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Dubravka Djuric

VIIK 316.74:821.111(73)-1
Review article/ Ilpecneden nayuen mpyo

CULTURAL STUDIES AND STUDIES OF POETRY AND VISUAL
ART: AMERICAN LANGUAGE POETRY AND BRITISH FEMINIST

ART HISTORY

Key words: cultural studies, experimental poetry, feminist art history

Cultural studies has only recently become a part of literary studie. For this reason, I would like
to point to the paradigm shift which occurred not only in American literary/poetry studies, but also in
art history during the 1990s. This paradigm shift advocates the replacement of ‘pure’ literary study or
‘pure’ art history with, as Anthony Easthope has stated, “the more comprehensive analysis of ...

signifying practice” known as cultural studies.

Poetry and cultural studies in the USA

Although cultural studies was developed
out of literary studies, it was not easy for it to
find its way back to the field of literary studies.
Maria Damon and Ira Livingston co-edited the
reader Poetry and cultural studies, which
appeared in 2009. In the introduction, they
explain that the book was imagined but could not
have been published in the 1980s and 1990s, the
time which is considered to be the golden era of
cultural studies. The reason is that cultural
studies in the classical neo-Marxist Birmingham-
school sense focused its attention on the
phenomena that have been considered to be
outside the interest of academia such as clothing

styles, affect, advertising, and film. They
emphasize that with the exception of Antony
Easthope’s now famous book Poetry as
Discourse from 1983, the Birmingham group
devoted much less attention to poetry than their
precursors from the Frankfurt School. According
to Damon and Livingston, they had not been
interested in poetry because both “groups
narrowly identify poetry with high cultural lyric.
In the earlier period of critical theory, major
works by Adorno and Benjamin engaged poetry
exclusively as lyric, and Adorno in particular
wrote about its complex relation to society and
politics via the dialectical concept of negativity.
For Adorno, the lyric and its staging of
individual consciousness, contemplating either

9



nature or fantastic utopian or dystopian scenes,
acted as a counterpoint to capitalist economy and
its various kinds of ‘dark Satanic mills’ that
consumed mass human energy and spat out mass
culture along with other commodities” (Damon
and Livingston 2009, 14). By contrast, British
cultural scholars, such as Raymond Williams,
took the methods of close literary study and used
them for their analytical approaches to neglected
aspects of mass and popular cultures, especially
as practiced by traditionally neglected or
oppressed people. Damon and Livingston think
that these authors ”tended to characterize poetry
by the ways in which it (as well as other high-
cultural institutions) functions ideologically to
enable the exercise of state power and
assimilation or resistance to it. Because they
focused on popular and mass culture and youth
subcultures, they rejected older arguments for the
social relevance of poetry, which they
experienced as the conservative legacy of
Matthew Arnold, F.R. Leavis and T.S. Eliot”
(Damon and Livingston 2009, 15). The Frankfurt
school was also suspect, because its scholars
mostly posited poetry’s usefulness as a
counterbalance to degraded social life under

urbanized industrial capitalism’s spell of
banality.
Instead of  fetishizing Western high

culture, something done in literary studies, or
fetishizing the so-called primitive or pre-modern,
something done in anthropology, cultural studies
tended to focus on mass and popular culture,
ethnic and youth cultures, subcultures, as well as
the culture of everyday life in the imperial West
and the postcolonial world. But it was not done
in a way that romanticized oppositions of
tradition and modernity.

10

It is important to emphasize, as Damon
and Livingston do, that cultural studies rewrites
the category of the aesthetic, placing it in active
engagement with political, social, and economic
realms. At the same time, it displaces aesthetic
judgment as the centerpiece in analyses of
expressive culture. This revision makes aesthetic
judgment and the category of aesthetics itself, as
well as multiple attendant political and social
implications, important objects for analysis
rather than givens. It could be said that cultural
studies “tends to defer the project of aesthetic
judgment generally as an impediment to studying
the use-value of cultural productions. If we defer
asking how good a poem is, we can begin to
ascertain what it is good for and how and for
whom. One can begin to assess (in Jane
Tompkins’s formulation) what ‘cultural work’ it
performs” (Damon and Livingston 2009, 2)
Damon and Livingston also stated that

In affirming mutual reciprocities, frictions,
and  contradictions among the aesthetic,
political, social, and economic realms — and in
rejecting aesthetic judgment as the primary way
of determining an artifact’s value for study —
cultural studies tends toward presentism and
activism, which is to say that it is concerned
explicitly and inerrantly with the stakes of its
own activity in the present (for example, its own
production of cultural value), even where its
objects of study come from the past. (Damon and
Livingston 2009, 2)

Now I will briefly point to Christopher
Beach’s  Poetic  Culture:  Contemporary
American Poetry between Community and
Institution, published in 1999. Explaining the



intention of his book, Beach writes that it is
remarkable how little has been written about
ethnographic, sociological, or cultural
dimensions of contemporary poetry. The reason
for this was, according to him, that we still live
in the post-Romantic age in which the
assumption is most frequently made that poetry
is a type of aesthetic production with a secure
status independent of historical, social, and
economic contingencies. The other main reason
is that poetry is still considered to be “an
exclusively ‘high cultural’” phenomenon (cut off
from, or even in competition with, such popular
media as television), the methods of cultural
studies that have been used to interrogate modes
of ‘popular culture’ (film, television, popular
music, novels) have not yet been applied in any
systematic way to poetry” (Beach 1999, 2).
Beach insists that poems are not written in a
historical vacuum, thus they cannot be evaluated
in it. Instead, he claims that “We need to
understand the cultural circumstances within
which the production of poetry takes place, both
on the level of communities within which poets
write and on the level of the institutions that
organize and disseminate that writing” (Beach
1999, 5).

Cultural studies and the language poets’ post-
formalist approaches to poetry

Cultural studies impacted the writings on
poetry within the so-called community of poets
and theoreticians known as the language poets.
Summarizing the efforts of the language poets,
feminist language poet and theoretician Rachel
Blau DuPlessis wrote that certain "poet/critics
have long offered post-formalist contextualizing

theories of the poetic text. Barret Watten has
foregrounded the idea of a cultural poetics as a
reading and producing strategy” (DuPlessis
2001, 7). In his book Total Syntax, published in
1985, Watten reread and reposited Russian
formalism, reclaiming it from neo-formalist New
Criticism in favor of formal invention and
precision. Watten introduced a neologism “social
formalism” in the title of his article “Social
Formalism: Zukofsky, Adrews & Habitus in
Contemporary Poetry”, published in 1987, trying
to locate how the social exists in and through its
textual forms. Recently, he explained that his
intention in the book The Constructivist
movement: From Material Text to Cultural
Poetics, published in 2003, was to “address the
gap between constructivist aesthetics and a larger

cultural poetics” (Watten 2003, xv). By
‘constructivist aesthetics’, he means “the
imperative in radical literature and art to

foreground their formal construction”, and
‘cultural poetics’ according to him, can at least
be defined "as the reflexive relation of artistic
form and cultural context” (Watten 2003, xv).
His essays aimed to “cross the chasm between
works of literature and art and historical and
cultural contexts: in an aesthetic sense, they
entail an opening of form to contexts as a
necessary development in the arts; in a critical
sense, they address the rift between the purported
autonomy of literature and art and cultural
studies methodologies” (Watten 2003, xix).
Watten gives several meanings of the term
‘constructivist moment’, of which I will mention
only one. According to this meaning,

The constructivist moment ... is positioned
within a movement from the material text, seen
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as a consequence of the larger goals of radical
art to lay bare the device of its construction, to a
wider cultural poetics. The concept of the
material text is the site of a strategy to return to
what had once been an unquestioned locus of
critical value, literature, to the material forms of
culture. (Watten 2003, xxiii)

Introducing The Politics of Poetics Form:
Poetry and Public Policy in 1990, editor Charles
Bernstein explains that texts gathered in this
book investigate the “ways that the formal
dynamic of a poem shapes its ideology, how
radically innovative poetic styles can have
political meanings. In what way do choices of
grammar, vocabulary, syntax, and narrative
reflect 1ideology?” (Bernstein 1990, vii).
Poets/theoreticians investigate “the politics of the
writing process”, “the politics of the reading
process”, “the politics of the market (publication,
distribution)”, and “the politics of poetry
(group/scene/community/individual ~and  the
relation of these to other institutions)”
(Bernstein, 1990, vii). In the text “Comedy and
the Poetics of Political Form”, published in the
same book, Bernstein explains that he wants to
see the “formal dynamics of a poem as a
communicative exchange, as socially addressed,
and as ideologically explicit” (Bernstein 1990,
218). He proposes the “project of particularizing,
historizing, and ideologizing the interpretation of
poetry”, which must address “itself to the
stylistic features of the work” (Bernstein 1990,
221). He explains that this means refusing to
interpret formal dynamics as divorced from the
historical and theatrical arena in which it is
situated. In a text published later, “The Revenge
of the Poet-Critic, or The Parts Are Greater Than
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the Sun of the Whole” (from the book My Way:
Speeches and Poems, published in 1999),
Bernstein claims that speaking of “politics of
poetry” means that he wants to address the
politics of poetic form, not the efficacy of poetic
content. According to him, poetry can
“interrogate how language constitutes, rather
than simply reflects, social meaning and values”
and stresses that

When a poem enters into the world it
enters into a political, in the sense of ideological
and historical, space. By refusing the criteria of
efficacy for determining the political value of the
poem, we confer political value on the odd,
eccentric, different, opaque, and maladjusted
the nonconforming. We also insist that politics
demands complex thinking and that poetry is an
arena for such thinking: a place to explore the
constitution of meaning, of self, of groups, of
nations, — of value. (Bernstein 1999: 4)

Before explaining the term “social
philology”, used in the book Gender Races and
Religious Cultures in Modern American Poetry
1908-1934, Rachel Blau DuPlessis describes her
approach  as  post-formalist,  materialist,
contextualist, and culturalist. In the method she
calls social philology, she appropriates the
Anglo-Saxon New Criticism methodology of
close reading to “examine in poetry the textual
traces and discursive manifestations of a variety
of ideological assumptions, subject positions,
and social concepts concerning gender, race, and
religious culture” (DuPlessis 2001,1). She
explains that



A social philology claims that social
materials (both specific and general politics,
attitudes, subjectivities, ideologies, discourses,
debates) are activated and situated within the
deepest texture of, the sharpest specificities of,
the poetic text: on the level of word choice, crypt
word, impacted etymologies, segmentivity and
line break, stanza, image, diction, sound, genre,
the ‘events’ and speakers selected inside the
work (enounced), and the rhetorical tactics of the
thing on the page (enunciation). ... So by a
social philology I mean an application of the
technique of close reading to reveal social
discourses,  subjectivities  negotiated, and
ideological debates in a poetic text. (DuPlessis
2001, 12)

Now I will turn to the British feminist art
historian Griselda Pollock and her work.

Cultural studies in the filed of British feminist
art history

Griselda  Pollock’s  text  “Feminist
interventions in the histories of art: An
Introduction”, published in her book Vision and
Difference: Femininity, feminism and histories of
art in 1988, is one of the most important in the
context of feminist cultural studies. She explains
that with “feminist interventions in the histories
of art”, she implies that “we should be studying
the totality of social relations which form the
conditions of the production and consumption of
objects designated in that process as art”
(Pollock 1999, 3). Pointing to the work of
Raymond Williams, she proposes that the work
of art should not be treated as an object, but we
should rather consider it as a practice. According

to Pollock, Williams advocated analyzing first
the nature and then the conditions of a practice;
in considering the art, we should thus “address
the general conditions of social production and
consumption prevailing in a particular society
which ultimately determine the conditions of a
specific form of social activity and production,
cultural practice” (Pollock 1999, 4).We should
see art as a social practice, as a totality of many
relations and determinations, that is, pressures
and limits. Pollock advocates feminist historical
materialism that does not merely substitute
gender for class, but deciphers the intricate
independence of class and gender, as well as
race, in all forms of historical practice. She
suggests shifting the paradigm of art history,
which will involve much more then adding new
materials (women and their history) to existing
categories and methods. The new paradigm will
lead to the new ways of conceptualizing what we
study and how we do it. According to Pollock,

Understanding what specific  artistic
practices are doing, their meanings, and social
effects, demands a dual approach. First the
practice must be located as part of the social
struggles between classes, races, and genders,
articulating other sites of representation. But
second, we must analyze what any specific
practice is doing, what meaning is being
produced, how, and for whom. Cultural
practices do a job which has a major
significance in the articulation of meanings
about the world, in the negotiation of social
conflicts, in the production of social subjects.
(Pollock 1999, 7)
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Griselda Pollock insists that “feminist
interventions demand recognition of gender
power relations, making visible the mechanisms
of male power, the social construction of sexual
difference and the role of cultural representations
in that construction” (Pollock 1999:9).

Conclusion

At the end of this article, I will pose two
questions that should be asked when we write
about poetry and art. The first is. can works of
literature or visual art be judged on their own
terms, according to exclusively literary or artistic
criteria? And second, what is the relationship
between judging literature or art and
publishing/exhibiting institutions, the educational
system, and the wider political culture?
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Jly6paska I'ypui

KyarypoJionmkuTte cTyIUH U HCTPAKYBaKkhaTa Ha N0e3MjaTa U BU3YeJTHUTE YMETHOCTH:
noe3njaTa HA AMEPUKAHCKHU ja3HK M OpUTaHCKaTa (PeMHUHHCTHYKA HCTOPHja HA YMETHOCTA

(Pe3ume)

OBoj TpyA ro mpocieayBa HAYMHOT Ha KOj KyJITypajHUTE CTyIUH CU 'O Tpacupaa HaTtoT U T
TpanchopMupaa CTyIuuTe o1 obsacta Ha moe3ujaTa Bo CoenmuueTute AMepukancku J[pskasu. Amepu-
kaHckute noetu ox 1980-tute roguau — beper Baren, Yapnc Bepuiraju, Majkn Jejsuacon u Pejuen
bno Iy Ilne3uc pa3Buja MaTepujaluCTUIKH, MOCTHOPMATIUCTUYKY U KOHTEKCTYAIUCTUIKH PUOA KOH
noesnjara. MojaTa auckycuja ce GoKycHpa Ha CTaBOT Ha BareH 3a ,,KOHCTPYKTHBUCTHYKHOT MOMEHT"*
KOj ce OJJHeCyBa Ha ,,ja30T Mel'y KOHCTPYKTUBHCTHYKATa €CTETHKA M TIOTOJIEMHUTE KYJITypallHH TPOCK-
TH", Kako 1 Ha co3HaHueTro Ha Jly Ilnesuc 3a counjannaTa ¢uiionoryja moja KojamTo Taa ja moapazon-
pa ,,ymorpebara Ha TEXHUKaTa Ha YUTAHETO OJ0IM3Y 32 OTKPHBAKE HA COLMjATHUTE AUCKYPCH, CyO-
JEKTHUTE OKOJIy KOUILTO CE MPEroBapa M WACOJOUIKUTE 1e0aTH CONPKaHH BO €€H MOSTCKU TeKCT.

3aBpILHO ce MOCOYEHH HAYMHUTE MPEKy KOM KyITYPOJIOIIKUTE CTyIMH HaBJIEroa BO MOJIETO Ha
OpuraHckaTta eMUHHCTHYKA UCTOpHja HA yMeTHocTa. OCBpTOT Bp3 Aenoto Ha I'pusenna [lomok u Ha
HEJ3WHUOT TePMUH ,,()eMIHUCTHYKA WHTEPBEHIMja BO HCTOPHjaTa HA YMETHOCTA* ja MOCOYyBa yMeT-
HOCTa KaKO COIMjallHa MpakTHKa. McToprcKo-peMUHICTHUKAOT MaTeprjalin3aM KOjIITO Taa To 3aro-
Bapa ja ,,Jemudpupa KOMIUIEKCHaTa HE3aBUCHOCT Ha KjlacaTra W PoOIOT, KaKo M Ha pacara, BO CHTE
(hopMu Ha UCTOPHCKATA MPAKTHKA".

Kiiy4ynu 300poBM: KyITypOJIOIIKH CTYAMH, EKCIIEPUMEHTANIHA 0e3uja, HeMHUHUCTHYKA UCTOpHja Ha
YMETHOCTa
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The protohistory of Europe is a
protohistory of a nameless continent (Denis de
Rougemont) populated gradually, civilised and
brought to life by people, ideas and crafts,
coming from the coast of the Middle East. The
Renaissance spiritual geography saw it and
described it as an expanding continent, as a head
(“le cap”) or a brain of a large body whose
ambition did not end only in the desire to be a
‘starting point’ (an arche for all discoveries and
colonisations) or a centre (the centre of the centre
= civilisation), but also a final point (thelos =
horizon or limit to all technical achievements).
Even though it appeared in the 8" century, the
term “Europenses’ remained for a long time in
the area of allegory, up until the 14™ century

! This paper was submitted at the international conference
Europe of Nations — Myths of Origin: Modern and
Postmodern Discourses, held in Aveiro, Portugal, in 9, 10
and 11 May 2011.

when the atrophied vision of Europe was
renewed, of Europe as a ‘family of nations’, as a
continental community united in the common
fate — defense against Islam. But, instead of
unity, the vision produced a myth which created
a vacuum (chasm) in the heart of Europe
fortifying the belief that in the Great Whole there
is a Small Part which does not belong to it
entirely, since it is, at the same time, both inside
and outside of it, similar yet different. Known as
the Balkans, this part was treated not only as a
territorial subregion, but as a ‘Kingdom of
Shadows’, as a zone of the symbolic unconscious
of Europe which produced the analogy with the
Freudian understanding of the non-identity of the
identity. It makes me wonder if there is at all a
convincing holistic view of a European history in
which — at least once — the Balkans will not be
seen as the Id of the Western European Ego, as
an internal Other who “forgets nothing and
learns nothing, still fighting battles of centuries,
while the rest of Europe is busy with the speedy
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process of globalisation” (Zizek, 2001:152).
Most probably not, although, as a composite of
different identities which mutually complement
each other in an identity of differences, the
Balkans is, at the same time, both a centre and
periphery, both an ergon and parergon of what is
called the European spirit and civilisation.

In the theoretical discourse of Europe, in
previous years, the predominant opinion is that
the inquietude characteristic of our epoch, draws
its excitement from the dillemas related to the
category of space, more specifically with a
spatial historiography foretold in the books of
Michel Foucault who, althought implicitly, still
categorically = demonstrates his theoretical
consciousness of the importance of cross-
referencing history, biography and society. ‘The
space in which we live — writes Foucault -in
which erosion of our life, our time and our
history takes place, this space which gnaws at us
and hollows us out is, in itself, a heterogenous
space’ (Foucault, 2007: 35-36 — my italics). With
this, Foucault also proposes the question of the
place and the role of social subjects in a wider
geographical contextualisation. If we take into
consideration the numerous historical periods
which  simultaneously, successively  or
dispersively have passed through the region of
the so-called South Eastern Europe, then it is
clear why the complex ethnic and religious
mixture of the Balkans could provoke comments
which diagnosed some sort of a ‘handicap due to
heterogeneity’. But, this relative ‘handicap’,
which makes the region more like the East than
the West, is a specific characteristic, inherited
from the Ottoman (and actually from the time of
the Roman and Byzantine) empire, and is
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contrary to the concept of mono-national states
taken from the countries of the Western world.
That is why perhaps some British conservatives
are right (or close to the truth) when they say that
continental Europe today functions as a new
version of the Balkanic Turkish empire, with
Brussels as the new Istanbul, as a centre of
power which creates spatial ghettos within
Europe, provoked enough to bring into question
even the stability of its borders. In all truth,
recent history has not tried to refute this
supposition, but the future cannot be that grim.
This is so because of a number of reasons but,
most importantly, because of the fact that the
citizens of South East Europe know the lesson on
borders too well (those public ones which
guarantee their and the sovereignty of their
neighbours) and limitations (those imaginary,
symbolic and policitally extorted limitations).

Namely, as generators of meanings,
borders for people of South East Europe, have
the face of Janus. Their double, inside/outside
nature means that they both unite and divide two
sides. They are, at the same time, both a
limitation and a closeness: limitation of the Self
and the Otherness, but also their bonding in a
real geographic chronotope. Yet, instead of the
desired and logical process of hybridisation,
borders often produce gaps of cultural and
political antagonism. They are negotiated over
for a long time from the position of power and
authority (as in the case with my country's name,
Macedonia), but that is another, very sensitive
and painful topic....That is why I will return to
the concept of the European political identity,
which 1 introduced in the title of my
presentation.



In 1999, at one of his public academic
lectures, the French theorist (Etienne Balibar)
said that the fate of the European identity today
will be decided on the Balkans and that there are
two possibilities:  ‘either that in the Balkan
situation, Europe will recognise...the image and
the consequence of its history and will do
something in order to face it and solve that
problem..., or it will refute that confrontation,
stubbornly believing that the problem is merely
an external obstacle which should be overcome
by external means, including colonisation....”
(Balibar; 2003: 27-28; my italics).

Five years later, as part of the seminar
entitled Symbolic Geographies of Europe, the
Bulgarian theorist Marija Todorova clarifies that
besides the national, she finds the regional
identity very important as well because, as
macrostructures, regions — very often — surpass
even the supposed spatial boundaris. Namely, as
a subregion of the Euro - Asian continent (where
complex historical interactions between three
monotheistic  religions have taken place:
Christianity, Islam and Judaism), today’s
European Union (also known as Visigothic
Europe) is not just a ‘region of nations’, but also
a centre/pivot of world colonisation and
industrialisation ~ (Todorova;  73/19, 2005;
http://www.fabrikaknjiga.co.rs/rec/73/81.pdf).

Todorova clarifies that the concept ‘South
East Europe’ (known as the Balkans) has a
negative connotation in the public. It has even
become a ‘mental empty space’ in the diplomatic
vocabulary of some recent politics’. But, such

2 Namely, in the beginning of 1997, the State Department
ordered the American embassies to be careful about the
feelings of the citizens of Eastern Europe which, for the
concerned American diplomacy is inevitably transformed

thinking (and stigmatising!) is evidence enough
that there is a need for a (re)integration of this
subregion within the political borders of Europe,
in its democratic public space, in which there is a
continual meeting amongst cultures. Without this
meeting there is no progress in humanity, or the
political thought in Europe, because each quest
for an identity also confirms the consciousness of
one’s own insufficienty. Let me try to clarify this.
In order for us to understand ourselves, we
need the Other, his/her view and his/her
readiness to acknowledge and tolerate our
diverseness. It is this diverseness that is one of
the most sensitive questions on the Balkans
(particularly for us, Macedonians), due to the
continuous pressure by one particular country
member of the European Union (our southern
neighbour, the Republic of Greece), whose
intensified discourse of cultural monism denies
the constitutional name of my country,
Macedonia. Needless to say, the abovementioned
diverseness does not only entail a difference in
attitudes, but also a chance to transform the two-
decade long dispute into a compromise, because
only the acceptance of diverseness (even the
acceptance of differences in opinion) is the key
to understanding and implementing an ambitious
political project in creation — creating a
European cultural identity. Understood as a
universal, postnational or, if you allow, an
ubernational entity it will realise the idea of an

into Middle (a term in use since before World War II). ‘In
that way an interesting situation is created — Todorova
points out — we have a continent called Europe, its centre
which is not quite Europe and is called Middle Europe....),
its West which is considered to be the real Europe and the
East is gone ‘ (Todorova; 73/19, 2005).
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open dialogue between the East and the West, the
North and the South, the Balkans and Europe —
as our, common (Euro)destiny.

Although I am aware that there is no
political concept free of controversy, I accept
Thomas Meyer’s statement who, in his work
entitled The Identity of Europe says: ‘the EU is a
creation which, at best, can be met with rational
approval or a desire for an agreed participation,
but not with an emotional identification. The
identification =~ with the Union as a
unit/structure/element of political activity will,
probably and to a great extent, be only of a
reflexive nature, just like the postmodern form of
political identity’ (Meyer, 2009:54, my italics).
This convinces me that the acceptance of the
European Union as a common perspective of
different nationalities does not mean the rejection
of the term ethnicity. On the contrary, it would be
ideal if the diverseness of national identities were
to be inscribed into this universal and global
concept because it is only in this way that the
different European ethnicities could incorporate
themselves in the ubernational perspective of the
European cultural identity. The chance for the
small and, I would say, somewhat forgotten
Balkan nations, lies precisely in such a global
concept. Actually, its creation also confirms the
idea that the space of Europe — its borders —
structured as a net of relations and meetings, is
the most important issue in the cognitive sphere
of the postmodern world in which culturally
diverse identities coexist. Unfortunately, the
reality is different. Namely, while we are
persistently trying to prove that we belong in the
great European society (waiting for the answer to
the hypothetical question: are we, the
discriminated living subjects of the Balkans, part
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of the idea for a European ‘civil’ project), Europe
seems to still have doubts as to whether we
belong to the common culture and civilisation.
The reasons for this segregation stem from a
stereotypisation over the centuries which has
supressed the fact of the roots of the European
culture. Therefore, I will not fail to mention that
it must not be forgotten that the Balkans is the
very place where, in the ancient times, we
witness the appearance and development of the
greatest humanist disciplines such as philosophy,
literature, democracy, all of which formed the
European spirit and mentality.

But, Europe seems to constantly forget
this. Reminding us over and over again that it
can reestablish the liberated visa regime, as a
wall towards the membership in the great family
of nations, it tells us that we can still participate
freely only in the electronic net. So, if in the 21%
century this type of freedom only can be
sufficient for anyone then we, the ‘limited’
subjects from the Balkans, are truly happy people
who, in the absence of a real, create a virtual
projection of a  liberated-from-the-root-
philosophy-of-the-tribal-myth ~ world.  Gilles
Deleuze defined this freedom as ‘spiritual
nomadism’ and Hakim Bey described it as
‘cosmopolitanism without roots’, but both
definitions contain, for us, an essential paradox
related to the question of borders and identity,
taking us back to the beginning of this essay,
without a solution for the square surface of the
circle. ..

Now I wonder whether this is the way
which should prepare us all for the new
transnational identity, the new postnational civil
status (citizenship/citoyenneté)? If so, then, we,
Macedonians are perfect for the adoption of a



decentralised view which would begin a creative
destruction of the European consensus® — not by
war or aggression but by creative imagination,
cultural diversity and spiritual inheritance of
which we should not be ashamed in front of the
world. Only so, through a critical attitude
towards the standards of the imaginary European
cultural identity (as a political entity in creation)
could we realise the long desired dream of
returning the Piece to the Whole, in which
Europe could establish a dialogue with its own
interior, its somewhat forgotten Self, without
traumas or complexes, without fear of
altercations...
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Anresmna banopuk-MapkoBcka

Konnenror €6PONCKU noiumu4dKu uoeHmumem u rpaHUMIMTE HA EBpona:
peaiHi, UMAaruHapHu U UACOJIOIKHA

(Pe3ume)

JyrouctounuoT aen on EBpomna mo3Hat moa uMmero bankaH, He peTko € Mmperno3HaBaH U Kako Id
Ha 3aIaJHOEBPOIICKOTO £go. Heroara reonoimTrykara mojoxoa Koja ro npasu modian3ok 10 Mctokor
OTKOJIKY JI0 3amajioT, ja JOMylITa Taa aHaimoruja co ®pojmoBoro chakame 3a HEUACHTUYHOCTA HA
HUACHTUTETOT BUJICH KAKO KOMITO3UT Ol paziuunu ucmogemnocmu. Tue ce HaOMOMHYyBaaT Mel'yceOHO
BO uoeHmumem 00 paziuky ITO TO MPaBU bBalkaHOT — KCTOBPEMEHO — U IIEHTap W nepudepuja, u
epeor W napepeon Ha OHA IITO Ce HAPEKyBa e6pONCKU OYX u yusuiuzayuja. BrpajaeHo Bo cTaHIapaIuTe
Ha YHHjaTa, TOa TH JaBa TEMEJIWTE 38 HOBHOT MOJUTHYKHA €HTHTET BO HACTAHYBAWE — €8PONCKUOM
Kyimypaien udenmumem — 49¥j HaTHAIMOHAJIECH, XETEPOTreH U ,,lTOBEKETIaceH KOHIIENT Tpeba Ja ru
HaJIMHHE OrpaHIUYyBamaTa Ha HAI[MOHAIHUTE KynTypu. Ho mpex na ce ciyun Toa Tpeba a ce mpoydu
HETOBHOT ja3HK, 1a CE JICKOHCTPYHpPaar MOCTOJHUTE CTEPEOTHIN 3a Jla Ce pealn3upa JA0JTrornocaKyBa-
HHOT COH KOj kK& My OBO3MOXH Ha /[enom Bpakamwe koH [[enunama. Taxa EBpomna ke MOXe Ja BOCIOC-
TaBH JIMjaJIOr CO COTICTBEHATa BHATPEIIHOCT, CO CBOETO TMom3abopaBeHO ceOcTBO. bes TpayMu u KoM-
TUICKCH, 0€3 3a30p OJl aJTEPaKIIHH. ..

Kuyunu 360poBu: EBpona, bankaH, uaeHTUTETH, TPaHULIU, XETEPOTEHOCT
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RE(CLAIMING) SILENCES, ENGENDERING RACE:
WHAT BELL HOOKS AND WALT WHITMAN SHARE IN COMMON
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bell hooks, Walt Whitman

Poetry sustains life. Of this I am certain. There is no doubt in my mind that the pain of poverty
whether material or emotional lack can be eased by the power of language. I know this intimately. For
in that misunderstood childhood of mine, I found that sanctuary in poetry. It restored me, allowed me
to come back from the space of woundedness and sadness to a recognition of beauty.

Cultural theorist and leading voice of
black feminist scholarship, bell hooks (aka
Gloria Watkins) dreamt of a life marked by
poetry. In her second attempt at autobiographical
recollection of a life lived in the segregated
vistas of late twentieth-century American
society, aptly titled Wounds of Passion (1997,
1999), hooks recalls the first time she heard the
African American poet Adrienne Rich read.
What hooks had heard, namely, the pain Rich’s
engulfing timbre unearthed, shattered her
preconceived notions about the possibility of a
life lived in poetry. For Rich’s words enacted a
warning, one hooks was unprepared for. Finally,
young Gloria Watkins (bell hooks’ given name)
was forced to realize how futile her life’s dream
had been right from the start — who would want

bell hooks (1997, 1999: 14)

to listen to a black woman’s lines in a society
where her existence as a citizen is questioned on
a daily basis? And yet hooks did not want to give
in on her dream; she understood then, perhaps
better than ever before, the need to reclaim a
space within American life so that her poetry,
and that of other minority voices, may be heard
and listened to. She had to bring to light a ‘site of
memory’, which in turn, would allow her to live
out her long-awaited life in poetry. Hence, the
writing and subsequent publication of Ain’t I a
Woman: black women and feminism (1981).
What began as a graduate student’s project
at setting the record straight once and for all,
speaking for those who were denied the right of
voice and (re)presentation, turned into a
foundational text for black feminist scholarship.

