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As one of the fundamental episte-
mological categories, narrative is an 
important mode of constituting the 
existential sense of time and space (see 
Ricoeur, 1990), present in all the fields 
of cultural and social production (see 
Barthes, 1975). The concepts of narrative 
and identity (personal, collective, 
cultural…) are, therefore, closely related 
and intertwined because the structures of 
narrative, its articulation and performance 

represent important elements for establishing subjectivity itself. The Subject is 
always interpellated by various discursive practices and narratives, to recognize 
its own identity (both individual and collective) and to inhabit the language that, 
according to Althusser always pre-constitutes it (see Althusser, 1971). In light of 
this process, many theorists discuss the issue of narrative not from the point of 
view of its structure, but of its semantic effects and performative consequences. It 
is less important how narrative is conveyed or plotted - it is significant to analyze 
how different narratives constitute the understanding of one’s own identity, which 
could be divided into two opposite models - the weak and the strong notion of 
identity. The “strong” model implies that there is a stable and coherent identity 
core, independent of multiple time and space changes. Within the “weak” model, 
identity is perceived as an ongoing process of acquiring and rejecting differences 
(see Hol, 2001). The “weak” identity paradigm stresses the importance of continuity 
in the process of identity creation. Identity is a fluid and never-finished category 
which holds numerous gaps and ruptures that could never be completely erased 
or repressed. 

Even though the identities of fictional characters in literature could never be at 
any level (ontological or epistemological) equated with human everyday identities 
formed within the empirical reality, it is important to stress that, nonetheless, 
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“every production of narrative forms is always an ideological act of reconstructing, 
constructing and deconstructing imaginary representations of the subject/social 
reality relationships” (see Džejmson, 1985: 33). 

Due to that, characters’ identities in novels remain a productive field for 
considering the variety of above-mentioned imaginary representations that 
enforce creating one’s own sense of subjectivity and individuality. By establishing 
discoursive analogies between the fictionalized modes of identity and the modes 
(or models) present in our everyday reality, a question might be asked: in what 
ways do different narrative techniques, used in works of fiction, reflect or actively 
reshape our personal understanding of subjectivity? The form of a novel is not a 
passive medium between the textual world and the world of the reader, but an 
influential tool of reproducing dominant and marginal models of individual or 
collective identities. 

Having in mind Louis Althusser’s theory of ideology and his stance towards 
the relationship between the subject and state ideological apparatus, this paper 
represents an attempt to discuss the issue of subjectivity within three novels written 
by David Albahari, a Serbian contemporary novelist (The Bait1, The Snowman2 and 
Tsing3) with emphasis on the following question: What motifs and chronotopes 

1 The Bait was published in 1996, and translated into English in 2001, by Peter Agnone. 
The narrator of the novel has just committed an action of self-exile, from Serbia to Canada 
after the death of his mother and at the time of ongoing wars in the Balkans (Croatia 
and Bosnia and Herzegovina). The novel consists of two stories that are constantly being 
interrupted and interconnected: one of the stories is set in Canada, and it narrates the 
meetings between the narrator and his Canadian friend Donald. They talk about writing, 
cultural differences and stereotypes concerning America, Europe, Balkans, but in the 
second story, the narrator listens to a series of audio tapes recorded with his mother 
years before. He reflects on her life and their relationship while trying to come to terms 
with a new life of his own - that of exile and the confusion of new cultural adjustments.

2 The Snow man was the fourth novel translated into English, in 2005. In this novel, the 
unnamed academic narrator leaves his homeland, torn by war conflict, and comes to 
Canada for a short term visit since he would be holding lectures in Creative writing, 
at the University. Suffused with misanthropy and met with ignorant young students, 
he spends his time trying to avoid other people (University professors and clerks) who 
believe they should explain to him what really happened in his country. 

