra ga cmamu
CBUTY BUT€30Ba CaMO Ha OHaj 6poj ,KOj! LONKYje Ballloj CTApOCTI , JOK Ce Y CYLITUHY
mpubojaBa opy’kaHe BOjCKe KOja joj MOxKe yrposuTy Biact."”® [IBe cecTpe cy yapyxeHe y
XKeJbH Ja CITYTajy caMOBOJbY OLja 11 E-erOBY cTapauky hys ma 6u ocurypare ract. Jlup je
HopaskeH IpeJ] YMHeHUIIOM 1a Ta i Perana TpeTupa Kao yMOOOTHOT CTapIia:

»BU cTe cTapm, rocriofinHe.
ITpupopa y Bama croju Beh Ha pyOy
Ipanuie; Bama Tpeba fa yrpasba
V1 ma Bac Bofyt pa3bopuToCT Koja
Cxsata Ballle crambe 60/be HO BY caMi.”
(Shakespeare, 1966, str. 406)

[ybuTax colyjarHOr MONOXKaja Kpasba 1 olfa yop3asa Kof JIupa ,,jaB/barbe HeraTyBHUX
npoMeHa y dasn crapema’ (Jakic¢ Kozar¢anin, 2003, str. 31). Haramra Illodppanar ncrude
Jla CY Y IeTOBOM ITOHAIIAkY HAKOH 1U3/aje hepKy KpUTHdIapyu MpernosHaBatu CMMITOMe

© Komu n ®naxud HanoMumy fia ca I7IefUIITa HOBOT QyHKIMOHAMM3Ma HeMa HU4er Yy/IHOT y

TOMe 1ITO iBe hepke Koje MMajy BIIacT XeJjle ja CMarbe OYeBY CBUTY U KaO MCTOPUCKYL IIPUMep
HaBofe moparak fa je Enusabera [ orpanndnna 6poj opyxannx nocnyusnka Mepu Crjyapt
(Colie, Flahiff, 1974, str. 199).
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»IIPOTPECUBHE CEHWIHE JIeMeHIje, MaHuje, NeNUpujyMa, elipecuje, KpaTKe peaKTUBHe
Iicuxose, bunonapHor nopemehaja, MHBOMYTYBHE MeJIaHXOMNje, a OMIIO je M MULIberba 1A
je OH MEHTAJIHO 3[PaB, OCUM LIV30VIHE eNU30/e YMjIi CMO CBELOLM Ka0 YUTAOLY fpave”
(Sofranac, 2013, str. 104). Tpuu6mar cMaTpa f1a je JInpos MaxHUTH 6ec OITOBOP HE ,,cCaMO
Ha OecpaMHy He3aXBalHOCT meroBux Khepn, Beh u Ha yxac of nmpetrBapama y 06uIHOT
cTaplia, HAMEPHMKA, KOju Off CBOje Aelie Tpaku muwtoctuwny (Greenblatt, 2006, str. 360).
Jako TO YMHU NPOHNYHO, IETOBE peul 13a3NBajy caxabere 1 caocehame unramana:

»J]a OIIpoIITaj MOIUM?
Kako 611 To Kpas/beBCKOM JJOMY HpYIN4umIo!
Muna xhepu, eBo, Ipu3HajeM Ja caM cTap;
CrapocT je HeKopycHa; Kinedehn e Monmm
(Knexne)
IMogapy Mu pyxa, HOCTe/bY U XpaHy.
(Shakespeare, 1966, str. 406)

JIup je mpuMopaH fa MOMU ,K'O CTapu CIyra, 3a meHsujy/Pax 6egaor xusora”
(Shakespeare, 1966, str. 408), 1ITO je fUpPEKTHA aTy3Kja Ha JIOLI CTATYC CTAPUX U CUPO-
MaIIHUX JbY/iY Y peHecaHCHO jo6a. OH cMaTpa Ja ce 11e0 CBET YPOTHO IPOTUB CTapPOCTH:

»O, HebO,

AKo BOMMII CTaplie, aKO TBOja MIJIa

BiacT Tpa)ku MOC/TYIIHOCT, aKO CH ¥ TU CTapo,

Hex je oBo TBOja cTBap: cubu, onbpamnu!

(Tonepwn)

Jla moryepam oBy 6pany je 1 Te cTup?”
(Shakespeare, 1966, str. 408)

IMTopaxkaBajyhe je ga ce cenoOpaz oTal 1 HeKafallmsy Kpab yMosbasa hepxu: ,,Hehy
T 6uTY TexXak, gete” (Shakespeare, 1966, str. 409). Iberos HemoBplIeH McKa3s ,ja caM
BaM JIao cBe..” yKasyje Ha To fia je 6uo mobap oralj 1 ia Hije 3aCTTy>KIMO OBAKaB TPETMaH.
[Mexcnup He MacKupa JInpoBe MaHe Koje y CTapOCTM IIOCTajy USPayKeHMje M HECXBAT/bIBE,
Beh OTKpYBa IpaBo /NIl IPYLITBEHe CPefHe KOja HeMa CaMIJIOCT IIpeMa CTapOCTH M He
Jorrymira joj cmaboct. MHOa cMaTpa fia je To ,,Apyru Buj Hecpehe cTapux pynm - cyko6
reHepalyja, HeCTpI/bebe MIaNX KOjU I'ypajy cBoje ctapuje y mponact” (Minois, 1994,
str. 364). Jlynuno of Taga mporosapa 13 JIupa u oH je 10 ,,COICTBEHOM IIPU3HAY, OPOHYO
U CEHWIAH cTapal] Koju 6u Tpedano fja MMa BuIlle MyAPOCTI CXOJZHO TOfUHAMA, a He Ja
[IOCTIEfHbe JaHe CBOT KMBOTA IPOBOAM Ha mmyctapy u onyju” (Andrejevié, 2018, str. 236).
BpxyHari cBoje eMoTVBHe U pusmuke c1abocTy, TyAnia u gemupujyma, Jlup ucnompasa y
JyBEeHOj CIIeHM Ha ITyCTapy Kafia ,9yIa cefie Koce’, IPpU31Ba MyHhe ¥ TPOMOBE Jia Ta CIIpiKe,
jep je oH ,,cmab, mpe3penu crapan” koju oceha fa ¢y ce Hebecke cuiie yApy>Xue ,,ca BeMa
3muM khepuma mojum/ITpoTus oBe crape, ceme riaase. O!/CpamHo je To” (Shakespeare,
1966, str. 415). [loBenen o pyba ersucreHuuje, pasyMma 1 >KuBoTa, JInp crosHaje UCTUHY O
COLIMja/IHOj HelIpaB/M CBeTa KaJi yIylefia Iygor ToMa 1 IIpusHaje CONCTBeHY KPUBUILY Y 1b0j
KPO3 IeroB jeAVHI MOHOJIOT KOjyI TO4MIbe CTUXOM: ,,Cupoty, rormy 6emuniy” (Shakespeare
1966, str. 420). OBa cuena aconupa Kpuca @urepa (Chris Fitter) Ha MapruHanisoBasu
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nonoxxaj 6eckyhHmka, cupomaxa u crapana mvpom Enrecke y lllexcmipoBo 1o6a, 1ma oBy
IpaMy Hasuba repujaTpujckoM Tparenujom (Fitter, 2017, str. 222).'