23



Hooks’ work of historical recovery took more
than a decade to reach an audience; however,
when it did arrive, onto the bookshelves of
American libraries and bookstores, it unleashed
the possibility to have black women poets,
minority writers, housewives, working class
mothers, live a life that is recognized, admitted
to, re-membered. Ain’t I a Woman brought to the
table a new way of thinking about America, the
not-so-beguiling ‘melting pot’” nation of
phantasmagoric opportunities for those that have
it in them to succeed. Hooks’ recovery narrative
tells a different story of the Promised Land’s
mythical existence. She treats American
citizenship as a highly racialized and gendered
(social) project. By examining the various
ideological and political strategies that white
women reformists employed throughout the late
nineteenth- and early twentieth-century, in order
to aver all rights of citizenship for themselves,
hooks allows for a broader understanding of the
distinct ways through which race and gender
discourses engage the dynamics of equality and
citizenship in American society, and vice versa:
Every women’s movement in America from
its earliest origin to the present day has been
built on a racist foundation — a fact which in no
way invalidates feminism as a political ideology.
The racial apartheid social structure that
characterized 19th and early 20th century
American life was mirrored in the women’s
rights movement. The first white women’s rights
advocates were never seeking social equality for
all women, they were seeking social equality for
white women. Because many 19th century white
women’s rights advocates were also active in the
abolitionist movement, it is often assumed they
were anti-racist. Historiographers and especially
recent feminist writing have created a version of
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American history in which white women’s rights
advocates are presented as champions of
oppressed black people...In actuality, most white
abolitionists, male and female, though vehement
in their anti-slavery protest, were totally opposed
to granting social equality to black people.
(hooks, 1981, 1999: 124)

Reading hooks’ work of historical re-
memberance, we come to realize that neither
‘race’ nor ‘gender’ as latter-day social categories
can stand on their own so as to (re)present fully
the diversity of American nationhood. Letting
the silences speak by opening up a forum for a
new, challenging discourse on engendered race,
hooks questions the validity of ‘reclaiming a
creative space of one’s own’ in the first place.
Doesn’t this practice help perpetuate an already
too familiar set of elitist activities? Isn’t the
exclusivity of a ‘creative space’ a far cry away
from the illiterate reality of nameless
protagonists  (present and  past)  whose
circumstances prevent them from celebrating
/actualizing their identities? Not entirely.

Cultural historian Pierre Nora allows for
a reading of ‘historical truths’ and ‘remembered
events’ through so-called lieux de mémoire, i.e.,
‘sites of memory’, which he believes to operate
“with the sense that there is no spontaneous
memory, that we must deliberately create
archives, maintain anniversaries, organize
celebrations, pronounce eulogies, and notarize
bills because such activities no longer occur
naturally.” (Nora, 1989, 12) Within American
social practices, such memory repositories
appear a necessity, a final defense against
misrepresentation and unilateral polemics in the
pursuit of a revisionist historical study. As
children of history and memory, lieux de
mémoire, according to Nora, are unlike any



previously encountered type of history, ancient
or modern, since contrary to historical objects,
they are without a referent in reality. In other
words, they strand as their own double: “a site of
excess closed upon itself, concentrated in its own
name, but also forever open to the full range of
its possible significations.” (24). Bearing this in
mind, hooks’ work of historical recovery filtered
through the tools of feminist scholarship,
emerges as an example of one such ‘site of

memory’; moreover, her poignant
implementation of the authority of experience,
when dealing with race and gender

(re)presentations, unfolds an open-ended set of
enquiries that are not meant to be fully resolved.
On the one hand, what are we to make of the
‘silences’ her work has so successfully “voiced’?
On the other hand, when such silences fall, when
they are no longer veiled, what purpose, if any,
do they serve? Are they really empowering for
their lack of previous recognition or for their
claim to provide revelatory insight into past
historical moments? Consequently, could they
form other ‘sites of memory’, which in turn
would help voice the ‘otherness’ of thus far
undesirable lifestyles or unwelcomed
experiences? Could they speak to one and many,
equally and simultaneously?

Hooks’ Ain't I a Woman, though
thoroughly insightful and first of its kind (as far
as writings on the condition of African American
women’s history are concerned at least), is not
alone in voicing these questions. Silences have
provided  storytellers  with  opportunities
continuously  throughout human history.
Homer’s The lIliad and The Odyssey gain their
creative power from the untresspassed silences of
antic Greek beliefs; The OIld and The New
Testament reinforce the mysticism of varied

Christian faith(s) by opening up their pages to
the silences of God’s ways. And the list goes on.
Nevertheless, when it comes to the imaginative
investment and creative wits of American artists,
none come close to hooks’ explorative style as
the poet Walt Whitman.

A strange paring the two may prove to be
(and indeed I have often asked myself what it is
about their respective work that makes me think
of it as being linked by the ‘engendered silences’
of American citizenship), Whitman’s nineteenth-
century sentiments of American nationhood
appear strikingly out-of-touch when paired up
with the life-shattering lessons that hooks’ late
twentieth-century work coveys. For one,
Whitman’s America is characterized by a
prevailing sense of oneness. In “Our Old
Feuillage” (1860), Whitman’s America is
portrayed as a unifying entity that permeates the
multi-social/ethnic/racial commonalities of its
citizens. Equally possessed by Northerners and
Southerners (even Kanadians!), Whitman’s
American identity brings together the diverging
and sometimes lethal aspirations of its people; it
nullifies the boundaries of race, class, gender that
inhabit the reality of American life, so that
American citizens are always one and all, united
in their belonging to an idea of a belonging. On
the other hand, as a black feminist critic hooks
does not allow herself such dangerous/
anachronistic indulgences. Her America is not a
bounded collective identity; her work points to
American reality as a set of multiple, shifting,
and contingent identities that are in need of
recovery, since the white supremist patriarchal
power structure, which polices American
citizenship and nationhood, disavows the cultural
and lawful validity of their existence. Yet, both
Whitman and hooks are concerned with
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(re)presentations of American citizenship. Both
writers understand that to (re)present America is
to (re)present/theorize identity, belonging,
history, culture, and place; and the ‘silences’ of
identity, belonging, history, culture, and place;
and the ‘reclaiming of silences’ — both
authorized and subversive — of identity,
belonging, history, culture, and place.

Let us examine Whitman’s “Drum-Taps”
(1865). The poems in the chain offer an
unnerving, singular portrayal of war. The war in
question is not one of mythical proportions; quite
the contrary, the poet tends to the reality
surrounding the events of America’s Civil War
(1861-1865). Whitman treats this war as a
tangible ‘civic ritual’, that is, a political space
where concerns about national identity and
cultural aspirations are confronted with all-too-
palpable anxieties regarding gender and
sexuality, which in turn, proves challenging to
the nineteenth-century paradigmatic way of
thinking about foundational/relevant cultural
values and beliefs. His project, therefore, appears
to be a dialectal one. Amidst the portrayal of
America and its lands as the ultimate battlefield,
the poet evokes themes of individualism, self-
actualization, and the acquisition of power, while
presenting the contingent impact of the soldiers’
communal identities on their war-time ability to
transpire these themes. With the poems
unfolding, Whitman’s direct account of
America’s Civil War continues to interrogate the
notion that war/wartime violence validates itself
as a necessary civic act (albeit one of devastating
results), a needed dispensation ‘to rescue’ the
American soul from encroaching destruction.
Soldiers on both ends of the North-South divide
are seen to be sacrificing their lives ‘to save’
America for posterity. While performing out
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their civic duties, even though their immediate
beliefs/concerns may come across as conflicting,
oppositional, the soldiers are granted a unique
right to form lasting bonds of friendship, often
culminating in expressions of valiant same-sex
affection.

As a result, the ‘civic ritual’ of wartime
violence in Whitman’s “Drum-Taps” ascertains a
cathartic actualization for the American self (as
in the soldiers’ self-actualization). It severs the
social constraints otherwise placed on the
relationship existing between ‘the nation’ and
‘the citizen as a subject’” within the overtly
visible terrain of policed sexuality and desire
confounded in the reality of American life. In
that respect, Whitman’s depiction of American
citizenship in the long poem as well as in other
corners of Leaves of Grass, captivates an act of
(if not historical recovery, which is the case with
hooks) poetic inscription; the poet ‘claims the
power of silences’ by using the immediacy of
wartime violence to ‘speak of” shared practices
and symbols that are denied to the
(re)presentations of national identities. Thus,
“Drum-Taps” constitutes a dynamic site of poetic
inquiry into the nature/nurture of American
citizenship, gender and social power. Writing of
the debilitating effects that war exerts on the
American land, Whitman calls upon the power of
the actuality of wartime experiences, and how
they prove to challenge the dominant culture’s
patriarchal stagnancy by exposing the staged
fallacy of its discourses and their claim on the
American self.

Following a similar vein, cultural theorist
bell hooks examines the hitherto historical
recording of African American women’s struggle
to claim the right of citizenship and all the
confounding restrictions that go with it. Ain’t [ a



Woman, her historically-specific analysis of
nineteenth- and twentieth-century American
social relations, (re)presents not only an act of
agency, but also of translation from private
experience to public narrative. As a cultural
theorist and a black feminist, hooks scrutinizes
the effects normative (re)presentations (such as
white is good, black is bad, black women are
culturally inferior, white women are true women,
etc.) have had on American individuals’
lifestyles. According to hooks, their enactment as
dangerous abstractions (whose influence needs to
be accounted for if a social group the individual
belongs to, for example, black women, is to
effectively manage the irreconcilable tensions
that surface as a result of its interactions with
other social groups) threatens to recognize the
reality of people’s day-to-day existence and their
experience of oppression along multiple,
intersecting, and competing axes:

In America, white racist ideology has
always allowed white women to assume that the
word woman is synonymous with white woman,
for women of other races are always perceived as
Others, as de-humanized beings who do not fall
under the heading woman. White feminists who
claimed to be politically astute showed
themselves to be unconscious of the way their
use of language suggested they did not recognize
the existence of black women. They impressed
upon the American public their sense that the
word “woman” meant white woman by drawing
endless analogies between “women” and
“blacks”. (hooks, 1981, 1999: 138).

Whiteness is a contesting site of inquest
for hooks; it is a ‘civic ritual’ not too dissimilar
to Whitman’s inference of America’s Civil War
as one such political space. Hooks approaches
whiteness treating it as a tangible social

construct, with its rules and regulations,
employed by white men and white women in
America’s white supremist patriarchal power
structure in order to create a political space
where racial/gender status is used to grant and/or
deny citizens certain (internationally) recognized
civil liberties (for instance, access to good public
education, professional training, nurturing and
affordable health care system, housing
opportunities in once uni-racial neighborhoods,
stable paying jobs, etc.).

Writing about African American women
and their silenced history, hooks works through
the social category of gender, since this category
characterizes a significant component in/for the
presentation of her subjects’ existence as racially
marked citizens. Fellow social historian and
feminist critic Joan W. Scott has also examined
the postmodernist conception of gender, as one
of the more recently added categories of social
discourse. In Gender and the Politics of History
(1988, 1999), Scott outlines the main postulates a
historian like herself attributes to the social
category of gender. Rejecting the fixed and
stagnant quality of the man/woman binary
opposition when approaching gender in social
terms, Scott defines gender “as a constitutive
element of social relationships based on
perceived differences between the sexes, and... a
primary way of signifying relationships of
power.” (42). This unique position which gender
assumes as a social category allows hooks to
relate to it, through her work, as a means of
decoding the meaning of ‘racialized citizenship’
in American society, and at the same time, a way
to bring forth a scholarly initiative, which will
then help others understand the complex
connections existing among various forms of
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social interaction within the confines of
America’s patriarchal order:

If women want a feminist revolution —
ours is a world that is crying out for a feminist
revolution — then we must assume responsibility
for drawing women together in political
solidarity. That means we must assume
responsibility for eliminating all the forces that
divide women. Racism is one such force.
Women, all women, are accountable for racism
continuing to divide us. Our willingness to
assume responsibility for the elimination of
racism need not be engendered by feelings of
guilt, moral responsibility, victimization, or rage.
It can spring from the heartfelt desire for
sisterhood and the personal, intellectual
realization  that racism among women
undermines the potential radicalism of feminism.
It can spring from our knowledge that racism is
an obstacle in our path that must be removed.
More obstacles are created if we simply engage
in endless debate as to who put it there. (hooks,
1981, 1999: 158).

Furthermore, hooks’ work creates a
platform for today’s cultural theorists, enabling
them to engage and combat the unspoken
acceptance and affirmation of culturally
determined roles, imposed on people’s
individuality by various mechanisms of
compliance (governmental decisions, communal
practices, tradition and gossip). Accordingly,
hooks ‘reclaims the silences’ of American
slavery, American patriarchal social structure,
American Civil Rights policies, American
feminist thought, by recovering the silenced
history of a minority group that has struggled to
ascertain the basic rights of American
citizenship.
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Hence, the cultural criticism of bell hooks
and the cultural poetics of Walt Whitman
encourage us to reevaluate constantly our own
definitions of humanity, of a self, of a voice, of a
consciousness. Their work propels us to question
the tools we employ to (re)present humanity in a
segregated world, through the now distinctive
categories of race, class, ethnicity, gender,
sexuality, religion, which stand to mark our
furthering apart rather than coming together as
one, one great world of plenty. They ask of us to
rethink the way(s) we celebrate the differences
and/or the universalities of our traits.

Do we allow for a comparative approach
or do we work within a specialized field, and
from time to time compare notes with the other
teams? Do we generalize based on a number of
case studies, or do we allow for an
interdisciplinary approach, and if we do, do we
give the right of way to the literary or the social
sciences? Do we interrogate the categories
themselves as they are being defined or reshaped
by our findings or do we allow for a fluidity of
dialogue between them?

In the wake of ‘the changing times’ of
present-day life, when most people turn to mass-
produced metaphors, images, archetypes (in
other words, commodified cultural indicators), in
order to find valediction for their choices, their
struggles, their unsheltered existence within a
global(izing) mass-culture, Whitman’s
nineteenth-century verse and hooks’ twentieth-
century black feminist scholarship put forward
alternative creative responses to the devastating
impacts of nationally-bounded citizenship. They
demonstrate the value of unstable, decentered
‘sites of memory’ that engage citizens in a multi-
vocal discourse, listening and commenting on
each other’s different views and understandings.



They demonstrate the value of gendered
interpretation of racialized subjects (and vice
versa) when confronting age-old arguments of
racial superiority, biological determinism, and a
hegemonic sexual regime. The ‘(re)claimed
silences’ of their respective works demonstrate
the unflinching diversity, enlivening complexity,
and unquestionable beauty of American
engendered identities.

As an Americanist via a Comparative
Literature Charter, I have always been interested
in the relationship language and memory partake
on in the making/unmaking of narrative ‘voices’,
especially if their ‘historical counterparts’ had
been denied existence, had been ‘shoved under
the rug’ so to speak. In view of that, it seems to
me that both hooks’ narrative technique and
Whitman’s poetic dictum ask of their readers to
question, persistently, the presence of a selthood
and its positionality inside an individual, a
community, amidst a social practice, or as part of
a text. Moreover, their writing beckons us to
investigate further how ‘gender’ and ‘race’ as
latter-day social categories shape language and
memory, how they influence a subject’s
discursive life, how they help ‘bear witness’ to
the construction of a self. In that regard, I
wonder how successful the cultural ‘translation’,
‘(re)claiming’ of a silenced self could be once it
becomes an integral part of the public (popular)
narrative? What are we to make of (the silenced
self’s) re-done identity? How do we approach its
study? Examining one’s own history and
tradition in isolation only produces additional
endocentric theories of ‘the self” and ‘the nation’
(that the self belongs to), something that no
scientist of the past creating in the present, for
the future, should concede to. America has long

been perceived by the outsider’s inwardly gazing
eye as a human ‘melting pot’, a place where
different races, various ethnic groups, are to
experience a liberated life in a constant pursuit of
private and communal happiness. Presently,
America does exhibit the demographics of a
fairly rounded (re)presentation of the world’s
races, ethnicities, classes, gendered identities.
And it may, therefore, be perceived as the perfect
battlefield for their redefinition and refiguration,
particularly when the case of gender and race is
at stake.

Conversely, the solidification of this myth
has been challenged by recent American Studies
scholarship, which in turn, rejects its contextual
fundamentalism, proposing instead a
demystification of the ‘shared culture’ image, so
that once marginal/insignificant/irrelevant voices
carry out the now dehierarchizized and
denaturalized investigation of the ‘national
culture’ as a fragmented whole. Working
within/through the separate trajectories of
American Studies scholarship, Houston A.
Baker, Ramon Gutiérrez, Kevin J. Mumford, K.
Scott Wong, George Lipsitz, Barry Shank, Mark
Hulsether, José David Saldivar, to name but a
few, deconstruct the traditionally accepted notion
of America as a unified, monolithic national
culture. Their theoretically informed studies,
respectively, evaluate the intricate relationships
existing among landscape, people and
technology in the larger American experience,
ascertaining the importance of a continuous re-
assessment and re-development of these
relationships and their subsequent relational
impact on American Studies scholarship as it
strives to engage with in-depth analyses of
culture concepts and culture studies. In this
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respect, hooks’ work of historical recovery and
Whitman’s verses of engendered nationhood
offer the aforementioned scholarship a
revisionary way of approaching the study of
America’s ‘fragmented nationhood’. Namely, to
(re)claim silenced voices is to be in a world
whence academic predications connect with
separate human experiences, while weaving out a
fluid nexus of relations and transactions that
actively engage their subjects.
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Beaa I'muroposa

I[Ipe(noBuKyBame) Ha TUIIHHUTE, POAOBOCT HA pacaTa:
LITO MMAAT 3aeAHMYKO Oes Xykc u Boatr Butmen

(Pe3ume)

IlenTa Ha OBa IPOMMUCITYyBaE € Jla C€ OTBOPH JHjasIor Mel'y JBa BeKa Ha aMEPHKAHCKOTO HAIHO-
HaJIHO ce0e-Ipe3eHTHpame, OJHOCHO cebcTBO. Bo enHa posoBo-pacHa jyKCTano3unmja, 0Boj TEKCT TH
[I0COYYBa HEOUEKYyBaHUTE MECTa Ha MEMOpPHja Ha Oell XyKC, COBpeMEHa aMepUKaHCKa TeOpeTHIapKa, u
Bont Burman, 6apaot Ha amepukanckuot 19-tu Bek. Ilpurtoa, ce mocraByBa mpamameTo — JJald OBUE
MEMOPHCKH MeCTa (TEOPETCKO-TIOETCKH) ¢€ BUCTUHCKU MPETCTABHUIN HA aMEPUKAHCKOTO IrparaHCTBO
U HETOBUTE CTPYKTYPHO-COLIMOJIOUIKM MEHHU BO IoOcieqHHuTE aBecTe rogunHu? Jlamu cranysa 300p 3a
MecTa Ha KOJIeKTHBHATa MEMOpH]ja, €THOBPEMEHO MapTUKyJIapu3npanu u ambinemarcku? Koj e HUBHU-

ot orcer? Koj e HUBHHOT ryac?

Kayuynn 300poBu: 1pH ¢deMHUHH3aM, aMEpPHKAaHCKa/O HAIlMOHAIHOCT/TparaHCTBO, 'pOJOBa paca’,

MecTa Ha MeMopHja, 6en xykc, Bonr Butmen
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ON THE DEMISE OF THE YUGOSLAVIAN MYTH
THROUGH THE DECONSTRUCTION OF A STATE'
(a Macedonian Experience)

Key words: Yugoslavian myth, deconstruction, nation-narration

Almost the whole of the XX century
marks this region, where my Macedonia is
situated as well, with a common inheritance —
Yugoslavia, and for that reason it is easy to
perceive it, even now, as a whole, both
historically and geographically, and most of all,
culturally.

No matter how strong the nostalgia is in
some circles for that period of living and existing
together, that “common” Balkan history stopped
existing in the 90s of the XX century, while
some believe that it happened even earlier than
that. Actually, the cultural and intellectual elite
played a rather significant role in the creation
and break-up of that former Yugoslavian state,
which still exists only in the temporary name of

' The essay is written/read on International Conference
«EUROPE OF NATIONS, Myths of Origin: Modern and
Postmodern Discourses», University of Aveiro, Portugal, 9-
11 May, 2011.

my Macedonia (the Former Yugoslav Republic
of Macedonia — FYROM)®.

% The cultural argument claims that it was the
unattractiveness of the idea of Yugoslavia (as it was
formulated in the XIX century by the cultural elite) that was
the main reason for the break-up of Yugoslavia. The idea of
Yugoslavia was, in fact, a nationalist project, which set off
from the premise that the south Slavs were one and the same
peoples, and because of that it would be desirable and
logical for them to live together in one state, and that idea
was supported by the pan-Slavic and other racial theories.
However, the idea of Yugoslavia, which began as a
nationalist idea in the creation of a national state, later
turned into an idea of multiculturalism, 1ie., an
antinationalist idea in the cooperation of similar (yet,
separate) peoples — first, Serbs, Croats and Slovenians, and
then, after 1945, Macedonians and Montenegrins, and from
1960, Muslims (i.e., Bosniacs), Albanians. The same
cultural and intellectual elite that created and launched the
idea of Yugoslavia later developed other ideas and negated
the existence of cultural similarities. Despite the fact that we
are aware that the question: Why would we be a minority in
a large state when we can be the majority in a small one?
destroyed Yugoslavia, from today’s perspective we
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The novel Dzahiz and the Dog
Terminators® (Dzahiz i istrebuvacite na kucinja)
by Pajo Avirovik, who happens to be a career
diplomat®, as well as a writer (Skopje: Detska
radost, 2005) openly talks about the demise of
the myth about Yugoslavia’, as well as the new

comprehend the fact that Yugoslavia broke up neither as a
result of the hatred among its peoples, nor as a result of the
fall from power of a given political dictatorship, but rather
due to the break-up of the international order that had
strongly affected the unity of that country (see Dejan Jovik.
The Reasons for the Break-Up of Socialist Yugoslavia: A
Critical Analysis of Existing Interpretations. — Skopje:
Templum, 2003). Or, as Rajko Murshik, who feels that
Yugoslavia broke up because essentially: it could not
become a democracy once its “self-governing” economy fell
apart, its socialist ideology, as well as the system that
protected the uniqueness of its constitutive federal units.
Nationalism was not a reason but a consequence of the fight
for “Tito’s inheritance”. The wars in the former Yugoslavia
were not ethnic ones; they were wars for territorial
expansion, which the Serbs began in the name of
“Yugoslavia (2002: 83) concludes. See Rajko Murshik.
,Jugoslovenska mracna strana ljudske prirode: pogled iz
slovenacke slepe mrlje” in SUSEDI U RATU: jugoslovenski
etnicitet, kultura i istorija iz ugla antropologa
(NEIGHBORS AT WAR: Anthropological Perspectives on
Yugoslav Ethnicity, Culture and History (2002: 82-108).

3 The title of the novel is related to Dzahiz, an Arabian
writer and thinker from the IX century. This name appears
as part of the final term paper of Petar Adamovik, the main
character, which deals with an analysis of Dzahiz’z work
The Book of Animals, with a critical look at the chapters on
two types of animals: man and dogs (2005: 142-149).

4 At the moment, he is the current ambassador of the
Republic of Macedonia in the OON, while his previous
diplomatic duties include acting ambassador in the
Macedonian office in Paris (2005-2006), and ambassador in
Israel (2009-2010). This is his first and, at the moment, only
novel, which received the award Nove! of the Year in 2005,
awarded by the daily newspaper Utrinski vesnik.

> In fact, this is one of the few books that deal openly with
precisely the idea of Yugoslavianism as a specific myth,
which even remains outside the idea of Slavism. The image
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map of the Balkans, and the world in general.
Avirovik chooses an older, yet tried, literary
technique called “a likeness of the original” — a
substitute of the personal identity with the
identity of the (fictional character, Petar
Adamovik, who, besides the initials of his first
and last name, is also given his otherness, his
“difficult schizophrenia” avoiding, in that

of Slavism in Macedonian literature is ambivalent in
character, on one hand, it represents something else, and,
up to a point, something foreign, while, on the other hand, it
represents itself, its east (istok) (which in old Slavic means
“source”), its roots and a significant, fundamental layer of
its own identity. For these reasons, the image of Slavism in
Macedonian culture is a complex phenomenon, which unites
an image both outwards and inwards, towards the other and
towards itself, an image towards what is foreign, but also,
towards its own. See Sonja Stojmenska-Elzeser.
Comparative Slavistics. — Skopje: Institute for Macedonian
Literature, 2005, 193. Actually, the existence of so many
studies, such as the one by Marija Todorova Imagining the
Balkan (Skopje: Magor, 2001), as well as the one by Roland
Inden (I/magining India. — Oxford and Cambridge:
Blackwell, 1990), or that by Thierry Hentsch (Imagining the
Middle East. — Montreal and New York: Black Rose, 1992),
or by James G. Carrier (Occidentalism: Images of the West.
— New York: Oxford University Press, 1995) encourage the
attempt to talk about the complexity of the “Slavic world”
in a similar manner. Stojmenska-Elzeser’s aforementioned
book is just a small contribution in this direction, as was my
attendance at the MexmyHaponHBIii HaydHBIH CHMIIO3UYM
«CnaBsiHCKHE S3BIKM M KYJIBTYPbl B COBPEMEHHOM MHPE»
(Mockga, Ounonornaeckuit (akympTeT MIry
uMm. M. B. JlomonocoBa, 24-26 March, 2009), which
encourages thinking about the subtle relationship towards
Slavism and the complexity of the “Slavic world” in the
Macedonian  cultural environment. (See MoiicoBa-
Yenumesckas, Becna “Homamusm amacmopsl B Jydax
akBamMapuHa”  BO Cnassauckuiti  mMup 8 mpemvem
muiciyeremuu. — MockBa: Hucmumym cnassnogedenust
PAH (TACK), 2009, 295-300). (Diasphorous Nomadism
Irradiated with Aquamarine)



way, the issue of his own real existence, and 1
would add, the issue of his identity (Banovik-
Markovska: 2007, 49). In fact, P.A. himself is
led by his father’s maxim (his father, the
professor who the novel is dedicated to). This
maxim, with a post-rock-and-roll dilemma: We
did not enter communism,; at least leave the
transition! notes that being an immigrant in a
foreign country is fate, while being so in one’s
own country — a curse. According to Stojan
Sinadinov, in his article in the Forum Plus, the
novel Dzahiz and the Dog Terminators carries
the generational belonging of those born in the
mid-60s of the last century (which I myself
belong to), and which today is facing the classic
issue: too young to die, too old to rock and roll.
Narrating  personal  experiences  (frequent
relocations, problems with temporary visas,
visits in foreign countries and cities, coping with
different languages and cultures), this novel
deals with the most elementary nuances of life,
identity,  belonging, migration, home ...
(Banovik-Markovska: 2007, 49). Thus, the main
character learns from a very early age that he is
the only one in his class whose last name ends in
“ik”, while all the other last names end in “ski”,
and a few in “ov”, and answers the question
concerning his nationality, off the bat — [ am
Croatian! Actually, as Avirovik narrates, through
his character Adamovik, the question catches
him unawares, and so he remains a Croat up until
the third grade when his father explains it to him:
Listen, sweetheart, next year when the teacher
asks you what your nationality is, you will tell
her that you are — Serbian. My grandfather is
indeed from Croatia, but we are Serbs from
Croatia. And now, listen to me carefully. My
mother is Macedonian, my father is a professor

of Macedonian, your mother tongue is
Macedonian, and your country is Macedonia.
Now, you will say that you are Serbian for my
grandfather, for our ancestors and our family
history. But remember: one day when you grow
up, there is only one country you will be indebted
to: that is Macedonia. (...) In fact, son, we are all
Yugoslavians (2005: 98, the parts in bold are
mine). There is one other moment which serves
to further complete and complicate the image of
the real Yugoslavian in this novel by Avirovik.
He reveals yet another subtlety in the formation
of Adamovik’s father character: My father spoke
Albanian so well that even the Albanians thought
he was Albanian, and he did not feel the need to
explain things that could not be explained: such
as, how a Serb, a professor of Macedonia, spoke
Albanian so well. And I was happy. If father
could be Albanian, I could be Croatian. We were
even (2005: 109). And, as the cherry on the cake,
there is the episode where Adamovik reveals that
he wants to study Oriental studies, in Sarajevo,
no less. When asked whether his choice is related
to his roots, his heritage, that is, if there is
anything Turkish in his distant past, he answers:
Certainly no more than there is in yours. My
grandfather came to Skopje from Zagreb, from
the other side of Austria-Hungary; I probably
have something Austrian in me, but I am not
running away from anything Turkish either. I like
Turkish coffee, Turkish pleasure, Turkish folk
dances, Turkish people, Turkish baklava
(2005: 136).

Through the veil of the memories of the
injury, and the later stages of youth, Avirovik
makes use of a relaxing, unpretentious act to
speak openly about the absurdity of the Balkan
conflicts, about the tragic life stories of
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Yugoslavians, as well as the warmth of the
ordinary people. Meanwhile, at no time does this
novel manipulate with nationalism, and it sheds
light both on the ugly, as well as on the positive
traits of the Balkan, and Yugoslavian, mentality.
Here he also poses the question of the logic, of
the reality of the existence of Yugoslavia, setting
off from the evidence presented by history itself
which sees states as dreams before they are
historically and geographically marked as states.
This novel also displays a dose of bitterness, and
pain, and brokenness, powerlessness and a heavy
dose of sarcasm and revolt.

Kramari¢ openly poses the question in his
text, The State: text or dream®: can
“communism”, and even “Yugoslovenism” in the
Macedonian case be reduced to “style”, that is, fo
that specific form of self-representation in which
the Macedonian community recognizes its own,
and with that, its only self-representation
(Kramari¢, 2009: 159). Because it is that very
“communism”, that “Yugoslovenism” which was
borne out as “style” from the Macedonians’ real
need to provide a suitable answer to every
nation’s constitutional dream to be free. These
ideas are strongly manifested through the
character of the professor of Macedonian in Pajo
Avirovik’s novel.

If that is so, then, Kramari¢ stresses, that
answer certainly opens up some new dilemmas
(Kramari¢, 2009: 159). Did Macedonians

6 Zlatko Kramari¢. , Nacija: tekst ili san (na primeru romana
Kole Casule Iskusenja)“ ("The State: a Text or a Dream (on
Kole Casule’s novel Iskusenja (Temptations))” in Identitet,
tekst, nacija. Interpretacija crnila makedonske povjesti.
(Identity, Text, Nation. An Interpretation of the Dark
Macedonian History) — Zagreb: Naklada Ljevak, 2009, 133-
183.
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embrace Yugoslovenism so warmly because in
their history they never had so many peoples and
creative forces as allies, as was the case with the
Socialist Federal Republic of Yugoslavia
(Kramari¢, 2009: 171-172)? Was it because
Macedonians finally felt that they were not
alone, that they finally belonged to a brotherhood
that improved their self —confidence and allowed
them the opportunity for self-declaration? On the
other hand, however, the “communism” and
“Yugoslovenism” that Macedonians accepted as
a state of a nation being borne out of the act of
forgetting, because it arose out of the desire to
suppress the wunion of the Kingdom of
Yugoslavia, to suppress pan-Slavism, as well as
the Ottoman Empire, Byzantium, and even an
antique union, should not delude us that
Yugoslavia is the best solution for the
Macedonian state (Kramarié¢, 2009: 172). In fact,
this should all be seen primarily as the need for
some kind of a brotherhood’ taken as a center of
the canonic model of unity in western culture, as
well as a figure which plays a significant role in
the defining of the political units during the

7 Ever since the victory of communism popularized
worldwide the multinational slogan “brotherhood and
unity’, the idea of multinationalism is always seen in
connection with communism, conclude the editors Joel
Halpern and David Kideckel in the text that provides the
introductory notes on the reasons for the demise of
Yugoslavia. So, that idea of “brotherhood and unity” is
carried out as a part of the communist dogma and forced
upon the Yugoslavian peoples without allowing them the
opportunity to either reach that concept independently or
even think about the ways with which they will celebrate
that concept of “brotherhood and unity” (2002: 30). See
SUSEDI U RATU: jugoslovenski etnicitet, kultura i istorija

iz ugla antropologa. (NEIGHBORS AT WAR.
Anthropological ~ Perspectives on Yugoslav  Ethnicity,
Culture and History.)



whole of the west European history (Kramaric,
2009: 172)*. In this view of things there are open
dilemmas as to the duration and extent which
that Yugoslavia is needed in Pajo Avirovik’s
novel. So, on learning that the Slovenians have
left the congress in Belgrade’, with the added
comment of the neighbor that no one need be
forced to remain in Yugoslavia, or simply, if they
do not like it, they can leave, the professor of
Macedonian concludes, peacefully, with a folk
saying: Nobody is going or coming back from
anywhere ... Slovenia shall remain where it is,
and we shall remain where we are. They will
make washing machines, we will make ajvar and
... that is that. (...) ...I do not much understand
politics. I just know that ... Tito is dead, and so is
the Turkish sultan. (...) What I want to say is that
when the father dies, the children must
continue to live on and to worry about their
future themselves (2005: 152-153, the parts in
bold are mine).