3 “Tsing is a multi-layered narrative that combines a wholly fictional novel-within-a-novel 
with an episodic chronicle of the narrator’s present as a traveler to and visiting writer 
in the United States. Much more than an “ordinary” postmodern text, Tsing is a quiet 
and moving paean to the narrator’s deceased father. Beginning with a series of imagined 
vignettes involving a father and a daughter, Albahari weaves both real and imagined 
narrative fragments together with considerable skill. As Albahari’s fragments - simple stories 
about persons approaching each other, spending some time together, and eventually going 
their separate ways - accumulate, his deft combination of paradox and poetry provides a 
kaleidoscopic view of memory, love, and loneliness.” < http://books.google.rs/books/about/
Tsing.html?id=3TB8rbQxdW0C&redir_esc=y> [17th December 2011] 
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(especially the chronotope of the road) are employed in Albahari’s novels in order to 
inscribe or deconstruct the imaginary representations of the subjectivity? Also, which 
models of subjectivity and identity are constituted within the novels, particularly at 
the level of characterization and narration? Since the Anglo-American and European 
postmodernism, together with the French nouveau roman, has radically challenged 
the notion of the Cartesian and rationally grounded subject, it could be said that 
Albahari’s prose works to express similar tendencies. The narrators, who are also 
the main characters in The Bait, Tsing and The Snow man, represent models of 
the self-sufficient, self-contained and nostalgic subjects. Their point of view is 
that of (self) irony, paradox and parody since they continually seek to destroy the 
boundaries of their narratives and at the same time establish at least the weakest 
sense of individual identity. Also, aside from the wider European cultural context of 
the 1980’s and 1990’s, one of the important elements for understanding Albahari’s 
novels and their decentralized narrators is Albahari’s personal experience of the 
Yugoslav conflicts at the end of the 20th century, and his personal choice of living 
as an exile in Canada for more than two decades. 

Serbian literature of the 1990’s, especially general fiction, can be regarded 
as a literary battleground where different, sometimes radically opposing poetic, 
aesthetic and ideological tendencies were formed. In the post-Yugoslav and 
post-socialist cultural landscape, with dramatic political overturns and national 
conflicts, literature was in the midst of ethnic regrouping and ideological processes 
of imagining new “enemies” of the Serbian state, society and its traditions. There 
was a prevailing atmosphere of retracing the forgotten cultural “roots”. New political 
and media discourses “reimagined” the concept of the nation in a rather romanticist 
manner, with its “original, autochthonous values”. This determined indirectly the 
developmental line of Serbian contemporary fiction, which consisted of “new 
memoirs and reminiscence literature, new historical novels with their revisionist 
views on the tragic destiny of the middle class, borgesian novels by Milorad Pavić, 
written in the manner of baroque erudition literature, and the novels of Serbian 
young authors who strongly relied on the stylistic and poetic minimalism of the 
Anglo-American contemporary literature” (Brajović, 2006: 189).4 

As one of the writers inspired by Anglo-American literature, David Albahari 
expresses in his novels a unique postmodern doubt towards grand narratives, while 
representing History as the space of traumatic divisions and hatred in the Balkans 
and Eastern Europe. But, on the other hand, Albahari’s short novels or novellas, 
which seek to articulate small narratives within an intimate space and usually 
emigrant/self-exiled existence, establish a specific type of civil escapism. While 
certain writers of Serbian contemporary literature initiated and developed the need 

4 „Novomemoarske literature, novoistorijskog romana sa revizionističkim ključem, odnosno 
sa orijentacijom na istorijski usud građanstva, preko pavićevske barokno eruditne 
fantastike borhesovskog tipa do onih romana srpskih mladoprozaista koji su se u svom 
stilskom i poetičkom minimalizmu oslanjali na noviju anglo-američku književnost.”
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for establishing and reviving grand narratives of Nation, State and the Christian 
Orthodox Church in the midst of Yugoslav wars in the 1990’s, David Albahari 
sought to avoid those types of narrative. By indirectly placing the war conflict and 
ethnic hatred into the plot background, Albahari creates a specific self-reflexive 
fiction that does not avoid issues and paradoxes of History but represents it as a 
“vanishing totality of meaning”. 

