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Abstract

The paper analyses the novel Black Rock White City (2015) by A. S. Patri¢ through the
lens of Kleinian psychoanalysis. The novel follows Serbian refugees Jovan and Suzana as
they navigate the long-term repercussions of war and the loss of their children, while
attempting to assimilate into Australian society. Jovan’s encounter with Melbourne
particularly through his work as a janitor and his obsession with the cryptic graffiti of Mr.
Graffito—serves as a manifestation of his unprocessed trauma, reflecting Melanie Klein’s
concept of the paranoid-schizoid position, splitting and projection of persecutory objects. In
contrast, Suzana’s gradual engagement with daily life suggests a movement toward
reparation. This study interrogates the limitations of assimilation caused by the psychological
processes. The analysis ultimately underscores the novel’s exploration of projection,
paranoid-schizoid and depressive positions, trauma and mourning along with the existential
struggle for meaning in the aftermath of loss.

Key words: paranoid-schizoid position, depressive position, persecutory objects,
Black Rock White City, Melanie Klein.

TPAYMA U KAJIOBAIbE:
KITAJHUJAHCKA IICUXOAHAJIMTUYKA ITEPIICEKTUBA
POMAHA ,,IIPHA CTEHA BEJIU I'PA T

Ancrpakrt

Pan ce 6aBu anamusom pomana Black Rock White City (2015) A.C. Tlarpuha npu-
MEHOM BOXHHUX KOHI[ENIaTa KJIajHHjaHCKe McuXoaHanu3e. PoMaH mpatu cprcke nzber-
mure JoBana n Cy3aHy JIOK ce CyodaBajy ca QyTOTpajHHM ITOCIEAWIIaMa paTa U Ty-
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OUTKOM Jerie, TOKyImaBajyhu 1a ce IpuiIaro/ie HOBOj CpeUHH y AycTpanuju. JoBaHOB
oxHOC TpeMa MenOypHy, IpeBacXoJHO Kpo3 HEroB 110cao JoMapa M OINCECHjy 3aro-
HETHHUM TpauTHMa MHCTepHO3HOT rocroauHa ['padura, mpeacraBba oapas3 BEroBe
TpayMe, 9uMe OfipakaBa KOHIIETITE IIapaHOMJHO-CXU30UIHE TIO3HUIIH]je, IeTamba 1 Mpo-
jexuuje nporamajyhux objexara (Klein, 1946). Hacynpot Tome, Cy3aHHHO MOCTETIEHO
npuiIarohaBambe CBAKOAHEBHUM aKTHBHOCTHMA Y HOBOM OKPYKEHY yKa3syje Ha HeHY
MoryhHocT penapanyje. Pan uctpaxyje orpaHnyemha aCHMUIALjE KOja Cy YCIIOBJbEHA
MICUXOJOIIKUM IpouecumMa. KitajHujaHCKo TyMademe poMaHa yKa3yje Ha TO Jja € TeKCT
MOXK€ MHTEPIPETHPATH Kpo3 (peHOMEeHe HOITyT MPOjeKIHrje, HapaHOHJHO-CXU30UAHE U
JeTIpeCcHBHE MO3HUIIHje, TPayMe 1 )KaJIOBambha, Kao M er3UCTeHIIjanHe O0opOe 3a CMHCIOM
HaKOH I'yOHTKa.

Kibyune peun:  mapaHOMJHO-CXH30HIHA [TO3HIM]a, ISIPECHBHA MTO3HIIH]a,

NepceKyTOpHH 00jeKTH, [[pHa cmena 6enu epad, Menanu KiajH.

INTRODUCTION

The award-winning novel Black Rock White City by A. S. Patri¢
(2015), an Australian novelist of Serbian origin, explores the lives of Jovan
and Suzana, Serbian refugees in Melbourne, as they grapple with the deep
scars of trauma caused by the Yugoslav war and the loss of their children.
While striving to build a new life in an Australian suburb, their past inter-
twines with the present, triggering internal conflicts, guilt, and a profound
sense of alienation. Patri¢ employs multiple perspectives and richly atmos-
pheric descriptions to vividly portray the psychological states of his char-
acters, closely linking them to themes of trauma, loss, estrangement, and
migration. The two central protagonists, husband and wife Jovan and Su-
zana, experience the process of mourning and grief in exile in fundamen-
tally different ways. The story continuously shifts between past events,
memories, dreams, and some random poetic thoughts, frequently interrupt-
ing the present timeline. Additionally, the novel is focused on space and
atmosphere. Melbourne, with its orderliness and underlying sense of de-
tachment, serves as the stage for Jovan and Suzana’s struggles. The city is
not merely a backdrop but an integral part of their psychological dy-
namic—both a place that promises a new beginning and one that under-
scores their isolation. Through these elements, the novel explores not only
the personal traumas of its protagonists but also the broader realities of ex-
ile and the existential search for meaning, The transition between different
environments may be a liberating experience for some immigrants, while
for others, it can create a distressing sense of being caught between worlds,
ultimately resulting in a feeling of belonging nowhere (Stock, 2010, p. 26).