8 Based on this, Derida concludes that brotherhood as a
principle of political unions is the foundation for the
understanding of all fundamental concepts in modern
politics — sovereignty, power, representation, national state,
territory, ownership, democracy ... (Kramari¢, 2009: 173)

% Ethnically homogenous and linguistically different from
the rest of Yugoslavia, Slovenia was the only republic in the
federation that could produce a separate nation-state. In the
remaining five Yugoslav republics the ethnic make-up was
varied, like a Siamese quintuplet with joint vital organs,
they could not separate without the risk of fatal
consequences. Slovenia, however, Beti Deni¢ concludes,
was significant for the political balance it provided the
federation (2002: 60-61). See Beti Deni¢. ,Rasturanje
multietni¢nosti u Jugoslaviji: mediji i metamorfoza“
(“Breaking up the Multiethnic Character of Yugoslavia®) in
SUSEDI U RATU: jugoslovenski etnicitet, kultura i istorija
iz ugla antropologa (2002: 60-81) (NEIGHBORS AT WAR.
Anthropological ~ Perspectives on Yugoslav  Ethnicity,
Culture and History).

Bearing in mind that the Yugoslavian
brotherhood has been politically dead for two
decades now, the Macedonian people have the
need for a new brotherhood, that is, they have the
need for a new myth, which in the last several
years is being built upon the archeological
findings in modern Macedonia, connected to
antique Macedonia. However, this act of de-
Slavism, which is, at the same time, in fact, an
act of de-Yugoslovenism, should not be
perceived as a process linked exclusively to the
Macedonian state. Namely, there is something
about such an act of de-Slavism, but this time,
among the western Slavs, in the work by
Angelina Penceva'’. The conscious removal of
the Czechs from a Slavic self-identification, she
says, is not patented to today’s post-totalitarian
era and the era preceding total globalization, but
rather an idea launched by Karel Havlicek
Borovsky as early as in the mid XIX century
(2010: 325). What needs to be specially pointed
out is the fact that modern thinkers are all the
more openly discussing the narcotic influence of
the so-called Slavic myth. The majority of Slavic
peoples perceive the state of Slavism as a dark,
totalitarian world for the very reason that the
myth itself caused enormous damage, especially
to those states that are part of the Slavia Latina
peoples/states (2010: 328), and in that context he
mentions Maria Bobrovnicka’s The Drug of the
Myth (1995: Krakow). Thus, awakening from
that Slavic narcosis, the Czechs are all the more
ready to accept the idea that the Celts are in fact
their ethnic ancestors, which, to a point,

10 :
Angelina Penceva. “CnaBsHCKO A

[EHTPATHOEBPOIIEICKO: ECIBSHU3UPAHETO HA 3alaJHUTe
cnaBsHU Bo Cnassanume u mexwume kowmaxmu. — CoQus:
2010, 325-331.
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corresponds to the idea of the Ancient
Macedonians being the ethnic ancestors of
modern-day Macedonians. This is not a topic that
the author of Dzahiz and the Dog Terminators
touches on for the reason that when the novel
was written, and published even, this idea was
not that big. This idea became especially popular
and widespread in the last couple of years, i.e.
from 2006 onwards.

Every group of people as a product of the
national process of the act of ethnization,
Kramari¢ concludes, quoting E. Balibara, is now
forced to discover their own way with the
domination of extraordinariness and the
ideology of the identity in this new world of
transnational communications and planetary
relations of power (Kramari¢, 2009: 175).
Bearing in mind the fact that we are still in an
unfinished process of creating a nation as a
complete or defined subject, such an unenviable
position allows for the opportunity of launching
a set of definite traditions which have been
previously well thought out within the
framework of the new totalitarian ideologies, and
at the same time creates a powerful discourse of
nationalism which finds widespread acceptance
among the general public (Kramari¢, 2009: 160-
161).

The issue of the existence or non-existence
of a given nation is an issue of facts. And the
facts say that the Macedonian nation exists,
whether some like it or not. The issue of the
existence of a given nation is not identical to the
issue of its origin, and it should not be forgotten
that regardless of how a nation came into
existence, it nevertheless, exists. Regardless of
the fact that the nation, including the
Macedonian one, does not represent a physical,
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material entity, it does not follow that it is
fictitious, a beam of light, just like the state
cannot be treated as fictitious, regardless of the
fact that it is elusive, that it cannot be made
concrete by any of the five senses. Finally, the
existence of a given nation confirms my own
personal existence, just like my existence
confirms the existence of the Macedonian nation.
This means that its existence confirms the
feeling, i.e., the personal feeling of belonging to
a given nation. In fact, if most, especially
contemporary authors perceive the nation as a
relatively new social phenomenon, then it is
completely unnecessary to talk about old and
new nations because this is not a biological
phenomenon, but rather a social one. The nation
is not only a political entity, but a cultural one as
well; it is not an issue of biology and geography,
but an issue of heart and mind. It is created as a
narrative, as a carefully or precisely narrated idea
which cultivates the dream of a myth-historical
form, abstract in its character, but most concrete
as an historical concept (S. Gurguris).

Gurguris’s idea is strongly manifested in
Avirovik’s novel as well. Located in a nameless
identity'' (from the perspective of the Other), at
the moment the Macedonians are placed in a
rather painful (collective, and individual)
situation of (international) invisibility and frozen
and delayed identity which is existing in an
unending crisis. This situation has brought about
a vulnerable (yet, not unstable or weak in a post-

"' The act of creating the subject is not that of birth, but
rather of naming. (...) Once the act of naming has been
completed, the act of addressing becomes important, i.e.,
how that name is used. For this reason, the use of the name
is set by its bearer in a special relationship towards the
person who uses it (“Balkan”, 2009: 485).



structural sense) Macedonian subject says K.
Kolozova in an essay she wrote, provocatively
titled On the Demise of the “Balkan” and the
Birth of “Southeastern Europe” (2003: 303)"%.

In his book Identity, Text, Nation, Zlatko
Kramari¢ shows how the Others, in whom he
recognizes Bulgarians/Serbs/Greeks have always
wanted to colonize or occupy precisely that
‘place’ which Macedonians have answered to for
centuries, i.e. to grab the name Macedonians
answered to. For this reason, for him the history
of the Macedonian nation is nothing more than a
battle to defend that ‘place’ of address because it
is a ‘place’ that belongs the most to the
Macedonians themselves (Kramari¢, 2009: 490).
For this reason, if by any chance we give up on
our own name, concludes Kramarié, then we
cannot negate anything other than ourselves.
And in that contextt we need to have
understanding for those cases when the nation
becomes a traumatic object, which does not
promote only contentment of the national entity
within itself (and contentment for the sake of
contentment), but also represents a fear of the

12 See Kolozova, Katerina. Identitet (jedinstva) u izgradnji:
O smrti “Balkana” i rodenju , Jugoistocne Europe” u
Dusan 1. Bjeli¢ & Obrad Savié, eds. Balkan kao metafora,
Izmedu globalizacije i fragmentacije. (The Balkan as a
Metaphor: Between Globalization and Fragmentation). —
Belgrade: Beogradski krug, 2003, 295-307. Concerning this
text by Kolozova, Kramari¢ makes the following comments:
... I do not have the tendency to apply the same criteria on
the change of “Balkan” into “Southeastern Europe”, and
the possible change of the name “Macedonia” into “X” ... I
will not be persuaded into believing that the change of the
term Balkan into Southeastern Europe, as a large political
project — the (re)construction of a new geopolitical and
cultural identity — can be compared with the aggression
produced by the demands made on a state to give up its
name, tradition, identity ... (Kramarik, 2009: 492).

potential threat to the nation posed by others
(Kramari¢, 2009: 492, the parts in bold are
mine). As Petar Adamovik also says: It feels nice
when you relieve your bladder. (...) As I flush, 1
wonder why the human mind has not come up
with a mechanism for relieving memories. You
flush and ...pfttttttte ... no more memories, it’s all
gone, erased. The beauty of relief (2005: 233, the
parts in bold are mine).

The natural instinct for national self-
realization, Penceva concludes, manifests the
only possible result: we need to first remain who
we are, and then to move towards an ally in
order to avoid the real tragedy of internal
conflict and loss of identity (2010: 330). In that
context of the new myth connected with ancient
times we need to see it as the need for a new
myth due to death/the wearing down of the old
one, which, we must admit, leads to a kind of de-
Slavism. Here we can also see a type of antidote
from the fear of the potential threat to the nation
posed by the others, which Petar Adamovik, the
character in Pajo Avirovik’s novel, strongly feels
himself. And it seems somehow fitting and
logical that he ends in the way he does. He could
not tolerate that difficult schizophrenia: a Serb
by birth, a Croat by accident, a Yugoslav by
memory, a Macedonian at heart, a Frenchman in
documents, writes Avirovik. He had to die, to
stage his own death in order to continue to live
fireed from his memories, like Jose Luis
Macedonio, with his beloved Mystery (2005: 267,
the parts in bold are mine). For this reason, the
following order must never be forgotten that
Macedonians are first and foremost Macedonian,
then Slav (Yugo/South Slav), then Balkan, then
European.
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And finally. The words of the professor of
Macedonian in Avirovik’s novel ring out: I know
that Macedonia will always remain your country.
But the times are such as they are, it is better
that Macedonia is in you, rather that you are not
in Macedonia. To be a foreigner abroad is fate,
to be a foreigner at home is a curse. (...) And one
more thing: never beat your chest and swear in
the name of Macedonia. Only fools do that
(2005: 236-237).

translated by Biljana Naumoska
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Becna MojcoBa-UenuiieBcka

3a cMpTTA HA jYroCJ10BEeHCKMOT MUT MPEKY JIeKOHCTPYKIMja HA eIHA JpsKaBa
1
(MaKeI0HCKO HCKYCTBO)"

(Pe3ume)

[lajo ABupoBuK Bo cBOjoT pomaH [laxu3 u ucmpedysauume na xyuura (Cxomje: [letrcka pa-
noct, 2005) ycnieBa HU3 eHA JIeKEpHA, HEMPETEHIIMO3HA MTOCTAIKa 1a 300pyBa OTBOPEHO 3a ancypi-
HOCTa Ha OaKaHCKHUTE CYIHPH M 3a JYTOCIOBEHCKUTE YOBEUKH Hecpeku. OBaa HEToBa Mpo3a MaHH-
(ecTupa eIHO CEHTUMEHTAIIHO ,,ABHKCHE Ha BHATPELUIHMOT €r3Wj BO JIEKOHCTPYKIHjaTa Ha eIHa
3eMja, T.e. Ha JyrociaBuja, IpH MITO IO TOCTAaBYBA H MPAIIAKHETO 32 ONPABAAHOCTA HA MMOCTOCHETO Ha
JyTOCJIOBEHCKAaTa Haruja, TPTHYBajKU OJ] CBEAOIITBOTO HA caMmara WCTOpHja KOe Ha HAIMHTE TIiena
KaKO Ha COHHIITA MPeJ HUBHOTO UCTOPUCKO M reorpadcko 03HauyBame KaKko HaIlWH.

3narko Kpamapuk, oTBOpeHO BO CBOjOT TeKCT Hayujama: meKkcm unu cou, TO TOCTaByBa Ipa-
[IAKETO: Jald € MOXKHO, BO CIIy4ajoT CO MakeJIOHCKaTa Haluja, Ja ce CBele ,,KOMyHH3MOT™ U
0c00€HO ,,jyrOCIIOBEHU3MOT * Ha ,,CTHII", IOTOYHO HA OHAA CHeyupuuHa opma Ha camonpeseHmayuja
80 KOja MakeoOHCKAmMa 3aeOHUYd ja npeno3nasa CONCmeeHamad, a co camomo moa u eOuHcmseenama
camonpeszenmayuja (Kramari¢, 2009: 159). 3amTo TokMy TOj ,,KOMyHH3aM'"/,,JyTOCIIOBEHH3aM"* KaKO
,»CTHII™ ce M3pOoAMJ Of] peallHaTta morpeda Ha MaKeIOHCKHOT HapoJ Aa Jajie COOJIBETEH OATOBOp Ha
KOHCTUTYTHBHHOT COH Ha CeKoja Hauuja na Ouzae cioOoaHa, o1 eIHa CTpaHa, HO M Of morpebara 3a
HEeKoe OpaTCTBO cghameHo Kako yeHmap Ha KAHOHCKUOM MOOeN HA 3aeOHUuMEOmo 60 3andaoHama
KYIMypa u Kako gueypa Koja uepa npecyoHa ynoza 60 0euHuparemo Ha NOIUmuyKume 3ae0HuYU 60
mekom Ha yerokynnama sanaonoesponcka ucmopuja (Kramari¢, 2009: 172), on napyra. Bopouem ako
MOBEKETO, OCOOCHO COBPEMEHM aBTOpPH ja cdakaaT HalMjaTa KaKO0 pPETaTHBHO HOB OIIITECTBEH
(heHOMEH, TOTAII € TOTITOJTHO OSCMUCIIEHO J]a C€ TOBOPH 3a CTapy M HOBHM HAIlWH, OWIICjKU Taa HE €
OMOJIOLIKK TYKy OMIITECTBEH ()eHOMEH. 3alliTo HalMjaTa HEe € caMO MOJHUTHUYKa TYKy U KyJITypHa
3aeAHUIA, Taa HE € Mpamame Ha Ouosorujata W reorpadujarta, TyKy Ha cpuero u ymor. Taa ce
co37aBa Kako Hapaldja, Kako I'PIDKIMBO/IPENN3HO TpepackakaHa Hiaeja Koja To HeryBa COHOT Ha
e/IHA MUMOUCHOPUCKA hopma, aTICTPAKTHA KAaKO TIOWUM, HO MPEMHOTI'Y KOHKpETHa KaKo0 UCTOPUCKA
cuina (S. Gurguris).

KityuyHu 300poBH: jyrOCIIOBEHCKH MUT, ICKOHCTPYKITH]a, HaIlHja-HapaIllija

13 Tekcror ¢ mumyBan 3a MefyHapoxnara koH(epeHiuja Europe of Nations — myths of origins: modern and post-modern
discourses (09-11.05.2011, Asenpo, I[Topryranuja).
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GENDER AND ARCHETYPES IN DRAMA
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I am aging and yet in my mother’s eyes I am still an infant. I am growing, and yet she sees me as a child.
She’s the only one to have shed tears for me, shed milk and blood. All have forgotten me, but not my mother. All

have abandoned me, but not my mother.
Mother-...

1 wish that I could take over your death and each accident that might harm you.

My soul speaks of your destruction over me

I sacrifice myself for you, whether you know it or not. (Dr. Aid El Karni, 2008, 9-10).

And thus, all incarnations are woven through Macedonian folk literature, since life is ceaseless and does
not dwindle for a moment. The primary female principle, in its basis an iconic representation, bears into the
world ‘heroes like no other’. To continue the human line, as sung by one song from the Maleshevo region,
angels descend from the heavens, to give the mother-to-be ‘Is it a bouquet scented? Does it beguile the hearts

with its tender scent?’ (Lenka Tatarovska, 2006, 17).

The theatrical works by Teki Dervishi',

' Teki Dervishi is a poet, writer and dramatist (playwright)
considered today amongst the most eminent contemporary
Albanian authors. Born in Gjakovica (1943), he graduated
from the Faculty of Philosophy (Albanian literature) in
Kosovo, worked as a journalist in Skopje, for the Albanian
newspaper, Flaka e véllazeréimit (The Flag of
Brotherhood). He also engages in criticism for/of the stage,
at the same time actively translating into Serbo-Croatian

and Macedonian. At present, he helms the National Theatre
of Kosovo, in Prishtina, and is the director of the
International Theatre Festival of Prishtina. His plays have
been staged at several European theaters, that is, the play
The Hill of Sorrow (1987) has been translated into
Macedonian, Slovene, Croatian, Turkish, German and
French. In 1998, his play Late Coming Bones, directed by
Vladimir Milchin, was staged in Skopje, Macedonia.
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The Hill of Sorrow, and by Goce Smilevski?,
Conversation with Spinoza (a circus act in five
parts), are bound by a common (almost identical)
dramatic unfolding that maps out the circle of
infinite oneness of the uroboric body: the great
snake that swallows its own tail. It is the kind of
dramatic interplay which maps out the circle of
the unbreakable bond between the mother’s
womb and the bearings of her son’s sensuality
(as in: body, source of sinning). The lining of the
circle marks the infinity of the sensuality’s
incarnations, its eroticism, its sex; it underlines
their collectivity, a oneness with the all-
encompassing and all-bearing body of the
mother, which in turn, appears as an apotropaioi
(in its magic, protective function) character
positioned at the gates of the dramatic world: at
its entrance and at its exit. Namely, at the
entrance/exit of being itself: in the interim
process between life and death.

Mythic images

The circularity of the dramatic unfolding
in both plays undoubtedly corresponds with the

2 Goce Smilevski (b. 1975, Skopje) is a writer/dramatist
considered amongst the most successful young Macedonian
authors. His second novel, Conversation with Spinoza
(2002), which has been translated into several world
languages, and the play Three Short Dance Steps across the
Border (2006), bearing the accolades of the Austrian PEN
Centre, make his work widely received within the
international literary and theatrical scene. He graduated
from the Department of General and Contemporary
Literature, at the Faculty of Philology in Skopje, whilst in
the period between 1995 and 1997, taking time to study
Czech literature in Prague. He earned his MA from the
Department of Gender Studies in Budapest (CEU), as well
as earning one at his alma mater in Skopje. Currently, he is
employed as an assistant-researcher with the Institute of
Macedonian Literature in Skopje.
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daimonian,  demon-esque face of the
aforementioned sensuality, the eroticism and the
sex embodied in the ancient, mythic
understanding of the female body as a sacred
ground, a femenos. The female form, in the
mythic images of ancient cultures, is often seen
as a medial (focal) point, the navel of the world,
a shrine to conception and the cyclicality of life’s
manifestations  (changes, = metamorphoses).
Women were seen as the “idol[s] of belly magic”
(Paglia 1990, 9), thus mythic images stemming
from (aforementioned) ancient cultures dwell on
numerous aspects of a woman’s magic presence
that results from her validity as a bearer of life
(birth mother). At the heart of this divine female
principle which underlines the Cult towards the
Earth Mother, the first bearer of life, one can find
the roots to the mystery of continuous change in
all things matter, all things living, life which
stems from it and returns to it. Women, thus —
through their biological function as mothers
(bearers of life), through their womb’s
susceptibility to the monthly Ilunar phases,
through the metamorphoses of her uterus which
receives, engulfs (waxes and wanes), and then
expands, now embracing the newly conceived
life and its growth — naturally, take the right to
embody the divine principle of earth-life-giving-
life-holding (life-death-rebirth). Great,
frighteningly out-of-reach, as it contains all that
it has given life to, she stands tall, high as a
mountain, so that in her caverns, walls and
ravines, she bears witness (and gives testimony)
to the chasm of her sweltering devouring
(sluggish and dormant) womb, hiding under the
thin layer of its surface. One paradigmatic
representation of the deictic relationship
Goddess-Mountain, that is the Earth Mother, is



the Phrygian supreme goddess Cybele.> On that
note, the Great Mother, as a primordial symbol
within fertility religions, is present throughout all
the lands of the Mediterranean basin, namely
through the following deifications: the Egyptian
Isis, the Cretan and Minoan Gaia and Rhea, the
Cyprian Aphrodite, Artemis of Ephesus, Dea
Syria, the Persian lannita, the Babylonian Ishtar,
the Phoenician Astrate, the Canaan Atargatis, the
Cappdocian Ma, and the Thracian Bendis and
Kotys, which amalgamate one into another
through the syncretism of the Roman Empire
(Paglia 2002, 35). In the Slavic mythologies, this
deity finds its counterpart(s) throughout the
geographical names given to mountains, as ‘sites
of memory’ (Pierre Nora): Baba-mountain,
Babuna, numerous derivates from the form Baba,
found within Macedonia and the larger Balkan
region (Chausidis 2008).

A universal trait of the Great Mother, “the
bi-polar persona of primordial sexual power”, is
her dual character: 1) the positive, pro-creative
side stemming from the maternal, life-giving
aspect, and 2) the negative, destructive side, of
blind and furious power, an incarnation of chaos.
In mythologies, this destructive aspect of the
female divine principle finds many forms. For
the North American Indian, it is found in the

3 Nikos Chausidis notes that the name granted to this
supreme goddess, Cybele (Meter Cybeleya), literarily
translates as ‘Mother Mountain’. Juxtaposing this goddess
with a mountain addresses the myths dedicated in her honor,
as well as the cult sites whence she was worshiped. This
points to her function as an Earth Mother, affirming her
status by the olden term Cybaba: “made evident in the first
centuries of the 2 millennia BCE, through the Assyrian texts
found in Cappadochia and Northern Syria (the affix ‘cy’
likens to the Sumerian ‘ci’, meaning earth), (Chausidis
2008, ...).

myth of the toothed vagina (Vagina Dentata), as
well as throughout the numerous incarnations of
the femme fatale persona: Gorgon, Medusa, the
Furies, Erinyes, Hecate, the Sirens, the Sphinx,
Lamia, Scylla-Charybdis (as a variant of the
Vagina Dentata), Empousa the Vampire®, Circe,
Lilith, Mokosh’, Baba Yaga®. This toothed and
furious face of the female deity castrates,
swallows, paralyzes, turns others to stone,
hypnotizes and fatally seduces, each time
attesting, anew, to the triumph of matter.

Camille Paglia, who speaks against the
feminists’ rejecting the character of the femme
fatale as a caricature and a blight, considers this
very character as one of the most fascinating

* The Vampire Empousa, a night wanderer, was said to
devour her sexual prey after the completion of the sexual
act.

> Mokosh is a Slavic deity with a negative and/or
ambivalent personality (an old woman, with a demonic
outlook, a hag with a large head, long hair and long arms),
often identified with traditional female activities (shearing,
spinning, weaving), which in turn would encompass the rest
of the biological and social functions attributed to women
(giving birth, rearing children, keeping a marriage). Certain
medieval sources attest to this deity’s destructive aspects,
thus placing her alongside Hecate, such as offering children
up for sacrifice, smearing blood all over her idol. See
Ivanov and Toporov 1983, 175-197. Slavic Mythologies,
264-265; Ribakov 1981, 379-392.

6 A remarkable comparative rendition and reconstruction of
the character of Baba Yaga (a hag with one bird’s leg or an
iron-made, phallus-oid leg that is sometimes projected
through her house-womb that devours children, while
traveling in her own giant womb-mortar), as found in Slavic
mythologies, is incorporated in the frameworks of the most
recent hybrid novel by Dubravka Ugresi¢, Baba Yaga
Nestles an Egg (2008). This scientific rendition has been
incorporated within the novel’s frame as its third, meta-
narrative text: a commentary given by the folklorist about
the whole of the afore-told world in the novel, from the
narrative point of the mythic Baba Yaga.
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sexual persona, a projecting of the biological
reality of women.” Consequently, it stems out
from the mystic bond between mother and child.
Cosmology looks at this mystic bond alongside
the relationship between the Great Mother and
her son/a eunuch. Manhood, embodied by the
son, stems out from the Great Mother as one of
her traits. The sons-priests of their respective
Great Mothers (Attis, Adonis, Tamus, and
Osiris), according to Neumann are “loved,
murdered and buried inside her, so that
afterwards they may be born through her.” These
Boy-Deities, “phallus-oid husbands to the Great
Mother,” which die as they perform their
insemination role, are represented with spring’s
tender offerings (flowers).

The boys who represent Spring belong to
the Great Mother. They are her slaves, her
property, as they are her sons. Because of this,
they are also the chosen priests and servants,
eunuchs belonging to the Great Mother. To her,
loving, dying and being castrated is one and the
same (Neumann 1949/1954, 46-53).

7 Paglia ascertains: “Metaphorically, every vagina has secret
teeth, for the male exists as less than when he entered. The
basic mechanics of conception require action in the male but
nothing more than passive receptivity in the female. Sex as
a natural rather than social transaction, therefore, really is a
kind of drain of male energy by female fullness. Physical
and spiritual castration is the danger every man runs in
intercourse with a woman. Love is the spell by which he
puts his sexual fear to sleep. Woman’s latent vampirism is
not a social aberration but a development of her maternal
function, for which nature has equipped her with tiresome
thoroughness. For the male, every act of intercourse is a
return to the mother and a capitulation to her. For men, sex
is a struggle for identity. In sex, the male is consumed and
released again by the toothed power that bore him, the
female dragon of nature. (1990, 13-14).
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Reasoning that the answer to the origins of
all must be found in the ‘womb’, Neumann
warns that such a womb, such a uterus, is an
image, whilst a woman’s loins are just a part of
the primordial symbol of the place of origin:
“The mothers are not a mother.” The uroboros
appears as a circular container, that is, the womb
of the mother, but also at the same time, it is a
unity of male and female opposites, of the
parents of this world, bound in the repetitiveness
of their cohabitation.

Every time the motif of incest appears, it is
always seen as a precursor to the hieros gamos, a
holy marriage, whose real form is revealed with
the coming of the hero.

Uroboric incest is a form of entry into the
mother, of union with her, and it stands in sharp
contrast to other and later forms of incest. In
uroboric incest, the emphasis upon pleasure and
love is in no sense active, it is more a desire to
he taken, which sinks into pleroma, melts away
in the ocean of pleasure — a Libestod...
(Neumann 1949/1954, 16).

This statement by Neumann thematizes the
mortal yearning for being at the medial (central)
point, the navel of the world, that is, it calls forth
the archetypal image of dejected male sexuality,
banished from the navel, yet always reaching for
a return. Thus, the theme behind the dramatic
action of Teki Dervishi’s The Hill of Sorrow is
set. On the other hand, though Goce Smilevski’s
play, Conversation with Spinoza, articulates a
similar problem, it chooses to place its hero in a
condition of paralyzing numbness, entrenched
before the smiling (crooked) face of the Gorgon.
Faced with the cry/persona of the all-
encompassing and all-bearing body of the
mother, these two plays by Dervishi and



Smilevski, in its mutual effacement, reveal the
Yanus-like face of the son-eunuch, the Great
Mother’s priest: his face, continuously convulsed
and searching, as opposed to his stony tranquility
while tomb-ridden. Teki Dervishi points to the
unsettled nature of his hero in the eyes of the
mother (as in: mortal hero, conceived and born
by a woman) by marking, indexically, his playful
nature. Throughout the course of the nine parts in
the play, the hero appears through nine variations
(plus one dual one) which mark his presence:
The Bull Player, The Journeyman Player, Ljorik
the Player, The Mummy of the Player, The
Player’s Double, Konstantin the Player, Kardich
the Player, The Player’s Player, The Voice of the
Player, Vetan the Player. These variations of his
presence only heighten the constancy of his
playful nature, as a spinning wheel, that spins
off, restlessly, only to find recourse in the solace
of the dug-out hole, made out from the “mud of
his mother’s body”. Lifted from this hole,
through the sheer force of her will, he lifts
himself under the weight of the tombstone,
traveling while fastened to its course, as a
winged horse (:34-36); constantly in motion, in
fact, he spirals throughout the nine circles of the
play’s labyrinth, so as to return to whence he
came from: dust to dust. Fulfilling his destiny as
the son-eunuch, lifted and at peace in the service
of the Great Mother. On the other hand, Baruch
Spinoza, one of the most eminent representatives
of Rationalist Philosophy in the 17" century,
bed-ridden, awaiting immanent death, in 1677, as
seen by Goce Smilevski’s play, once again lives
out the Hamlet-ian dilemma of his own
existence. This play by Smilevski can be seen as
an appropriate dramatic dénouement to the
narration behind his novel with the same title,

which equally positions the character, through
his death-bed impassivity, within the circle of
life (birth-death-rebirth):

You are lying dead on your bed and I am
slowly approaching you. You look incredibly
small, Spinoza, lying on this large red-velvet bed,
on this canopied for-poster bed where you were
born forty-four years and three months before
your death. You are lying on this large red-
canopied bed, the only possession you had. Now
you no longer possess even the body that is lying
on this bed, the body that you perhaps did not
even possess while you were alive, while you still
inhabited in. (2002:9)

Smilevski’s play, singularly and without
recourse, positions the philosopher against the
clear dichotomy of the ‘To be or not to be?’
choice, multiplying it five times, as a circus act
in five parts. Smilevski’s play, like Dervishi’s
play, conditions the dramatic world between the
two poles of existence: the lifelessness of the
death-bed impassivity, and the playful nature of
being, found in the matrix of life’s changes.

Teki Dervishi’s The Hill of Sorrow
(the play’s framework)

The framework of Teki Dervishi’s play is
seemingly simple. It presents the long journey a
son takes as an answer to his mother’s call.
Namely, it deals with keeping a promise, given
(by the son) to the mother, which is never quite
explained in the course of the play. Still, by
continuously evoking the female name
Doruntina, in the text’s side-notes, the author
ascertains his play’s folkloristic pretext, as found
in the notable Albanian folk song “Konstantin
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and Doruntina™ (2001). Also, in the fifth part
(act) of the play, among the other player-
incarnations of the hero’s character as a
dedicated son, we come across his presence as
Konstantin the Player. Otherwise, in the
Macedonian translation of both variants (bearing
the same title), the epic lot is one and the same.
There was a mother, with twelve sons (or nine in
the second variant), and one daughter who was
married off far away. In both variants of the
song, the son called Konstantin, avows to the
mother (makes a promise, gives his word): Once
you wish to see her,/Once you wish she comes to
a feast/ Or for something less festive,/I will go
and summon her. (2001, 135). In the second
variant of the song, Konstantin’s commitment is
motivated by the vary act of having his sister
married off ‘far away’, although the mother
would not have any of it. In the first variant,
however, Doruntina is married off ‘far away’,
because too many of her villagers want her, and
yet none are worthy of her, so none dare ask for
her hand in marriage. Thus, Doruntina gets
married off ‘far away’, while the mother is left
with the comfort of the son’s promise/vow. War,
nonetheless, will bereave the mother of all her
sons. Desperate, one day she will cry over
Konstantin’s grave: Three times: ‘My Son,” she

8 The song’s known two variants can be found in the
Anthology of Albanian Folk Songs, In the Midst of the Sea,
One Finds a White Rose (2001), edited and translated by
Dzabir Ahmeti and Vesna Acevska and Sande Stojchevski,
respectfully. When looking at the character of Doruntina as
a traveling literary motif, I would like to attest to its
increasing presence in the most recent Macedonian literary
production, which could in turn provide a favorable venue
for a mutual comparative study of the intercultural, that is
multicultural, aspects of the most recent literary
communication created in Macedonia.
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cried/ And three times she called out:
‘Konstantin’/~-My dear boy, my Konstantin/
Hadn'’t you made a promise?/And hid under the
dark ground. (2001, 139). Hearing his mother’s
cry, Konstantin rises from the grave, his
tombstone turns into a horse, “a horse as dark as
the night”, which Konstantin mounts and
journeys on throughout villages and valleys, over
rivers and streams, in search of his sister. When
he does find her, without offering her any
explanation, he takes her on his horse, and brings
her to their mother. The meeting between mother
and daughter provides the needed explanation:
- Who brought you, my dearest?
- My brother Konstantin.
- Konstantin is dead, daughter

Together with all the others. (2001, 139).

The meeting between brother and sister,
like the meeting between mother and daughter, is
a meeting taking place in the last breathing
hours, on the death-bed, which marks the again-
found familial unity under the shroud of death.