Therefore, his novels are both symptoms and generators of the idea of escapism, 
which refuses any matrix of nationalism and historical revisionism. His position of 
the self-exile, framed by reflexive nostalgia (see Boym, 2002), is also psychologically 
and culturally related to the specific Jewish experience of the parallel historical 
existence, existence that is silently placed or repressed beneath dominant ethnic 
narratives in the Balkans. Albahari himself explained several times in his interviews 
and essays the particular stance of the young generation of Serbian contemporary 
novelists: being fascinated by the American and European postmodernism, they 
accepted its idea of deconstructing historical knowledge or knowledge of History, 
and thus, created a specific anti-historical or anti-ideological point of view which 
was supposed to shield them from excessive political abuse of nationalistic myths 
and narratives.

Observed in this light, Albahari’s novels present to their readers the fragmented 
narration model that constantly establishes and destroys notions of self-coherency 
and unity, trying to overturn or tame the centrifugal forces of human experience. 
Albahari’s characters and narrators, whose self-reflective hermeneutical effort is 
continually challenged by bitter historical experience and existentialist philosophy, 
are always, like nomadic subjects, moving across the symbolic transversal: from a 
deeply personal feeling of the self-exile to different models of collective identities 
(Jewish, Serbian and Yugoslav) and to the feeling of belonging solely within the 
family memory. Fragmented and distorted, Albahari’s characters represent the 
epitome of the contemporary exile experience which is very densely imprinted in 
the loose plot structure, and overall composition of the novel. The complex sentences 
structure together with the dynamic relationship between discourse and story form 
a unique sense of fragmentation and impermanence in the novels, drawing an 
important line of transformation in Tsing, The Snow man and The Bait. While the 
narrators lose and willingly cut their bonds with the sense of collective belonging, 
their personal or individual identities are also heavily questioned and deconstructed. 
These processes of identity crises and transformations appear to be similar to the 
theoretical triangle proposed by Rosi Braidotti, who writes about differences between 
the migrant, the exile and the nomadic subject5. 

“The migrant’s classic itinerary is contained within fixed locations: from the 
“home” to the “host” countries, in a series of consecutive displacements. I have 
argued that the migrant – as a figure of economic hardship – tends to hold onto 

5 Rosi Braidotti, „Difference, Diversity and Nomadic Subjectivity“, http://digilander.libero.
it/ilcircolo/rosilecture.htm [20. 11. 2011]
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the “home” values, while adapting tentatively to those of the host environment (a 
frozen slab of history). The exile on the other hand, marks the radical separation 
from – and the impossibility of a return to – the point of departure. More often than 
not due to political reasons, the exile knows of no periodical comings and goings 
back and forth from two comparatively fixed locations. The nomad on the other 
hand stands for the relinquishing and the deconstruction of any sense of fixed 
identity. The nomadic is akin to what Foucault called counter-memory, it is a form 
of resisting assimilation or homologation into dominant ways of representing the 
self” (Braidotti, 10-11)

As one of the ways of thinking and reimagining the reality, nomadism can be 
particularly traced within the novel The Snow man, where the main character-
narrator represents a powerful kind of critical stance that refuses to inhabit socially 
acceptable and desirable models of behavior. Therefore in the case of Albahari’s 
novel, the nomadic subject is more of an existential condition than literal physical 
travelling across the borders. 

Personifying the reflexive type of nostalgia, Albahari’s exiled narrators constantly 
question and reflect upon the ironies of History. At the opposite end from the 
whimsical turmoil of hatred and chaos in the Balkans, Albahari usually chooses a 
stereo-typified view of the systematic and coherent model of North American culture 
(both Canada and the USA) but his exiled narrators are still more interested in the 
idea of distance than of creating new roots in the American soil. Since they are 
deprived of the sense of territory and homeland, they do not attempt to reconstruct 
the mythical idea of the lost paternal or maternal home. But, during their rootless 
and rhizomatic wandering, they accept the fragile and porous nature of their nomadic 
identity. Also, similar to the concept described in one of the interviews with the 
novelist Amos Oz, these narrators transform their sense of rootlessness into a new 
diasporic quality of home (Shreiber, 1998). 