Tpehn n verBpTn unn lllekcrmpoBe Tparenuje mpukasyje cBy camohy, Tyry u Hemoh
KOjy cTapocT Hocu ca cobom. Ta crmka ce ycmoxxmapa ¥ [yIInpa IpUKa3oM HapylleHe
er3ycTeHNuje cTapiua IlmocTepa, Koju U caM Npumaja naTpujapxagHoM Koy /pyan. OH
6orwe op JIupa yBuba omacHOCT Kojy 3a IPUPORHY pefi U 3aKOH IIPeACTaB/bajy Maabe rexe-
panuje: ,OBaj MOj HeBasbaalj OTIA/ja IOf ITpeCKa3ambe; eTO olja IPOTHB fieTeTa. Hare
HajOo/be BpeMe je IPOLIIO; CIVIETKe, IPUTBOPCTBO, M3[jajCTBA U CBY PYLIMIAYKM IPEeBPATH
HeMIpHO Hac Iparte y Haut rpo6” (Shakespeare, 1966, str. 376). Itoctep je n3amannmymmucan
U MHCTpyucaH EfMyHIOBUM MaKyjaBeTMCTIIKIM [IAHOBMMA 1 63 06311pa Ha TIOYeTHY
KPUBUILY y TpeTUparby BaHOPAUYHOT CYHA Kao KOIIIeTa, OH IocTaje Beha xprsa oxf JInpa.'”
EnmyHz je BaHOpavHO feTe M caMuM TUM OTIAJHNUK U3 IPYLITBA, Te IIpey3uMa Cyg0nHy
y CBOje pyKe 1 3aHeMapyje CBe pYLITBeHe KOHBEHIIMje fja O JJOIIa0 10 CBOT Lijba. ,, AKO
He pobemem, ymom hy semme crehu; / Cse je ompaBpano, mrto me Bogu cpehir’;, kaxe o
(Shakespeare, 1966, str. 377). OH je ,,cum607 40Beka HOBOT foba mpema KoMe je Illexcrmp
uMao ofpehero pasymesatbe jep je U caM IPUIIALA0 TOj K/IACK YOBEKa: Off CMHA PyKaBuIapa
pocreo je go mwiemuhkor rp6a, 6orarcrsa u cnase” (Andrejevié, 2016, str. 436). Enmynp y
HOIMETHYTOM IIICMY OTKpMBA IIpaBU cTaB MIabe reHepalyje mpemMa CTapoCTH:

»OBa IMOUTMKA I [IOIITOBAE CTAPOCTH YMHE CBET FOPKMM Y HajOO/bUM TOAIHAMA
Halllera >KMBOTa; ycKpahyje Ham 671aro cBe [JOK Hallla OCTape/IocT He Oyie BUIIe Y CTatby
Ia yxuBa y memy. [lounmeM ga cMaTpaMm jia je 6yamacTo u 1yo 0Bo poboBame mop,
IIPUTUCKOM CTapadke THpaHuje, Koja Baja He 3aTo WITO uMa Moh, Beh crora mro je
tprumo” (Shakespeare, 1966, str. 374).

Opnoc crapujux hepku npema JIupy un BaHOpadHOr cyHa IIpeMa [locTepy nokasyje
cy0Bep3MBHIU IUTaH Mahyx reHepalyja, KOju ce CIIPOBOAMO U Y IIPaKCK e13abe TMHCKO-ja-
KOOMTCKOT IaTpyjapXa/THOT APYIITBA. [TI0CTepOBO He3acmy>KeHO Myderbe of cTpaHe MIabe
reHepanyje y ClieH) Kajja My KolIlajy o4y, 1o 6pyTanHocty 6e3 npemua y llexcnuposum
»BEIMKUM TparefyjaMa, YMHM OBaj ja3 TONMMKO HEIPEMOCTUBYM Jja HaM ITOCTaje jacHa
EprapoBsa 3aBpliHa ped fja €y cTapu ,,l1atiy, a Miaj Hehe Hyuko / Hu Bupety HuTH XmBetn
tormko” (Shakespeare, 1966, str. 476). MapTun cyrepuiie fia ce [lTocTepoBM CTUXOBM ia CMO
M (7yEn),60roBMMa KO MyBe HecTalrHuM / [ledarpyma; ony Hac youjajy papu / 3abase”
(Shakespeare, 1966, str. 435) MOTy CXBAaTUTM ¥ Ka0 alys3yja Ha MIaJOCT KOja ce IIOUrpasa
ca crapuma (Martin, 2012, str. 162-163). Kapa ciemn nocraje cBefok JIupose nerpapa-
1uje y mynuiny, [JocTep IpenosHaje y BUX0BOj CyROMHM YHUBEP3aIHY CIIMKY CTapOCTIH:

JIux Eprapa mpepyuenor y nygor Toma ropiceha Ha rymeBHe 60ecHIKe U3 TOHJOHCKe OOTHN-
e Bepmam, anu 1 Ha mporamaHe KaTonuke. Y BpeMe HacTaHKa Kpama Jlupa 6poj ckutHuma y
Jlonnony 610 je nosehaH HBaHaecT MyTa, I1a Cy BIACT [JOHETIE 3aKOH fia ce Ou4yjy, CTaB/bajy y
OKOBe 11 BeIllajy CBYI OHM KOju HeMajy pebuBamte, Hopogyu Ourep. OBaj KpuTHYap 3aK/bydyje
ma je lexcrmpos Kpa /Iup jefyiHu TEKCT eHITIecKe peHeCaHCHe KIb/DKeBHOCTH KOji IIpOoCjaderhe
IpefcTap/ba TparnyHo a He KomnyHo (Fitter, 2017, str. 228-229).