Jovan’s encounter with the city, particularly through the institution
of the hospital where he works as a janitor, becomes a crucial site that re-
activates his trauma and reflects his inability to repair and heal. Once a
university professor, Jovan now finds himself in a drastically different so-
cial position, and while working as a janitor, he comes across disturbing
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graffiti that mirror his inner turmoil. Gradually, he becomes obsessed with
Mr. Graffito, a mysterious and elusive figure who leaves cryptic, enigmatic
and chaotic messages on various surfaces, messages that eventually seem
to be directed at Jovan personally. The connection between Mr. Graffito
and Jovan emerges as the novel’s central tension, while the surreal nature
of the narrative raises questions about the reliability of storytelling. It blurs
the lines between truth and imagination, casting doubt on the validity of
external events and suggesting that they may, in fact, be projections of the
protagonist’s inner state.

Jovan’s projection of anger and suffering onto the graffiti symbol-
ises his inability to confront the past, ultimately leaving him trapped in
what Melanie Klein (1946) describes as a paranoid-schizoid position. In
contrast, Suzana attempts to integrate her grief into daily life through small
rituals, acts of empathy, and gradually accepting new circumstances, indi-
cating a potential path toward reparation. Through its complex psycholog-
ical portraits, the novel delves into themes of loss, alienation, exile, disso-
ciation, projection, and the tension between destruction and creation, offer-
ing a profound exploration of human resilience and the search for meaning.
In this context, the novel can be interpreted through the lens of Kleinian
psychoanalysis, which serves as the central analytical framework of this

paper.

KLEINIAN PSYCHOANALYSIS

Object Relations Theory is a psychoanalytic theory that focuses on
the development of the self in relation to others, emphasising the im-
portance of early relationships, particularly between a child and their pri-
mary caregivers, in shaping personality and psychological functioning. In
this context, ‘objects’ refer to people (or parts of people, such as a care-
giver’s breast) that an individual relates to. These objects become internal-
ised mental representations that influence later relationships. Internal ob-
jects are “images occurring in phantasies which are treated as ‘real’. They
are derived from external objects by projection and are conceived to be
located in internal (psychical) reality” (Rycroft, 1972, p. 100). According
to Kleininan school of thought, unconscious phantasy lies beneath every
mental process and accompanies the entire mental activity (Isaacs, 2002).
The first year of life forms the foundation for an individual’s future devel-
opment. For this reason, Melanie Klein (1946) places particular emphasis
on this period, believing that development can be understood through the
concept of positions, which are flexible and fluctuate throughout life. Dur-
ing the early months of life, the paranoid-schizoid position prevails. It is
characterised by the experience of the death instinct’s activity within the
infant as an overwhelming fear of annihilation. In an effort to manage this
anxiety, the primitive ego splits and projects part of the death instinct onto
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an external object, which then becomes persecutory. Also, the life instinct
is projected onto external objects, leading to their idealisation and affec-
tionate attachment. This mechanism is known as splitting. It is characteris-
tic of the paranoid-schizoid position, within which libidinal cathexes are
attached to partial objects. The splitting of the object is accompanied by a
parallel process of splitting the ego into a good and a bad ego, which is
constituted exclusively through the introjection of objects (Laplanche &
Pontalis, 1974, p. 430). According to Klein (1946/1984, p. 5):

the early ego splits the object and the relation to it in an active way,
and this may imply some active splitting of the ego itself. In any
case, the result of splitting is a dispersal of the destructive impulse
which is felt as the source of danger. I suggest that the primary
anxiety of being annihilated by a destructive force within, with the
ego’s specific response of failing to pieces or splitting itself, may be
extremely important in all schizophrenic processes.