Describing a parabolic image of the woman who, even though deprived of her 
native Polish land, finds creative inspiration and enthusiasm in that same feeling 
of being rootless and scattered across the world, Amos Oz attempts to formulate a 
new meaning of home, which is, interestingly, placed in the etymological core of 
the word diaspora (dia meaning „through, throughout, completely” and sperein “to 
scatter or sow”). 

“Often around 5 or 6 o’clock I see an elderly woman on the Kibbutz sitting on 
a bench, singing to herself, and I don’t know what she sings, because it’s Polish. 
And I think to myself: that woman 45 years ago must have been a romantic girl 
with braids sitting by a stream somewhere in Poland singing a Hebrew song about 
Jerusalem. And everything I write about is just a footnote or commentary on that 
scene.” (According to Shreiber, 1998: 274)

Similar to this image of a woman, “who continues to sing of elsewhere” (Shreiber, 
1998: 274), David Albahari’s narrator also expresses the idea that art (of narrating 
the story) always “depends on the founding expression of chronic homelessness” 
(274). The characters from Tsing and The Bait are constantly narrating their loss and 
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their ambiguous sense of (non-)belonging. Whether they live in the USA or Canada, 
they attempt to completely integrate into the American way of living by erasing 
their previous memories of the homeland and their native languages, characters 
in Albahari’s novels use that geopolitical and cultural distance to, once again, see 
the world in a new perspective. Their initial wandering impulse, exhausted on the 
side roads and towns of America, marks one of the core points of the dispersed 
subjectivity that is, despite of the fragmented narrative structure, strongly founded 
in the leitmotif structures of the novels. 

In the novel Tsing, the main character and narrator, trying to postpone the 
conventional opening of the novel, retells the days spent with an unknown Navajo 
woman in one of the hotels above the Colorado River. During the six-day stay at the 
hotel room with the view of the ever changing shapes of clouds, the typical objects 
of the American everyday life (watery thin coffee, hamburgers and salad, Texas 
jeans and shirt) represent a state of expectation in the main character, who hopes 
and awaits the change to occur in his disintegrated life narrative. Even though the 
woman’s name, Alice, implies that the narrator would prefer something unusual 
and surreal to happen, the atmosphere of repetitiveness and the prevailing sense 
of emptiness followed by the banal image of the cattle fair prevent any changes 
from occuring. 

Later on in the novel, coming to Phoenix only provides a new opportunity for 
the character to realize the impossibility of any kind of narrative closure: he is met 
by what appears to be the infinite boulevard and its street lights that symbolize a 
complex web of constraints and obstacles. There are no references to the typical 
American culture and also no descriptions of the exteriors in the novel, or at least 
the ones that the reader would traditionally expect. The world of objects is absent 
due to the dominant point of view of the uprooted narrator. His interaction with 
the world resembles the infantile playing of the child who believes that the world 
disappears when it closes its eyes. 

„I spend most of my days at the airports. Whenever I open my eyes, I see the face 
of a stewardess or the beginning of the moving staircase“. (Cink, 1995: 13) 

This motif of opening the eyes, also present during the night vigils in the room 
where he stayed with the Navajo woman, confirms the illusory quality of the 
character’s hope that the world would change if he blinks his eyes open and shut. 
But, on the other hand, the symbolic potential of the motif of the eyes connotes 
another aspect of the narrator: when his eyes are closed, his deeply personal and 
inner life, unknown to others, reveals itself through a very complex experience of 
exile which is at the same time being constantly and ironically inverted by employing 
trivial images of triangle sandwiches, Styrofoam coffee cups and the sterile interior 
design of the American drive-in restaurants and highway motels. This self-ironic 
choice of narrative techniques is offered to reject any sense or even the possibility 
of establishing a coherent model of human subjectivity. In its cultural diversity, 
its generic kitsch and the mixture of traditional and contemporary exemplified in 
the images of Native Americans’ culture and the shiny neon advertisements, the 
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American milieu in Tsing amplifies the narrator’s fundamental feeling of alienation 
and homelessness. Invoking the motif of his sick father, vomiting in the narrow 
bathroom, the narrator of Tsing gets closer to the experience and the small inner 
revelation that “the man, after all, is always alone in this world”. In relation to that 
confessional idea, his sense of cultural and sociopolitical exile transforms itself 
into the concept of exile as a profound quality of the human existence in general, 
regardless of one’s cultural, ethnic, religious or political background. 