JaHTr HaBOZY [ia je CTaB APYLITBA IIpeMa BaHOPAuHO] [ielM y IePUOJy peHecaHce 61o aMOuBa-
JIeHTaH: OYeBMMa je 6o oMoryheHo Jia MX NIpU3Hajy, aiu Cy ce dernhe CTUTMaTU30BaIa Kao
cpamua u nadepuopHuja gena (Young, 2009, str. 59).
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»0, pasopeno nerno npupoge! Taj ceemup/ Hecrahe y uumra” (Shakespeare, 1966, str. 450).
Y oB0j cienn lllexcnyp MajcTOPCKM CITaja iBa 3aIljieTa i IBa CTapla JOBeJeHa JJO MBULE
IIOHODA. ,,IIpeBMuIle cTapy 1 HaMy4eHH fja 611 MOIJIM Jja HacTaBe Ja XIBe, a CBECHNU TOTa
fia Cy MOC/IeuIle BIUXOBUX IIOCTYNAaKa UCYBMIIeE BeJKe ja O1 ce MOITIe aHy/IMpPaTy, OHM
yMUpY Kao npasy Tparnyuy jyHaiy” (Andrejevic, 2016, str. 460). YTexy, CIIOKO] ¥ OIPOIITA]
IIpOHasa3e Ha TPEHYTaK y /bybaBM CBOje BepHe Jietie, Enrapa u Koppenuje. Ynmennna fa
»JPYLUITBEHY U TIOPOMYHM KOHTEKCT He CaMO fla Cy Ba’KHI 3a HACTaHAaK M Pa3Boj IICH-
XUYKUX IpobyeMa, Hero u 3a He/omopasak obonerne ocobe” (Dragisi¢ Labag, 2019, str. 4)
nocTaje ounresHa u Ha npumepy Jlupa u Imocrepa. Tpaxxehu op JInupa onpouiraj Ha Kore-
HuMa, Kopzenuja my Bpaha ynory naTpujapxantor ayTopurera KakBy je MIMao Ha IOYETKY
IpaMe U 3aCTy)X1o Kao oral.'® TuMe 11TO 4MHY Ja 000j1la yMpy npupopHoM cMphy, mro
je peTKOCT Y leTOBMM Tparenujama, lllekcrimp mnckasyje caMmiocT mpeMa cTapluyma Koju
CY IOBOJ/BHO MATW/IN Y XUBOTY. ,,JJoOpO U y4nMHMO, ITeCHIYe, IITO CU Y610 TOT CTapIa
(JImpa)”, caocehajHo je pexao Buxrop VMro (Victor Hugo, 2009, str. 163).

3aK/byyak

3penuju u crapuju MMKOBYU 61 Cy Hocuoly panmbu [lekcnupoBUX KaCHMjUX Apama
BEPOBATHO 3aTO LITO Ce U caM O/IIDKIO TIO3HUjUM TOAMHAMA U MICA0 O CTapPOCTI U CMPTH
ra je BUIIIe 3a0KYII/baIa, anmu y Tpareauju Kpam /lup oH ce ,HajBuiie of cBUX ycpeacpebyje
Ha CTapOCT, Ha HeMM/Ty HeMIHOBHOCT YCTYIIara BIacTi, rybuTka kyhe, semme, ayTopu-
TeTa, /byOaBu, Buga u came nametn’ (Greenblatt, 2006, str. 356). Konnko rox ce yecto
Bpahao TemMama cTapocTi y CBOjUM IOTOBUM ApaMama, Kpam /Tup npepcrasba BpXyHal|
y HaunHy 06pajie OBe TeMe Y IeTOBOM OIYCY I YKYITHOM JPaMCKOM CTBapa/allTBy TOT
nepuopa (Martin, 2012, str. 174). 360r reHeparujckor cykoba, HeXyMaHOT OffHOCA Jielie
IpeMa pofyuTe/blIMa ¥ HeCaMMUIOCTY IIpeMa CTapOCTH, MHOTY KPUTUYAPY YNTAjy Tparefujy
Kparm JIup xao ynosopeme pYIITBY 10 KAaKBUX ITOCIEANIIA MOXKE IOBECTI OXOJI OJFHOC
MJIaIUX TIpeMa cTapuma. ,,lllexcrnup He 61 yBeo mapaje/iHu 3aIIeT KOjU OIUCYje CYAOuHy
jOII jeffHOT CTapor YOBeKa 11 OJHOC Jelle IIpeMa BbeMy /ja My Hifje Orta HaMmepa [ja Harmacu
3Ha4aj oBe TeMe” (Andrejevié, 2018, str. 235).

[lexcnup je 0BOM JpaMOM IIPMKa3a0 MapTMHA/IN30BAH JPYLITBEHM I10/I0XKAj CTa-
POCTH, i je YKas3ao U Ha IeHy OHTOJIOIIKY OuT #ajyhu joj yHUBep3anHy fuUMeEHSN]Y.
[TorpermrHy 1 HeXyMaHM TIOCTYIILM POANTE/bA He MOTY Ce YBeK OllpaBjaBaTu crapoiuhy n
y ToM KoHTeKcTy Muucent Ben (Millicent Bell) ycnoxmaa rmeuxosomniky kapakrepusa-
11y JIupa u [ltocTepa Tako IITO UX ONTYKYyje 3a 37I0yNOTPedy pOAUTE/bCKOT Ay TOPUTETa
U IOKpeTarbe TouKa Tparmune cynouse (Bell, 2002, str. 176). OBO He MO>XXeMO OCIIOPUTH,
a/NM CBY BUXOBY NAaTHY y Aa/beM TOKY Pajiibeé MOPaMO IIPUIINCATY OXOJIOM IOHAIIAY
mtahux reHepaumja u CIoXuTH ce ca JInpoBuM peurma ia je OH caMo ,,C1ab, pespeHn
cTapaly’ 1 4OBeK ,,CIIpaM Kora IPeInIo ce Buiie Ho 1mTo je rpeumno” (Shakespeare, 1966,

1o “KievameM, fielia u3paxkaBajy CBOje IIOLITOBabe 1 IIOApeheHN cTaTyc, Kao 1 IpU3Habe POIUTe/ba

Kao 13Bopa cBojux 6rha u ngenTNTETa. AN K/Iedare, Takobe, 3SrO{HO [J03BO/baBa POAUTEIbY
Jia CTaBY pyKe Ha IVIaBy JleTeTa 1 UTPa HeKy BPCTY mocpefHuka nsMely Heba 1 3eM/be AaBarbeM
6marocnosa” (Young, 2009, str. 53). Y oBOM puTyasy orjiefia Ce peIMIMO3Ha IIPAKCa JaBarmba
6/1aroc/IoBa CBEIITeHNKA.
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str. 415-416). Vaxo je JIupoBa Haria ofIyKa IIpou3Beia YNTaB HI3 TParn4Hux gorabaja,
Off IIPeCyHOT 3HaYaja 3a APaMy jecTe [ja je OH 0CaM/eCeTOrONUIIIbI Kpajb I paterfamilias.

Oga [llexcnimpoBa Tparesinja ce y caBpeMeHOM KOHTEKCTY MOKe TyMauMTH! ¥ Kao
IIpMYa 0 Ay TOKPATCKMM BJIaflapMMa U IECIIOTCKIM PeXVMIMA, COLIUjaTHIM ¥ €KOHOMCKIM
Hempasjama 1 pobreMuma y mopopgunu. Mehytnm, mogepansosamem seh mocrojehnx
Bep3lja cTape jereHze o JInpy, BUXOBUM IpyIarohaBameM NCTOPHUjCKOM TPEHYTKY U OKOJI-
HOCTMMA jaKOOUTCKOT APYLITBA, AT/ U CBOjMM BPXYHCKIMM MajCTOPCTBOM Y HUjaHCUPAmby
PasIMYNTHX JPYIITBEHUX pelallja, CIajajyhn MHAMBULYaTHO M KOIEKTUBHO MCKYCTBO,
Mexcnup je tparenujy Kpas /Iup yaunuo yHuBep3aTHOM aleropujoM o crapoctu. Opcon
Benc (Orson Welles) ce y mosHum rognHama omnpefenno fa 6air by eKpaHusyje, amu ra
je 'y Tome cupednna cMpT. Topron MekMyrten Geesxn fa je YyBeHN IIyMall 1 pefUTesb
y Kpamwy /Tupy mpemnosHao mpudy o CTapocTy, rybutky Mohu u cMpTi 1 pekao fa cMo

»y HallleM KOH3YMepPCKOM APYLITBY MM Kpa/beBI M O4ajHI JbYAN OXpabpeH fa
3abopaBumo fa hemo mkaja yMpeTn, a ja CTapocT MOXKe OMTHU OJIIO>KEeHa IIPaBOM Kpe-
Mom 3a nutie. [...] Kaga crapocT nckymaBa nin HaTepa 40BeKa [ia caM IIpefia U3BOP CBOje
[OMMHALMje Hafi M/IafiuMa — CBOjy MOh — OHJia OHM, M/Iaji, TIOCTajy TUPAHY, a OH, KOjI
je 6mo cBemohaH, nocraje nensuounep” (McMullan, 2007, str. 315-316).
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TRAGEDY KING LEAR?