(Klein, 1946/1984, p. 5)

Another important concept, projective identification would imply its
effectiveness on a phantasmatic level. Specifically, it involves projecting
parts of the self onto the other—the object—in order to harm, possess, or
control it (Laplanche & Pontalis, 1974, p. 356). This term is understood as
the infant’s defensive strategy to cope with internal persecutory anxieties, aim-
ing to protect the self by displacing unwanted or feared aspects of the self and
object-representations onto or, as Klein (1946/1984, p. 8 ) preferred to describe
it, into the mother. By employing this defence mechanism, the infant is able to
maintain a stable and positive sense of self. The self in Kleinian discourse re-
fers to the totality of mentality; the comprehensiveness of the psyche, which
includes not only the Ego but also, in Freudian terms, the Id. Namely, “the
Kleinian self represents the essential unity of the subject” (Kristeva, 2001, p.
107). Alongside the paranoid-schizoid position, Klein (1946) introduced the
depressive position, in which the infant begins to perceive whole objects and
relate to them. This shift allows for reparation, as the earlier split between
‘good’ and ‘bad’ objects dissolves:

the loved and hated aspects of the mother are no longer felt to be
widely separated and the result is an increased fear of loss, states
akin to mourning and a strong feeling of guilt, because the
aggressive impulses are felt to be directed against the loved object.

(Klein, 1946/1984, p. 14)

Klein emphasises that some degree of fluctuation between the two
positions always occur and therefore a clear division cannot be drawn (Klein
1946/1984, p. 16). Most patients actually oscillate back and forth between
what Melzer (2008) refers to as ‘the threshold of the depressive position.’
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TRAUMA, MOURNING AND EXILE F
ROM JOVAN’S PERSPECTIVE

The protagonists of the novel have endured both personal and na-
tional tragedies, compelling them into exile. This displacement not only
raises questions of identity and the challenges of resettlement but also ne-
cessitates a profound process of mourning. Moreover, exile requires a con-
stant struggle and ongoing confrontation with a new reality, an unfamiliar
environment, and an unknown language.

Sigmund Freud describes mourning as “a reaction to the loss of a
loved one, or to the loss of some abstraction which has taken the place of
one, such as one’s country, liberty, and ideal, and so on” (Freud, 1957, p.
243). This process results in “profoundly painful dejection, cessation of
interest in the outside world, loss of the capacity to love, [and] inhibition
of all activity” (Freud, 1957, p. 244). In other words, detachment from the
external world is an expected response to loss, whether that loss is literal
or symbolic.

According to Volkan (2017, p. 13), mourning is an essential re-
sponse to loss. For adult immigrants and refugees, this process often in-
volves revisiting memories of what they left behind. While some individu-
als manage to move forward, others remain preoccupied with their past. If
the process of grieving is disrupted, individuals may become trapped in a
cycle of unresolved grief, intensifying emotional responses and complicat-
ing adaptation (Volkan, 2017, p. 13).

However, in Kleinian psychoanalysis, mourning is understood as a
process that necessitates accepting and confronting loss, ultimately leading
to what Klein (1940/1948, p. 331) defines as the depressive position or in
other words, reparation and integration:

In normal mourning the individual reintrojects and reinstates, as
well as the actual lost person, his loved parents who are felt to be
his ‘good’ inner objects. His inner world, the one which he has built
up from his earliest days onwards, in his phantasy was destroyed
when the actual loss occurred. The rebuilding of this inner world
characterizes the successful work of mourning.

(Klein, 1940/1948, p. 331)

Jovan and Suzana exemplify different ways in which individuals
process mourning depending on their respective psychological positions
(Klein 1946). Jovan, in particular, struggles to detach himself from his for-
mer life, and the trauma of exile, coupled with the loss of his children, leads
him into a state of alienation and emotional numbness. The change in en-
vironment and identity, along with his personal tragedy, has profoundly
impacted his behaviour. He was once full of enthusiasm, as described by a
former student he encountered in Melbourn: “... his personality was so
light, his face mobile with his rapid thoughts and every electric surge of
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enthusiasm. He’d clap when a student was brilliant, yell out bravo” (Patrié,
2015, p. 191).

However, in the new circumstances, Jovan is now described to be
“as expressionless as a death mask™ (Patri¢, 2015, p. 191).