Narrator’s voyage across Northern America in Tsing and The Snow man is just 
one of the variations of the highly functional and influential chronotope of the road 
which combines both physical and mental displacement and is dispersed in many 
of Albahari’s writings (novels, essays, short stories). Narrators in all three novels are 
constantly on the road, whether the travel takes place in Europe, Northern America 
or Israel, trying to face their psychologically magnified parental figures and come 
to terms with their collective identities (both family and mosaic-like national ones). 
While travelling across Northern America the narrator of Tsing draws a symbolic 
curve of the highly intensified feeling of loneliness, which is directly proportional 
to the population density of the visited cities. In a similar tone of alienation and 
solitude, the narrator visits his father in Israel and his wandering from one hospital 
to another (due to the father’s terminal illness) could represent a variation on the 
archetypal figure of the wandering Jew, damned and rejected. 

„In the evening, I came back to Tel Aviv. I didn’t know if I was relieved… 
Sometimes you should turn away from the divine, since not everything is in getting 
closer. The following morning I told that to my father. He was still lying on his back 
with his eyes half opened, stiff, lost and silent… I draw the canvas curtain around 
his bed and found myself in the tent… We would find ourselves in that similar 
tent, only smaller, twenty four days later, at the rear and of the Swissair plane that 
would be taking us to Paris”6 (Cink, 1995: 40)

This semantically (highly) important passage with its motif of the tent, supported 
by the image of the pocket edition of the Talmud, reveals a fundamentally significant 
background layer of Albahari’s notion of subjectivity and exile - that of Jewishness. 
As the paradigmatic detail in the general representation of Jewishness as an ominous 
state of nomadism and damned wandering, the tent motif is nonetheless deprived 
of its potentially dramatic and tragic tone because it is dethroned by ironical 
depiction of the father’s physical exhaustion and disorientation. Therefore, despite 
its importance, the archetypal image of the Wandering Jew is tamed by the personal 
history of the narrator. This additionally shows that his physical and psychological 

6 „Uveče sam se vratio u Tel Aviv. Nisam znao da li mi je lakše... Nekad se od božanskog 
treba udaljiti, nije sve u približavanju. Narednog jutra ispričao sam to ocu. On je i dalje 
ležao na leđima ukočen, izgubljen, poluzatvorenih očiju, nem. Navukao sam platnenu 
zavesu oko njegovog kreveta i zatekao se u šatoru... Ponovo ćemo se zateći u sličnom 
šatoru, samo manjem, dvadeset i četiri dana kasnije, u repu Sviserovog aviona koji će nas 
nositi u Cirih.“
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journeys are not motivated only by his origin, but also by his personal choice, 
indicated in the strong swing of his right hand that should free him from the world 
and revive the magic of loneliness (Cink, 1995: 40). 

In that sense, when the narrator of Tsing constantly slips and slides across the 
peripheral and marginal lines of the cultural and geographical American map, he 
is not represented only the as stateless (expatriate) character. He is also an outsider 
regardless of what his current milieu is. Therefore, due to his refusal to accept 
any kind of collective identity, he manages to successfully communicate only 
with those who are, in their own surroundings, recognized as marginal. Talking to 
Native Americans, the Chinese or African Americans, the narrator mentions how 
he talked about William Faulkner with some of the strangers he met. And it should 
be noted that Faulkner is not a mere accident in the text of the novel. Faulkner’s 
imaginary Yoknapatawpha County with all its images of the failing American South, 
the decadence of the new generations and ambiguous racial issues, stands as a 
very modern narrative background for Albahari’s identity dilemmas. The narrator’s 
everlasting feeling of being uprooted is additionally illuminated and heightened by 
the invoked atmosphere of Faulkner’s modernist novels.