(Translation In Extenso)

Abstract: The focus of the research in this paper is socio-cultural interpretation of
the phenomenon of old age and intergenerational conflict with the literary projection in
King Lear. The study of the socio-historical context in which the play was written is fo-
cused on the renaissance interpretation of old age and equation of the representatives of
this age group with the remainder of the feudal system at the moment of the awakening of
individualism and the beginning of capitalism. The interdisciplinary approach has been
applied in the research, while the basic theoretical framework of the paper is composed of
the theses of the sociology of literature and theatre, literary methods of new historicism,
as well as gerontology, the psychology of getting older, and sociology of the family. The
main hypothesis considered in the paper is that this Shakespeare's tragedy reflects the so-
cial reality of the late renaissance era, including the marginalized position of old age. The
obtained results show intolerance of the social environment towards old persons and the
subversive character of younger generations that often express gerontophobia, which is in
favour the classification of King Lear as a geriatric tragedy.

Keywords: old age, intergenerational conflict, family, Renaissance, Shakespeare

Sociology of literature and literary sociology

Based on the fact that literature reflects different categories of social structures, nu-
merous theories of the literary sociology and the sociology of literature have emerged, and
they match at certain levels. The sociology of literature often sees a literary text only as a

! ana.andrejevic@pr.ac.rs

2 The paper is the result of the scientific-research activity implemented by the Faculty of Philosophy,
the University in Pritina, Kosovska Mitrovica, and funded by the Ministry of Education, Science
and Technological Development of the Republic of Serbia.

1757



Ana M. Andrejevié, Socio-cultural interpretation of the phenomenon of old age in Shakespeares...

social document and seeks models of interpersonal behaviour in it, while the literary sociol-
ogy interprets literary values in literary works and reveals socials and historical implications
in them. What they have in common is the exploration of the social-historical context in
which a work of literature is created. Erich Kohler thinks that “every literary sociology must
act historically, and every history of literature must act sociologically” (Petrovi¢, 1990, p.
37). Elizabeth and Tom Burns emphasize that it is possible to think about Elizabethan and
Jacobean worlds in historical terms without Shakespeare, but is impossible to think about
Shakespeare's works in literary terms independently of these socio-historical periods (Burns,
Burns, 1973, p. 20).” Trevelyan believes that on Shakespeare’s pages we can find people of
that time and that “from his plays we can learn more about real relationships between the
sexes, about the position and character of Elizabethan women than it is generally possible
to express in social history” (Trevelyan, 1982, p. 189).

From the determinist theory of milieu of Hippolyte Taine, who was the first to deter-
mine a systematic relation between literature and sociology, to Marxist theories of Gyorgy
Lukécs and Lucienne Goldmann, “a realistic-positivist understanding of art as a reflection
of reality” has been established (Milosavljevi¢, 2000, p. 369). Goldmann believes that the
vision of the world shown in a work of literature is not an individual vision but a social fact.
In that respect, the author is a trans-individual subject reflecting the ideas of the collective
consciousness built “in the global behaviour of individuals participating in economic, so-
cial, political etc. life” (Goldmann, 1967, p. 55). Diana Laurenson and Alan Swingewood
point to the importance of Goldmann's theory about tragic visions in a work of literature.
They “represent a deep crisis in the relationship between man and his social and spiritual
world” (Laurenson, Swingewood, 1972, p. 70). Goldmann's theory can also be applied to
the example of King Lear, since this tragedy presents the social crisis of the late Renaissance
age and reflects the general loss of trust in the stability of the order and the society in which
each individual has a certain place.

A writer consciously or subconsciously adopts norms, customs or worldviews of the
society surrounding him and he forms a certain relationship towards social reality. The
inner logic of a literary work and its artistic qualities are characteristic only of literature, but
sociology can point to the truthfulness of transmitting reality and contribute to the discovery
of the relations in the triangle writer-work of literature-reader. Literature is never a mere
reflection of the society, but it is the “essence, shortening and contraction of entire history”,
according to René Wellek and Austin Warren (Wellek, Warren, 1985, p. 119). It was Wilhelm
Dilthey that insisted on the knowledge of historical epochs in which literary works were
created in order to interpret them more comprehensively (Dilthey, 1980, p. 239). However,
that is also done by more modern literary-theoretical methods, such as cultural materialism
and new historicism.* They insist on the contextualization of Shakespeare's plays, where-

Shakespeare wrote during the reign of Queen Elizabeth I and her successor James I Stuart,
known as Jacobean era I history and literature. George Macaulay Trevelyan is right to stress
that Shakespeare’s works “could never have been produced in any other period than those late
Elizabethan and early Jacobean times in which it was his luck to live” (Trevelyan, 1982, p. 187).

Raymond Williams coined the phrase cultural materialism that denotes the idea of cultural
phenomena being studied in the context of material and social circumstances in which they
emerged. Williams* studies inspired Jonathan Dollimore, Alan Sinfield and other critics to interpret
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as the former observes them in the modern context, and the latter in the light of various
Renaissance documents. Using the theoretical postulates of these movements, may critics
continue to search for history in the text, and for text in history, interpreting literary works
in a broader social context, most convincingly in relation to English Renaissance drama.

Drama as a reflection of reality

Since Renaissance dramatic works were written exclusively for the theatre, there is
an important opinion of Jean Duvignaud that the theatre is “an art whose roots are found in
social life and which is interwoven in the living basic element of collective experience more
than any other art; [...] Theatre is a form of manifesting social life” (Duvignaud, 1978, pp.
1-2). This sociologist thinks that novels and poetry are not necessarily socially conditioned,
but drama as a theatre performance turns the aesthetics of the text into social action. Out of
four important research areas of theatre art from the sociological perspective put forward
by Duvignaud (audience views, theatre performance morphology, sociological theatre
thematology and studying the forms of theatre review and its role), theatre thematology is
of the greatest significance for the topic of this paper. Namely;, it is the

“study of the functional relationship between the content of theatre plays, as well as
of their style, and the real social frameworks, particularly the study of the relationships
between the content and the style, and the types of global social structures and social
classes” (Duvignaud, 1978, p. 55).