However, as previously stated, in
Dervishi’s text, this folk motif is evoked only in
references of the side-notes, with the lyrical
idiom, in first person singular, by Doruntina,
which appears, concurrently, with each new
dramatic occurrence. In the main text of the play,
as a character neither can we come across
Doruntina, nor a first-person dramatis persona
(except indirectly, through the coming of a My
Double, a dramatis persona which appears in the
second part of the play). The focal point in the
main text of the play is centered round the agony
accompanying the travails (journey) of the
character who answers the mother’s call. With
this, all aspects of the dramatic structure: the
space, time, characters, even the very



composition of the dramatic action (plot),
exasperate many times over its course, leveling it
out to the symbolic plane of this mother’s call,
especially the journey itself, the agony of the
son-journeyman. At first, structure-wise: the nine
parts of the play seem to stage, over and over
again, the same plot of the eternal migration
(vagrancy) in search of peace and impassivity,
right at the heart of the womb of existence. The
nine-fold repetition of the same plot (actions)
simultaneously demarks the spiral of its infinite,
fatal recurrence as a gorge, a tunnel, a well of
descent, inside the ravine between life and death,
in the interim space of their inseparable presence.
As such, it points us in the direction of the
particularity of the dramatic space. The dramatic
space presents itself as a kind of a labyrinth
whose elusiveness and perpetuity serve to
generate the numerous symbolic
occurrences/dramatis personae who intercept the
son’s journey towards the ‘mud’, created out of
the waters used to wash away his mother’s dead
body. (: “Here is the mud which was created out
of my mother’s dead body. I will make myself
the prisoner of this mud.” (2005:302)). These
many dramatic occurrences are, in large measure,
a sign of the multifarious nature of the symbolic
rendition of the Great Mother, and resemble a
kind of kaleidoscope-labyrinth, that offers
multiple mirror-images of the chaos of its
sweltering uterus (womb), under the coldness of
its surface. It all untangles in death, akin to the
folk song, the only difference being that in
Dervishi’s play the focus is placed on the agony
of the son’s journey through the labyrinthine-
space, which attests to the initial, mythic
understanding of the world from the early dawns
of age, whence the yet-to-be-born oppositions

(day/night, sun/moon, birth/death), are set to
coexist in unison, and time does not really drift
into infinity (simulated by the spiral-effect of the
nine-fold nature of the play’s plot). The world of
the play is indeed one of a mother’s uroboris (the
maternal side), which I will attempt to explicate
in the following pages of this text, in relation to
the play’s: setting, dramatis personae and
dramatic actions (events).

The play’s setting and its dramatis personae

The basic parameters of the play’s setting,
which delineate the world of the play as a
labyrinthine space, set within its timelessness,
that is in the eternity of its survival, as previously
mentioned in this text, are sent in motion through
the introduction of the dramatis personae, on the
one hand, and the repetitiveness (the spiral of
recurrence) of the dramatic events. But the
uroboric chronos is also explicitly depicted
through the description of the ‘living labyrinth’
found in the Marabad cave. Ljorik the Player, in
the third part of the play, describes the
microcosm of the Marabad cave, with the
following words:

Yes. This is how I entered the caves of
Marbad, and here [ am now, here, inside, - the
live labyrinth. I am never certain if I am at the
end of the cave or at the Top of the World...or
somewhere in-between. I came here to die, but
here I am, unable to die or to live. (: 70).

Yet, the warning issued by the Idol, that
those who enter ‘the living labyrinth of the
underground’ never exit the ‘darkness’, allows
Ljorik the Player to unearth the motif of his own
yearning in the light of the Libestod, addressed
by Neumann as the yearning for a mortal love,
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towards a pleromatic satisfaction of the prenatal
existence found in unison with the world/uterus:
Let me in Satyr, for I wish to learn the
wisdom of the living labyrinth, with all of my
heart...Let me in Satyr, for if I had an ounce of
hope that I would return alive from the ends of
Marabad, my goal would not be clear-cut. Time
has passed since my illness. Yet, I am constantly
summoned by my now-gone beloved. (2005, 17).
No matter that the microcosm of Marabad
has been explicitly delinecated as a mother’s
uroboris, it seems to reflect also the organizing
parameter of the play as a whole. Its coordinates
are entirely set askew, so that at no instance in
the play are the coordinates of the topos
ascertained: mountain or cave, up or down, the
kingdom of the living or of the dead, of reality or
of fiction, as time itself is equally vague: neither
yesterday nor tomorrow, before or after,
momentarily or throughout history. With each
new occurrence of the dramatis personae — The
Bull Player, The Journeyman Player, Ljorik the
Player, The Mummy of the Player, The Player’s
Double, Konstantin the Player, Kardich the
Player, The Player’s Player, The Voice of the
Player, Vetan the Player — we seem to be brought
to the onset. We follow the main character, the
hero of the play, always anew, as he answers to
a new name during his encounters with always
new dramatis personae, who seem to be those
kinds of presences that from time to time are
waned at the surface by the ebb and flow of the
Earth Mother’s pleroma, and then drawn back in.
Oftentimes they appear in the form of mythic or
otherwise fairy-tale creatures, and their presence
in the dramatic world is best described by the
sheer naming of at least a part of them: the
Sphinx, The Mummy, The Head of the Idol, The
Stony Statue, Menelaus, The Wailing Crow,
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Medusa, The White Goat, Priam, The
Resurrected Wolf, The Character with the Lanky
Throat, The Pagan Pilgrim, The Five Silhouettes,
The Water Fairy, The Main Prophet, The Great
Father, The Witty Jester, The Procurer, The Nun,
etc. The entire palette of their presence on stage
numbers off around a hundred dramatis
personae. On the other hand, juxtaposed to the
colorfulness of their presence, we recognize the
hero’s appearance as a son-journeyman, through
his ten-fold manifestations, as a player within the
labyrinth whose delineated existence follows the
Aridian appeal of the call of the Voice of the
Mother, also found in the constancy of the play’s
frameworks’ lyrical address to Doruntina, in all
of the play’s parts. It has already been made
evident that the play’s plot (dramatic events) is a
symbolic journey through the play’s labyrinth as
created by the occurrence of its characters.
Neither one of them, not even after appearing on
stage, not even after taking part in the play’s
dramatic unfolding, are responsible for the
development of the plot. Their ‘actions’, set
through the endless parading of their numerous
occurrences, have the same effect as the
numerous absurdist word exchanges that are
continuously spoken by Estragon and Vladimir,
only to add to the already established absurdity
of the overall situation. This mentioning of the
Beckettian dramatic world whence the
symbolism of the sand takes precedence is not
just a passing remark. The suit-case of the son-
hero in the play by Dervishi is the same sand
populating the case drawn by Lucky in Waiting
for Godot. This same sand is found in the
trashcans which give shelter to the bodies of
Nagg and Nell in Beckett’s Endgame, the same
sandy knoll which makes for all the world in The
Happy Days, whence Winnie’s bereft body sinks



endlessly. Speaking of sand, as a thematic,
movable image stemming through all planes, as a
metaphor for Beckettian dramaturgy, Petar
Selem writes:

When walls and shelter disappear, it is our
last haven, a matter which receives and accepts
us, gives us warmth, swallows us, making us
equal to all that is out there. What we do is
written in the sand, that which we wish to reach
out to slides through our fingers as sand does,
our time is a sand-clock which always spins
anew, whence send flows from hollow to empty.
(2007, 91).

Unlike the workings of the Beckettian
dramatic world, where the symbolism of the
sand, as desert matter, dry and infertile, signals
the triumph of its penetration of the destructor-
deity’s character, which forces the fertile lands of
life to retreat’, in Dervishi’s dramatic world this
sand is impregnated, mixed with the living
waters of the ritual bathing of the mother’s dead
body: “Here is the mud created from the waters
which washed my mother’s dead body.” (:309)
The imprisonment of the Player in this mud has
an entirely different meaning than Beckett’s
Winnie’s sinking in the sand. The mud’s
imprisonment bears the meaning of the desired,
achieved at last after the long journey, sinking in

° In Ancient Egyptian imagining of the cosmic and earthly
allocation of matter, sand takes center stage. Sand is seen as
one of the fundaments, as sand is the matter which fed into
the making of the first pyramid, rising from the waters of
righteousness; sand alerts to the sanctified gate leading to
the other world, the afterlife filled with promise. “The red
soil juxtaposed to the black soil, the sandy desert which
engulfs the Egyptian terrain, was first and foremost an
exterior, an out- sidedness, a close yet quite hostile stranger.
The infertile mounds have become burial grounds, where
the aridity protected well the mummies.” (Jean Yoyotte,
1959, 83-84).

the bosom of the life-affirming matter, the uterus
of creation.

Contextually, as such, we ought to address
also the relationship that the numerous dramatis
personae have with the main character, the hero.
As previously stated, they represent the
symbolism behind the hero’s labyrinthine
journey. With that, it is vital to mention, at this
juncture, the interplay of the female characters.
Amongst this plethora, we find the Great
Mother’s various incantations as dominant:
Sphinx, The Mummy, The Stony Statue,
Medusa, The Water Fairy, The Nymph, The
Harp, The Darling (a figure in three parts), Fairy,
Fairy Godmother, The Nurse. I find their
presence indexical, since even through their
names these dramatis personae resound the fatal,
seductive character of the Great Mother.
Opposite their occurrences stands her presence,
as a positive character (one with a positive
moniker), My Mother, which appears and
addresses only in the first part of the play.
Further on, the hero-journeyman, inside the
labyrinth, only meets her fatal and seductive
face. Among the first occurrences, in the first
part of the play, The Bull Player is intercepted by
the appearance of the Stony Statue, who “while
combing her hair with one hand, looking at
herself in the mirror, holds a black cat in her
other one,” and during the course of the entire
scene hums the refrain of her dark song:

“ Poor one, oh you poor darling. You
pregnant, me pregnant.

Both of us will give birth to a son...

And will name him Idol... oh, Idol, oh.”

The Bull Player steps aside, feeling her
appearance as a threat:
“Death shrouded by a black coat
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Walks through this ill house

While the child simply breathes in its sleep

Death will turn me into an earthen wall

...an earthen wall...an earthen wall...an
earthen wall... (2005, 27).

Before the threat of her bewitching refrain:
“You pregnant, me pregnant/both of us will give
birth to one son/Idool,” The Bull Player
forcefully strikes a wooden stake through her
body-coffin, commenting that the space which
engulfs him is like “one of these thousands of
rooms,” “barren rooms filled with hags.” It
seems though that each new occurrence is a new
manifestation of the previous one. The striking of
the wooden stake through the body-coffin of The
Stony Statue marks the coming of Talika, the
death-knoll cradle-chariot, led by The Head of
the Idol (the bearer of bones), with a scourge in
its hand. In the next scene, in the second part of
the play, The Journeyman Player journeys tied to
Talica. On this journey he is once again
accompanied by the spectral occurrences of
seductiveness and fatality: Nymph, Harp, and
Medusa (“My Double: Do you see this Medusa
here? (Pointing to the Medusa). She poisoned me
with her fecund kiss.” 2005: 47). As a matter of
fact, the meanings seem to ebb and flow
throughout the occurrences of fatal female
characters and their symbolic reduction and
objectification: cradle, chariot, tombstone/bed,
mud. For example, The Darling, in the seventh
part of the play, resounds through three
characters: The Blue-Eyed Doll (Who Speaks
and Laughs from the Belly), The Black-Eyed
Doll (Who Speaks and Laughs from the Belly)
and The Painted Face (Which Speaks and
Laughs from the Belly). In the final minutes of
the ninth part of the play, we recognize her
occurrences through the characters: The Black-
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Eyed Sister, The Blue-Eyed Sister and The Little
Sister. In this last, ninth part of the play, the
occurrences of The Nurse and The Faith-
Breaker, seem to close the circle of the plethora
of fatal female characters, by evoking the
spectral appearance of The Stony Statue in the
first part of the play. The invocation, primarily,
addresses  the invocation of sexuality,
within/without the context of the familial
scenario. The ninth part of the play resonates
through the use of numerous scenes with erotic
and sexual underplay, guise and deceit. It seems
that all of them, through the play’s dénouement,
ought to serve as a counter-point for the innocent
(clean) call of a mother’s love, only followed by
Vetan the Player. That is, in one of the scenes in
this part, The Drunkard declares:

How does a lover meet his beloved at
night? Streaming through the barrels of the
pointed riffles in the ambushes, throwing
poisoned meat to the furious hounds, so that the
night becomes his companion, a friend to keep
his back before it kills him with a deep hole from
an ambush. When a mother’s love calls for you,
the night turns into day, and you create feasts out
of flowers, the sea parts itself in front of you, as
it did for Moses, while the heard followed him
from behind, aiming straight for the hill of
sorrow! (2005, 284).

It seems as if, as in other key aspects, at
least when it comes to the interplay of the female
characters throughout the course of the nine parts
of the journey, the feat of the son-journeyman
surrenders to avoiding the traps and deceit hiding
behind female seduction. Unlike the spectral
character of The Stony Statue, the occurrence of
The Unfortunate Body, in the eight part of the
play, “the peach blossoms of love”, brings with it
a certain, acceptable erotic, human call: “Do not



go!”, “Why can’t you settle down and start any
job. We could have lived together!” However,
even this occurrence resounds the echo of a hag’s
elation (‘Then, I could have slept in your bed, as
a black cat!”), so that it once again manifests the
numerous paralyzing tendrils of the Medusa:
“How they desecrated your spirit...if I were you,
I would have never left the room. I would go
instead...to buy salt, milk, strawberries. I do not
want anyone to lay eyes on you. Hey! If I could
only tie you to the bed!” (2005, 246-247)."°

Just as the words of The Drunkard seem to
attest, the only innocent (clean) call in the play is
the one belonging to the Mother’s love. Thus, as
stated previously in this text, the feat of the
dramatis persona in this play belongs to the feat
of the son-eunuch, risen by the cries of his Great
Mother, and once again, appeased in the living
wars of uniting with her on the death-bed.

In conclusion, I would like to mention that
as a counter-point to such a divine representation
of the character of the Mother, appears the
character of the Great Father, placed in the third
part/act of the play titled The Peak of Loneliness.
He rules from Suka, a holy place of spiritual
questing and a site for many pilgrims. Here,
however, under the supreme rule of the Great
Father, the world of Suka is turned into an absurd
place, where he rules with a director’s hand over
the mis-en-scene: a simulation of the act of his
own death in the scene before the moment of

% In a way, one could stay that the events of the play occur
as a post-text, developed based on the symbolic and
archetypal plane-fields as presented in the few verses of one
of the variants of the folk song “Konstantin and Doruntina.”
Namely, the verses in question deal with Konstantin’s call
to the girls at the dance, while looking for his sister: “At the
first dance:/-Pretty Girls you are,/But it is too late for me.”
(2001, 142).

death, saying goodbye to his own children. A
manipulation to this kind of staging are his very
children (Bubulina, Elikona, Gresa, Priam and
Ergis), who gathered around him are trying to
soak in on every uttered word. The theatrical
manifestations of the Great Father (2005: 74-
79)'"", his ridiculing of the fundaments of the
symbolic order: the act of dying, the promise, a
satyr’s manipulation over the children, in every
way set his rule against that of the world ruled by
the unison of the mother’s womb. In a way, we
can use the term ‘A Masculine Mother’, to name
this character’s occurrence, a term established by
Susan Winnett so as to delineate the nature of
Frankenstein’s creation in the novel by Mary
Shelly.

Goce Smilevski: Conversation with Spinoza

The theatrical conduct of another Great
Father, Yahweh (from the Old Testament), make
the plot sequence of Smilevski’s play. The
framework of the presented situation depicts the
last conversation (taken before his demise)
between Spinoza and Yahweh, who reveals to
the former: “You will die through a series of five
acrobatic acts, Spinoza.” The reasoning behind

" Their juxtaposition, on the other hand, with the

representations of the Great Fathers in Kole Chashule’s
dramatic world, the Caribbean Minister of Culture, El
Tustrisimo, and in particular Strez (of the plays: As You Like
it and Divertissement for a Strez) might prove quite an
interesting point for analysis. On the topic of Chashule’s
Divertissement as a carnivalesque, exceptionally theatrical
and grotesquely smiling death (not only through the
repetition of the act of dying as a sequence of numerous
theatrical rehearsals), see N. Avramovska 2004 (concluding
remarks in the chapter ‘The Simulacrum of the Chashule’s
dramatology.’).
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the last “circus act in five acrobatic parts” (2002,
180), according to Yahweh’s words lies in the
opportunity offered to Spinoza himself to live
out, perhaps with other presented choices, the
crises, that is the key instances of his life: the
loss of his mother at a young age, and the
encounters with Clara Maria and Johannes.

The acrobatic acts(feats) — tight-rope, the
flying trapeze, jumping though a flaming hoop,
knife throwing and catechesis (breathing
exercises) — stand as a metaphor for the risk
embedded in letting go of the matrix of life’s
changes, of life’s inclusion. Spinoza, bed-ridden,
in the last hours of his life, which in turn stands
for a metaphor for his philosophical stance of
observing (rather than living), distancing,
disconnecting himself from life’s matrix, in a
sense not that unlike The Player in Teki
Dervishi’s play, stuck as he his to his tombstone.
Yet, unlike The Player, who rises from his stupor
as an answer to his mother’s call, Spinoza does
not have such a luxury. Having lost her, his
Mother, as a youngling, she (The Mother), is just
“a trace in his memories”, and every reminder of
this loss: his first failure to perform the first
acrobatic act/feat, the tight rope walk. The first
acrobatic act (in the order of things) has the
meaning of an endocrinological beginning to the
meaning of the storyline, that is to its (before the
final hour) reconstruction: Spinoza’s life. The
loss of his mother, at the tender age of six, is the
first obstacle in young Spinoza’s life’s walk
(along the tight-rope). This in turn, allows us to
see that Spinoza’s life is also carried through in
the absence of the Great Father’s embrace: “You
are late, forty-four years and three months late,”
Spinoza comments on his death-bed (2002, 177).

Encoded, entangled within the loss of the
Mother, which cannot be overcome even through
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the act of re-living it, as a psychoanalytical
experience, the reconstruction of Spinoza’s life-
choices is carried out through two key
encounters: with Clara Maria and Johannes
Casearius. The tri-fold appearance of Clara
Maria in the play positions Spinoza against the
Sphinx’s riddle:

CLARA MARIA VAN DEN ENDEN,
later-on KERKRINK, age twelve when a Van
den Enden, a mature woman when a Kerknink,
and an old lady, when in Rome, the Eternal City.
(2002, 176).

The Sphinx’s riddle, nature’s mystery
embodies as a woman, is a common theme found
in art."> Others have written of her: “only the
Sphinx remains as rich with symbolism as the
Gorgon (...) The riddle which she uses to defeat
all men, except for Oedipus, is an aloof mystery
belonging to nature, which in the long run out-
triumphs Oedipus.” (Paglia 2002, 43)"° The
mystery in question deals with the understanding
of the female body as a sacred ground, a
temenos, a medial point, the naval of the world, a
shrine to conception and the cyclicality of life’s
manifestations, examined at length in the earlier
chapters of this paper. Clara Maria, like Johannes
is the embodiment of such sensual temptation. In
the cry of letting-go, to the minutiae of
corporeality, what distinguishes the two is the

12 °d like to use this opportunity to point out Petar Selem’s
essay “Carmen or the Sphinx”, who reads the magic and
irreproachability of Carmen’s character, quite enchantingly,
along the lines of the Sphinx’s riddle: “a wonder of nature,
which can only happen to the female body” (2007, 181).

3 As it is quoted, as conceived by Paglia, and subsequently
published, for the purposes of this reference, the author has
relied on the Serbian translation of the work, translating it
back into coherent/comprehensive English. In all other
instances, when referencing Paglia’s work, the original 1990
English text has been used.



heightened effect of the potential of her body as
a mother. The (missed) opportunity for a joint
conception is the subject-matter of her meeting
with Spinoza as a mature woman, and as an old
lady. However, it is the offspring of this
relationship which clearly points to the
transience of the links that make the chain: birth-
death, while at the same time clearly disclosing
the demonic face of the mystery of sexuality, as
well as the daimon-oid image of the changes the
body of the mother undergoes. The tri-fold
appearance of Clara marks the precise mystery of
man’s being within the changes and
manifestations which adhere to transience and
finality. It is also incredibly seductive. While a
twelve-year-old girl, through the openness and
curiosity of her spirit, as well as the bearings of
her body, she carries with her the eternal appeal
of seduction’s game. The second and the third
acrobatic feat of sensual temptation are next in
line, of progression, standing for her Siren Song
which call out for an intimation of corporeality,
of letting-go to the magic of touch and look, of
celebrating the moment of being in the spilling
out of bodily fluids.

What if real ideas come through scent,
through touch, what if adequate ideas come as a
result of taste and sight? What if they are a
product of a sensual experience? What if only
through these physical traces, through these
physical imprints, through these glimpses of the
physical we can ever get to know the other?
Would you then seek out my essence by touching
me, looking at me, tasting parts of my skin, my
hair, my urine, listing to what I say? (2002, 195).

Nature’s chthonic fluids are Dionysian:
blood, vegetable juices, milk, wine. Apollo, on
the other hand, gives form and shape, the ability
to tell them apart, an identity of their own. He,

according to Paglia, represents “the Western
Eye” of the male principle in art, which is
administered as a way to overcome the threat of
nature’s labyrinth. The Cult of the Body, of the
youth’s body in Ancient Greece, especially in
Athens, is one more manifestation of the
affirmation of the Apollonian principle in
culture, art, even in love! Pausania, in front of
other eminent citizens of the Athenian Republic
mentioned by Plato as visitors to the home of the
Athenian tragedian Araton, in the introductory
part of the second lecture/speech, states: ““...We
all know that without Eros there is no
Aphrodite!”'* (Plato, 1983, 44). According to
Paglia, male homosexuality is the most “valorous
of attempts to evade the femme fatale and defeat
nature.” (1990, 15). Nonetheless, Spinoza lowers
his gaze, away from the body of his student
Johannes. As a result of the opportunity
presented in front of Spinoza and Johannes,
during their conversation, an opportunity to
“enjoy in one’s body, through one’s body”,
during the course of the forth acrobatic feat,
Yahweh joins in on the conversation, with the
following comment:

YAHWEH: Why do you banish him from
the room, why do you wish to be alone? Are you
afraid of death? Something deep inside you,
something that you cannot go, reminds you of
your mother’s death. And it makes you think that
it all ends senselessly, and this senselessness
causes you pain! Overcome it, overcome the pain
and the senselessness, do not fear them, make
them your own, pass through them, as if you are
a knife which cuts through and a knife which cuts
through you. (...) Tell him to stay, here, tell him

' Translated into English from the Serbian translation of the
original, done for the purposes of this paper.
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that he can do whatever his likes to you, be a
dead body or a dead intellect in his arms, just be
someone else, in fact be you, be who you are,
Spinoza. (2002, 200-201).

In Smilevski’s play about Spinoza,
however, the meaning behind corporeality and
sexuality mirrors the face of the mother’s death.
It is a Gorgon face which paralyzes the body,
which takes it away. The mysticism of man’s
birth by man’s mother is an unsurpassable
stepping-stone on the road to conquering one’s
individuality, freedom, independence. To
maintain one’s freedom and independence of
spirit, in search of the heavenly and the
interminable, one must give up the body. It
belongs to Her. Her face is mirrored through
nature’s chthonic depths, and it frightens.
However, what finally occurs in this play about
Spinoza, is his ultimate acceptance and coming
to terms with the corporeality embodied in the
female form. The appearance of the Mother in
the play’s dénouement, through the scene of her
intimate conversation with her son, on the floor
of the bedroom, while Clara Maria finds herself
in Spinoza’s bed, resembles a scene of a family’s
idyll, within a common exchange of intimacy.
What allows for the joint appearance of the
Mother and Clara Maria, in Spinoza’s bedroom,
is the line attributed to the character of the
Mother, who utters the play’s last truth which in
turn erases the meaning and identity embedded
in differences. At the same time, it has the ring of
an offered consolation:

CLARA MARIA: Am I in your way?

THE MOTHER: No, we are not married.

JOHANNES: (sticking his head through
the open window) Are you each other’s
immortal?
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THE MOTHER: Not even that. Look, look
how we pale away.

The incorporation of the character of the
Mother in the dramatic world cancels out her
meaning as an apotropaioi, left standing at ‘the
gates’, preventing the dead from doing harm to
the living. (The Romans kept the atrium to
prevent the dead from entering the bedroom). In
the play’s dénouement, she embraces her
‘prodigal son’, meeting him at the gates of the
world of changes/metamorphoses. Her role is
almost identical to the role of ‘the mud created
out of the mother’s dead body”, which closes
Dervishi’s play and appeases his hero.

What these two plays bear in common, as
a result of their intertextual and intercultural
dialoguing when dealing with the question of
gender and archetypes, is the conjoined
reinforcement of the archetypal meaning of
man’s mother born out of corporeality and
sensuality. While reading them according to this
commonality, it is important to address their
particularity, their differences, which are great in
number, and adhere to other aspects of their
respective dramatic structures. In Smilevski’s
play, what takes center stage is the theme of
sexuality, that is the dialogue carried out betwixt
the world of sexuality and Spinoza’s philosophy,
which is resolved at the level of archetypal
imagery. In Dervishi’s play, on the other hand,
sexuality is always twice-removed from the
archetypal character of the Mother, and her many
mythic incarnations. The inclusion of the theme
of homosexuality on Smilevski’s play, also,
opens up the discussion for other questions and
readings when questioning and reading sexuality
as a themes. What is nonetheless key for the
platform of comparing these two pieces based on
the commonality of gender and archetypes could



be found in ‘the familial scenario’ of sexuality
that the two respectively voice, which can be
read and analyzed throughout the respective
authors’ other works, and might be the topic for
further study and analyses.
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Harama ABpamoBcka
Ponort u apxeTunor Bo Apamara
(Pe3nme)

Hpamckure TekcroBu Ha Teku [epsutun, bpecom na scarocma, v Ha ['oune Cmunescku, Paseo-
6op co Cnunosa (yupxycka npemcmasa 60 nem mouKu), TH TOBP3yBa PEUUCH HICHTUYHO APAMCKO
ZIejCTBO KO€ I'0 HCIPTyBa KPYroT Ha OECKOHEYHaTa eJHOTHOCT BO TEJIOTO Ha ypoOopoc: roiemMara 3Mu-
ja Koja ja ronTa corncTBeHara omnaiika. CtanyBa 300p 3a JIpaMCKO JICjCTBO KOE IO UCIPTYBa KPYroT Ha
HEpaCKUHIIMBATA BpCKa Mery yTpoOaTa Ha MajkaTa W IJIOTTa HA HEj3MHHOT cuH. JlMHWjaTa Ha KPyroT
ja o3HauyBa OeCKOHEYHOCTa Ha IpeoOpa3duTe Ha IIOTTa, EpPOTHKATA, CEKCOT, ja MOTHPTYBAa HUBHATA
€IHOTHA CYIIHOCT CO CEIPOHIKYBAaYKOTO M CEOT(aTHO TEJIO Ha MajKaTa, KOja BOJAHO CE jaByBa M Ka-
KO anomponauon (BO Marucka, 3aliTHTHa (YHKLHUja) — JIMK [TOCTaBEeH MpeJl MOPTUTE Ha IPAMCKUOT
CBET: Ha BJIE30T M Ha M3JI€30T 0J Hero. Ha Biie30T/u31e30T Ha caMoTO OMIyBame: BO MPOLENOT Mery
KUBOTOT U CMPTTA.

Ha nBere npamu, BO HUBHHOT MHTEPTEKCTyalleH U MHTEPKYJITYpPEH IOHjajior, IITO ce OIHECYyBa
JI0 TPAIIAkEeTo 32 POJOT M apXETHIIOT, UM € 3ae[IHUYKO HarjacyBambeTO Ha apXETUIICKH 3HAYajHUOT
acIIeKT Ha YOBEYKAaTa, O] MajKa POJIeHaTa, TEJIECHOCT U IIOTHOCT. Bo npamara Ha CMUIICBCKH IIPBEH-
CTBEHO € TIOCTaBEeHa TeMaTa Ha CEeKCYalHOCTa OAHOCHO M3BEIEH € JWjaIor0oT Ha CBETOT Ha CEKcyall-
HocTa U ¢uno3odujara Ha CIUHO32 KOj ce pa3pellyBa Bp3 OYBaTa Ha apXEeTUIICKUTE CIUKU. Bo mpa-
Mara Ha JlepBHIIH, HAPOTHB, CEKCYAIHOCTA € ITOCTOjaHO BO CEHKATa Ha apXETHIICKHOT JINK Ha Majka-
Ta ¥ Hej3UHUTE MHOTYOPOjHH MUTCKH 1ojaBu. OHa IITO € MpecyAHO Kako OCHOBA 3a criopenda Ha JIBe-
TE JIeNia Of] aCHEeKTOT Ha POJIOT U apXETHIIOT € ,,CEMEJHOTO CLIEHAPHO  Ha CEKCYaIHOCTA IITO THE T'0 3a-
raTHyBaar.

Kiyunn 360poBu: MuTcku ciukd, ['onemara Majka, ypobopoc, ¢aranHa keHa, CHH-€BHYX, Apama,
JPaMCKO JI€jCTBO, ,,CEMEJHO CLIEHAPHO“‘ HA CEKCYaTHOCTa, HHTEPTEKCTYaTHOCT
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The contradictions and the historical
traumas of the latest German history, that is, the
turbulence brought about by the two political
systems — the one of the former German
Democratic Republic and the one of the Federal
Republic of Germany, are best intersected in the
personality and in the works of the most
prominent post-war East German writer Christa
Wolf, who passed away at the age of 82 years on
December the 1%, 2011. In the background of the
modern, reunited Germany, it can be concluded
that Christa Wolf is not only one of the most
prominent, but also one of the most controversial
German authors. In an interview, which was
published in 1993, this novelist publicly admitted
that, in the period between 1959 and 1962 she
had been an “informal collaborator” of the
Ministry of State Security of the German
Democratic Republic (Stasi). Under the title of
“Insight into the Files of Christa Wolf” she
published files referring to the said period, in

which she gives a positive presentation of the
persons who had been the subject of her
reference; it also contains the reprimand of Stasi,
qualifying the Wolf’s reports as “too restrained”
as well as the fact that she had been under the
supervision of Stasi in the period from 1969-
1989. The chase of witches, as Wolf called the
fierce public discussions about her personality,
which followed and regarded her cooperation
with Stasi, forced this “state writer of the
German Democratic Republic” and a “loyal
dissident”, a cooperator and victim of Stasi, to
withdraw from public life.'

With her strongly expressed sensibility for
her socio-political milieu, her critical reflection
of the sovereignty and integrity of the subject in
relation  with the socialist collectivity,

! Wolfgang Emmerich (1996): Kleine Literaturgeschichte
der DDR . Kiepenheuer.
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considering her sense of responsibility as a
citizen and the feeling of moral awareness of the
situation in her immediate surroundings as well
as her sense regarding the responsibility of the
intellectual within the given political events,
Wolf depicts, in her works, her relation with the
state, simultaneously illustrating the “spirit of the
age” in the period of the divided Germany,
reunited on October the 3™, 1990. But, in order
to properly understand the author’s credo and the
literary poetics of Christa Wolf, it is necessary to
know the basic traits of her biography, which in
the same time reflect the historical and political
situations in the former Eastern Germany.

Christa Wolf was born in the town of
Landsberg/Warte, which is now located in
Poland, as a daughter of a Protestant tradesman.
After the fall of the national-socialist
dictatorship, her family escaped to
Mecklenburg, to further settle at Bad
Frankenhausen, where Wolf becomes member of
the only party than existing in the German
Democratic Republic: the Communist Party,
after she had graduated from secondary school.
She studied German language and literature in
Jena and in Leipzig, married the essayist Gerhard
Wolf at a rather young age, and than worked as a
research fellow and a proofreader at diverse
publishing companies and magazines.

She made her debut as a writer in 1961, by
the work entitled Moscow Novella (Moskauer
Novelle), which soon became very much
renowned in the GDR, and was also published in
Federal Republic of Germany. She became a
freelance writer in 1962. She received the
Heinrich Mann Prize in 1963 for her novel
Divided Heaven (Der geteilte Himmel). That
same year was marked by the flourishing of her
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political activities in SED: she became member
of the Central Committee of this party. One year
afterwards she received the National Award of
the Third Class of the Art Academy of the GDR,
and the following year she became a member of
her country’s PEN center. In this period she
withdrew from the Central Committee as a
consequence of her speech full of criticism and
addressed to her party, but her activity as an
internationally known writer became even more
intensive. In 1968 she published her second
novel, The Quest for Christa T. (Nachdenken
tiber Christa T.), and afterwards the novel
entitled Models of Childhood (Kindheitsmuster),
which came out in 1976 and reflected
autobiographic motives and ideas about the
problems of the individual in a totalitarian
society.