Jovan appears to be trapped in a paranoid-schizoid position, which
significantly hinders his ability to mourn effectively. Mourning requires
progressing through the stages of grief, which entails acknowledging and
processing loss. However, the paranoid-schizoid position is marked by a
fragmented sense of self, profound distrust, and defensive mechanisms that
obstruct the emotional engagement necessary for mourning. Jovan’s psy-
chological state, shaped by his traumatic past and exile, prevents him from
fully confronting his grief. Instead of mourning, he fixates on his pain,
channelling it into isolation and avoidance behaviours while experiencing
intense paranoid anxiety.

Jovan’s avoidance behaviour manifests in his silence and emotional
withdrawal, his face frozen in an unresponsive expression: “His thoughts
never register on his face. Looking at him you would think there’s nothing
more to him than the effort to dislodge ink from a concrete wall. (Patri¢,
2015, p. 5). Furthermore, Jovan is eager to stay quiet whenever he can: “If
there was no demand on him to speak he’d be delighted to nod at people as
they talked and toasted his friend’s slava, raising glass after glass to each
other, celebrating the world they were living in” (Patri¢, 2015, p. 20).
Moreover, his disengagement is evident in his relationship with Suzana—
he frequently retreats into himself, emotionally distancing himself from
her. After their first intimate encounter following the tragedy, Patri¢ (2015,
p. 179) contrasts Jovan’s and Suzana’s reactions, emphasising his over-
whelming sense of guilt in contrast to Suzana’s feeling of security, as illus-
trated in the following passage:

Jovan showered afterwards. The feeling of euphoria hadn’t lasted
long. The illusion that they would be well again and they might find
happiness wasn’t something he could believe even at the height of
the delusion- Suzana’s head on his chest, feeling her drift away in
sleep so deep it wheezed in the back of her throat. The trust and
safety of him there in the Cotton Tree holiday shack. At home with
him again. She need not worry. She could drift away.

(Patri¢, 2015, p. 179)

The act of taking a shower signifies his desire to cleanse himself of
the feeling of guilt. However, the guilt he experiences is persecutory, pre-
venting him from achieving the integration of different aspects of the self.
Grinberg & Grinberg (1989, p. 68) identify two types of guilt - persecutory
and depressive. The former is linked to pathological mourning which can
potentially lead to depression and psychosis, whereas depressive facilitates
a healthier process of coping with grief by fostering feelings of concern
and sorrow. Jovan’s emotional withdrawal reflects his internal turmoil and
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the burden of unresolved guilt over their shared loss. It further leads him to
the self-destructive behaviours, such as infidelity (Patri¢ 2015, p. 8, 31).
By distancing himself from his wife, he avoids confronting their loss. Re-
lationship with Tammy remains superficial and insignificant, in stark con-
trast to his former closeness with Suzana, with whom he once shared intel-
lectual pursuits (Patri¢, 2015, p. 175). Jovan’s disturbed object relation
with Suzana can be explained through the projection of aggressive tenden-
cies onto external objects, leading to increased anxiety. Jovan perceives
Suzana as a bad and threatening object, provoking anxiety in him, from
which he tries to escape. According to Melanie Klein (1933, p. 270), the
rise of sadistic impulses stems from anxiety, which drives attacks on hostile
objects to avoid their perceived threat. This cycle leads to antisocial and
criminal tendencies as a consequence of a strict and cruel Superego. Fear
of such a Superego later causes avoidance of threats, disrupting object re-
lationships and creating a distorted object relation. Jovan undergoes a pro-
found transformation, becoming a man consumed by the fear that he may
never regain his ability to think (Patri¢, 2015, 20). Now working as a jani-
tor, he perceives his existence as defined by deterioration: “there will be
nothing other than deepening waste and grime. Perhaps that’s the reason
he never puts his thoughts down on paper anymore” (Patri¢, 2015, p. 27).
Ultimately, he refuses to accept his new reality or integrate past sources of
fulfilment, such as writing, into his present circumstances, regardless of his
professional role. This resistance highlights his inability to achieve repara-
tion. This concept refers to a psychological defence mechanism aimed at
alleviating guilt. It involves actions intended to compensate for harm in-
flicted on an object or person toward whom the individual has ambivalent
feelings. This process may also include the restoration of a damaged inter-
nal object, often occurring in phantasy. Melanie Klein suggests that artistic
and creative endeavours serve as forms of reparation, enabling individuals
to process conflicting emotions and regain a sense of equilibrium (Rycroft,
1972, p. 141). The inability to experience mourning can manifest as a se-
vere restriction of emotional life, leading to the impoverishment of one’s
overall personality (Klein, 1940, p. 336-337). This is evident in Jovan, both
in the given example and in his general existence as previously noted. Fur-
thermore, Jovan’s dream about searching for Suzana in an empty house on
an alien planet indicates how much his inner world, if interpreted as an
empty house, has been impoverished:

In the dream, he walked from house to house, through unknown
suburbs looking for his wife, because he knew she was cleaning one
of the homes. He walked into twenty or thirty, maybe forty different
houses, knowing she had to be close from the wafts of her perfume.
Every house had been cleaned yet was also empty of everything. No
furniture, pictures, plates. The wardrobes without clothes. He was
mystified, wondering where everyone and their belongings were. It
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felt epic, a search that could go on for the rest of his life, looking
for his wife through the many empty houses of the suburbs. That it
would go on, forever and ever, as in fairytales. He walked into an
empty, antiseptically clean kitchen, and saw a spotless glass on the
bench. The only bit of anything indicating domestic life he’d seen
in all the houses. It still had a cardboard smell to it and it sat on a
flyer—serving as a paperweight. He lifted the piece of paper. It was
a welcome to his new home on this new planet. Soon to be popu-
lated and called Crumbs.

(Patri¢, 2015, p. 42)

The dream conveys the profound sense of emptiness and impover-
ishment in Jovan’s inner world by using the metaphor of the house—tradi-
tionally a symbol of warmth, security, and domesticity—now stripped of
all its defining elements. Jovan’s endless searching implies that his emo-
tional and existential void is unrelenting. Instead of the home he yearns for,
he finds only a sterile, uninhabited space, implying that even new begin-
nings in this world are lifeless. The name of the planet, ‘Crumbs,’ signifies
the remnants of a once-cohesive whole, a world reduced to fragments, mir-
roring the disintegration of Jovan’s sense of self.

PARANOID ANXIETY AND OBSESSION WITH MR. GRAFFITO

Jovan’s internal conflicts and fragmented sense of self, which he is
unable to reconcile, are projected onto his external environment, particu-
larly the hospital. The unsettling atmosphere—exemplified by the en-
graved word “inspiration” on a corpse (Patri¢, 2015, p. 11), the murder of
a nurse (Patri¢, 2015, p. 203), and other similar eerie occurrences—serves
as a symbolic manifestation of the persecutory states embedded within his
psyche. For migrants, various forms of anxiety can pathologically escalate
into severe psychotic conditions. In cases of paranoia and pronounced per-
secutory delusions, individuals may perceive their entire environment as
threatening and hostile, believing they are trapped in conspiracies designed
to harm or endanger them (Grinberg & Grinberg, 1989, p. 88). Although
Jovan is not considered paranoid, it can be argued that he remains confined
within a psychotic state, projecting his inner turmoil and distress onto his
surroundings, particularly the hostile atmosphere of the hospital. In Klein-
ian words, Jovan’s internal world is full of bad and hostile objects. Namely,
Jovan’s paranoid anxiety is symbolically reflected in the graffiti he encoun-
ters. The increasingly threatening messages he is required to remove at the
hospital become the centre of his fixation. His persistent efforts to interpret
these inscriptions can be understood as an expression of his internal strug-
gle and an unconscious attempt to seek meaning or redemption after his
loss. According to Klein (1940, p. 320), the intensity of mourning for a lost
loved one is significantly amplified by unconscious fears of losing internal
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good objects as well. The individual feels overwhelmed by negative ob-
jects, creating a sense that their inner world is at risk of disintegration. Fur-
thermore, Klein points out that such states are accompanied by the emer-
gence of persecutory anxiety (1940, p. 321). It could be argued that the
novel blurs the line between reality and Jovan’s mental state, leaving it
uncertain whether the messages really exist and are truly meant for him, or
are the result of his paranoid projections, despite the eventual identification
of the culprit. Namely, at the very end of the novel, the author reveals that
Mr. Graffito is, in fact, a surgeon from the hospital where Jovan works.
However, if we interpret the novel through the lens of Kleinian psychoa-
nalysis, this detail can be questioned and understood as Jovan’s internal
need to project his inner world onto a specific individual—in this case, the
surgeon. This interpretation is reinforced by a pivotal moment in the novel
when Jovan finds a package labelled bomb in his own van. Without any
inclination to open it, he discards it already knowing what is in it. Patri¢
remarks that it embodies Jovan’s own displaced emotions: “No doubt
what’s in it. Harm. Pain for Jovan. An invitation to torment” (Patri¢, 2015,
p. 125). Thus, Mr. Graffito sends Jovan precisely what Jovan feels. These
two characters become connected on a deeper level, and Jovan’s obsession
grows increasingly tangible in his thoughts. The words Jovan attributes to
Graftito hinder his ability to accept loss, engage in genuine mourning, and
ultimately move forward: “He could almost hear Dr. Graffito whispering
some absurdity in his ear about burying a Black Rock in White City”
(Patri¢, 2015, p. 17). The sentence references the novel’s two title loca-
tions, symbolising past and present—Ilost ease and current darkness. For
Jovan, both cities become bad objects: Melbourne reflects his struggle to
adapt, while Belgrade reminds him of profound loss. In his thoughts, Mr.
Graffito represents a rigid and cruel superego which is a part of Jovan’s
inner world and an extension of his aggressive impulses. According to
Melanie Klein (Klein, 1933/1948, p. 270), the early Superego stems from
powerful and destructive drives, encompassing both libidinal and aggres-
sive impulses. As a result, the source of anxiety is displaced onto the ex-
ternal environment, transforming external objects into threatening ones.
However, this perceived danger is inherently tied to the individual’s ag-
gressive drives. Based on this, we can conclude that the fear of objects is
proportional to the intensity of sadistic impulses. The fear Jovan experi-
ences is projected outward, onto Mr. Graffito while the fear he is discon-
nected from actually resides within him:

There’s a space in his life these messages fill. It isn’t that he thinks
they’re profound. He finds them interesting. It’s a shame they have
been made by a madman, because that worries Jovan — having these
insane messages floating around in his head.

(Patrié, 2015, pp. 25-26)
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One particular graffiti containing the word ogre PAGE sparks Jo-
van’s obsession with the term, which his mistress Tammy defines as a syn-
onym for ‘monster.’ Initially projected onto Graffito as a persecutory ob-
ject, the monster ultimately comes to symbolise Jovan’s own inner world—
an embodiment of the persecutory Superego that consumes any possibility
of mourning and reparation:

No matter how much time passes he knows it is there, that it will
descend and lay a heavy blanket of suffocation over him again. He
has tried to think his way out. He has tried to allow it to wash away;
ease it through to nothing. It persists, perches on a cornice of his
brain, glaring down on his mind like a gargoyle. A different kind of
monster. Not a flash-eater at least. This one, a devourer of peace
and soul, memories, sleep, and dreams.

(Patri¢, 2015, p. 30)

Jovan suggests that even if the monster is imaginary, it still wants to
become real and dangerous. He further wonders while speaking in broken
English with Mr. Dickens about Mr. Graffito:

"What if the man has this monster in the imagination?" Jovan asks.
' And monster wants to come out? Into this world? He wants to live
here. Making a story for him does not make him something else. He
is still the monster. He still want to eat people. Monster want to be
real’

(Patri¢, 2015, p. 41)

The monster’s desire to ‘come out into this world’ suggests that Jo-
van’s internal conflicts are spilling into his reality, shaping how he per-
ceives and interacts with the world. His fear lies in these inner turmoils
manifesting destructively. The pieces of graffiti throughout the novel,
though grammatically correct, are nonsensical—mirroring Jovan’s psycho-
logical disarray and his struggle with language, identity, and adaptation.
His obsessive cleaning of the graffiti, which he subconsciously projects,
symbolises a refusal to accept the new language and confront his emotions:
“Whoever Doctor Graffito is, he would know that Jovan is the man oblite-
rating all his words” (Patri¢, 2015, p. 14).