Drama as a literary genre is particularly shaped in line with reality because it requires
an audience looking for a “mirror of the nature”, the man and the society in a performance.
Shakespeare’s Hamlet leads us to conclude that the task of “playing is to show virtue her
own feature, scorn her own image, and the very age and body of the time his form and
pressure” (Shakespeare, 1966, p. 285). We will look for that form and pressure of the society
in the dramatic text of King Lear which was written to be performed in the Jacobean theatre,
with a particular focus on the explanation of the phenomenon of old age and the conflict
of generations. Theodor Adorno noted long ago that social antagonisms emerge from all
Shakespeare’s works, but they are manifested through individuals and passion from all
Shakespeare‘s works (Adorno, 1979, p. 413). That is also evident in the case of Lear, who
does not make any stereotypical movements expected from one king, father and old man
in the Renaissance society; that is not done by his subjects, children and representatives of
the younger generation either, thus heralding the beginning of capitalism.

Renaissance plays in the socio-historical and political context and to express special interest in the
action of power structures and problems of vulnerable social groups (Parvini, 2012, pp. 122-139).
Stephen Greenblatt is considered the founder of new historicism, the movement that interprets
Renaissance drama through a broader social context of the 16th and 17th centuries, stressing
that “we are shaped by cultural institutions — family, religion, the state” (Greenblatt, 2011, p. 338).
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Generation conflict and defeat of old age
in English renaissance

The generation conflict in the Renaissance period was evident in all spheres of social
life. It was reflected at the political, family, as well as religious level, when younger generations
advocated church reformation, and the older ones remained loyal to catholic ideas. A larger
disharmony between age categories of the society was obvious after the outbreak of plague,
when numerous social changes occurred, bringing insecurity to the social order, family hi-
erarchy and divine justice, as Todor Kulji¢ states (Kulji¢, 2014, pp. 144-145). Plague took the
lives of a large number of young people, which caused the regrouping of the survivors into
broader communities. The economic and political power of older people and the abrupt
increase in the share of the oldest people in the population led to the generation conflict in
the 16™ century England, which will also be seen from the example of King Lear. Christopher
Martin stresses that during the reign of long-lived Elizabeth I, intolerance towards the older
generation escalated. Although between 1541 and 1606 the population of those over 60 years
of age was only 7.21-8.67%, young people saw them as an obstacle to success (Martin, 2012,
p. 2). Contrary to some nostalgic myths, there were no harmonious multigenerational house-
holds in the Renaissance period, according to Marianne Novy. She mentions the fact that only
5% of older parents lived with their children, while others were left to the poorly-organized
social institutions (Novy, 2013, p. 123-124).° Family and intergenerational conflict conflicts
were also deepened due to the unjust law of primogeniture that was in force in England for
centuries.® The law favoured the oldest male heir, but in case of an heiress, matrilineal pri-
mogeniture could be enforced. It was rarely practiced, except for the case of succession to the
throne. If there were several girls in a family (as was the case in King Lear), the law allowed
equal division of inheritance. The decline of Lear‘s kingdom could be attributed to his failure
to observe the law of primogeniture, but equal division of the kingdom points to a fairer un-
derstanding of the inheritance right, which was subject to particular debate in Renaissance.
Younger descendants objected to this law more frequently and loudly.

Renaissance celebrated youth, life and revival, while seeing old age as a great defeat for
the man. Edgar Morin thinks that old age “in psychological terms, is the state of compassion
with the thought about death” (Morin, 1981, p. 347). Indeed, old age is inevitably related to
the loss of power, strength, status and life, whereas youth is its opposite reality.” John Vincent

> Queen Elizabeth's The Old Poor Law, which envisaged the existence of the institution of homes
for the poor where incapable, sick and old people could get clothes, food and a short stay, did not
largely contribute to the improvement of the condition of vulnerable social groups.
¢ Bruce Young states that the oldest son's customary right to inheritance (patrilineal primogeniture)
was practised in feudal England and survived until as late as 1925 due to the preservation of the
hereditary monarchy or family estates (Young, 2009, p. 58).
Norberto Bobbio reminds that a road from the new to the old is always regression, while the one
from the old to the new is always progress (Bobbio, 2001, p. 24). Old and young, or old and new
are binary opposite categories, and in that relation, old automatically has a negative connotation.
Bobbio lists specific examples: a new order replaces the old one, New Testament comes after Old
Testament, the New World is opposite to old Europe, new bourgeois class replaces old aristocracy,
just as the new proletarian class overthrows old bourgeoisie (Bobbio, 2001, p. 24).
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suggests that the negative image of old age is a consequence of social processes and practices
that impose the difference between middle-aged and old persons, and it is discriminative
and potentially harmful to the entire society (Vincent, 1995, pp. 21-22). Depending on
various social circumstances throughout history, an old man was respected or despised,
appreciated or sentenced to death; he was a sub-man or super-man, according to Louis-
Vincent Thomas (Thomas, 1980, II, p. 161). In art and literature, an old man is depicted as
a lively sage or angry father (senex iratus), and his negative characteristics were particularly
suitable for the characterization of comic dramatic characters. Georges Minois thinks that
Renaissance revealed repulsion towards old age among ancient Greeks and openly showed
all its “unpleasant forms” (Minois, 1994, pp. 322-323). In his famous work Utopia, Thomas
More implied that one should treat respectfully old people who are useful to the society;
otherwise, they should be socially responsible themselves and commit suicide (Minois, 1994,
p- 356). In The Praise of Folly, Erasmus Roterodamus gives an honorary place to an old man
in his gallery of lunatics, criticizes his insatiable desire for life, and identifies him with a child:

“And indeed what difference can be discerned between them, but that the one is
more furrowed with wrinkles, and has seen a little more of the world than the other? For
otherwise their whitish hair, their want of teeth, their smallness of stature, their milk diet,
their bald crowns, their prattling, their playing, their short memory, their heedlessness,
and all their other endowments, exactly agree” (Roterodamus, 1995, p. 42)

Similarly to Erasmus, Shakespeare described the last stage of human life in his play As
You Like It, through Jaques® monologue about seven “ages” of life, starting with the famous
verse “All the world's a stage” Old age is the last “scene” ending this “strange eventful histo-
ry” of life: “Second childishness and mere oblivion, / Sans teeth, sans eyes, sans taste, sans
everything” (Shakespeare, 1966, p. 50). In the state of madness, Lear will say: “When we are
born, we cry that we are come to this great stage of fools” (Shakespeare, 1966, p. 452), thus
implicitly comparing old age and infancy. Namely, a fool was a euphemism for old people in
Shakespeare's era (Novy, 2013, p. 136). Cordelia also calls Lear “this child-changed father”
(Shakespeare, 1966, p. 456) when she sees his transformation into a demented old man.