Differently from some other intellectuals
of her country, Christa Wolf decided to remain in
the GDR, because she considered this country to
be the only one in which she could write for her
readers. It was than that she decided to embrace
the feminist subjects and peacekeeping policy.
Her novel No Place on Earth (Kein Ort.
Nirgends), which was published in 1979, focuses
on the issue of relations between the two sexes,
to social criticism and the possibilities, that is,
the limitations to writing.

According to many critics, the work which
was marked by the highest level of success was
the novel Kassandra, published in 1983, as well
as the lectures published within the Frankfurt
Poetics, entitled: Assumptions on the Short Story:
Kassandra (Voraussetzungen einer Erzdhlung:
Kassandra). These two works brought Wolf
immense international recognition as an advocate
of women emancipation and of peace movements



by focusing to more global concerns and to a fear
of nuclear disaster. Wolf’s interest is now ever
more concentrated on woman’s individuality,
humiliated to the position of an outsider, because
she surely did not fit in the socialist cultural
milieu of her times. In 1989/90 she was expelled
from the SED party. During the political turmoil
in her country she signed, together with other
intellectuals, the petition entitled For Our
Country (Fiir unser Land), which formulates her
political purpose regarding the possibility to
maintain the GDR through reformation, rejecting
of Stalinism and the structures of real-socialism.
The utopian ideal of democratic socialism
motivated her to elaborate, together with the
writers Volker Braun and Stefan Heim, a draft of
a new Constitution which did not reach any
success. In the euphoric moments of the
destruction of the Berlin Wall, she explicitly
announced her disapproval of the unification of
GDR with West Germany, because she did not
want to see “‘the material and moral values of the
GDR sold out”. The short story entitled What
Remains (Was bleibt), which was published after
the German reunification in 1990, initiated a
fierce debate and dispute among the German
writers and intellectuals, referring to the place
and the importance of Christa Wolf in the
literature written in German language. It was
thus that the public debate regarding Wolf as a
writer became a general discussion concerning
the moral guilt of the GDR intellectuals, that is,
about their contribution in the survival of the
totalitarian regime.” Hurt and irritated by the

% Deiritz and Krauss, ed. (1991): Der deutsch-deutsche
Literarturstreit, Luchterhand.

discredit of her personality, Wolf sheltered in the
USA, and afterwards in Berlin, to publish, in
1994, a collection of texts where she expresses
all her dilemmas and frustrations regarding this
period. In 1996 she published her novel
Medea.Voices (Medea. Stimmen), and, in the
forthcoming period, this author describes the
way she experienced the reunion of the two parts
of Germany, her loyalty to the socialist utopia
and her fears of capitalism, her last work being
the novel which bears the title of The City of
Angels (Stadt der Engel 2010). Her involvement
as a writer and an intellectual remained
controversial until the very end, and many of her
works received harsh criticism because of her
apologetic  attitude towards the socialist
ideology; but, according to the literary and
aesthetic qualities of her opus, Christa Wolf is
undoubtedly one of the most renowned writers of
the contemporary German literature.

The works of Wolf are marked by a clear
distinction between her pro-Marxist phase, under
the influence of the official ideology of her
former native land, the German Democratic
Republic, and the phase in which she addresses
the issues related to woman and her existence
throughout history, which is a period when the
author inclines towards the feminist criticism.
The discovery of intersexual relations is one of
the central thematic and motivational
preoccupations in the later works of Christa
Wolf. The thematic preoccupations of her last
works can be sublimed in the following question:
Why was the woman, throughout history, always
referred to as “the other sex” and why the man,
in all variants of social systems, always had
higher level of authority in public life, whereas
the woman was deprived of any wider social
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authorities. The ultimate consequence of the
domination of men in our civilization, according
to Christa Wolf, is a world full of wars and
poverty, of men’s incapacity to realize and to
solve its controversies. In the views of Christa
Wolf, our world is marked by the triumph of the
patriarch, searching its roots in mythology which
has, for three thousand years, been usurping the
right to use poetic freedom, by referring to the
“truth” written by the winners, i.-e, by men.
According to the author of the novel Cassandra,
this great lady of antique mythology was in fact a
victim, different from the person depicted in the
verses of Aeschylus and Euripides, who reflected
the destructivity of our civilization. All
interpreters of mythology, starting from
Corneille through Grillparzer and Thomas Mann,
reflect what is referred to by Wolf as
“subconscious fear of the menaces of the
mother.”

Cassandra is one of the several feminist
heroines of Christa Wolf, starting from
Gendered, Betine Brentano to Medea. Through
the form of the impressive inner monologue and
retrospection, the author presents a new insight
into the personality of the daughter of the Trojan
king. Namely, Cassandra presents the artistic
novum of Wolf, completely transforming the
myth of Cassandra as a notorious prophet and
herald of destruction, by giving her a completely
different, feminine aesthetic. In the work of
Wolf, Cassandra is venerable, brave and wise,
tolerant, full of love, understanding and
humaneness, but she is before all, a victim of the
tragic circumstances, just as the author of this
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work sees herself as a victim in the
circumstances of the disintegration of the GDR.?

But, how does Christa Wolf develop the
plot about Cassandra?

After the ten-year Trojan war, king
Agamemnon returns to his country bringing
massive loot. Beside him, in the victory chariot,
stands the beautiful daughter of Priam, the
dazzling slave and Prophet Cassandra. The
unfaithful Clytemnestra hides her hypocrisy with
which she welcomes her husband after the
victorious conquest of Troy. But Cassandra is
stupefied and left speechless as she fears that her
omen will come true exactly at this moment: that
her life will end in this shameful and vice-defiled
house. The grotesque memories of the past
intertwine with the horrible present at these
moments of vague stream of consciousness. The
sully ax with which Agamemnon will be killed
now splinters Cassandra’s head and she observes
her dying. The consciousness of the story teller is
struck by her moaning chants, intending to reach
the neglectful ears of the deities. The story teller
is overcome by exaltation mixed with panic —
fantasy has united the souls of the two women.
By tearing the prophet’s symbols - the garland
and the laurel stick, Cassandra reconciles with
the inevitable. But, unlike Aeschylus, Wolf
opines that she would in no way extol the death
of Agamemnon, the last of the men (the first one
being Apollo) who have harmed her. The basic
question addressed to by the author is: which was
that turning point in history, in which man
transformed the woman into an object of his

3 Schrey, Dieter (2007):

Materialien und Arbeitsanregungen.
GmbH.

Crista Wolf Kassandra -
Schroedel Verlag



intentions? Wolf releases Cassandra’s rage onto
the heads of the patriarchs, because of their
irrational thriving for arms, their intolerance and
narcissistic arrogance, whereas the women are
advocates of the utopian idea of compassion,
equality and non-belligerence.

In her reception of the myth, the author
relieves the personality of Cassandra from the
patriarchal frameworks which were the traits of
her character in the literary tradition. Aeschylus’
tragic prophet Cassandra is transformed by Wolf
into a key figure of the Trojan war; while she
was, in the past, a passive, silenced woman, she
now becomes an active and self-conscious
person struggling for her autonomy. Actually,
Christa Wolf de-mythologizes, in several layers,
the mythical character of Cassandra by giving
her human, universal and historic perspective.
The author here presents the patriarchal
mechanisms of the Trojan society: the misuse of
the power of the word, of the authority and of the
people, thus transforming the Trojan war into an
allegory of the aggressive takeover of power by
man, an allegory of the transition from
matriarchate into patriarchate. Therefore, the
character of Achilles, highly praised by Homer
and Aeschylus, is degraded by Wolf into
Achilles-the-ox, as he is for her a personification
of the patriarchal man and an embodiment of
male animalism.

The feminist approach in the creation of
the character of Cassandra is realized by
consequently  deliberating  the  principle
protagonist from all constellations of the
antiquity background. Wolf takes over the
antique variant of Apollo and of Cassandra and
subjects it to manifold transformations, so that,
in Wolf, the service of Cassandra as a priestess

of Apollo is not determined by fate, but
represents her desire to acquire deep insight into
the deity and to distance herself of the profane
men, who repel her, as well as the less religious,
and more egocentric strive of Cassandra to
influence people, because, how else would a
woman be able to reign the community?
Although the elements of the divine inspiration
of the Cassandra’s gift to foresee the future, this
motif is also de-mythologized, by giving
Cassandra analytical and critical abilities of
reasoning about the events connected with her
people.

Wolf deviates from the mythological
backgrounds by the constellation of ther
characters as well; in her work, there is not any
narrow connection, let alone love, between the
Greek king and the Trojan priestess: likewise all
other men, Agamemnon is represented as a
weakling. Consequently, there can not be any
possibly animosity between Cassandra and
Agamemnon’s wife Clytemnestra, as is described
by Aeschylus, but there is typical female
understanding, even a certain level of
compassion between the victim and the evil
perpetrator.

It is in this way that Wolf is attempting to
release Cassandra, by all possible means, from
the passive, humiliating role of an object,
allowing her to make decisions by following her
own conscience, whether to become a Greek
slave or to choose death. Cassandra chooses
death as her way of realization of her own
autonomy, both as an individual and as a
woman.*

* Stohr, Dominique (2001): Christa Wolfs Kassandra im
Spannungsfeld von feministischer Ethnologie, gender
studies und Mythosrezeption. Magisterarbeit im Fach
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If Simone de Beauvoir characterizes the
woman as “the other sex” for Christa Wolf they
represent the “other culture” and its colonization
by men is in correlation with the “domination
and submission of nature” and with the
“colonization of other nations and parts of the
Earth”.

Myths keep repeating that women did not
know how to master the power when possessing
it, that they proved themselves as unworthy in
the role of leaders and that they have lost their
power exactly because they decided to accept the
“male” discourse of power. The loss of the
former domination of women is justifiable
always when they decide to accept the myth.
With Cassandra, Christa Wolf demonstrates that
she wants to free herself from such myth by all
possible means.
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3opuna HukonoBcka

Omax 3a Kpucra Boag - pemunucTuuka JeKOHCTPYKIMja U PEKOHCTPYKUMja
Ha MuTOT 3a Kacanapa

(Pe3ume)

Kako cBoeBuieH OMaxk 3a HeoJaMHa IMOYMHATaTa repMaHcka nucarenka Kpucra Bond, Bo oBaa
CTaTHja ce pacBeTIyBaaT Haj3HAuajHUTE KOOPJMHATH KOHM ja oJperyBaar moetukarta Ha Kpucra Bond,
npes c¢ MOTHBHPAHOCTa U UMILIMKALMUTE 32 HEJ3HHUOT Pa3BOj U MPECBPT OJ UACOJIOTHjaTa Ha MapK-
CH3MOT /10 ()eMUHHM3MOT, OJTHOCHO HEj3MHATa TPaH3WIMja OX ,JipKaBHa mucatenka Ha ['JIP“ mo ,,j10-
jayiHa TUCHAEHTKA™ M 3arOBOPHHUYKA HA JEMOKPATCKHOT COLHMjaji3aM BO IIOBOCHATA FepMaHCKa HCTO-
pHja, BO IeproJIOT 10 00EIMHYBamkETO Ha /1BaTa JAeia Ha [ 'epmaHnuja.

HuxkonoBcka Bo 0Boj Tpyn o0jacHyBa 30IITO BO CBOETO MOJOIIHEKHO TBopemTBO Kpucra Bond
ce HaBpaka Ha aHTHYKaTa rpara 3a Kacannpa. [Ipeky pemuHuCTHYKA IEKOHCTPYKIMja HA MUTOJIOIIKA-
Ta MaTpua, Bond caka na ce ocnoboan o MHUTOT 3a K€HaTa OHaKa Kako IITO TOj € TOJIKYBaH O] Ma-
JKUTE, BO KOj )KCHUTE CEKOTalll OUJIe )KPTBUTE, a TIOCICIUIIUTE O] Toa OUJIe BOJHU, HECPEKU U YOBEUKO
cTpajame. Bo MamkoTo TOJNKyBame Ha MUTOT 3a jKeHaTa, Bod BCYIIHOCT coriieyBa MpeciuKyBambe
Ha ,,IOTCBECHHOT CTPaB Ha Ma)XKUTE O] 3aKaHWUTE Ha MajKara‘“ M ja HyAW >KEHCKaTa MEepCIIeKTHBa BO
KOja ce BTKaeHHU OTIIOPOT U YTONHCTUYKATA Ueja 33 €THAKBOCT H clIo0o0a.

Kuayunu 300poBu: Kpucra Bond, Mut, moBoeHa HCTOYHOTEpMAHCKa MTHUCATENKA, COIMjaTHA KPUTHKA,
(eMHHUCTHYKA KPUTHKA, MaTpHjapXat/maTpujapxaT, poJA0oBH Pa3IiKi, aHTPOIIOJIOTHja Ha KEHUTE
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The first barrier — the language treatment in
modern literature subject definition

Twenty century literature auto reflexively
asks the question of the definition of literature or
of establishing its functions and its limits. As the
abstract and geometrical paintings of Pete
Mondrian (we are looking at black squares on a
white surface or geometrical clear forms that are
superposed and juxtaposed) that ask the question
of what is the essence of visual art and its sense,
in the same manner literature finds genius ways
to pose the same question and to find the answer
within the limits of the literary text. The literary
work of art becomes more than a simple work of
craftsmanship, more than a simple text; it grows
within itself because it refers to realities
belonging to the syntagmatic order as well as to
realities of the paradigmatic order. Therefore, the
literary work gains metaphysical dimensions,
becomes thoroughly auto referential and it even
possesses a political power. Hence, art is
liberated from its constraints, surpasses its limits
by devaluing every rule that has ever existed, but
in this wandering between different genres,

forms of expression and political ideologies of
the time when the work of art has been created,
literature finds itself within itself and tries to find
a point around which it could conclude a
definition, or better yet its literary identity.
Literary works are articulated by the struggle
they dedicate to the theme definition in relation
with its subject, mastered by the representation
that has nothing to do with the traditional subject
representation and the representation of what is
plausible. The notion of the subject changes
radically in the end of the XIX and the beginning
of XX century. Humanity shows the need of
redefining itself anthropologically, so the art
work has dedicated to the search of its identity
and the search of man’s identity as well. It
confesses its multiple natures, its dispersed
organic structure and its stretching form on
several levels. On the other hand, its themes, its
goals and its functions become de centralized,
the margin gains in value, the treatment of the
event is different in terms of the previous literary
works and the action is reduced, the banal
becomes and operatory motif in the work; the
representation of a linear time is abandoned.
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Envisaging the Marxist and socialist ideas,
a great number of writers and philosophers from
that era believed that the artistic and literary act
is the manifestation of a revolution which is not
only artistic but at the same time political,
ideological and cultural. To object the traditional
forms of expression and to destroy them is to
negate the material support of art that procures
these forms. This objection is demonstrating
doubt and revolt towards the political system that
has lost its efficiency. This is why the work of art
is seen as a political power, and having this
power it gains an absolute value because no
authority can dictate the definition of the work.
Thus, literature becomes one of the profound and
organic ways of knowing realities’ multiplicity
because it is in its nature to be conscious of the
role of the language as a mean through which
man thinks, finds definition and categories its
own specie and perceives and cope reality.
Consecutively, the language treatment in XX
century literature becomes radical, every notion
and idiom is articulated more densely and
concretely in the language itself — human
thought, reasoning, artistic expression that
assimilates the scientific expressions, journalism,
daily existence banalities, slang terms, the search
of one self, the search of the other as one of the
poles of our own identity.

Deconstructed structure — the material
support of giving the subject’s general frames

The first thing that surprises us when we
read “’Hopscotch’’ is its structure. It is novel that
has the form of a labyrinth. The author proposes
at least two different ways of reading the novel.
The chapters don’t follow one another in a
classical order, and it is up to the reader to

66

choose which way of the reading he/she will
pursue. From the beginning we are faced to an
“irregularity”” in terms of of the traditional
narration. The labyrinth form of the novel
already demonstrates itself as a revelator in terms
of the novel’s subject and the subject in the
novel. When put into a labyrinth we are trying to
find a way out of it — hence, the novel is in a
search of its own, or its subject is looking for a
consolidation around a specific main point; the
main character is searching for his other half
being trapped in the labyrinth of life.

Every chapter can exist independently. We
can detect the themes of some of these stories in
the general structure of the novel and vice-versa.
Cortazar offers a kind of a game to the reader,
because he/she can never leave the forward-
backward movement of the narrative. The
novel’s title even is a name of a game that can be
found almost everywhere around the globe. The
concept of a children’s game is crucial for the
understanding of the novel because the game is a
metaphor of a specific context through which we
understand the world and ourselves better, since
the game is a type of initiation in the life of the
adults, it’s a simulation of life or e preparatory
stage of life. The concept of a game is also
significant on the syntagmatic and the
paradigmatic level, the game or the labyrinth is
placed in the “’real’’ life of the characters and in
the novel’s general structure, but also in the
reader’s experience of the novel and in the end,
in the literary aim of the author.

The action takes place in Paris and in
Buenos Aires and it’s the reader’s decision to
choose if he/she will follow the narrated events
simultaneously or consecutively. The main
character is Horacio Oliveira; he has come to
Paris to study but has abandoned his studies a



while ago. He spends his time wondering around
the city’s neighborhoods and streets, sometimes
looking for Sybille on the bridges of the Seine or
in the corner cafes. He is a member of the
Serpent Club whose other members have
different origins (there are Americans, Chinese,
French and there is the character of Gregorius
who has rather unusual origins being a mixture
of Montenegrin, Hungarian and Roman). These
people reunite quite often to listen to jazz and to
discuss the main question of life, literature,
philosophy...

The female counterpoint of Horacio is
Sybille who comes from Urugway and whose
real name is Louisa. She has a baby who she
named Rocamadour, and she wants to be a
famous singer. Horacio and she have a sort of
relationship; they are united because of amorous
reasons although sometimes it seems only out of
physical pleasure. Whatever their relationship
might look like, the reader is aware that they
have something utterly profound and complex
that they share. Their relationship takes up the
form of a road whose traces slowly disappear, or
of a road that belongs to a tangled labyrinth
structure.

The characters who live in Buenos Aires
are Traveler, and old friend of Horacio and his
wife Talitta. Paradoxally, Traveler has never left
his home town. He is the character presented as
an alter ego to Horacio, his wife being the double
of Sybille. In a certain moment of the novel,
Horacio decides to leave Paris and go back to
Buenos Aires where he would spend his life with
his two friends, working with them in a circus
and then later in a mental hospital.

The whole action of the novel is situated
on a significant symbolic plane — certain images
of Paris and Buenos Aires coincide, as are the

bridge scenes, as well as the structure of the
relations that Horacio creates with the people
that surround him, the relations towards the
Other and the Other Places... The evocations of
jazz music are constantly present in the novel,
being the revolutionary music that has changed
the ideologies of the new generations, as the de
structured music and the art of improvisation (as
the essential merit of life is the knowhow of
improvisations).

Traditional vs. modern - a syntagmatic
symbolic game that helps us perceive the
subject of the subject

The new sciences begin to appear at the
end of the XIX and the start of the XX century.
The episteme of the previous centuries, from the
XVI until the XIX century, comprised of the idea
that the whole world has to be ‘’examined’’ for
the sake of the analysis of the tiniest life
analogies.' Knowledge was facing a monotonous
situation since the sole relation between the
elements and the phenomena was addition. The
“’category’’ was the operatory notion and it was
applied to all scientific domains by imposing the
principal of the “’resemblance’ (Ibid. p. 47).
This principle entails the idea that every thing
has its parallel version situated on a higher level
than the simpler this is to be found. The episteme
implies that the macro cosmos and micro cosmos
share the same rules of creation and function.
Nature itself is a closed system created as being
the double of the universe. The relations between
the micro and the macro cosmoses are
phenomena that appear on the surface. Foucault

! Foucault, Michel ; Les mots et les choses ; Gallimard ;
1966 ; Paris
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mentions that science in XVI century consists of
the incorporated experiences coming from the
practicing of spells and magic which is a heritage
from the ancient texts and practices. The savants
from this era believed that the world was covered
with “’magical’’ signs and it was science’s task
to interpret them. But science would continue to
interpret using the principle of analogy and of
similarity with the phenomena. The divination is
complementary to knowledge. Even more, the
antiquity leaves us a heritage of the language as a
sign of things. The relation towards the science
texts is the same as the relation towards objects
and the same relation exists between the signs of
the language and the signs of the phenomena
taking place. God has deliberately codified the
phenomena in order to test our reasoning. The
antic heritage is related to the creator God nature;
its texts are left for the scholars’ interpretation.
The same divine game is taking place
everywhere - the signs, the marks, the antic texts
are the signs of the real nature of objects and
phenomena, and they are connected by
similarity. That is why ‘’nature and word can
intersect until infinity, forming for the ones who
know how to read an enormous unique text’’
(ibid. p. 49).

Search of sings and meanings — search for
individuality and content into language

We can say that Horacio posses a certain
degree of an “’ancient’” knowledge and he too is
convinced that signs do cover the material world.
He finds signs on the streets, in front of the
aquarium, in the birds’ behavior and human
behavior too. Sometimes he is completely
ridicule when he is looking for a sugar cube,
fallen on the floor of a restaurant bothering

68

everybody there. The fallen cube is also
considered as a sing, as a revelation of some
deeper truth and hidden order. Sybille also shares
this conviction that the world consists of signs
that need to be deciphered and she becomes his
“’accomplice’’. This search of meaning and sings
becomes obsessive for him, since the more he
puts himself into the search the more he loses a
part of his personality, trying consciously to find
his soul, his own original identity and his mental
independence. Maybe he is unable to read the
signs because his language is wunable to
accomplish the first and the most essential of its
functions, i.e. to communicate. This is one of the
reasons why he doesn’t feel he belongs to the
Serpent club and why he will break up his
relation with Sybille.

In the XVI c. language was seen as
something opaque and mysterious, where the
figures of the world are represented in a cryptic
and hidden manner. Language has a double
nature — coming out from the world but at the
same time being a part of that world because the
objects and the phenomena are manifested as an
enigma and this enigma is the language itself.
For the wise men from the X VI c. language is to
be found on halfway between the visible figures
of nature and the esoteric discourses from that
time. There where the author mentions the
philosophical attitudes of Horacio in the
essayistic parts of the novel, the reader has the
opportunity to follow the author’s allusions
regarding the essence of language by using more
ancient sources, as is the ancient Egypt, or the
scripts from antiquity. The author also displays
an insight into philosophical positions from the
era when the novel was written. Sometimes, the
novel becomes a philosophical and polemical



experience that aims to answer a variety of
question simply by articulating them, and by this
practice to reach the essential question - the
literary subject and the subject of the “’real”’
persons included in the novel. As the XVI ¢
literature that Foucault evokes, Cortazar’s
writing is readable for the one who knows how
to read. By using this passage where the author
refers to an Egyptian God (Toth), Cortazar
makes of his work an auto referential novel that
its central interest is the age old question of
language and literature:

> (...) it happened this morning to think of
Egyptian phrases, of Toth, God of magic and
inventor of language (...). They discussed for a
moment with the aim of knowing if it was not a
lure to have this discussion, taken that the
language, in that argotic manner that they were
speaking, was maybe a part of a magic structure
not very reassuring. They concluded that the
double function of Toth, was ultimately a
guaranty of manifestations of coherence between
reality and unreality; this brought them joy to
have resolved the constant disagreeable problem
of the correlative and objective... Magic in the
tangible world, there was an Egyptian God that
harmonized subjects and objects. Everything was
going really well’” (p, 276, Chapter 42).

Languages maintain an analogical relation
with the world and in this relation the symbolic
function is hidden. This symbolism is not to be
found in words (after the Babylon disaster) but in
the very existence of language because the order
of the world is written down in nature and nature
exists in language. The linguistic structure is of
the same order as the structure of the world
which is the same as the structure of the micro
and the macro cosmos. In the West, language

has first appeared by the Script whose sounds of
voices form a transitory translation. The scripture
is gifted with an esoteric power, and it is seen as
the male aspect of language compared to the
word, taken as a female aspect, hence the passive
part, capable of containing the truth. God has left
to men written words. The Egyptian god is god
of magic because he makes the transmission of
divine ideas into written words. This is antic
heritage transformed by the Middle Ages into
Christian terms, borrowed from the science of
XVI ¢, and then again borrowed by the writings
of the Argentinean author.

As traditional science considered that we
should analyze the tiniest differences of a plant’s
leaves and the animal characteristics in order to
discover the big cosmic Truth, in the same way
Horacio hopes to find the secret order of the
world by collecting and comparing dispersed
signs. This “’baroque’” idea was very
manipulated in the XX c¢ as well with the
movement of avant-gardes that could find hidden
symbolism in every material manifestation,
conceiving the work of art as a symbol that
creates more symbolic meanings. This way the
language gains another symbolic level because it
is used as a mean of transcendence. In the XVI ¢,
the tractates’ commentaries are oriented towards
the enigmatic part hidden in the commented
language, and the need of creating and using a
more operational discourse in order to discover
the Truth was evident. By using his erudition
knowledge, in the discussions on eternal topics
with his comrades from the club, by giving his
commentaries, Horacio, whose life consists of
searching and idea of deep, intense power and
signification, is looking for the initial text, i.e.
the most primitive one, the text before all other
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texts that contains the answer. The world itself is
only a script for Horacio and he is the sole
interpreter. Cortazar’s language is the language
of a saturating work of art, it is a language that
encompasses the world with all its argotic
idioms, literary comments, or all sorts of
“intellectualisms’”.  The world structure of
Horacio’s era is the same structure of the world
as Cortazar’s and it is the interior quest that
defines the novel and it is the same quest that
defines the reader’s experience. It is the same
world that reader has to interpret too, first
interiorly as an individual and then exteriorly as
a reader of a novel.

Language — a mean and a symbol — the Alfa
and Omega of meaning

In XVII ¢ a new question bothers the
minds of the scholars: which is the relation
between the sing and what this sing signifies.
Again the sciences from the era have put all the
effort in the analysis of the representation, a
notion taken again by the sciences in the XX c,
whose area of interest is the analysis of the
interior processes of creation the sense, the
significance and the meaning of the material
aspect of the sing. ‘’<<Literature>>, in that way
in which it has constituted itself and it has
designated itself in the frames of the modern art,
shows the re apparition, there where we wouldn’t
expect it, of the life being of the language’ (p.
58 Les mots et les choses). In XVII and XVIII ¢
every language had the status of a discourse. The
art of language consisted of signifying
something, of giving it a name, or better yet of
capturing the name of the object or event. All
through the XIX c¢ sometimes even today,
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literature didn’t exist in an autonomous way, it
created a sort of “’contra discourse’’, that goes
until the question of the representative and
meaningful role of language. In the modern era
literature is compensating for the significant
functioning of language; through literature the
thing that is the essential function of the
language finds its manifestation ‘’until the limits
of occidental culture’” (Ibid. p.59). If we analyze
the aspect of the signified, of the sense or the
aspect of the meaning, it is only a moment of
study. These analytical methods come from the
classical situation of language. The meaning is
hidden behind the representative forms of the
language, literature consists of a signifier and a
signified part and it was analyzed as a linguistic
sign. From the end of XIX c literature brings to
light the being of language.

Horacio, an erudite person conscious of
the literary theories and heritages starts a
metaphysical search of what are the signifier and
the signified in the world that surrounds him, in
the social relations of people, in imposed
political ideas... Aware of the narrative function
present in almost every type of discourse he tries
to bypass literature, on the contrary, he becomes
more conscious of not being able to bypass the
language because without language he wouldn’t
be even able to reason, and even more the world
wouldn’t have all its multiple forms and
meanings without the evolution of language.
This makes more of disquiet for Horacio’s weary
way of contemplation...

Every representation should be animated
in the living body of desire and every desire
should be stated by and inside a representative
discourse. From here, the succession of
“’scenes’’ in the contemporary literature is



treated as a sort of irregularity of representation
but inside the scenes the balanced well
constructed symbol can be found. The scenes in
Cortazar’s narrative are placed in the general
structure of the novel in order to give this
impression of irregularity in the linear narrative
action, but meticulously they construct the
complex structure which is intricate, well
founded and well built. This time again, the outer
order is duplicated within the interior... the outer
fable representations of material objects, social
relations and order of the world and the universe
is to be seen in the inside carefully constructed
superposition of literary elements creating a
literary art work.

Modernist paradigm: modern man — lost man

Horacio Oliveira is maybe the model
representative of a XX ¢ man who has survived a
terrible war and who has no more hopes left. The
modern man, according to the modern theoretical
conception, is conceived by the criteria of his
finitude and that’s the main difference compared
to the previous scientific positions. The concept
of the finitude, in modern philosophy, is a
concept that always returns to one self. Instead of
the metaphysical and the analytical applied
principles and their relation to beings and
phenomena, we are in the middle of a conceptual
analysis of the finitude as an integral part of the
human existence. In this way, there are constant
attempts to constitute life’s metaphysic, out of
human action and language. In this metaphysic
of life, man as a leaving being, a thinking subject
is put in the centre of interest; his actions are
reasonable in the sense in which he attains his
liberty or better yet, his liberation through his

action; and the metaphysic of language is related
to the language as a sign of cultural conscience.
“’Modernism starts when a human being starts to
live in the interior of its organism, in the coquille
of his head, in the armature of his limb, and
among all the nerve system of his physiology and
when he starts to exist in the heart of labor whose
principle, domain and product escape him’’ (p.
328, Les mots et les choses). It’s difficult to
support our own existence when we are
conscious about our own limits, when the frames
that our era imposes on us are not related only to
exterior limits, or to social, economical, cultural,
and psychological. Those limits are related to
limits of a different nature, the one of the
language, that encompasses all this domains at
the same time, but that is also inseparable from
the human existence from its origins as a mean
of communication, firstly, and as a mean of auto
reflection, or reflection in general. But we must
not forget that our reflection is limited by the
language limits — without language there is not
reflection, or literature. The modern man, hard
working and talking, is possible only as a figure
of the finitude; modern culture is allowing itself
to think of the man because it thinks the finitude
starting from itself. In the modernism, man is
seen as an empirical transcendental and
paradoxical figure at the same time as being the
figure of truth, from the positivist side; but from
the other, he is the figure of truth because he is
the figure of finitude, he is the reduced figure of
the figure he should be presenting; in this
consists the philosophical analysis as a particular
subject.

The modern thought undertook analysis of
the “’lived through’ - a space where all the
empirical contents are projected into the
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experience. The “’lived through’ is the entity
that communicates the space of the body in the
time of its culture. Or Horacio, the modern man
sample, alienated from his origins and inner
being, always supposes in the frames of his
reasoning a body, a leaving being in Buenos
Aires different in terms of the body and the
leaving being in Paris. We know that it is about
the same character only we don’t know who
really this character is. Paris and Buenos Aires
are parts of the labyrinth which create Horacio’s
quest. We read about two different cities and two
different times, except that in these two different
times the same reality of finitude haunts Horacio.

Identity issues

The complete identity consists of the
subject’s consciousness of oneself on the one
hand, and his own belonging, from the other, to a
minimum of consensus of the community where
the subject should belong to. > The one who
holds to his/hers identity feels the need to be
recognizable from the others, by his/hers own
entity of specifics in the frames of a semiotic and
cultural system. The identity presupposes that the
individual recognizes him/her self by a quality
that is personal to him/her without referring to
gender, race, religion, sexuality, social class or
cultural origin issues. The primordial need of
possession is the need for possessing a territory,
and the need of possession of material things
comes second. The territory is a survival
condition and the space through which the
individual starts defining his/hers own identity.