DEPRESSIVE POSITION — JOVAN AND SUZANA

Unlike Jovan, Suzana exhibits signs that suggest she has reached the
depressive position. In the narrative following her life, Patri¢ (2015, p. 163)
shows that Suzana often thinks of her husband, suggesting there is still
space for him in her world. Suzana’s process of healing is expressed
through creativity in writing. She wonders whether Jovan has read her man-
uscript, implying that this was an activity they once practiced together
(Patri¢, 2015, p. 165). This highlights her need to restore the kind of rela-
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tionship they had in their homeland and to feel that Jovan’s mind is once
again open and accessible to her: “Suzana pages through her notebooks.
She’s disappointed to see no hint of marginalia, no phrases underlined, no
scratch of ink to indicate that he had indeed read what she’d written”
(Patri¢, 2015, p. 165). She rationalises his lack of engagement with her
manuscript by attributing it to the fact that she wrote the chapter in English,
a language he finds challenging (Patri¢, 2015, p. 165). However, Suzana’s
decision to write a novel in a non-native language, the language of her new
environment, while Jovan struggles to master it (evident in the errors in his
speech in the narrative) and refuses to use it, underscores her readiness to
move forward with her life. Which further means that mourning is possible
for her. Furthermore, it is Suzana who suggests having another child
(Patri¢, 2015, p. 73). and who still believes that “life is not absurd” (Patrié,
2015, p. 149). Furthermore, unlike Jovan, Suzana is willing to embrace the
novelties offered by her new homeland and integrate them into her own
experiences: “Cinnamon was never something they used for French toast
back in Yugoslavia. It’s an idea she has picked up in the Black Rock house”
(Patri¢, 2015, p. 73). However, despite being trapped in the paranoid-schiz-
oid position, Jovan occasionally exhibits signs of the depressive position.
At certain moments, a sense of poeticism emerges—he becomes immersed
in poetry that envelops him, experiencing a fleeting sense of peace:

He doesn’t own this tranquility. Moments like these are rare gifts
that come his way accidentaly, wrapped and intended for others. He
can hold them, briefly as he does now, pausing beside his rust-spot-
ted white Ford panel van. Soon he’ll have to surrender them.

(Patri¢, 2015, p. 10)

At certain moments, Jovan realises that the affair influences his
sense of guilt. However, the guilt he is prone to is not strong enough to lead
him to genuine mourning. Moreover, he attempts to justify his actions. Af-
ter an intimate encounter with Tammi, Jovan reflects in the following way:

That revulsion grows stronger in Jovan after Tammie is gone. So
much what happens shouldn’t happen. There is a kind of helpless-
ness that we learn, he thinks. A helplessness that is bred into us from
the very earliest moments of our lives and the world goes on hap-
pening in ways that it should or shouldn’t.

(Patri¢, 2015, p. 31)

This description evokes a sense of entrapment, anxiety, and limita-
tion. His choices appear predetermined or without real consequence, fur-
ther amplifying his sense of powerlessness to achieve reparation. However,
the novel’s conclusion suggests that Jovan, after being accused of being
Dr. Graffito himself, made the decision to leave the hospital, a place that
prevented him from moving forward with his life. Symbolically, Graffito
releases Jovan from his world—that is, from the hospital: “The hospital is
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his [Graffito’s] world and everyone within it belongs to him” (Patri¢, 2015,
p. 219). This act signifies Jovan’s departure from his paranoid-schizoid po-
sition, setting him on a path toward healing and reparation. Successful rep-
aration, according to Melanie Klein, implies the predominance and victory
of the life drive (La Planche & Pontalis, 1974, p. 389). Furthermore, in
response to Suzana’s question - “So you’re done with that place?” - Jovan
affirms his willingness to leave his job with the words, “Done as the dog’s
dinner” (Patri¢, 2015, p. 220). He expresses this in clear English, “sounding
Aussie for the first time ever, and makes Suzana laugh” (Patri¢, 2015, p.
220), signalling his readiness for integration. Now, as he exhibits a ten-
dency to restore the disrupted object relationship with his wife, Jovan ex-
periences a decrease in sadism. With a reduction in sadism and a change in
the Superego’s function, anxiety decreases while feelings of guilt increase,
promoting moral and ethical behaviour, greater caution toward others, and
a growing interest in society (Klein, 1933, p. 271). In such moments Jo-
van’s reparation emerges, and his relationship with his wife will strive to-
ward renewal.

CONCLUSION

The novel Black Rock White City depicts the lives of Jovan and Su-
zana, refugees from Yugoslavia, and their process of adapting to new cir-
cumstances in a foreign environment. Jovan’s adaptation is significantly
hindered as he remains trapped in the paranoid-schizoid position (Klein
1946), whereas Suzana demonstrates signs of reparation and finds it easier
to move forward with her life. The actions of the protagonists are being
interpreted through the lens of Kleinian psychoanalysis. Jovan’s rigid su-
perego and persecutory objects prevent him from engaging in genuine
mourning. Through a constant projection of the bad objects, he remains
caught in a cycle of persecutory thoughts, displacing them onto the hospi-
tal, which exudes a haunting and oppressive atmosphere. However, by the
end of the novel, Jovan begins to show signs of readiness for reparation,
demonstrated by his decisive decision to leave his current job—a symbolic
act representing his departure from the paranoid-schizoid position.
Through his narrative, Patri¢ effectively illustrates the complexity of the
refugee experience and the extent to which one’s internal world contributes
to the challenges of adaptation.
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TPAYMA U KAJIOBAIBE: KIAJHUJAHCKA
INCUXOAHAJIMTNYKA NIEPIICEKTUBA POMAHA
»IIPHA CTEHA BEJIU I'PA1“