Science of age

Science has not reached the consensus about what period of life should be defined
as old age. Although old age can be an individual feeling, it is still a natural, biological
and psychological phenomenon. Modern gerontology divides the third cycle of the man's
life into three periods: “a) senescence (from 40 to 60) — the time predecessor to old age;
b) senium (from 60 to 80) — the state of old age in which every individual is found; c) senility:
an individual state, independently of the actual age” (Mladenovi¢, 1977, p. 241). Anthony
Giddens suggests that old age should not be equalized with poor health and incapability
(Giddens, 1998, p. 106), but the adjective “incapable” most commonly goes along with old
age because the people in this stage of life show certain weaknesses that rank them among
socially useless persons (Vincent, 1995, p. 20). This period of life is characterized by many
“involutive changes leading to the loss of abilities and the weakening of the body and nu-
merous functions” (Mini¢, 2020, p. 27). Psychogeriatry emphasizes frequent irritability and
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the lack of empathy as the main characteristics of old people (Sumrak, 2010, pp. 95-96).
“There is no longer enthusiasm, the former feelings of satisfaction are lost, as well as the
feeling of complete health. There is no longer desire to undertake anything, and the sense
of uselessness is slowly emerging” (Vukovi¢, 2008, p. 220).

The social treatment of old people and their marginalization, particularly from the
moment of introducing the old age pension limit, have largely provoked their dissatisfaction,
the feeling of uselessness and unproductiveness. The retirement of individuals from active
and professional life began to be applied much before the actual determination of the old
age pension limit, and the only difference is that it used to be done at one‘s own discretion.?®
No sort of exclusion was imposed on them, while today's attitude towards older people
who have been excluded from professional and social life is properly called hidden social
killing by Thomas, who primarily refers to their putting into separate institutions such as
old people’s homes (Thomas, 1980, I, p. 81). Sumrak emphasizes that the modern theory
of exclusion in gerontology implies a person’s decision to retire from the society and give
up former social roles (Sumrak, 2010, p. 114). Such exclusion may be simultaneous by the
individual and society, and then we can speak of successful exclusion from the social role.
We may say that it was exactly what Lear attempted to do. On that road, the greatest sup-
port to the man can and should be provided by the family. Satisfied aging may be achieved
only within the family and the society that will provide older people with a sort of social
interaction. “Important issues in this stage of the life cycle refer to finding the sense in one‘s
life, integrity, reorganization of life and life goals” (Mini¢, 2020, pp. 61-62).

King Lear and Gloucester encounter most of the above-listed problems in their old
age. Both of them are old people, widowers, rejected by their children, left to the mercy of
the nature and passers-by, with poor health (physical and mental), therefore we quickly
forget that the former is the king, and the latter is the lord, looking at them as ordinary
people that can have this sort of destiny everywhere and always. Shakespeare’s special skill
to transfer problems from an individual to a collective plane makes him our contemporary,
because in his works we repeatedly discover the unchangeable quality of human nature
and social relations.

Phenomenon of old age in King Lear

We will begin the explanation of the phenomenon of old age in King Lear based on
the classification of this play as a family tragedy, where the main conflict is the one between
old parents and children.’ Greenblatt thinks that the focus of the play is not in the problem
of power and inheriting the throne, as it is commonly interpreted, but in the unenviable

8 Shakespeare retired from London's throng when he had obtained sufficient money for living
comfortably in his peaceful, pastoral Stratford-upon-Avon.

The subtitle of the Quarto edition of this play says that this is a true story about the life and
death of King Lear and his three daughters, and the unhappy life of Edgar, son and heir of Earl
of Gloucester, which leads Meredith Skura to interpret the play as a family tragedy (Skura, 2008,
p- 121). The first tragedy is presented from the perspective of father Lear, and the other from the
perspective of son Edgar.
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position of old age before the onslaught of younger generations and their desire to suc-
ceed. Although the original story about King Lear takes place in pagan Britain, this critic
concludes that Shakespeare's tragedy expresses the modern fear of abandonment and loss
of identity in the old age:

“Retelling the legend about Lear was one of the ways in which Shakespeare and
his contemporaries expressed their anxiety and fear from old age, but there were other,
more practical ways to deal with vulnerability and frailty of that custom. Before retreating
before their descendants, parents often hired lawyers to make what used to be called life
care contract, which bound children to provide food, clothes and accommodation to their
parents in exchange for the family estate. To what extent parents were concerned is proved
by numerous requests stated in full detail - exactly how many metres of woollen fabric,
kilograms of coal, bushels of grain — as well as the omnipresent fear from being expelled
from home after a potential row” (Greenblatt, 2006, p. 359).

Martin also thinks that the legend about Lear began attracting the attention of the
English nation once again because of the current generational conflict (Martin, 2012, p. 146).
By the time Shakespeare wrote his tragedy (around 1605), there had been more than fifty ver-
sions of this legend, but it is only in his interpretation that the world disappears in the terrible
and tragic flywheel, while the aging King Lear loses his mind, his favourite daughter and his
life.!® The critics agree that Shakespeare could have been inspired to reshape a well-known
story from a true event that took place in 1603 and proved children's unscrupulousness to
parents. Namely, two older daughters attempted to have their old father legally certified as
insane and take away his estates. It was Queen Elizabeth's former courtier, Sir Brian Annesley.
His third and youngest daughter Cordell stood up for him in court and prevented them from
carrying out their plan (Kosti¢, 1994, p. 187). There is an obvious similarity between her
name and the name of Lear‘s youngest and noblest daughter Cordelia in Shakespeare's play.

Historical documents from that period show that children often saw their parents as
a financial and emotional burden, and that is why parents took precautions to keep part of
their property in order to be economically independent in their old age (Young, 2009, p.
56). King Lear is not so wise and he will be told so by the Fool on several occasions, finding
his old age a fault and identifying it with childish behaviour: “Thou hadst little wit in thy
bald crown when thou gav'st thy golden one away”; “e‘er since thou mad'st thy daughters
thy mothers. For when thou gav'st them the rod and put'st down thine own breeches, then
they for sudden joy did weep [...] Thou hast pared thy wit o' both sides and left nothing i‘ th’
middle”; “Thou shouldst not have been old till thou hadst been wise” (Shakespeare, 1966, p.
383, 384, 390). The subjects’ feudal obligation towards the king’s social role and patriarchal
commitment of children to their fathers were losing significance in the face of new, unnat-
ural and insensitive ethos of the younger generation that wishes to build their own identity.
A deep-rooted opinion is that the relationships between the old and the young generations
in patriarchal and authoritative families are strong, but in the Jacobean era reality and in this
Shakespeare’s tragedy, it transpires that younger generations often do not choose means and

10 In the older versions of the story, Lear divides his kingdom among three daughters and is betrayed

by the older ones, while the third and youngest daughter brings him back to the throne and rules
along with him until his death and after his death.
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may hurt the older ones in order to achieve their aim. This Machiavellian motto (Niccolo
Machiavelli) became the guiding idea of the Renaissance man who was in the transition
towards a new social order - capitalism, which is illustrated by the thoughts and acts of the
characters in King Lear who belong to the younger generation. Raman Selden stresses that
the conflict in this play is actually between those who accept the old hierarchy and feudal
order (Lear, Gloucester, Kent, Albany) and individualists who represent the new bourgeoisie
(Edmund, Cornwall, Goneril, Regan) (Selden, 1987, p. 145).!! The existence of both worlds
in the play point to Shakespeare’s attempt to reconcile two teachings: although his sympa-
thies are on the side of the feudal order, we know that he belonged to the new bourgeoisie.