2 Kjulavkova, Katica ; Hermenevtika na identiteti ;
Makedonska riznica, 2006; Kumanovo
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Pondering the definition of space entails
pondering the concept of time, because
according to theory of relativity, space is

determined according to its relation to time and
both of them belong to the same category. Earth,
i.e. the territory is the space where the
individuals of the community project their own
cultural and spiritual heritage; it’s the zone of
material and spiritual identity because every
territory has its own history. The territory owns
its own esthetics and its own symbolic capacity,
as well as its own metaphysical dimension. In
this manner, the territory is thought off as a
chrono-top that represents a space that has
obtained its own civilization identity, i.e. it
represents an artistic vision in the arts and
literature. The chrono-top is capable of
transcending times and of being a recognizable
symbol of the same space through time.
Horacio’s identity should be determined
by two factors: the time and space that define his
life in Buenos Aires that he evokes while he is in
Paris, and the time and space that belong to the
Paris narration part. He left Buenos Aires to be
able to find the thing that he’s searching for in
Paris, but he doesn’t succeed in liberating
himself completely from his origin, of his
Argentinean mentality, of the knowledge of the
read books, of his lived experience and finally, of
language. These two chrono topos in the novel
are like two ends of a labyrinth only that we, as
readers, we don’t know where the beginning or
the end of the labyrinth is. Even Oliveira doesn’t
know. In the meanwhile multiple questions
appear in Horacio’s mind: Is it important to
know the end and the beginning? Should I forget
my origins and not consider them in the quest of
meaning and self determination? Can I reinvent



myself in Paris or in Buenos Aires if I get back
there? While reading we discover; by moving
and wondering the streets of this city and the
little student like apartments where the meetings
of the Cobra club take place, we observe
Horacio’s anxiety and trouble. The two cities and
the two different times help him sometimes in
believing he is on the right track, sometimes they
cause additional problems.

The Other: constitutive part of the Self

“’Useless. Condemned of being forgiven.
Go back to your place and read Spinoza. Sybille
didn’t know who Spinoza was. Sybille is reading
endless Russian, German novels without
counting Perez Galdos, and she forgets them real
soon. She will never think that she condemns me
to read Spinoza. Unheard judge, that judges
because of her hands, because of her running in
the middle of the street, judge because of one
look that exposes me, judge because stupid,
unfortunate, lost, obtuse and less than nothing.
With all that I know of my bitter knowledge, my
rusty university skimmer, of a cultivate man,
because of all of this, judge. Let me fall,
swallow, and with yours slender scissors that cut
the sky over Saint-Germain-des-Pres, pull out
these eyes that don’t see, I am condemned
without a call, quick this blue scaffold where the
hands of a woman taking care of her child hoist
me, quickly the trouble, the untruthful order of
being alone and find the omniscience, the ego
science, the consciousness. And with all this
science, a useless need to have pity over
something, the need that it rains inside; that
finally it will rain and smell the earth, the living
things, yes, finally living things.”’

The author introduces the idea of the
Other. It is almost bizarrely banal to repeat that
man is defining himself related to the other.
“The other’” is a concept that elaborates the
notion of oneself seen through the eyes of the
other; as oneself is being close to the other, the
other and the oneself are so completely different
that the other becomes myself, organic and
proper to me; the original aspect of me; without
the other myself wouldn’t exist. This Other is the
other man close to me, or far from me, God as
the judge of others than himself, and the animal
as the other of men. All these others are concepts
that allow us to see the concept of oneself, of our
own us in a clarifying and clear way.

There exists a certain negation tendency
with the thinkers (until the apparition of Jacques
Derrida’s work)® of never having theorized the
notion that the animal could be sighted and that
man could be seen through the animal, and even
more, that man could see himself through the
animal. This negation is specific to man because
his relation to himself consists of a relation
towards the social and jealous humanity. Taking
over Heidegger’s positions first, and then
Benjamin’s, Derrida speaks of proper human
sadness, of the melancholy that come from the
process of naming objects and phenomena. The
name giver is playing the role of a god —
exercising the power of naming (to Adam to
name plants, animals and objects that surround
him). Furthermore, the one who gives names is
invaded by sadness.

Horacio refers to Sybille frequently as to
the one who is the other than him, that “’swims
in the metaphysical rivers’’ that he only succeeds

3 L animal qui donc je suis ; Galilée, 2006 ; Paris
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in crossing them. On the other hand, Horacio in
the fear of becoming the thing he hates the most,
a demagogue, shows fear when he is in a
situation of naming objects. That fear consists of
reducing objects and phenomena, people,
Sybille’s and the other members of the Club
behavior to simple banal things, artificial,
incomplete, and superfluous. There are certain
scenes in the novel when Oliveira calls Sybille
by her real name (Louise; which represents
another artistic game from the author’s behalf
that the most real, plastic and truthful character
has a pseudonym), he demonstrates a sentiment
of rendering her dead, of killing her by stealing
the original part of her being. He demonstrates
this consciousness of killing her gently when
they make love. But Sybille’s death is the death
of a phoenix, it is a death from which she finds
new reason to live in her own style and fashion,
from which she finds other ‘“’metaphysical
rivers’”> to swim in. Name the world that
surrounds him, give the right name to correspond
every phenomenon that happens around him,
entails the process of murdering Sybille as
essence, a liberating moment for him. This is
Horacio in a situation caught in a deadlock. This
is the reason why the narration in first person
becomes a confession, when the discourse of self
doesn’t dissociate from the truth in the
confession.

The question that Derrida poses is if the
animal is capable of suffering? But the
possibility to suffer is not a power; it is a
possibility without power, a possibility of the
impossible. The finitude that we share with the
animals, as the morality that belongs to life’s
finitude, from experience to compassion, the
anxiety of the vulnerability and the vulnerability

74

of anxiety is common and human. Anxiety is the
hallmark of Horacio’s existence. The
vulnerability is the signature of every effort that
he makes in order to find the answers that he is
looking for so tirelessly because his metaphysical
reasoning, his own existence of his cogito lacks
methodology. Nobody could negate the
sufferance, the fear or the panic, the terror or the
dread that could seize us from some animals and
men as witnesses.

Modern man is confronted with a feeling
of battle in the name of pity. It is not only an
obligation to think of this battle, to consider it,
but it is a state of necessity. Derrida uses the
term “’to think’’ because he believes it deals with
the operation of thinking. To present oneself
before the look of the animal is the beginning of
“thought’’. The animal looks at us as we are
naked and urges us to look at ourselves naked.
Oliveira is taken in the state where the unique
thing that he could do is “’to think’’ himself.
He’s aware that Sybille is the animal that Derrida
philosophies about, this Other where we can see
ourselves straight in the eyes. And still, it is not
the simple look that goes through us by looking
at us; it is the look that exposes our nudity in the
moment of becoming conscious about it. There it
is the “’animalesque’’ role that Cortazar grants
Sybille. This nudity that he feels when being
with her, Oliveira is relating it to the undertaking
the war game with the entire world, with the
world in Paris that he starts to hate, and the
world in Buenos Aires that he ended hating, the
world he has created with Sybille. His vanity is
hurt and Sybille knows it. He is completely
naked and embarrassed.

The main character is evidently a marginal
case that Horacio understands but is incapable of



realizing where the limits of his marginality lay.
According to literary theory®, literature is created
and it exists as a full being in the marginal spaces
of the text, i.e. it is the place, or the technical
procedures that are difficult to encode, to
understand and to resolve. The thropos, the
semantic figure becomes multiple, polyvalent,
structured and it designates as the frontline. This
time the subject becomes more complex and it is
becoming a proper literature. In our case
literature is being materialized in its subject and
in its main character (conscious of all the internal
and external constraints), complemented by the
other characters of the novel, a new figure
emerges, a figure of a higher order, an even more
complex structure, a complete novel. This is how
a “marginal’’ novel is the focal point of
literature itself.

How does one cope with all the constraints
because of the look of the other? Our taking of
conciseness of our own nudity in front of the
eyes of the multiple and complex other, the
relation towards the other, multiplies and
complicates the relation we have towards our
selves. We demonstrate the tendency to project
ourselves to the “’personality’’ of the animal, by
this we are “’humanizing’’ the animal and it
becomes an ’autobiographical animal’’ and “’a
story of a peculiar [ am’’ (Derrida, L ‘animal qui
donc je suis, p. 59). The fabrication is an
anthropomorphic ~ taming, a  moralizing
subjection. There is always the discourse of man,
about the man, about the animosity of man, for
the man and inside the man himself (Ibid, p. 60-
61). Horacio’s reflection goes through Sybille,

4 Kjulavkova, Katica, Hermenevtika i poetika, Kultura;
20006; Skopje

but the central interest is always him, because of
him and as a consequence of his reasoning. To
think introspectively, even through the eyes of
another (of Sybille) is to enter into self narration.
In Horacio’s need to avoid literature, as readers
we find ourselves in the middle of an auto
referential and  saturant literature.  The
autobiography is writing about the self, it is the
trace that the self leaves behind, behind the self-
subject; it is the auto affection that presents as a
memory of a salvation act of the self, i.e. of its
own nudity. This move is endangered to become
immune to external sensations just as an
automatic move. Horacio undertakes writing in
first person in the attempt to define him despite
the language being a true obstacle, i.e. in the
attempt to liberate him from the linguistic
influence. He is making himself the subject of
him while writing, while evoking his dear
Sybille. The evocations go from distancing
himself from her, only to approach her again in
another attempt of running away in the moment
of contact. He traces his essential parts while
tracing Sybille, he follows the traces of another
and the only things he finds are the questions:
Who/ What am 1? I follow her and she is not me
but I am her, so who am 1?

As readers we are witnesses of the mirror
effect that starts there where a being identifies as
his/hers similar and close, another being; and
above all there where the reproduction goes
through the sexual union. Some animals identify
their partners as a pair of a couple. The
identification process consists of following
somebody else’s song or traces. Therefore they
follow and they are being followed. Horacio
follows a circular pattern; he follows Sybille and
the symbols of the universe, following his own
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traces he finds in Sybille’s behavior and also the
symbols that she follows is going around in
circles all the time. But there is something that
Derrida calls “’erotic hetero narcissism’’ (Ibid, p.
64-65) which implies the specular image of the
being close to us, already engaged in the
narcissistic mirror stage, by taking into
consideration the huntress seduction according to
which there is no sexual experience or desire
with the partner in general terms. That is, the
game between Sybille and Horacio consists of
this *’hunt’> conducted by the use of his
intellectual capacities and intuition. By following
the traces of the other, by seducing the other
while chasing her, Horacio is approaching the
other, in the desire to posses her; but in order for
the game to continue the other should be left to
go.

The other as the prior site of the pure
subject of the signifier has the leading position of
an absolute master. The notion that has been
omitted in the modern information theory (in this
case Derrida refers to Jacques Lacan, ibid, p. 86-
90) is that we cannot speak about a code because
the code of the other is already operationalized.
The accent is put on the notion that in the
communication message between two, between
me and the other or between me and myself, the
messages is always designed for the other, thus
the subject is being created from the other
because it is from the other that the self gets the
feedback and constitutes its code of
communication and behavior. The game between
Sybille and Horacio consists of giving form to
the other between them two. Only that Sybille is
always a step away from Oliveira. The message
that Oliveira transmits she understands, and she
understands it by not getting the sense of the
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great words and phrases of Oliveira’s discourse.
For her, the message is transmitted, received,
encoded and decoded again — therefore, the
message has come to the end of the transmitting
process and Sybille is the medium. Horacio is
left to search further, more, always, because his
desire 1is the desire of another, because he desires
what she desires and he wants to desires what
she desires.

©’....Maybe to live absurdly in order to
end with the absurd is to throw oneself so
violently that the jump is ended in the arms of
the other. Yes, maybe love, but the otherness
lasts us what a woman lasts and even more for
the one who touches this woman. We go; there is
no otherness but a more pleasant togetherness. It
is already something.... Love - ontological
ceremony; giver of being. And this is why what
came to his spirit at this moment was what he
should have been thinking from the start: without
the possession of the self, of the absolute solitude
to the point where it is impossible to rely on your
own company or on marriage because it means
only to be alone-amongst-the-others? Thus,
paradoxally, the pick of the solitude leads to the
pick of the gregarious, to the company’s grand
illusion, of the alone man in the hall full with
echoes and mirrors. Thus, men like him that
accept (or that have been refusing by knowing
closely each other) fall in the worse of
paradoxes, the one of being on the side of the
otherness without being able to cross that side.
The true otherness made out of delicate contacts,
out of marvelous adjustments to the world, that
couldn’t be accomplished with a unique term,
another arm should respond to the stretched arm,
coming from outside, from the other.”’



Love — the condemnation of the Other

Thought — its extreme limits are motors of
its own absolute power, pure power of the
representation. What we have thought of by now
to be One, as the absolute Other of the thought, is
nothing else than matter, of the pure power of
thought — as Giorgio Agamben explains (p. 15).°
Language is the expression of thought, its
materialization. The unique language is not one
language. The uniqueness of the possible truth is
always already divided because in the moment
where men achieve the consciousness of the
unique word is the moment where men have to
take a side, or to choose a language. There is a
specific language experience, a language where
we talk as we already had had a language even
before we had one, because the language that we
speak is never unique, but triple, multiple. On the
other hand there is another experience where
man is faced with the lack of words faced to
language. This language for which we lack
words is the language of poetry. The poetic
language is the language of artistic creation, and
to be used in a non mastered manner (like the
previous experiences were not already recorded
in the language) is to create poetry. Leave
literature to literature or succeed in the process of
not finding the true words are impossible for
Horacio. He never misses words, and the
multiple character of language for him is a
burden.

The enclosed truth is a tendency of the art
work in all its historical languages. The truth and
the opening are frozen in the language and for

> Agamben, Giorgio, Idée de la prose, Collection
« Détroits », 1998, Paris

the language, in a state of immutable things, in a
destiny. How can one cope with the weight of the
language? By quoting Nietzsche, Agamben
continues to discuss the idea of eternal return
(Ibid. p. 39). The eternal return is in the same
time the last thing and the impossibility of the
last thing, therefore a situation of compromise is
taking place between destiny and memory. The
memory is an object of remembering or it is the
return of the identical which is seized always as
destiny; this is what the image of the defeat of
truth consists of. Horacio, solitary and weary,
always has to deal with the factors that have been
imposed by society’s boundaries, of the world, of
the nature of world’s finitude, of things and
beings, of predestined relation to failure because
those are relations that have appeared from the
exterior world — themselves predestined by
society, culture, the political situation, or by
every “why’’, every “where’’, or “’what’’. Love
complicates more the problem of truth because
there is a certain degree of incertitude in
Horacio’s thoughts of what is true. Love is state
of being able to live in intimacy with the
foreigner, not with the aim of making him/her
closer or of knowing him/her better, but exactly
in the aim of remaining the foreigner, the distant,
the non understood, until the point of having
his/her name contained in you entirely. Maybe he
leaves Sybille in order to keep his true love, his
connection as the sign of the experienced truth
within her and within himself?

Love regarding whatever object implies
negation of this object or a transgression of its
limits. This negation of the loved object is
equivalent of the being condemned to death,
inscribed in the principle of every love. To love
the object of our desires is to present and prove
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our disputation of singularity. Horacio is in love,
he loves by condemning Sybille.

Jazz — an aspect of the Other

The music and the musical references are
an important and constitutive part of the novel’s
structure and especially jazz music. Jazz music
starts to appear intensively on European soil after
World War I. The diabolic music is considered to
be a true rebellion against history and tradition.
The young generations were true adepts of this
kind of concerts and performances since this
music meant being liberated and positioned
contra all the historical burdens of the world
then. That was the music that the melody, the
musical harmony, or a well used structure is not
evident on first take. This music was created by
African influences and the bulk of the musicians
were with African descent. In the fifties and the
sixties this musical wave meant that everything
is possible after having the years of war terror
and famine, because the African origin musicians
were talking on a universal language in a
completely new and avantgardesque way. The
myth that one race is superior to the others is
broken, surpassed and forgotten. Young people
can again be engaged in new artistic experiences,
they are again allowed to think differently, to
think in their own way. The possibility to dare to
think was present again:

.... And Roland, raising his shoulders,
put on abruptly the Waring’s Pennsylvanians
and the theme that enchanted Oliveria showed up
from a terrible screeching, an anonymous
trumpet and a very bad recording, of a cheap
orchestra and as if it was prior to jazz, but, after
all, those were the old records, of the show-boats
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and a night in Storyville where the unique
universal music of the century was born, this
thing that brings people closer together better
than the Esperanto, UNESCO or the airlines, a
music that is so primitive to be universal and so
good to make its own history with all the
schisms, denials and heresies, its Charleston, its
black-bottom, its shimmy, its fox-trot, its stomp,
its blues, in order to admit the classifications and
the etiquettes, the style of here or there, the
swing, the be-bop, the cool, the coming and
going of romanticism and classicism, hot and
cerebral jazz, a man-music, a music with history
different from the stupid animal ball music,
polka, waltz, samba, a music that allows to be
recognized and to be appreciated, in Copenhagen
as in Mendoza or in Cape Town...”’

Jazz is the art of improvisation. The true
artist is capable of giving his/hers best in the
improvisation that lasts only a couple of minutes.
The experience from this music is direct and it is
created in the very moment, the musical thropos
is those few minutes of improvisation, three
minutes of pure music, of pure secret, of unheard
sounds, of mysteriousness.

If the sensibility to which every historical
era has to measure against is the enigma of the
era where the action takes place in the novel,
then we deal with the resolution of the same
thing that was to be found in darkened Paris of
the World War 1, in Germany of the era of the
big inflation or in Prague, in the fall of the
empire. This does not mean that there wasn’t any
production of grand artistic works; but that those
works didn’t show efforts to revitalize the past
and their grandeur consisted of summing up the
dark gesture by which the soul state spreads. In a
destroyed era in every possible meaning of the



word, jazz appears the art of liberation. One of
the possible explanations of this phenomenon is
that the experiences that at the beginning were
limited to intellectual elite have become the
experiences of the ordinary people. The
stimmung of the mass was nothing more than
noise. The immense lost of authority of the
individual biography, of the personal existence
takes us to a situation where we don’t hope for a
grand event provoking feelings that would stir a
movement in the soul. Our sensibility doesn’t
promise anything, it is like it exists along us,
useless. The courage consists of admitting that
we don’t have a state of soul, that we don’t
belong to a neither era, or to a generation where
we cannot feel its stimmung, we are the first
people absolutely no musical, without the
stimmung, without any stimulation, without a
vocation (Agamben, Girogio. L’idée de la
musique, p. 76-78). One of the soul movements
that happen to Horacio is the state without
stimmung, that the mass has become the
referential point, therefore the jazz music appears
as a true disorder of the established order; it is
the voice to follow without falling into the mass.
The music of deconstruction is the sign of a
deconstructed identity, and deconstructed
identity is better than no identity. A state of the
soul becomes a state of the soul thanks to the
music which is no longer simple music but it is
rather an artistic expression. It is the music,
thanks to which its own sensibility reinforces and
establishes, that finds itself within itself, thanks
to which its proper musical sensibility exists. The
anxiety is always here but it is mellowed by the
jazz. The world is multiple, divided between
Paris and Buenos Aires, between Sybille and
him, between him and the others, between him

and himself. All these neat relations are
orchestrated by the jazz music in certain pages of
the novel. The anxiety finds its way in the first
person narration and the one written in third
person in the labyrinth-novel just as the
dispersed melody is to be found in the separate
languages of different instruments.

After so many quests, lived situation,
states of the soul, of inconveniences, of anxieties,
of true or false loves, of words, and after all that
language present everywhere, Oliveira is left
without the answer he was so dedicatedly
looking for. After his moving to Buenos Aires,
he finds himself again in his “’vicious circle’” of
complicated relationships, of unsolved relations.
His friend Traveler is his alter ego; his wife
Talitta is another Sybille, another person of
strong intuition and deep understanding, another
“swimmer in the metaphysical rivers’’. Things
haven’t changed and the mystery of life hasn’t
been revealed. This is way we called it mystery
of life, its function being to keep secret and
hidden content. But this doesn’t satisfy Oliveira
at all. Jacques Derrida elaborates the subject of
mystery and secrecy. ® He says that there is a
difference between two entities because the
secret, the “’secretum’’ (the thing that differs
from the rest, that escapes the rest, or the
knowledge, understanding, and the things that
separates itself from the visible, know things)
signal the separation and the objective
representation that a conscientious subject keeps
for himself. To go through the mystery (here
Derrida refers to the demonic mystery of
antiquity that makes the ritual mysteries secret

® Donner la mort ; Galilée ; 1999 ; Paris
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and in that way preserving the divine order) and
to arrive until the secret that supposes a take of
liberty to the soul, it is like achieving the highest
degree of individualization towards oneself. But
this is replacing one secret with another (Ibid. p.
38-39). Horacio doesn’t achieve the ideal of
surpassing the mystery in order to get to the
liberating secret by respecting the mystery as it
is. The mystery is mysterious because it keeps its
secret character.

It takes an infinite love to renounce the
self and to become a finite entity, to embody
with the other in order to love him/her and the
other should be loved as a finite being. The
responsibility towards the other is responsibility
towards the self. The responsibility indulges the
irreplaceable singularity and the consciousness
of being irreplaceable. The irreplaceability from
which we could talk about a responsible subject,
of the sole as a self consciousness, of me and the
other, is only death or apprehension that the
contact with death could give. To cause
someone’s death, to name him/her as death, is to
demonstrate love in its strongest splendor in a
paradoxical manner. Horacio is looking for his
identity, for his “’self”” and sometimes he is
aware that his “’self’” is to be found next to
Sybille, next to the other that calms his soul,
when it becomes conscious of its irreplaceability.
Sometimes he succeeds sometimes he doesn’t in
answering Sybille’s call. We have already
mentioned that the act of making love to Sybille
is a way to answer this call (this being mentioned
in the novel- that knowing that he fully devotion
to her, as an animal to an animal, as to another
human being, is giving her her death, from which
Sybille is reborn as a phoenix). By “’giving her
death’’ he sacrifices this death for another death,
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more real and more dangerous. There is the
possibility that the responsibility of the proper
irremplaceability is to be found in the precise
moment, specific for this act, the take of
consciousness to give death when the soul
becomes soul, in the moment where the
materialization of the immortal shows visibly.

If the other shared his/hers existence by
explaining it to us, if it talked to us by revealing
us its secret, it wouldn’t be the other; we would
be in a state of homogeneity or a state of
monologue. The discourse is as well an element
of the Same (Ibid. p. 84). Horacio is haunted by
the discourse that doesn’t come originally from
him, but already belongs to another. His
consciousness is tormented by the fact that he
cannot deduct his discourse to his thought,
keeping in mind that every time he undertakes a
meditational activity his thought becomes
grander than his discourse. From the moment we
start talking, from the moment we start to enter
into the language milieu we lose our singularity.
Therefore, we lose the moral possibility to
decide. Language for Horacio represents a
tormented experience whose form and content
are already decided by another. The decision
should remain lonely, silent, secret, made
between the self and the self. The first effect of
language is to deprive us and to deliver us from
our singularity, to adjourn in the word. We are
not ourselves anymore, the responsible and
unique  beings. Horacio abdicates  his
responsibility in order to find his liberty. If only
he knew how..?

We cannot answer the call, or the demand
or obligation, i.e. the love coming from another
being without sacrificing the other within the
other, the element that makes a constitutive part



of us. “’Every other is every other’’ (Ibid. p. 98).
The concepts of the otherness and of singularity
are constitutive elements of the concept of the
duty rather than the concept of responsibility.
They devote a priori to the concepts of
responsibility, of decision and of duty towards
the paradox. The paradox consists of finding
oneself into a situation of sacrifice, i.e. the
exposition of the conceptual thought to its limit
and the limit is death; death is nothing else then
the finitude. From the moment we enter into a
relation with the other, with its look, its call, its
demand or wish, its love, we know that we could
never answer if we don’t sacrifice the ethics or
the reason that makes us make an obligation to
answer in the same manner to the other. Horacio
tries to remain responsible to this call of the
others by trying to practice his irresponsibility
before himself and before everyone else. The
condition to keep a little piece of his liberty is to
remain responsibly irresponsible before him. He
brakes his relation with Sybille in order to
remain loyal to the principle not to take decisions
that would regard her, or regarding the others
(Rocamadour, Gregarious and the other members
of the Club, his brother...); not to take decisions
regarding the responsibility because being
irresponsible towards the others and in their eyes
too, is the most responsible decision that he
could have made. Abdicate the moment of
making a decision is to take a fixed, strong
decision.

Then why does the same destiny follows
him in Buenos Aires? The labyrinth of life, the
mystery of life is mysterious because it keeps its
secret from the look of the subject. The meaning
of the quest is to be found in the quest itself.

Final thoughts on structural elements

The human experience has a temporal
character, and the world in a narrated work is
also a temporal world. Time becomes human in
the measure where it is articulated in a narrative
manner. Hence a circle of narratives and
temporality is being formed where the two
modalities are reinforcing mutually. The action
of the work of art becomes operatory in terms of
its creation. The modern works of art may keep
themselves out of the action presented as such in
the classical works but they cannot escape their
temporal character. ’ To compose the intrigue is
to make appear the intelligible and the
accidental, the universal from the singular, the
necessity from the episodic. In the intrigue
construction, the desire is placed in the
apprehension of the recognition. The story itself
comprises discursive elements that make their
distinction by a simple suite of action phrases.
By going through the paradigmatic order of the
action on the syntagmatic order of the story, the
semantic terms of the action adopt integration
and actuality. Therefore, the terms that had only
a virtual signification in the paradigmatic order, a
simple potential of employment, receive the
meaning. In the narrative story, the symbolic
forms are cultural processes that articulate the
entire human or civilization experience. The
symbolism is a meaning incorporated into the
action. The term symbol supposes the structured
character of a symbolic unity. The actions that
Horacio undertakes apparently don’t have any
sense. His search is a constant situation of absurd

" Ricceur, Paul ; Temps et récit ; Editions du Deuil ; 1983 ;
Paris
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and paradox. But aren’t the wonderings
themselves in the capitals of France and
Argentina, the sense of his quest? Is it not the
labyrinth and the difficulties themselves that
present us with the manner through which we
determine our character and our individuality?

Cortazar has succeeded in constructing a
true work of art by denying the action, but in
preserving the traditional principals of creating
the intrigue. His structural principals are present
on every level of the novel: linguistic, structural,
syntax, semantic and symbolic, by intercepting
they create a complex work of art where the
content is articulated in accordance with the form
and its symbolism. The construction of this
particular work is in the deconstruction of its
predecessors as the appearance of jazz music was
to the previous musical production. The quest of
identification can never be deducted in savaging
the Other; rather, it consists of taming the Other
in order to release our personal driving impulses
and our true self.
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Huxonuna CrojaHoBa

PenpesenTanuja Ha cy0jexToT 1 MPaIlIamkeTO 32 HIEHTUTETOT
B0 pomaHOT Kyyxamen on Xynno Kopracap

(Pe3ume)

OBoj Tpy[ € IOCBETEH Ha MHTEpIpeTanuja Ha poMaHoT Kyyxkamer on Xymuo Kopracap. OBoj
poMaH e ocobeHo OuTeH OuWAEjkM ja TpETCTaByBa MOJEpHATa MapaAurMa Ha TIOBEKE HHUBOA:
CHUHTarMaTcKo, MapagurMaTrcko, CUMOOJIMYKO M ja3uuHO HUBO. JledparMeHTHpaHaTa CTPYKTypa €
mapajeiiHa CcO JMYHAaTa TOeTHKa Ha aBTOPOT W co yOeayBamaTa Ha TJIABHHOT IMK. Ja3UKOT Kako
MEIUyM € YIITE €IHO IMpariame KOe OBOj POMaH T'O TIOCTaByBa TPYIEjKH Ce, IPEKY TIaBHUOT JIHK, J1a
HU TU NPEIO0YH MPEYKUTE LITO ja3UKOT I'M HAMETHYBA, HO M 3HAYCHETO U MOKTa Ha M3Pa3oT 3a KOU ce
YMHHW, EIWHCTBEHO ja3WKOT € crmocoOeH. Taka oB0oj poMaH cTaHyBa aBTOpedepeHIHjaeH.
ApTukynanmjata ¥ MECTOTO Ha /[pyeuom € 07 OTpOMHA Ba)XHOCT 3a pa30HpameTo Ha OBOj POMaH,
ounejku /[pyeuom Kako Kareropuja € TEOPETHU3UPaH BO MoJiepHaTa (uio30(puja, HO € U YMETHUUKH
TpPEeTHpaH OJ CTpaHa Ha apreHTHMHCKMOT aBTOp. ACIEKTUTE Ha /[pyeuom ce MpeAafeHu KaKo MPeKy
Ja3MYHHMOT TPEeTMaH TaKa ¥ MPeKy OIIITaTa KOHCTPYKIIHja Ha JTUKOBUTE U HA COJIP’KUHATA, HO M TIPEKY
MOCYNITUIIHU CPEJCTBA, KAKO IITO € TEOPETU3NPABETO Ha [Ie3-My3HKaTa.

Kayuynu 300poBu: MonepHHM3aM, TPETMaH Ha ja3WKOT BO MOJEpHATa JIMTEpaTypa, CTPYKTypasiHa
JNEKOHCTPYKIHMja, WACHTHTET, KOHLENTyalu3aluja Ha Jpyeuom, apTuKyianuja ua Jpyzuom
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Banren Honesckn

YK 7:004.738
Review article/ [Ipeeneden nayuern mpyo

YMETHUYKOTO JEJIO BO EPATA
HA UHTEPAKTUBHUOT KOHTEKCT

Knyynn 300poBu:

HWHTEPAaKTUBHA YMETHOCT,

AuruTaaiHa YMCETHOCT, JuruTaaHa

aypa,

penpoayKurja, HOBU MEIUYMHU, OHTOJIOTHja, MHTEPAKTUBEH KOHTEKCT, €CTeTUYKa peleniuja,
MOJIEpHHU3aM, 3HAUCHE, AEKOHCTPYKIIN]a, BUPTyeIu3aluja

Kora ce coouyBame co MexaHWM4Ka pe-
MPOAYKIIMja HA €IHO YMETHUYKO JeJI0, BO
OeHjammuHoBcKa (Walter Benjamin) cmucna Ha
300pOT, HAE TO UMaMe 3HAEHETO, a UCTOBpE-
MEHO U yTeXaTa JieKa OpUrMHaJOoT, CeNakK, He-
Kajie mocrou. 3HaeMe fieKa HeromaTa pemnpo-
aykiuja e OJjiela Konuja, ama yrexara ja Hao-
faMe BO (PaKTOT JicKa HEropaTa OHTOJIOIIKA
3aCHOBAHOCT € HecoOOpNNBa, TOKMY 3apaju
MOCTOEHETO Ha KomnujaTa. BeymHocr, camoTo
MOCTOEHE Ha KONHWjaTa My laBa Ha JalleYHH-
OT OPHUTUHAJ IONMOJTHUTEIHA €CTeTUYKA JIeTH-
THMalyja, 3alITO CaMO KBAJIUTETHOTO JEIO
BpEeay J1a ce KONMpa; OCTAHATOTO HEU30EKHO
TOHE BO 3a00pas.

MerfyToa, Kora yMETHHYKOTO JIEJIO Jie-
Hec ce coOYyBa CO IUTUTAJIHA PEeNpOAyKIInja,
TOralll HeroBaTa aypa, HUTy MOXKe HUTY Tpe-
6a fa ce 6apa, Bo OCHjaMMHOBCKA CMUCIa HA
360poT. Bipouem, kora aMepukaHCKUOT T€O-
peTtryap (Co PycKo MOTEKJO) Ha HOBHUTE Me-
muymu, Jlee Manoeuu (Lev Manovich) pac-

npaBa 3a pPas3jUKHUTE NOMely aHAJIOTHUTE U
AUTUTATTHUTE MEJUyMH, TOj 3adeyexKyBa Jie-
Ka, 32 pa3iuKa Off aHAJIOTHUTE MENyMHU, Kaj
KOM ceKoja IOHAaTaMoOIllHAa KomnHja ryoum Ha
KBAJIUTET, JUTUTAIHO KOAUPAHUTE HH(popMa-
UM MOXKAaT Jla cé YMHOXYBaaT [0 Oeckpaj,
6e3 nerpafamuja.’ Toa BOM KOH 3aKIy4OKOT
Ha MaKEJIOHCKUOT TeOopeTHyap Ha COBpeMe-
HUTe yMeTHOocTH, Hebojma Bunuk, kKoj Benn
lleKa BUCTHHCKA PEIUTMKAOUIHOCT € BO3MOX-
Ha TOKMY ¥ UCKJIyYUBO CO AMTUTATHHUOT 3a-
nuc, 0cOOEHO UMajKu ro npeaBuy (akToT fie-
Ka CaMHMOT JIUTUTAJIEH MEAUYM € U OCMUCIIEH
na Owupje pelmnMKaOWiIeH BO BUCTHHCKATa
cMucia Ha 360poT.“> 3aToa, KOra ce coody-

' Lev Manovich, The Language of New Media, The MIT
Press, Cambridge, 2001, p. 54.
2 : . .