Unlike the narrator of The Bait and Tsing, the main character of The Snow man 
does not travel through the cultural periphery of the American continent or across 
the gap between the binary opposition America-Europe, or even through the spaces 
of his mother’s memory and his past life in the Balkans - his movements are confined 
within the chamber setting of the house where he stays during his short-term visit 
in Canada, as a novelist and lecturer on creative writing. Even though physically 
limited, various short trips around the city’s streets and the house emphasize the 
lack and what is more, the willful rejection of collective identification in the main 
character. In a sense, he is placed at ground zero, trying to reinvent his own mode 
of subjectivity or to meet himself from a completely different angle, accepting the 
fact that every identity is necessarily fragmented and porous. 

The way the character patiently and cautiously “touches” the inner walls and 
rooms of the house, his insecure walks in the backyard and the curious image of 
the hill that resembles the nose stuck into the body of the city, all these motifs 
encircle the wide scope of nomadic experience. The relationship between the 
narrator of The Snow man and the house interior could be both regarded as an 
idiosyncratic psychosomatic process of conquering the setting and the objectification 
of the narrator’s drama of self-acceptance. During his academic visit to Canada, 
where he stays for several weeks, the character is always on the threshold between 
the conscious and the unconscious, irrational and rational. Creating a thoroughly 
disoriented narrator, who also lacks technological intelligence, David Albahari 
manages to induce the fundamental, almost metaphysical sense of displacement 
in the main character that is unable to settle down in the guest house. If the motif of 
the house can generally symbolically invoke an atmosphere of safety, the narrator’s 
uneasiness and anxiety show that he is completely deprived of any sense of security 
and peace. Even though his feeling of physical weight and his clumsiness are 
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motivated by the character’s exhaustion due to a long flight and acclimatization, 
there is a whole set of smaller scenes in which the narrator gradually enters and 
“conquers” the basement of the house. 

When he arrives to the house, he finds a written note, left by the proprietor, with 
a lot of detailed explanations about the house, and only one thing prohibited: he 
should not enter the basement. Although he rationally understands the warning, 
which is very similar to those widely present and tempting warnings in fairy tales, 
the narrator feels a strong and unexplained urge to enter the forbidden space. It 
could be claimed that the vertical line of spatiality (attic - ground floor - basement) 
is analogous to the hierarchy of the human psyche. Therefore, the basement would 
represent the symbol and the territory of the Unconscious. This is additionally 
emphasized by the fact that the moment of the narrator’s first visual encounter with 
the basement door is the moment when he realizes the proprietor’s note consists 
actually of two sheets of paper, unintentionally stuck together. 

At the beginning of his basement “adventures”, the narrator is standing at the top 
of the staircase, playing with the light switch on the wall, which could be interpreted 
as the analogous echo of the scene from the novel Tsing, where the character opens 
and closes his eyes. Switching the light on and off, the main character takes the role 
of the creator, the one who makes things disappear and reappear, both in the world 
and at the threshold of our conscious Self. But, this role or this figure is parodied 
due to the banality and infantile quality of the narrator’s game. This game continues 
later on, because the main character pretends he does not notice the door when he 
passes by. Also, the play between the basement and the narrator acquires a certain 
sense of simultaneous seduction and rejection, although this is not only a personal 
psychological identity issue. The basement, with its dark symbolism, is mentioned 
in the scene with an unknown woman in the cinema. When she mentions the history 
and the past of the Balkans, the narrators remembers the basement of the house. 
(Snežni čovek, 2007: 64 )

„The thought of descending reminded me of the basement. The thought of the 
basement reminded me of those stories about the air strikes, about the people who 
were shooting in the parks, kneeling behind benches and decorative flowery bushes“7 
(Snežni čovek, 2007: 67)

Besides the fact that the basement represents the shelter and the metaphor of 
the traumatizing war experience, it could also be associated with the productive 
region of the collective Unconscious and the irrational aspects of the human psyche. 
Therefore, the hesitation and reluctance of David Albahari’s narrator, expressed 
at the basement door, could imply his inner anxiety and fear provoked by the 
unconscious world of secrets, desires and deformed objects. It is only a few days 
later that he manages to gather the courage to begin the descent which, followed by 