JoBana Hukouauh', Josan Illespt?
| Akaiemuja CTpyKOBHUX cTyauja Beorpa, oxcek Bucoka xorenujepeka mkoia,
beorpan, Cpbuja
23paBcTBenu eHTap Bameso, Ciysx6a 3a ncuxujatpujy, Bamseso, Cpouja

Pe3ume

Pap ce 6aBu Tymauemem mkoBa pomana Black Rock White City A.C. Ilatpuha y kipyay
KJIajHHjaHCKe Icuxoanaimse. Poman npatn JoBana 1 Cy3aHy, cpIicke H30€ervIie Koje KUBe
y AyCTpaJuju JIOK ce Cyo4aBajy ca TyroTpajHAM MCHXOJIONIKIM ITOCIIe/IUIaMa para 1 Tpa-
yYMaTHYHAM TYOUTKOM Jsietie. Pamma cmemnTtena y MenOGypH HCTpaxyje TeMe KaloBamba,
PacesbeHOCTH M YHYTPALIBUX KOH(IIMKATA KOjH CE jaBJbajy TOKOM MOKyIlaja mpuitarohasa-
ha HOBO]j KYJITYPH U CPEIMHH. JOBAHOB YHYTPAIIIEbU CBET UCITYHH-CH j€ MPOTarbajyunM 00jeK-
THMa KOje TPOojeKTyje Ha OONHUYKY aTMoc(epy U OINCECHBHY 3a0KYIUBEHOCT 3arOHETHUM
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rpaduTIMa Koje OcTaBJba MECTeprO3HH rocrioauH I'paduro. [lakie, oBH eneMeHTH cHMO0-
JIMYHO OJIpakaBajy JOBAaHOBY Hepa3pelleHy TpayMy M IPe/ICTaBIbajy H3pa3e KilajHHjaHCKHX
T0jMOBA MTAPaHOHTHO-CXU30H/IHE MO3UIIN]e, IIeTamka U MPOjeKIIHje nporaHjajyhux oojekara.
JoBaH je 3apo0IbeH y ITapaHOU THO-CXM30UTHO] TTO3HIIHjH, IITO 3HaYajHO OMETa FerOBY CIIO-
cobHocT 1a epukacHo Tyryje. OBa mo3unuja KapakTepuiie GparMeHTHUCaH 10KUBIba]j CE-
¢a, nyboko HeroBepere 1 010paMOeHe MeXaHH3Me KOjHU CIIpeyaBajy eMOLHOHAIHO aHTa-
JKOBaE-€¢ HEOIIXOAHO 3a MPOLIEC JKAJIOBama. JOBaH je MpecTaBibeH Kao Oe3m3paxajaH, 0e3
eHTy3Hja3Ma U oTyheH. MehyTtum, kpaj pomaHa nokazahe \beroBy CIpeMHOCT J1a HCKOpadl
Ka JISTIPECHBHO]j TIO3UIII)H, 2 CAMUM THM | penaparuju. CynpotHo Tome, Cy3aHIHO HocTe-
MEHO YKJbYUMBAFE Y CBAKOJHEBHE aKTUBHOCTH W MOTYhHOCT Na (h)yHKIMOHHIIE y HOBO]
CPEIMHH yKa3yjy Ha IIOMaK Ka peraparyjy 1 puxsatamy ryoutka. Pax cyrepue na po-
MaH IpHKa3yje MCUXOJIOMIKE IPaHHIIe aCHMIIIAIje, OOIMKOBAaHEe YHY TPAIIUM CBETOBHMA
cBOjux mpoTaronucta. Kiajaujancka narepnperanyja omoryhaBa aHanu3y HauMHa Ha KOJU
TpayMma, IpojeKLHja 1 OCLIIaIyje n3Mely mapaHOMIHO-CXHU30HUIHE U JePECHBHE MO3HILIH-
j€ CTPYKTYpHIILy OZHOCE JIMKOBA peMa ceOH, ApyruMa B CBOjOj OKOJIMHU.