He6ojma Bunuk, ,,JdurutanHa persinka: pa3peunryBa-
€ Ha CIOpPOT MOMery OpUTHMHANIOT W KomwmjaTa“, BO
A.D.A.: Pegpaexcuu 3a ymemiHoCia 80 OUZUMUAAHOUWIO
0oba, 359 — Mpe:xKa 3a JIOKallHU U CyOaITepHU XepMe-
HeBTHKH, CKomje, 2006, cTp. 82.
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BaMe€ CO TakBa IOCPEAYBaHOCT Ha KYJITYp-
HUTE MH(pOpPMaIUN, OJHOCHO KOTa YMETHHY-
KOTO JIEJI0 HAjuYecTO ce co3[laBa TOKMY 3a fa
Ouje AUTUTAjJHO PENpPOAYLHUPAHO, HEIITaTa
0apaaT NOMHAKOB ecTeTU4YKH Buszup. Opuru-
HaJIHOTO YMETHUYKO [I€JIO Ofle[JHAIll CTaHyBa
upeneBaHTeH (PEHOMEH BO JUTHTAIHO TMOCpe-
[yBaHUTE YMETHOCTH. BO TOj KOHTEKCT, aMe-
PUKAHCKMOT YMETHUK U T€OpEeTUYap Ha yMET-
HOCTUTE Ha HOBHUTe MeauyMu, [larnac [lejsuc
(Douglas Davis), Benu:

YMETHUUYKOTO JIeJI0 BO epaTa Ha JUrH-
TaJHaTa penpopykuuja € (pu3nyka u ¢op-
MaJIHO KaMeJIEOHCKO. [leHec He TOCToM jacHa
KOHIIENTyaJlHa AUCTHHKIHUja MOMeEry OpUIH-
HaJIOT W PENpOAyKIHjaTa BO PEUYUCH CEKO]
MeJInyM 3aCHOBaH BO (PUIMOT, €JIEeKTPOHUKA-
Ta nim tenekomyHukanunte. lllto ce oguecy-
Ba 0 yOaBUTE€ YMETHOCTH, AUCTHHKIMjaTa €
MOTKOMNAaHa, JOKOJIKY BeKe He € KOHEYHO Cpy-
meHa. PukyunTe Ha ,,OpUrMHAIOT U ,,KOTIH-
jaTa“ ce TONKY HMCIpeIsieTeHH eJHACOApYTa,
IIITO € HEBO3MOXHO J1a ce Ofipefiu Kajie Moy-
HyBa eJ[HATa, a Kajle 3aBpIlyBa Apyrara.’

HMmeno, kora ce coouyBame CO JUTH-
TaJIHM YMETHUYKHM JleJla, HUEe HEe MOXKeMe fa
ro HajgeMe OHTOJIOLIKMOT clac BO yTexara
fieKa OpUTMHAJIOT € ,,TaMy HeKaje“ U feKa
HUE MOXKEME BO CEKOe BpeMe fla ce MOBUKaMe
Ha HErOBUTE MPOCTOPHO-BPEMEHCKU KOOPAH-
HaTH, IPBEHCTBEHO 3apaju Toa IITO AYpPH U
KOT'a OPUTMHAJIOT O MOCTOEN, TOj] IO HUIITO
He OM ce pa3nuKyBaJl Off Koja OWJI0 HEroBa
nuruTanHa konuja. CTaHyBa OYUTJIEHO JieKa

* Douglas Davis, “The Work of Art in the Age of Digital
Reproduction (An Evolving Thesis: 1991-1995)”, in
Leonardo, Vol. 28, No. 5, The MIT Press, Third Annual
New York Digital Salon, 1995, p. 381.
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aypaTa Ha JUI'MTAJJHOTO YMCTHUYKO AEJ10, 10~
KOJIKY Taa BOOIIIITO IMOCTOMH, Tpe6a aa cc Oa-
Ppa Ha NTIOMHAKOB HAYWH.

IlITo e naypanHa MHTEPAKTHBHA penenuuja?

Kora Taka crojat pabotute, Torau Be-
Ke He MOXe Jla ce OveKyBa peleniuja Ha
YMETHOCTa Koja 6u 6uia ,,9ucra” u HefiecTa-
OWnM3NpaHa, crnopej KIacu4yHOTO cdaKkamwe
Ha OBOj moWM. 3aTo0a, HOBOTO caKame Ha
NOMMOT pereniyja Tpebda aa ro uMa npeaBuy
CYHITHHCKM WHTEPAKTHUBHUOT KapakTep Ha
MeanyMuTe' KOU ja TocpefyBaaT pelemniuja-
Ta Ha JOWTUTAIHOTO YMETHUYKO peno. On
Apyra crpasa, CyLUTMHaTa Ha WHTEPaKTUB-
HOCTa Tojpa3bupa ecTeTuyka pereniuja Ko-
ja e U HaMeHeTa ja Ouje aecTadHIM3MpaHa,
OJTHOCHO pelenigja Koja € OTBOpeHa, MoBeKe
OJ] Kora OWJIO TIOPaHO, 32 AOCO3AABAME U/MIIN
npeco3aBame Ha YMETHMUKOTO fieno. CeTo
TOa 3HAYM JIeKa ,,OHTOJOIIKOTO JJOCTOWHCT-
BO“ HA YMETHHMUKOTO JIeJIO Ke Tpeda fa ce Oa-
pa, UMajKu ja mpefiBUj] HOBaTa cMuUcia Ha 300-
poT ,,aypa“, Koja Toa HeM30eKHO ja uMa.

JlejBuc TO HaBecTyBa TOa HOBO 3Haye-
Bbe Koe aypara Tpeba jia ro gobue, Kora 3a-
OeJieKyBa JieKa eJacTUYHaTa aypa ce MpOoIIm-
PH Aanexky Haji rpaHuLUTe Ha beHjaMuHOBOTO

* Lev Manovich, The Language of New Media, p. 55:
,Kora roBopuMe 3a KOMIjyTepCKH-3aCHOBAHUTE Me-
IUyMH, KOHIIENTOT HAa MHTEPAKTHBHOCTA IMPETCTaByBa
tasTonoruja. Monepante UKW [doBek-KoMmjyTep WH-
tepdejc] ce, no aeduHMUIMja, UHTEPAKTUBHHU. [...] Mo-
nepaute YKHM My 0BO3MOXKyBaaT Ha KOPUCHUKOT fia TO
KOHTPOJIMpa KOMIjyTEPOT BO PeajHO BpeMe, MPeKy Ma-
HUMyIaIyja Ha nH(OPMAIMATE KOU ce MTPUKaXKyBaaT Ha
ekpaHor. IIToM eneH OGjeKT € MpeTcTaBeH NpPeKy
KOMIIjyTep, TOj aBTOMaTCKH CTaHyBa HHTEPAKTHUBEH.



MpOpPOIITBO, BO Oorarata cdepa Ha camara
penponykuuja. Bo Taa cepa, [...] opurunan-
HOCTa M TpajulliOHAaIHaTa BUCTUHA (CMMOO-
JMU3MPaHU CO HEYKpaceHUOT oTorpadcku
»aKkT*) ce mogoOpyBaar; Tue He ce W3HEeBe-
pyBaat.’

Toj ja neruTuMupa oBaa KOHCTaTalyja
CO IPOHUKJIMBUOT 3aKJTYUOK fIeKa:

Banrep Benjamun npeuusHo ru yBupe
JOTMYKUTE WMIUTMKAlUM Ha MeXaHM4yKaTa
penpoayKIrja, HO TM UTHOPHpAIIlE HEJIOTHY-
kute. Toj morpeiu Bo mpeTnocraBKkaTa ieka
CBETOT Ke W ce MOKOPHM Ha JIOTMKaTa, ieKa
OeckpajHaTa penpopyKiyja Ha eaHa CinKa
nmu gotorpacduja Ke ro ocaabu oHa Koe TOj
ro Hapeue ,,aypa“ Ha OPUTHHAJIOT.’

Cnopen Toa, enabopupameTo Ha IOC-
neguuuTe oOf rpeiikata Ha benjamuH (kou
pe3yaTupaatr co T.H. ,MHTEpakKTWBHa aypa“
Ha IUTUTAJIHOTO YMETHHUUYKO JEJ0) Ke& MpEeT-
CTaByBaaT Hallla TpeoKymnaiuja BO OBOj TPY]I.
A mpeokymnanmjaTta co ,,MHTEpaKTHBHATa ay-
pa‘“ Mopa fja ro uMa NpefBuUj HOBUOT METHO-
JIOIIKA aMOMEHT BO KOj YMETHHUYKOTO JIEJIO
neHec ce Haora. MiMajku ro TOKMy TOa BO BUJI,
Jles MaHoBHY 3a0esexyBa ieKa IPOCTOPOT
BO KOj COBpEeMeHaTa, IUTruTalHa YMETHOCT €
NMpUHYJIEHA [ja HAaBUTUpa € IPOCTOPOT Ha Oa-
3uTe Ha mojgaromu. — ,,Bo KommjyTepckoTo
noOa, 0a3zaTa Ha MOAATOLM CTaHyBa LIEHTAp

Ha KpeaTwBHHOT mporec.” Co apyr: 360po-

> Douglas Davis, “The Work of Art in the Age of Digital
Reproduction”, p. 381.

® Ibid., p. 384.

7 Jles Manosny, ,,bazata Ha mopgaTounM Kako JKaHpP Ha
HoBHTe Mefuymu“, Bo HeGojia Bunuxk (yp.), Yueitinocitia
Ha HnitiepHeini lome?y uHillepaKiliuBHOCIIA, PAIHOIIO U

BH, ,,IUTUTAITHUOT YMETHHK* BEKE HE MOpa Jla
co3/laBa, CIIOpE]l MOJEPHHUCTHYKATA CMUCIA
Ha 300pOT, HUTY, NaK, € Hy>KHO OrPaHUYEH Off
HapaTHBHATa CTPYKTypa Ha pacKaKyBauKHUTE
YMETHOCTH, TYKy TOj Haju4ecTO apaHXKupa,
ypeayBa, KOMOMHUpa, KOMIWJIHMpA Off IOC-
TOEYKUTE MH(POPMAIMK/TIOJATOIN (UITH ,,CITH-
COK Ha TeMH“, ITO Ke peuye MaHOBHY) KON
CIOOOHO UMPKYJIHpaaT BO COBPEMEHHOT
CBET Ha MpeKHaTa NOBP3aHOCT:

,»Kako kyaTypHa ¢opma, 6azara Ha Mo-
NaTOLM IO MPETCTaByBa CBETOT KaKO CIIMCOK
Ha TeMH, HO He npudaka ja ro Cpeiu Toj Clu-
cok. Hacnporu Toa, mpuka3HaTa ucnuiryBa
IPUYMHCKO-TIOCIEIUYHA TPAEKTOPHja HA Ha-
BUJIyM HecpelieHW INojaBu (Hacranu). Taka,
0a3aTa Ha MOAATOLM U IpPHKa3HATa CTaHyBa-
aT IPUPOJHU HempujaTesn.

Opn 6a3ara Ha mopaTouu, ce pas3dupa,
MOXKE Jja c€ KOHCTpyupa JUHEapHa, IPUYHH-
CKO-TIOCIIeIUYHA MpHUKa3Ha, WM, MakK, KoXe-
PEHTHO, 3aBpUIEHO JHMKOBHO JIeJlo, MefyToa,
Taa MOXHOCT HE T'M UCHpIyBa KPEaTHBHHUTE
NOTEHIWjany Ha 0a3aTa Ha mopatouu. Ham-
pOTHB, 6apameTO JUHEAPHOCT, KOXEPEHTHO-
CT M 3a0KPY>KEHOCT IIPETCTaByBaaT caMoO pe-
UUAVBYU Of] CUHTYJIAPHOTO, AaBTOPCKO cdaka-
Bbe Ha YMETHUYKOTO jiesio. Of ipyra cTpaHa,
YMETHOCTUTE NOBp3aHU cO 0a3uTe Ha MOfja-
TOLM 1IeJIaT KOH NOMHAKBO pa30upame Ha aB-
TOPCTBOTO, [YPU ¥ KOTa BO HEKOE KOHKPETHO
YMETHUYKO JleJIo T npudakaatr OGa3suyHHUTE
KJaCMYHM NOpHHOMNU Ha aBTopcTBOTO. CoO
Ipyru 300pOBH, MpUMapHaTa Led U JEjHOCT

Oe-asitiopusayujaitia, Copoc 1eHTap
g’MeTHOCTI/I, Ckorje, 1999, cTp. 134.
1bid., cTp. 133.

32 COBpPEMEHU
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Ha YMETHHUKOT, JIEHEC CTaHyBa OBO3MOXKYBa-
€ COOMIBETEH Npucran (MeAujaTOpPCTBO) HA
3aMHTepecupaHara nyOnuka Jo Oas3uTe Ha
MOIATOLIH:

, OTIIITO 3€eMEHO, CO3/1aBAETO JIEJIO BO
HOBHUTE MEIUYMH MO3Ke f1a Ooupe caTeHo Ka-
KO Kpeupame uHTepdejc 3a 6a3aTa Ha Moja-
touu. [Ipocto peyeHo, nuutepgdejc-oT en-Hoc-
TaBHO OBO3MOXYyBa NpPHUCTANl JO OCHOBHATA
0a3a Ha nogatouu. Ha mpumep, 0a3ara Ha mo-
[aTOLM CO CIMKHU MOXKe Ja Oujie mMpeTcTaBeHa
KaKO CTPAHHUIA CO MUHUjATYPHH CITUKM.

Paznukara nomery nHTepdejcot Ha HO-
BHTE MEIWyMH W TOCpPEHWYKATa BpPCKa Ha
CTapuTe MEIUyMH € BO TOA IITO BO YMETHOC-
THTE Tpejl TMojaBaTa Ha HOBUTE MENUYMH,
,HUBOTO Ha MHTep(ejcoT He mocToene™ (fe-
70TO U MHTEepdejcoT O6ea egHo), mofeKa ,,BO
HOBUTE MEJUYMH, COIp>KMHATA Ha JIEIOTO U
nHTepdejc-otT ce paspenuja. Co Toa ce 0BO3-
MOKH Jla ce co3AajiaT pa3iuyHu uHTepdejc-
oBH 3a efieH uct mMatepujan.”'’ CeTo Toa, MaxK,
BOAM KOH HAIJIaCEHMOT 3aKJIy4yoOK Ha
ManoBuu: ,,O6jexitioiti Ha HOBUIlie MeOUyMU
ce cocitiou 00 edeH uau ilogexe uniliepgejc-
08U 00 bazaitia Ha NOOAIHOUU 34 MYAMIUME-
OuymcKuoill maitiepujan. AKo ce KOHCTpyupa
caMo efieH uHTepdejc, pe3yaTaToT Ke Oupue
CIMYEH Ha TPAJUIHMOHAIHOTO YMETHUYKO
neo.“'" Ce pa3bupa, Kora Ke ce Kaxe ,,efleH
UCT MaTepyjai’ Toa 3HauM ieKa nyoauKaTa e
COOUEHAa CO TIOCTOjaHM TpeapaHXkupamwa u
MPENCYNTYBahba Ha HEMPETJIeJHUOT MaTepu-
jan op Oa3uTe Ha MOJATOLM, a HE JeKa Ha

% Ibid.
'° 1bid., cTp. 134.
" Ibid.
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YBHUJ] UMa MOCTOjaHO UCTH Jejla WU IpHuKa3-
HU, ,,3aBUTKAHU " BO pa3JIN4HO PYBO.

[Tonckmor TeopeTnyap Ha MEJUYMHUTE
u yMmeTHoctuTe, Pumapp Kaymrumackn
(Ryszard Kluszczynski), ucro Taka, ja Haruacy-
Ba UCKJIyYMTEJHATa BaXKHOCT Ha HMHTepdEj-
COT 3a KOMYHHMKaIjaTa co JUIMTAIHO Tocpe-
NYBAaHOTO YMETHUYKO JIEJIO:

,»VIHBEHTUBHOCTa U KpEaTUBHOCTA BO
O00/IMKYBakhEeTO Ha MHTEP(EjcOT cTaHaa MC-
KJIYYUTEIHO Ba>KHH €JIEMEHTHU Ha KpeaTUBHHU-
Te cTpaTeruu. [...] AKO MHTepakiyjaTa Mery
IpUMaAvoT U apTe(aKTOT € KPEaTUBHUOT YC-
JIOB 32 YMETHMUYKOTO fiesio, popMaTa Ha MH-
TepdejcoT, KakKo HELITO ITO To KoieuHnpa
MHTEPAKTUBHUOT TEK, TOTall cTaHyBa (PyH/a-
MEHTAaJIHO Tmpamawme. [...] BpemHocra Ha
UHTEeP(EjCoT He JIeXKH BO NOAAPXKYBAKHETO Ha
TPagUIMOHAIIHO c(PaTEeHUTE BPETHOCTH, TYKY
noBeKe BO MOTTHKHYBameTO Ha OoraTture,
CIIOKEHU MOXKHOCTH 3a KOMYHHIIMpame Mery
OpUMayoT (MHTEPAKTOPOT) U  apTedak-
TOT... "

Cnopen Toa, HM3pa3eHaTa KOMYHHUKa-
THBHA (DYHKIIHja KOja MHTEPEjCcOT ja uMa BO
CTBAPHOCTA HA JAWTATAIHO IOCPENyBaHOTO
YMETHUYKO JEJI0 — (PYHKIMja KOja BO MPEAIn-
FUTAJHUTE YMETHOCTH Oellle BO TecHaTa
chepa Ha ecTeTHUKaTa peLeNIUja U/UIu Xep-

12 Pumrapn Kirymramscekw, ,,Pacroueno nnm ckpueHo?: 3a
nosox0aTa Ha HMHTEPAaKTHBHUOT YMETHHMK , BO
He6ojma Bunuk (yp.), Ymeitinocitia na Hnitiepreit tio-
Medy UHIepaKiiUBHOCIIA, UPA3HOTO U Oe-asiliopusa-
yujaiia, Copoc IeHTap 3a COBPEMEHH YMETHOCTH,
Ckomje, 1999, crp. 107. Tpe6a pma ce HamoMmeHe jeKa
kora Knyuryuncku rosopu 3a apredaxT, TOj MUCIIU Ha
,»Pe3yJTaT Ha KpeaTHMBHATa MHTEPAKIMja HA TIEAadYoT
CO TMPOU3BOAOT Ha YMETHUKOT, KOj € ,,CHPOTUBCTaBEH
Ha YMETHUUYKOTO fAeno”. Ibid., crp. 109.



MEHEBTHKA — CTaHyBa M HErOB OHTOJIOLIKU
aTpubyT. 3aT0a, TOKMYy BO MeJujanujaTa/Ko-
MyHHUKaIlFjaTa Koja MHTEP(EjcOT ja OBO3MO-
>KyBa TpeOa Ja ja 6apaMe OCHOBaTa 3a peKOH-
CTUTYIMja HA OHTOJIOTHjaTa Ha YMETHUYKOTO
lieNlo, KOora Toa ce coouyBa €O IOCTOjaHU
TpaHcopManuy Bo 6a3uTe Ha MOAATOLM.

CeTo Toa 3HauM fieKa MyOJMKaTa Be-
Ke He Mopa HY>KHO Jia ce ApXKH 10 JINHEapHH-
OT TEK Ha NpHKa3HWUTE, HUTY, MaK, 10 KOXe-
PEHTHOCTa Ha HEHAapaTHBHUTE YMETHOCTH,
TYKy MOXe, 110 keJjba, 1a ja ICKOPUCTU HHXe-
PEHTHATA HHTEPAKTUBHOCT HA HOBHUTE MEJMY-
MU (3alITO, fla MOTCETHME, Taa IO KOPHCTHU
UCTHOT KOMIIjYTEPCKU MEUYM KaKO U yMeT-
HUIWTE) U f1a TaJKa HU3 acollujaTUBHUTE Ma-
THILITA KOU AUTUTAITHOTO YMETHUYKO JEJI0 BO
ce0e TU COApPXKMU.

HoBute MequymMu ce ”HTEpaKTUBHU. 3a
pasiuKa Off cTapuTe MEJUyMH, Kaj KOU pe-
[OCTENOT Ha Mpe3eHTauyujaTa € (PUKCeH, Ko-
PUCHHUKOT cera MOKe 1a KOMyHHIIIpa CO Me-
AUYMCKHOT 00jekT. Bo mponecor Ha uHTe-
pakiyja, KOPUCHUKOT MOXe la ofdepe Kou
eJIEeMEHTHU Ke TM IpocieyBa Uiy KOu NaTHulll-
Ta Ke TW Clefd, cO LITO CO3[aBa YHHUKATHO
peno. Ha Toj HauumH, KOPUCHMKOT CTaHyBa
KOaBTOp Ha JIEJIOTO.

3apaay TOoa, YMETHUKOT BEKE HE € Me-
AujaTop MoMery cBojaTa MHCIMPALM]jA U 3aBp-
IIEHOTO JIeJI0, TYKy Nomely He3aBpHIeHOTO
AesI0 M MyOJHMKaTa Koja Aej10To Tpebda jga ro
BHECE BO 0€CKOHEYHHOT HHUKIIYC Ha OBPIIY-
Bame. A OHMJEjKU BO CBETOT Ha Oa3uTe Ha IO-
[aToOUH, BO OOECTENIECHETHOT CBET Ha KOM-
IjyTepcKkaTa BMPEXKEHOCT, OapambeTo OpUrH-

13 L ev Manovich, The Language of New Media, p. 55.

HaJIHO JIeJIO MpeTCTaByBa alCypAeH Mpeau3-
BUK, yOJMKaTa MOXe JEeJ0TO MOCTOjaHO fa
ro JOBpIIyBa M Taa, HA TO] HA4YMH, CTaHyBa
paMHoIlpaBeH aBTop Ha jenoto. llIto Ke peue
JlejBuc, BO HETOBHOT ecej co OEHjaMWHOBCKU
MHCIIAPUPAH HAClOB ,,Y METHUYKOTO €TI0 BO
epara Ha jurutanHa penpogykuumja“ (“The
Work of Art in the Age of Digital
Reproduction”™),

»AUruTanu3anyjata ja mpeMecTyBa ay-
pata BO UHAUMBHAyaJU3MpaHATa KOIHja.
YMETHUKOT ¥ MmyOJIMKaTa HacTamyBaaT 3aefi-
HO. MpTBaTa peminka M XUBUOT, aBTEHTH-
YEeH OPHUIMHAJ Ce CINIOTYyBaaT, Kako JbyOOB-
HULIM UCHPEIUIETEHN BO 3a€MHa ekcrasa. [...]
Cnukute, 3ByuuTe U 300pOBUTE Ce MpUMaar,
IEKOHCTpYyHpaaT, peapaHkKupaaT 1 OTHOBO ce
BpakaaT BO NpPBOOMTHA cocToj0a, cekoraml
Kora Ke OWjaT BHUJECHU, YyeHU M 3abenexka-
111

[Tonnaky kaxkaHo, myOauKaTa ro J0aB-
TOPU3MPA U/WIM NPeaBTOPU3UPA [EJIOTO KOE,
BO CBOjaTa HOBA OHTOJIOMIKA CYHITHHA, HUKO-
raul He Hi OMIJIO HAMEHETO, a YECTONAaTH HUTY
3aMUCIEHO f1a OWfie 3aBPIICHO.

3akiy4oKkoT € Hen3OexkeH. — [lururan-
HO IOCcpeflyBaHaTa YMETHOCT BEKe He ce 3ac-
HOBAa TOJIKY Ha O0jeKT KOJIKYy HITO ce Ipaju
CO MOCPeIHUINTBO NoMefy myOauKaTa U Moc-
TOjaHUTE PEKOHCTPYKIMU Ha O6a3uTe Ha Mojia-
touu. OTTaMy, KIIy4eH acleKT Ha JUTUTalHa-
Ta YMETHOCT CTaHyBa peleniyjata, IOTOYHO
KOMYHHKanujaTta co ymernocra. BceymHocr,
TOKMYy BO KOMYyHHKalujaTa co Hea Tpeba fa
ce 0apa peKOHCTUTYHPAHETO Ha OHTOJIOTHja-

' Douglas Davis, “The Work of Art in the Age of Digital
Reproduction”, p. 381.
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Ta Ha IUTUTATHOTO YMETHUYKO fie1o. MimeHo,
TOKMY 3apajiil TOA HITO AUTUTATHATA YMETHO-
CT MOXKEMe Jla ja cMeTaMe 3a CBOEBUJCH MH-
Tepdejc nomery nyOaukaTa U MallllHATa, ay-
paTta (OHTOJIOTMYHOCTA) Ha JAWTUTAJIHATa
YMETHOCT Tpeba fa ce Oapa Bo MefyceOHaTa
(MVHTEepaKTUBHA) BpCKa NMOMElYy apXUTEKTHUTE
Ha BUpTYEJIHAaTa CTBAPHOCT Ha 0a3uTe Ha Io-
JaTOIM ¥ KOHCYMEHTHTE KOM IpHCTalyBaaT
KOH Hea. 3aTtoa [lejBuc (co mpaBo) Beu ieKa
aypara >KMBee TyKa — He BO NIPEAMETOT IO ce-
0e, TYyKy BO OPUTMHAJIHOCTa HA MOMEHTOT KO-
ra riefame, ciyllame, YyutTame, IOBTOpyBaMe,
npepa6orysame." (CaMo IITO, He € COCEM BO
IpaBO KOra HpPETXONHO BENM JeKa aypara
feHec e enactuyHa. [lonpennsno 6u Ouno ga
ce Kaxe fieKa e (paymaHa, 3alliTo MaKo MOH-
MOT Ha eJlaCTUYHOCTa MOojipa3zdompa cocTojda
Ha pacTerHyBame, TOj, UCTO TaKa, 3HAYd U
HEU30E€KHO OTIyLITalke/ MONYIITAWKE, IO
IIPECTaHOKOT/ eJMMMHaljaTa Ha CHJaTa Ha
nputucokoT. On apyra crpasa, IyugHOCTa
Ha aypaTa Ha JWTUTAJIHO IIOCPEyBaHOTO
YMETHHUYKO J€JI0 MOCOOABETHO IO OIUIIyBa
HOBHMOT peJi Ha HEeIllTaTa, 3allTO ajJyAupa Ha
TpaHC(OPMATHBHOCTA CO KOja YMETHUYKOTO
[IeJI0 HEU30EKHO ce COOUyBa IIPU MHTEPAKIIH-
jata co nybsimkara.)

CrnencTBeHO, MPUCTANOT Ha MyOJuKaTa
KOH YMETHUYKOTO JIeJI0O BEKE HE € CO IpocC-
TOPHO-BPEMEHCKHU ja3 pa3fBOEH Off YMETHHU-
UTE, KaKOo Kaj ,,IPeAJUruTaIHUTE yMETHOC-
TH, TYKYy C€ IIOBEKE ce OfIBMBA BO peajlHo Bpe-
me.'® 3aToa, Kora 6azara Ha MOJATOLM CE Ha-

"% Ibid., p. 386. (AkuenToT € MOj — B. H.)
!¢ [IururamHaTa yMETHOCT He MOXKE []a MMa KITACHIHM
MPOCTOPHO-BPEMEHCKN KOOPAUHATH, KaKo ,,BOOOHYae-
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METHYBA KaKO YHMBEP3aJHa €CTETUYKA KOOP-
[MHAHATa, TOrail foafaMe A0 KOHCTaTaluja-
Ta Koja BeKe ja HaBecTuBMe. — CHUHTynapHOC-
Ta Ha aBTOPCTBOTO € 3ary0eHa, MOXeOu BO
HemoBpar. 3aefHO CO Hea, 3arydeHa € U KJja-
CHMYHATa OHTOJIOTHja HA YMETHHYKOTO JIEJO.
Ha HuBHO MecTO Joara mIypajHoTO aBTOPCT-
BO, BO Koe Tpeba Jja ce 6apa HOBaTa €CTeTUY-
Ka OHTOJIOTWja Ha HHTePAKTHBHATA aypaTHy-
HOCT BO pPEaJlHO BpeMe.

MopepHUCTHYKO H/HIH CEMAHTHYKO
HHTEpPMeno

Ha egno mecto, BO cBojaTa 3HaYajHa
CTyAMja/ecej/KpUTHKa Ha CTPYKTYpPaJIU3MOT,
,CTpyKTypaTa, 3HaKOT U WrpaTta BO AUCKYp-
COT HAa XyMaHUCTHMYKUTE HaykKu“ (“Structure,
signer et jouer dans le discours des sciences
humaines”), ZKak depuna (Jacques Derrida) Be-
nu:

»~llocTojaT ABe MHTEpHpeTaluu Ha WH-
TeplpeTanyjaTa Ha CTPyKTyparTa, Ha 3HaKOT,
Ha cnobOopHaTa urpa. Eqnara ce crpemu KOH
nemudpupame, COHyBa Ja NMPOTOJKYBa eqHa
BHUCTHHA WJIM €JIEeH U3BOP IITO € clIOoO0/eH Off
c1000fIHaTa Urpa U Off IpaBuiiaTa Ha 3HAKOT,
U KOj XMBee Kako Oerajyer] co morpedara of
uHTepnperanyja. [pyraTta, Koja He € BeKe
CBpPTE€HAa KOH HU3BOPOT, ja ¢aiu crobogHaTa
urpa u HacTojyBa fia MPEMHUHE Of ipyrarta CT-
paHa Ha YOBEKOT M XyMaHU3MOT, a UMETO Ha
YOBEKOT € UMETO Ha OHa CYLITECTBO KOE HU3
UCTOpHjaTa Ha MeTau3uKaTa WM Ha OHTO-

HaTa“, (PU3NYKU JeTepMUHUPAHA YMETHOCT, 3alITO
npupojaTa Ha MHTEPAKTUBHOCTA HEMOBPATHO TH peJia-
THUBU3MPA IPOCTOPOT ¥ BPEMETO.



TEOJIOTHjaTa COHYBAJIO 3a €[HO IeJIOCHO TPH-
CYCTBO, CUTYpEH TeMell, U3BOp W Kpaj Ha Wr-
para.“!’

Hewma pga morpemmMe JOKONKY KOHCTa-
THpaMe JleKa IMOBEKeTO Jajja M MOCT-faja
YMETHOCTH (HaMEpPHO WJIM HE) ja CKBEpHaBaT
CEMaHTHYKaTa ,,CBETOCT* HAa OPUTMHAIHOTO
yMeTHUYKO fieno. Iloafajku of meruTuMHaTta
NpeMuca fieka HATY efleH YMETHUK U HUTY efl-
HO YMETHHYKO JIeJI0 BO ce0e He ro KpujaT
BHCTUHCKOTO 3Hademe, KOE caMO 4YeKa Ja
Ouple OTKpHUEHO Off ,,0O0OMYHHUTE CMPTHULM,
majaucTuTe (M cUTe OCTaHaTU KOW Tro nmpuda-
THja HUBHUOT MOBUK) TPrHaa ia ce MpecMeTa-
aT co 3a0iyfaTa fieKa ecTeTuHuKaTa CEeMaHTH-
Ka ce 3aHMMaBa CcO LBpPCTO (puKcupaHo 3Ha-
yeme.'® Cnopeni nafauCTUYKUTE AUCKYpPCU U
NMPaKTUKW, HE TOCTOW HEIITO TMOJANEKY Off
BUCTHHATa Kora 300pyBaMe 3a YMETHOCTA.
3aroa, fajanucTuTe CI0OOHO CH MOUrpyBaaT
co ,,3HAaUYEHETO" Ha EJUTHUTE YMETHUUYKU

7 XKax [lepmua, ,,CTpyKTypaTa, 3HAKOT H HIpaTa BO
OUCKYpPCOT Ha XYMaHHCTHYKHTE HaykKu“, BO IBaH
Ilenapocku (yp.), Ecitieitiuxa na uzpaitia, Kyntypa,
Ckorje, 2003, ctp. 230.