At the beginning of the play, Lear and Gloucester are in their comfort zone and social
safety. Rosalie Colie and Frederick Flahift suggest that they actually represent the noblemen's
ethos that began disappearing during Renaissance and whose destruction we can see in the
play before the onslaught of younger generations (Colie, Flahiff, 1974, p. 196). Both of them
are in their advanced years, expecting comfortable old age in the circle of their families. Lear
naively believed that he could renounce the social role of the king and at the same time keep
all the privileges it implied.? In his first speech that serves as his introduction, Lear says that
he divided his kingdom “to shake all cares and business from our age, conferring them on
younger strengths, while we unburdened crawl toward death” (Shakespeare, 1966, p. 364).
If we apply the above-mentioned gerontological classification to King Lear's character, we
could say that he is on the border between senium and senility, since he is 80 years old. At
the beginning of the play, he does not seem to be a senile old man, and his behaviour does
not indicate any signs of illness and incapability that frequently accompany old age. Martin
believes that Lear has decided to give his power over to his daughters (sons-in-law) because of
radical pressures to fulfil the needs of youth (Martin, 2012, p. 27). However, in his autocratic
and old age whimsicality, Lear sees Cordelia‘s honest confession that she does not owe him
anything else than natural love of the child to the parent and the daughter’s feudal obligation
to the father as betrayal, humiliation and denial of hope regarding satisfied aging. That is why
he expels her from the country. His old servant Kent will call him a mad old man because of
such hasty decision, while two older daughters see characteristic faults of old age in it. Martin
concludes that in their words it is possible to recognize gerontophobia (Martin, 2012, p. 157).
Goneril thinks that “then must we look from his age to receive not alone the imperfections of
long-engraffed condition, but therewithal the unruly waywardness that infirm and choleric
years bring with them” (Shakespeare, 1966, p. 372). Then she adds:

“Idle old man
That still would manage those authorities
That he hath given away. Now, by my life,

' Ann Thompson also thinks that Shakespeare used the legend about King Lear in order to explore
and show the more recent reality of the British society transition from feudalism to capitalism.
The strengthening of the bourgeoisie between 1558 and 1641 brought the aristocracy to the
identity crisis, while the weakening of old feudal and hierarchical ties of medieval paternalism
will eventually lead to the civil war (Thompson, 1988, pp. 26-27).

In the Jacobean society, Lear‘s giving up his throne would have been seen as a disorder of the
harmony of the natural and God's orders. His tragedy lies in his desire to enjoy the authority he
has voluntarily renounced.
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Old fools are babes again and must be used
With checks as flatteries, when they are seen abused.”
(Shakespeare, 1966, p. 378)

Instead of being obedient to her old father0Os requests, Goneril preaches because of
his “dotage” and “unruly waywardness”, trying to teach him a lesson: “As you are old and
reverend, should be wise” (Shakespeare, 1966, p. 385). She tries to persuade him to reduce
his suite of knights and squires to the number “as may besort your age”, while she is actually
afraid of the army that might endanger her power.”* The two sisters are united in their desire
to restrain their father's self-will and his old age nature in order to ensure their power. Lear
is defeated by the fact that Regan also treats him like an insane old man:

“O sir, you are old.
Nature in you stands on the very verge
Of his confine. You should be ruled and led
By some discretion that discerns your state
Better than you yourself”
(Shakespeare, 1966, p. 406)

The loss of the social position of the king and father accelerates the “emergence of
negative changes in the aging stage” in Lear (Jaki¢ Kozarcanin, 2003, p. 31). Natasa Sofranac
emphasizes that in Lear's behaviour after his being betrayed by his daughters, the critics
recognized the symptoms of “progressive senile dementia, mania, delirium, depression,
short reactive psychosis, bipolar disorder, involutive melancholy, and there were also opin-
ions that he was mentally sound, except for the schizoid episode we witness as the readers
of the play” (Sofranac, 2013, p. 104). Greenblatt believes that Lear‘s mad rage is an answer
“not only to the shameless ingratitude of his daughters, but also the horror of his turning
into an ordinary old man who has to beg his children for alms” (Greenblatt, 2006, p. 360).
Although he does it ironically, his words provoke the readers’ pity and compassion:

“Ask her forgiveness?

Do you but mark how this becomes the house!

Dear daughter, I confess that I am old;

Age is unnecessary. On my knees I beg

(He kneels)

That you'll vouchsafe me raiment, bed, and food?”
(Shakespeare, 1966, p. 406)

Lear is forced to “squire-like, pension beg, to keep base life afoot” (Shakespeare, 1966,
p- 408), which is a direct allusion to the bad status of old and poor people in the Renaissance
period. He thinks that the whole world has conspired against old age:

“O heavens,
If you do love old men, if your sweet sway

3 Colie and Flahiff stress that from the standpoint of new functionalism there is nothing odd in the
fact that two daughters in power would like to reduce their father's suite, illustrating it with the
historical fact that Elizabeth I restricted the number of Mary Stuart's armed supporters (Colie,
Flahiff, 1974, p. 199).
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Allow obedience, if you yourselves are old,
Make it your cause. Send down and take my part.
(To Goneril)
Art not ashamed to look upon this beard?”
(Shakespeare, 1966, p. 408)

It is devastating to see the white-bearded father and former king trying to please his
daughter: “I will not trouble thee, my child” (Shakespeare, 1966, p. 409). His incomplete
statement “T gave you all..” indicates that he was a good father and did not deserve such
treatment. Shakespeare does not mask Lear's faults that become more pronounced and incom-
prehensible in his old age, but instead reveals the true face of the social environment that has
no compassion for old age and does not allow it to be weak. Minois thinks that it is “another
form of old people’s misfortune — generational conflict, the impatience of young people who
are pushing their elders into ruin” (Minois, 1994, p. 364). From that moment, madness speaks
from Lear and “by his own admission, he is a feeble and senile old man who should be wiser
in line with his age, instead of spending the last days of his life on wastelands and in storms”
(Andrejevi¢, 2018, p. 236). Lear’s peak of his emotional and physical weakness, madness and
delirium is manifested in the famous scene on wastelands when he “plucks white hair’, calls
lightning and thunder to burn him because he is a “weak and despised old man” who feels the
elements “that will with two pernicious daughters join Your high-engendered battles ‘gainst
a head so old and white as this. o, ho, ‘tis foul!” (Shakespeare, 1966, p. 415). Brought to the
verge of existence, reason and life, Lear realizes the truth about social injustice of the world
when he sees “poor Tom” and admits his own guilt in it through his only monologue starting
with the verse: “Poor naked wretches” (Shakespeare 1966, p. 420). To Chris Fitter, this scene
is an association for the marginalized position of the homeless, poor and old throughout
England in Shakespeare's era, so he calls this play a geriatric tragedy (Fitter, 2017, p. 222)."