7 “Misao o silasku podsetila me je na podrum. Misao o podrumu podsetila me je na prve 
priče o vazdušnim napadima, o ljudima koji su pucali po parkovima, klečeći iza klupa i 
ukrasnog šiblja.”
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strong feelings of discomfort and psychosomatic reactions, transforms the narrator’s 
character into the metaphor of the rejected carnivalesque doll. Unable to relate 
himself to any kind of collective identification, Albahari’s narrator becomes the 
painful parable of the personal revelation: individual identity implies not only 
loneliness and solitude but also the feeling of being an objectified and rejected 
carnivalesque body. 

In relation to the issues of exile and nomadic subjectivity, the discussed 
transformations of the narrative technique, characterization and setting (in The 
Bait, The Snow man and Tsing) confirm Bakhtin’s theoretical view of the chronotope. 
According to him, the chronotope, as one of the authorial literary choices, relates 
the aesthetic world of fiction with the web of cultural and ideological values from 
the readers’ empirical milieu. Hence, it is quite reasonable to affirm that the travel 
motifs have an important configuration in Albahari’s novels. Travelling across the 
Northern America, Europe and Israel allows for the main characters to articulate 
their complex identity changes. These changes occur both at the level of narrative 
voice and in the characters’ state of mind. Refusing ethnic and collective cultural 
identifications, Albahari’s narrators seek to emphasize their own individuality and 
modernist type of self-reflexive subjectivity. But, in the end, they find themselves 
articulating the specific nomadic type of subjectivity, type that is idiosyncratic for 
the late postmodern and post capitalist societies. The narrators never represent the 
model of the stable, coherent and holistic Self but they refuse to conform to the 
nationalist and ethnically narrow social expectations. 

Neither rationally oriented intellectuals nor politically engaged thinkers, Albahari’s 
main characters are constructed in the novels’ texture as multiplied voices of the 
defragmented Subject whose exterior boundaries are constantly shifting. Staggering 
and stumbling around the world, Albahari’s protagonists are sometimes overwhelmed 
by the world of objects, as it is the case with the basement in The Snow man or with the 
narrator blinking in Tsing. Still, their patchwork-like subjectivity, with its undefined 
borders between the conscious, unconscious and subconscious, is grounded in the 
notion of the diasporic home, the one described in Amos Oz’s interview. 

In addition to that issue of the relationship between the characters and novels’ 
setting, it is important to stress how significant the linguistic features and changes 
are. As one of the elements responsible for the general constitution of the Self and 
subjectivity, the language in Albahari’s novel is the ground for diverse postmodern 
linguistic interventions; analogous with the language fragmentation, the subject is 
also, almost infinitely, fragmented and clustered. In The Snow man it is difficult to 
determine the time frames because at the end of the novel. Therefore, the reader is 
uncertain of the duration of the narrator’s visit in Canada, as much as the reader 
of the Bait or Tsing is unable to separate different time plans. Due to this, Albahari 
creates a strong sense of confusion and displacement within the readers’ perception, 
and by breaking the linear logic of the historical time he initiates the distortion of 
the Subject which becomes fundamentally isolated from the world of objects and 
other characters.
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In order to conclude, it should be once again mentioned how the lack of the 
novels’ narrative closure, the sense of time/space confusion, non-linear chain of 
events and personal associations and the chronotope of the road constitute, at the 
fictional level, the postmodern type of non-Cartesian subjectivity. The weak notion of 
identity is the dominant one in Abahari’s novels since his characters always question 
and doubt their own decisions, actions and gestures. Whether it is an individual 
or collective, national or cultural, the whole concept of identity is contested and 
endangered within the overwhelming sociopolitical and historical circumstances 
at the end of the 20th century. Finally, relying on the genre and poetic models of the 
Anglo-American novel, David Albahari succeeds in representing the whole diversity 
of subjectivity models, but he always manages to obtain and enforce an important 
ironical stance towards any kind of grand narratives of the Subject. 
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