Acts three and four of Shakespeare's tragedy King Lear show all the loneliness, sad-
ness and helplessness brought by old age. That picture is compounded and doubled by the
presentation of disturbed existence of old Gloucester who also belongs to the patriarchal
class of people. He realizes better than Lear the danger posed by younger generations to
the natural law and order: “This villain of mine comes under the prediction: there's son
against father. We have seen the best of our time. Machinations, hollowness, treachery,
and all ruinous disorders follow us disquietly to our graves” (Shakespeare, 1966, p. 376).
Gloucester has been manipulated and instructed by Edmund’s Machiavellian plans and,
despite the initial guilt in treating his illegitimate son like a bastard, he becomes a greater
victim than Lear.”” Edmund is an illegitimate child and thus an outcast from the society, so

" Edgar’s character disguised as poor Tom reminds of mental patients from London hospital
Bedlam, as well as persecuted Catholics. At the time when King Lear was written, the number
of tramps in London was twelve times higher so that, as Fitter states, the authorities enacted the
law according to which all those with no place of residence should be whipped, shackled and
hanged. This critic concludes that Shakespeare’s King Lear is the only text in English Renaissance
literature that presents beggary in a tragic, and not in a comic manner (Fitter, 2017, pp. 228-229).
Young states that the society’s attitude towards illegitimate children during Renaissance was
ambivalent: fathers were allowed to acknowledge them, but these children were more often
stigmatized as shameful and inferior (Young, 2009, p. 59).
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he takes destiny into his own hands and ignores all social conventions in order to achieve
his goal. “Let me, if not by birth, have lands by wit. All with me‘s meet that I can fashion fit”,
he says (Shakespeare, 1966, p. 377). He is a “symbol of the man of new age towards whom
Shakespeare had a certain understanding since he himself belonged to that class: from the
glove-maker's son he reached the noble coat-of-arms, wealth and fame” (Andrejevi¢, 2016,
p- 436). In his letter, Edmund reveals the younger generation's true attitude towards old age:

“This policy and reverence of age makes the world bitter to the best of our times,
keeps our fortunes from us till our oldness cannot relish them. I begin to find an idle and
fond bondage in the oppression of aged tyranny, who sways not as it hath power but as it
is suffered.” (Shakespeare, 1966, p. 374)

The relationship of two older daughters with Lear and of the illegitimate son with
Gloucester proves the subversive plan of younger generations that was also realized in
practice of the Elizabethan-Jacobean patriarchal society. Gloucester‘s undeserved torture
by the younger generation, in the scene when his eyes are gouged out - of unrivalled bru-
tality in Shakespeare’s “great” tragedies — makes this gap so insurmountable that we can
clearly understand Edgars final words that “the oldest hath borne most; we that are young
shall never see so much nor live so long” (Shakespeare, 1966, p. 476). Martin suggests that
Gloucester's verses that we (people) are “as flies to wanton boys are we to th' gods; they kill
us for their sport” (Shakespeare, 1966, p. 435) can be also understood as an allusion to youth
playing with old people (Martin, 2012, pp. 162-163). When blind Gloucester witnesses
Lear's degradation into madness, he recognizes a universal picture of old age in their destiny:
“O ruined piece of nature! This great world shall so wear out to naught” (Shakespeare,
1966, p. 450). In this scene, Shakespeare masterfully combines two plots and two old men
brought to the brink of the abyss. “They are too old and tormented to continue to live, while
being aware of the fact that the consequences of their acts are too great to be annulled,
they die as truly tragic heroes” (Andrejevi¢, 2016, p. 460). For a moment they find comfort,
peace and forgiveness in the love of their loyal children, Edgar and Cordelia. The fact that
“social and family contexts are not only important for the emergence and development
of psychological problems, but also for the (non)recovery of the sick person” (Dragisi¢
Labas, 2019, p. 4), becomes evident in the examples of Lear and Gloucester. Asking Lear
for forgiveness on her knees, Cordelia restores his role of the patriarchal authority he used
to have at the beginning of the play and deserved it as the father.'® By staging the natural
death of both of them, which is rare in his tragedies, Shakespeare shows compassion to old
men who suffered enough in their lives. “You have done right, poet, to kill that old man
(Lear)”, Victor Hugo said compassionately (Hugo, 2009, p. 163).

16 “By kneeling, children express their respect and inferior status, as well as recognition of parents

as the source of their beings and identities. However, kneeling also conveniently allows a parent
to put his hands on the child‘s head and act as a sort of intermediary between the heaven and
the earth by giving his blessing” (Young, 2009, p. 53). This ritual reflects the religious practice
of a priest giving a blessing.
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Conclusion

More mature and older characters were the carriers of the plots in Shakespeare’s later
plays probably because he was also getting older, and the thought of old age and death must
have preoccupied him. However, in the tragedy King Lear he “most of all, concentrates on
old age, on the unpleasant inevitability of conceding power, the loss of home, land, author-
ity, love, eyesight and mind” (Greenblatt, 2006, p. 356). No matter how often Shakespeare
returned to the topics of old age in his later plays, King Lear is the ultimate in the manner of
dealing with this topic in his oeuvre and the overall dramatic writings of that time (Martin,
2012, p. 174). Due to the generational conflict, inhumane relationship of children to their
parents and the lack of compassion for old age, many critics reach the tragedy King Lear
as a warning to the society as for the potential consequences of young people’s arrogant
attitude towards the old. “Shakespeare would not have introduced the parallel plot depicting
the destiny of another old man and the relationship of his children with him, if he had not
intended to emphasize the importance of this topic” (Andrejevi¢, 2018, p. 235).

With this play, Shakespeare showed the marginalized social position of old age, and
also indicated its ontological essence by giving it a universal dimension. Parents’ wrong
and inhumane acts cannot always be justified by old age and, in that context, Millicent Bell
compounds the psychological characterization of Lear and Gloucester by accusing them
of abusing the parental authority and turning the wheel of the tragic destiny (Bell, 2002, p.
176). We cannot dispute this, but we must attribute all their suffering in the further course
of action to the arrogant behaviour of younger generations; we must also agree with Lear’s
words that he is only a “weak and despised old man” and the man “more sinned against
than sinning” (Shakespeare, 1966, pp. 415-416). Although Lear‘s abrupt decision produces
a whole series of tragic events, of crucial significance to the play is that he is an eighty-
year-old king and paterfamilias.

In the modern context, this Shakespeare’s tragedy can also be interpreted as a story
about autocratic rulers and despotic regimes, social and economic injustices and problems
in the family. However, through modernizing the already existing versions of the old legend
about Lear, through adjusting them to the historical moment and the circumstances of the
Jacobean society, as well as through his ultimate mastery in nuancing different social rela-
tions, connecting the individual and collective experience, Shakespeare made the tragedy
King Lear a universal allegory of old age. It was this tragedy that Orson Welles decided to
turn into a film in his late years, but died before he realized it. Gordon McMullan notes
that in King Lear the famous actor and director recognized the story about old age, the loss
of power and about death, saying that

“in our consumer society, we are kings and desperate people encouraged to forget
that we will ever die, while old age can be postponed with the right facial cream. [...]
When old age challenges or makes the man to give up the source of his domination over
the young - his power - the young ones become tyrants while he, previously omnipotent,
becomes an old-age pensioner” (McMullan, 2007, pp. 315-316).
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