'8 Bo majpagukananTe Kajga MaHU(ECTH, HHCHCTHPAHSE-
TO Bp3 pellaTHBM3alMjaTa Ha 3HAYCHETO Ha YMETHOCTA
Ol JOTaMy, LITO Pe3yJTHpPa CO NocaKyBaHa aGonuImja
Ha 3HAYeHETO (U MOKpaj MpaKTUYHATA HEBO3MOXKHOCT
Ha TakBara kenb6a)! meHo, Bo cBojort ,,Jlaga manudge-
cT* ox 1918 roguna, poMaHCKO-(PPaHIyCKUOT aBaHrap-
meH noeT u nepgopmaHc ymeTHuk, Tpucran Ilapa
(Tristan Tzara), Ha egHO MECTO HArjlaceHO W3jaByBa:
»daga He 3Haum HumTo!“ (Tristan Tzara, “Dada
Manifesto”, 231 March 1918, in
http://www.391.org/manifestos/19180323tristantzara_dada
manifesto.htm.)

nena'’, HO M cO OHa Ha YMETHOCTA BOOMIITO™,
CMETajKH JleKa CeMaHTHYKaTa OPTOTOKCHOCT
Ha YMETHUYKOTO JIEJIO € MUT, KOj Tpeba IITO
IIOCKOPO f1a 3aMUHE BO 3a00paB, 3alITO TaK-
BUOT CBETOTJIE/ HEMA HUIITO 3ae[[HUYKO CO
U3pa3eHO UTPOBHUOT KapaKTep Ha YMETHOC-
ta. KpaTko kaxaHo, cio0ofgHaTa UHTEpIpe-
Tanyja Ha MHTEPaKTHUBHATA YMETHOCT M CJIO-
6omHaTa Wrpa Koja ce MOBP3yBa cO Hea He MO-
KaT Jla IMaaT YHHBep3aiHa femudpupadka
MaTpuIa, Koja Tpeba ja ro oGeJofeH! ,,CH-
TYPHHOT TeMeJ“ Ha 3HAYeHEeTO U Ha ,,IPUCY-
CcTBOTO", ITO OM pekona [epupa.
Japa-aBIKemeTo, ce pa3dbupa, yKaxy-
Ba Ha e[{Ha BUCTHHA KOja BaxKu 3a CUTE yMET-
HOCTH, OJf KOj OWJIO MPOCTOPHO-BPEMEHCKHU
KOHTHHYYM: 3HAUEHETO Ha €JHO YMETHUYKO
IeI0 TO OompefesyBa M IO JOKOMIUIETHPA
nyOnmukata (CO ceKoe KOHKPETHO TOJIKyBa-
H€); TOA HUKOTAIll He € COf[PKaHO NCKITYINBO
BO JIEJIOTO. Y METHHUYKUOT KPUTUYAP U XPO-
HUYap Ha yMeTHOCcTa BOo XX Bek, Majkn Pam
(Michael Rush) jacHo 3abenexyBa feka BO
daykcyc nepdopmaHCcUTE, Ha IPUMED,
,IlybnuKaTa craHyBa akKTUBEH YYECHHUK
(n7M KOaBTOP), a HE caMO MacCHBEH HaOIbYNY-
Bau. PiyKcyc HacTaHUTE CTaHaa COBPIICHU
OTEJIOTBOPYBamwa Ha [IMIIaHOBOTO MOTO ieKa
rJ1eflayoT o AOBPIIyBAa YMETHUUYKOTO JIEJIO.
HaBuctuna, Bo (paykcyc Hacrammre, Tiieia-

' Ce mMucnm Ha mo3HaTarta rpacduUKa MHTEPBEHIja Ha
Mapcen [Jumian, Kora HaupTaa MyCTaku Bp3 €[[Ha per-
ponykuyja Ha mopTpeT Ha Mona JIuza.

»PoHTaHaTa“ Ha [lumaH, mak, ce pa3dbupa, Hema ma-
ponupayky auHUTETH KOH KOHKPETHO YMETHIYKO JIe-
710, KOJIKY LITO MMa Hamepa fia CH Iourpa co yoaBHHa-
Ta, MPUCTOJHOCTA W CEPUO3HOCTAa HA YMETHUUYKOTO Jie-
JI0, BOOTIIIITO.
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YOT HE CaMo ILITO IO JIOBpIIyBa, TYKy TOj/Taa
MPOAKTUBHO CTaHyBa YMETHMYKO [IEJIO,
IIPEKY HETOBOTO/HEJ3UHOTO JUPEKTHO y4ecCT-
BO BO HACTAHOT.“”'

MunutaHTHOCTA, MaK, CO KOja Hajiauc-
TUTE Tpruaa BO NOTCHIUPAKLETO HA NAPpTULIA-
MaTUBHOCTA, apOUTpapHOCTA W TpaHcdopMma-
THBHOCTA HAa €CTEeTHYKaTa peleniyja MmoTeK-
HyBa Off KPyTOCTa Ha KYJITYPHUOT U UCTOPUC-
KO-YyME€THUYKHUOT €CTaOJUIIMEHT Ha aAKTYyCJI-
HHOT MUT..

Cnopen Toa, TeMeJaHaTa MpaKTUKa Ha
fagancTuTe U paykcyc-yMEeTHULUTE € UcTaTa
OHaa Koja HEKOJIKY MEIEHUM IOAOLHA TEeO-
pucku Ke ja passue [lepuna Bo ¢uiio3ogcku
muckypc. imeHo, criopen [lepupa, 3Ha4eHETO
Ha €HO HemTo — 0e3 oryey fajlyu roBopume
3a YMETHOCT WJIM 3a HEeKoja Aapyra (KpeaTus-
Ha) JICJHOCT BO KOja € BKIIyueHa UTPOBHOCTA —
e cekorail Ae¢uIUTAPHO U TOA UMa MOCTOoja-
Ha notpeba of] NOMOJHYBakE HA CBOjaTa ce-
MAaHTHYKaA Npa3HuHa.

bu moxeno fa ce peue [...] IeKka OBOj
MeXaHn3aM Ha cJI000JIHa UTrpa Koja € OBO3MO-
SKeHa Off HeIOCTUTOT, OJf OTCYCTBOTO Ha IICH-
Tap WIX Ha U3BOP, € MEXaHM3MOT Ha JOMOJI-
HyBawmeTo. He Moxe fja ce ompepnenu 1eHTa-
POT, 3HAaKOT ILITO IO OMOJHYBAa, KOj ce Cy-
YyyBa BO HErOBO OTCYCTBO, 3alITO OBOj 3HaK
ce jaByBa JONOJIHUTEIHO KaKO 000ailloK, Ka-
KO 0oiloaHyeare. MeXaHu3MOT Ha 3HAUYECH-e-
TO TPHUOHECYBa 3a HEUITO 4Mj pe3yaTaT e
(hakTOT fmEeKa cekoraml MMa HEWITO MOBEKE,
HO OBa JIONOJIHYBak€ € MEHJIMBO, OUjejKu
TOA 3aMEeHYyBa, IO HAJONOJIHYBa HETOCTUTOT

2l Michael Rush, New Media in Late 20"-Century Art,
Thames & Hudson, London, 1999, p. 25.
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Ofl CTpaHa Ha O3Ha4eHoTo. [...] IIpekymep-
HOCTa Ha OHa IITO O3HA4YyBa, HETOBUOT JIO-
MOJTHUTEJIEH KapakTep, 3Haul, € pe3yaTaT Ha
KOHEYHOCTa, T.€. pe3yJiTaT Ha e[Ha Mpa3HO-
Tuja mwTo Tpeba Aa Gujie NnonoaHeTa.>
HeckpoTtnuBata urpa co 3HauemaTta
Koja M300MIyBa BO MOJIEpHHUTE, MOCT-Aaja
YMETHOCTH ja MOTEHIMpaMe 3a Ja ja BOCHOC-
TaBUME AMCTUHTBUpaykaTa pasinka mnomery
HUB, Of] €Ha CTpaHa, U JUTUTAIHO MOCpPeay-
BaHHUTE YMETHOCTH, ofi Apyra. ImeHo, foKo-
Ky MOJIEPHUTE YMETHOCTH 'l TOJIKYBaMe HH3
CEMHOJIONIKAOT AMCKYypc Ha [lepuaa, Ke 3a-
KIIyduME AC€Ka rojeM €1 O HUB MHCUCTHUPA-
aT Ha NEKOHCTPYKHHja Ha 3HauewaTa. [ maB-
HUTE aTpuOYyTH HA MOJiIepHAaTa YMETHOCT yIia-
TyBaaT Ha Toa Jieka, MOBeKe Ofi Kora Owmio
IPETXOHO, 3HAUEHETO HA €JHO YMETHUUYKO
IeNIo € BO Aen(pUpadKuoT anapaT Ha OHOj
KOj cTamyBa BO KOHTAaKT CO HEro, a HE TOJIKY
BO CaMOTO fieJi0. 3aToa, 3HaueHcKara ,,lipa3-
HOTHja“ HAa MOJIepHATa YMETHOCT MpeTCcTa-

2 Kak Hepuna, ,,CTpykTypaTa, 3HaKOT W WrpaTa BO
JUCKYPCOT Ha XyMaHUCTUUYKUTE HAyKu, cTp. 228. Benu-
YalkeTO Ha OTBOPEHATa €CTETUUKa CeMaHTHUKa (c10607-
HaTa MHTEpIpeTannja BO YMETHOCTA) 'O MOTKpenyBa u
[lejBuc, Kora ro Beln CIeTHOBO:
JJOKONIKY CKIIONOT TEHACHIMH, BO Pa3HU MPUTOMU OTHIIIA-
HU Kako ,,MIOCTCTPYKTypanus3aM®, ,,IOCTMOJIEpHU3aM®,
IIOCTaBaHrappa“ u ,,anpornpujanmja‘“ (3aefHO CO pefuna
APYT¥ TOCT-CIMKAPCKH TEHACHIMH CO Npedukc ,,Heo
MMaaT eflHa OOelMHyBauKa HUIIKA, TOA € MPOTHBPEYHATA
MOK Ha YHHKaTHaTa MHTEPIpETalyja WId peuHTepIpeTa-
nyja. Kora 3HauemeTO ro JEeKOHCTpyHpaMm, Toa ro mpa-
BaM BO PaMKH Ha efIeH Cy0jeKTHBEH KOHTEKCT KOj € Hem3-
6EKHO YHUKATEH, HE3aBUCHO KOJIKY TOj OUJI CypeieH Uin
npepoapeneH. (Douglas Davis, “The Work of Art in the Age
of Digital Reproduction”, p. 384.)
3 Tyka, mpep cé, ce anyqupa Ha alcTPaKTHOTO CIMKap-
ctBo Ha Kasumup Mamesuu (Kasumup CeBepuHOBHY
Manesuu), Bacunuj Kanpuncku (Bacyinnﬁ BacuiseBny



ByBa MNOBHK 3a [OBpLIyBame, 3alITO Taa
Mpa3HOTHja € HAMEHeTa, 32 Pa3auKa of mpef-
MOJIEpHHATE YMETHOCTH, fla Oujie MOTMOJHyBa-
Ha CO 3HaUeHE O] CTpaHa Ha MyOJuKaTa.

Excnno3ujara Ha 3HaYeHETO 0]
YMETHHYKOTO /IeJI0 CO3]]aBa HHTEPAKTHBEH
KOHTEKCT!

MNaxo BO MHTEpPaKTUBHUTE YMETHOCTH
Ha TUruTajHaTa €pa, CEMaHTUYIKAaTa JEKOHCT-
pyKumja cé yiire npeTcraByBa 0a3uueH OHTO-
JomKky (paKTOP HA eCTeTHYKa JIeTUTUMAIH]ja,
cemak, Taa Tpeba jacHO Jla ce pa3rpaHuyyd Off
BHPTya/M3anMjaTa Ha 3HaYeHAaTa, KOja € Ha
crJia BO MHTEPAKTHBHUTE YMETHOCTH:

,, Y METHHYKOTO JIeJIO TyKa [BO XHIEp-
MeqMyMcKaTa aza Ha yMeTHOCTa] mpecTa-
HYBa J1a IOCTOM KaKO CEMaHTHYKH W CTaHyBa
BupTyeneH 00jekT. [...] UaTepdejcot, apre-
(pakTOT M YMETHHUYKOTO JEJI0 TyKa HE Cce IO-
Bp3aHM BP3 OCHOBAa HA ymaTyBamaTa Ha ec-
TETCKOTO BpegHyBame, TYKy OiarofgapeHue
Ha CHCTEMOT Ha KOMYHHKAIMCKH OJHOCH IITO
'l aKTUBUPA IPUMAYOT-HHTEPAKTOPOT. “**

Co npyru (mepugaoBckm) 300pOBH, BO
epaTa Ha JUTUTAIHOCTA YMETHUYKOTO JIEJIO
ce 3100MBa CO CBOCBHJIHA CEMAHTHYKA €KC-
namsuja/ekcnnosnja.” IpasHoTHjaTa Ha 3HA-

Kaumnucknit), IInt Mowuppujan (Pieter Cornelis “Piet”
Mondriaan), Ha MUHEUMaJHCTAYKaTa My3uka Ha Llon
Keju (John Cage), Ha umHAycTpuckaTa My3HUKa Ha rep-
MaHCKUOT cocTaB Einstiirzende Neubauten, paHoTo TBO-
PEIITBO Ha CIIOBEHEUKNOT cocTas Laibach...

* Prmapp Knyrrauscku, ,,PacToyeno uimm ckpueHo?: 3a
nosiok0aTa Ha THTEPaKTUBHUOT YMETHHK, cTp. 107.

» Yimm, mro ke pedye KuGep-chemmuucTKaTa [JoHa Xa-
paBej, BO €[IeH JPYT KOHTEKCT:

KOT — Koja Jlepuja ja HarmacyBa Kako MCKJIy-
YUTEJHO OMTHA 3a UTPOBHOCTA — BO MHTEPAK-
THUBHOCTA HE CaMO IIITO € MPU3HAEHA U IIHUPO-
Korpajo npudareHa; Taa € UICKOpPUCTEeHa Ka-
KO HHMKOTalll MOopaHo. 3HaKOT HE caMo IITO €
OTBOpPEH 3a 0ecKpajHu TOJIKYyBama (JOMOJIHY-
Bama); HE caMO IITO TOj € ujealn3upaH Kako
nocrojana ,,Ipa3HOTHja IITO Tpeba fa oupie
MOMOJIHETA™; TOj € M3JIOXKEH Ha CTPYKTYPHH
NMPOMeHH BO peajiHo BpeMe, criope]] apuHUTe-
TUTE/KeN0UTEe Ha YMETHUUYKNOT KOHCYMEHT:

~VIHTepaKTHUBHOCTa CTaHaja BHaTpe-
IIEH MPUHINI Ha yMETHUYKATa KOMYHHUKAIIH-
ja, a TIIeavyoT — ako caka ja gooue KOHEYHO
IeNI0 — MOpa fia IOYHE CTpaTeruja Ha urpa/-
KOMYHHUKaIja MITO K€ pe3yIThpa co 0OJINKY-
Bakbe Ha OOJEeKTOT Ha HerosaTa Ieplen-
nmja. <

Wnu, gokonky cakame fja OuUfieMe To-
KOHKPETHU W IPEIU3HA:

»AHTepakTUBHOCTA* ce IMOjaBu KaKo
HAJUHKIIY3MBEH TEPMHH 3a ONWIIYBalke Ha
YMETHOCTa BO epaTa Ha JUTUTAIHOCTA. Y MeT-
HUILUTE COJCjCTBYBAaaT CO MAIIUHU (KOM-
NJIeKCHa MHTEpaKIija co efieH ,,aBTOMaTU3H-
paH, HO UHTEJUTEHTEH“ 00jeKT) 3a J1a mpeau-
3BUKYBaaT J[OINOJHUTEIHA WHTEpaKluja co
rJelaynTe KOU, WX ja IpuOupaaT yMETHOCTA
CO COINCTBEHM MAIIWHU, WA MaHUIyJIupaaT

Kubopmikara monuTrka mpeTcraByBa 60pba 3a ja3ukoT u
60p6a MPOTHB COBpIIICHAaTa KOMyHHKAIHja, IPOTUB CNH-
CTBeHaTa mm(pa Koja COBPIIEHO TO NMpeBeyBa CeTO 3Ha-
yeme. [...] Toa e npuunHaTa 3amro KuOopukaTa IOIUTH-
Ka WHCHCTHpA Ha Oy4yaBaTa M Ce 3acTallyBa 3a 3aragyBa-
we... (Donna Haraway, “A Cyborg Manifesto: Science,
Technology and Socialist-Feminism in the Late Twentieth
Century”, in Simians, Cyborgs and Women: The Reinvention
of Nature, Routledge, New York, 1991, p. 176)

2 Pumapy Knynrauacky, ,,PactoueHo nim ckpueHo?: 3a

noyioxk0aTa Ha IHTEPAaKTUBHUOT YMETHUK, cTp. 109.

93



CO Hea MapTULMNUPAJKU TNPEKy NPEeTXOJHO
nporpamMupaH PyTHHU, KOW, MaK, MOXaT fAa
BapupaaT BO 3aBHCHOCT Off KOMaHIWTE WIIA
Off IPOCTUTE ABKEHA HA riaeRavyor. <’

Cnopen Toa, Knynrauacku u Pamn (unu
TJIaCOBUTE HA MHTEPAKTUBHATE YMETHOCTH) U
Iepuga (Wam THacoT Ha JEKOHCTPYKTHUBU-
CTUUKHTE Jajia - U MOCT-flajla YMETHOCTH), BO
OCHOBa, IMaaT CJIMYHM cTojanuinTa. BeynrHo-
CT, OHa LITO Ce CAy4yyBa BO YMETHOCTUTE KON
Ce 3aCHOBaHM HAa MHTEPAKTUBHOCT, MPETCTa-
ByBa JIOBEeflyBalkhe¢ Ha JAEPHUAOBCKATAa CEMaH-
THYKA JAEKOHCTPYKIMja N[O HEJ3MHUTE EBEH-
TyaJHU TPAHMULU (JOKOJIKY BOOIIITO AO3BO-
JTUMe 3arpajyBarme Ha efIeH TTONM, IMEHO WH-
TepakiyjaTa, KOj CO ceTa Cuiia ce MPOTUBCTa-
ByBa Ha KOHIIENTOT Ha 3aTBOpPameTo). 3apa-
au Toa, Jlepuga Moxeme ja ro cMeTaMme 3a
MpeIBECHNK Ha WHTEpaKTHBHATa YMETHOCT,
3alITO Ha €JHO MECTO TOj T'O BEJIH CIEIHOBO:

,,ClloOOMIHaTa Urpa e cekoral urpa mMe-
Iy OTCyCTBOTO U IIPUCYCTBOTO, HO, aKO CE ca-
Ka Taa Aa ce caTud eKCTPEMHO, TOorail Taa
Tpeba fa ce co3faje npej alTepHaThBaTa Ha
MIPUCYCTBOTO U OTCYCTBOTO: OMTHETO Tpebda
fa ce caka Kako IPHUCYCTBO MU OTCYCTBO
IITO TPTHYBa O MOXHOCTA Ha WrparTa, a He
o6partHo.“**

ETe ro marioBuTHMOT, CynTUJIEH Ipe-
MUH Off IEKOHCTPYKIMja KOH BHPTYyaTn3alm-
ja! — [IoKOJIKy ecTeTcKaTa UTPOBHOCT cakaMme
fa ja cgaTtuMe eKCTPEeMHO, Toraill, CIOopej
Iepuna, Tpeba na ja ocaoboaume off KaKBU

" Michael Rush, New Media in Late 20™-Century Art, p.
171.

* XKak [lepuna, ,,CTpyKTypara, 3HaKOT M WTpaTa BO
JAUCKYpCOT Ha XyMaHUCTHYKHUTE HAyKu“, cTp. 229-230.
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OMJIO 3HAaUYEHCKU IPEyCcIoByBamwa (,,Ipef aj-
TepHAaTUBaTa Ha INPHUCYCTBOTO U OTCYCTBO-
10“). Co apyru 300pOBH, pa3iauKara mnomery
NIEKOHCTPYKIIMja U BUPTyaln3aluja ce CBeay-
Ba Ha TOa KaKo Ke ce pa3oupa 3HaKoOT. — [la-
nu Ke ce cpaka Kako Mpa3HWHA OTBOpPEHA 3a
IIOCTOjaH! JJONIOJIHYBakba, NI KaKO MOXKHOCT
3a OECKOHEYHM CEMAaHTHUYKU PECTPYKTypHUpa-
Ba? Bo mHTEpaKTUBHUTE YyMETHOCTH, [lepu-
NaJOBCKOTO TOJIKYBAamE€ HAa 3HAKOT joara o
CBOETO MCXOJIMIITE, 3aIITO Cera YMETHUYKO-
TO JeJio He € BeKe (PUKCHO (HUTYy CEMaHTHY-
KU, HUTY CTPYKTYPHO, HUTY (POPMAIIHO), TYKY
TOa, TIpej c€, TMPETCTaByBa HHTEPAKTHBEH
KOHTEKCT:

,» Y METHUKOT/aBTOPOT BEKE HE € Kpea-
TOp Ha CMHUCJIATa Ha YMETHUYKOTO JEJO0, 3a-
IITO cera fIeJOTO IO cOo3fjaBa NPUMavyoT MpHU
IpOIeCOT Ha UHTepakuyja. 3ajgavyaTa Ha
YMETHUKOT C€ COCTOM BO TPafieHETO apTe-
(aKT — KOHTEKCT BO KOj MPUMAYOT ja rpajgu
TeMaTa Ha CBOETO [JOKUBYBalk€ M HErOBOTO
3Hauewe. Taka NMpUMadoT BeKe HE € caMo
TOJIKYBa4 Ha Of{HAIIpe]] MOArOTBEHATA CMUCIIA
LITO 4YeKa fia Oupje careHa, HUTY, IIaK, areHT
LITO riefa 3aspuieHo aeno. CTpykTypara Ha
(ecTeTCKOTO) HOXKNBYBaH-€ 3aBUCH Off CAMUOT
npumay,“*

Cnopepn Toa, Tpeba KOHEYHO Jja 3aKJly-
yuMe (3aeHo co KnyIynHckn) geka OHTOO-
rujaTa Ha JUTHTAJIHO IOCpEelyBaHaTa yMeET-
HOCT HEMa HMIITO 3a€JHMYKO CO OHTOJIOTH-
jaTa Ha JIoOTMYKaTa OPTOJOKCHOCT Ha beHja-
MMHOBaTa MeJlaHXOJuja Mo 3arydara Ha aypa-

* Pumapy Knynrauacky, ,,PacroueHo nim ckpueHo?: 3a
noyioxk0aTa Ha IHTEPAaKTUBHUOT YMETHUK, cTp. 109.



Ta Ha YMETHHYKOTO JIEJIO BO epaTa Ha Hero-
BaTa MEXaHWYKa PENPOAYKTUBHOCT:

,,CeTo Toa ce MPUYNHU NMOPau KOU MO-
pa Jla TO CMEHHMe OHTOJIOIIKMOT pef| Ha eJie-
MEHTH Ha OBOj MOJIeJl HA KOMYHHKaIfja; oHa
IITO € MPBO CO3JaIcHO — OJ YMETHUKOT — €
KOHTEKCTOT, a He YMETHHYKOTO JIeJI0 BO Tpa-
IWIMOHATHA cMHUcIa. TakBOTO YMETHHYKO
IeNIO €, BCYUIHOCT, CO3[IafieHO Of MPUMavoT-
/MHTEPAKTOPOT BO KOHTEKCTOT MOHYJAEH Of
yMETHHUKOT. [...] KoHTekcroT caren Ha Ta-
KOB HaUWH € eUHCTBEHaTa Mopaka Ha yMeT-
HUKOT BO KOMYHUKAIUCKHOT MPOIEC Kapak-
TEpPUCTUYEH 32 HHTEPAKTUBHATA YMETHOCT.”

Wnu, xako mro ke peye Bunuk: ,,ymer-
HUKOT T'l TOCTaByBa OMNIUUTE, a HA KOPUCHH-
KOT ce ocTaBa Kako Ke ru octBapu. Co Toa
KOPHCHUKOT HE € MOBEKE PEUMIUEHT KOj efi-
HOHACOYHO 'l PUMa U TOJKYBa KOJAOBUTE U
MOpaknTe Ha YMETHUKOT, TYKYy TO] € HY>KHH-
OT JIPYT TIOJI KOj TO OBO3MO3KYBa HHTEPAKTUB-
HUOT TIPOIEC HAa OCTBApyBameTO HA JEJIO-
10."!

Co gpyru 360poBH, KOTa Ha MECTOTO Ha
YMETHUYIKOTO NeJ0 noOMBamMe KOHTEKCT-3a-
YMETHUYKO [IeJI0 WJIW TOTEHIHMjaTHO YMET-
HUYKO JIeJI0, Ce COoouyBaMe CO pajuKajieH
MPECBPT, HE caMO BO OJHOC KOH MOjlepHaTa
YMETHOCT TYKYy M BO OIHOC KOH yMETHOCTa
BoomnuTo. Crnopen cé mro Oenie U3I0XKEHO
Jlocera, jacHO € jieka akIEHTOT BO MHTEpaK-
TUBHUTE YMETHOCTHU CE€ CTaBa BP3 KOMYHHMKAa-
mujaTa co genoro. M Tyka HeMa HUIITO He-

30 1bid., cTp. 111-112.

3 He6ojmma Bunuk, ,,JIuruTaqHuoOT yMETHHK Kako
reHuj“, Bo A.D.A.: Peghaexcuu 3a ymeitinocitia 80 ouzu-
waaxoiio 0oba, 359 — Mpexka 3a JIOKaJHU U cyGai-
TepHu xepMeHeBTHKH, Ckomje, 2006, cTp. 56.

BOOOWYACHO WM CIIEKTaKyIapHO HOBO. CaMo
HITO Taa KOMYHHUKAIMja cera BeKe He € 3aCHO-
BaHa UCKIIYYMBO Ha TOJIKYBamwe, MHTEPIpeTa-
nyja, JEKOHCTPYKIMja Ha 3HAYEHETO Ha
YMETHUYKOTO JIeJ0, TYKy MHOTY IOBEKe Ha
MUPEKTHO NAPTHIHUINATHBHO HCKOPHCTYBame
Ha KOHTEKCTOT KOj YMETHHUKOTO JIEJIO 'O HY-
nu. 3amTo, YMETHUYKOTO JEJI0, BCYIIHOCT,
CTaHyBa OCHOBA 3a TPeCcO3[aBambe, PEKOHCT-
pyupame, peKOHTeKCTyalnu3upame, npedop-
MyJupame, IpeoOpMyBameE..., a HE JIeJI0 per
se. Cnope Toa, MHTEpPAaKTHBHATA YMETHOCT
HAYeJHO Ce COTJiacyBa CO MOJiepHaTa: CTBap-
HOCTa — cpaTeHa Kako KOHCTPYKIHja Koja ce
TpaHcopMupa BO 3aBUCHOCT Off KBAJTUTETOT
Ha KOMYyHHKalpjaTa Koja ja mocpefayBa — € Ha
pacnonarame. CaMoO IITO cera HE € camo re-
HUjaTHUOT (CUMHTYyJNapHO cdaTeH) aBTOp-
YMETHHUK TOj ILITO CO Hea MOXKe fla CU TIOUrpy-
Ba U fia ja (mpe)co3nasa. Cekoj KOj cramyBa
BO KHOOPIIKH, JTMYHOCEH OJHOC CO YMETHUY-
KaTa CTBAPHOCT ja IMa MOXKHOCTA 32 UCTOTO.
3ormiTo fa He ja uckopucrume?!
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Vangel Nonevski
The Work of Art in the Age of Interactive Context

(Summary)

The contemporary work of art has found itself in a situation where it must renegotiate its
ontological foundations in the age of digital reproduction, because its aura is now being additionally
blurred by the digital replica (not only by the mechanical one). Therefore, we can’t expect that the
reception of artworks will still continue to be “pure” and stable, according to the classical, mimetic
understanding of the notion. The new consideration of aesthetic reception should bare in mind the
essentially interactive properties of new media. Because new media art or digital art should be
considered as a sort of interface between the machine and the public, its aura (ontology) should rise
from the interactive connection between the architects of the virtual reality of databases and the
consumers who gain access to it. Therefore, what is today considered to be a work of art is in fact a
work of context: artists provide unfinished “art contexts” (even in cases where works are initially not
envisaged as contexts, but rather as ordinary works of art) for others to complete and/or to put through
an endless circle of deconstruction, recontextualization, restructuring, reshaping... Consequently,
although semantic deconstruction still plays a large role and effectively is a basic ontological factor of
aesthetic legitimacy in digital art, it still has to be diversified from the semantic virtualization which
dominates in interactive arts. Conclusion: The semantic virtualization means that aesthetic
communication is no longer based solely on interpretation and deconstruction of the meaning of works
of art, but rather on direct participatory advantage-taking of the contexts that are provided by the
works of art.

Key words: interactive art, digital art, aura, digital reproduction, new media, ontology, interactive
context, aesthetic reception, modernity, meaning, deconstruction, virtualization
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THE FOUR STAGES OF THE ANIMA IN J.R.R TOLKIEN’S
THE LORD OF THE RINGS

Key words:
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The contribution of Carl Gustav Jung
(1875-1961) to modern thought is immeasurable;
it can be traced in fields such as psychology,
theology, physics, anthropology, parapsychology,
alchemy and art. Although Jung never
constructed a system of literary criticism, his
findings have influenced the literary world as
well, mainly through the concept of the collective
unconscious: the primary force, archetypes, and
the division of artistic (including literary) works
into the psychological and the visionary. We have
thus been able to identify a hermeneutic model of
interpretation that can be applied to what Jung
called visionary literary works, naming it
archetypal interpretation.

In this essay, as an example of archetypal
interpretation, we are going to explore the four
stages of development of one of Jung’s
archetypes, the Anima (the principle of Eros in
men) in one of literature’s greatest visionary
works, J.R.R Tolkien’s The Lord of the Rings.
First, however, let us have a look at archetypes.

Both Carl Gustav Jung and Sigmund
Freud agree that there are certain motifs or

Carl Gustav Jung, archetype, archetype-as-such, archetypal image, archetypal

recurring elements in dreams that cannot
possibly originate in the personal experience of
the dreamer. Freud called them ‘archaic
remains’, and Jung used several different terms.
In 1912 he called them ‘primordial images’, in
1917 he wrote of ‘dominants of the collective
unconscious’ or ‘knots’, and in 1919 he used the
term ‘archetype’ for the first time (Samuels,
Shorter & Plaut 1992, 187). According to Jung,
the mental experiences we have are determined
not only by personal experience but also by the
collective history of our kind as a whole,
biologically inscribed in the collective
unconscious, which dates back to the dawn of
time. The etymology of the word ‘archetype’ is
as follows: the first element Qpyn (arché)
signifies ‘origin, beginning, cause, the principle
of the primary source’, but at the same time it
also signifies ‘the position of a leader, the highest
rule, a form of domination’; the second element
tonog (#ypos) signifies an ‘imprint, the
impression on a coin, form, image, prototype,
model, order or norm’; figuratively speaking, it
is a ‘schema preceding the form, the primordial
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form’ (Jacobi 2004, 52). Jung indicates that

The ground principles, the archetypoi, of
the unconscious are indescribable because of
their wealth of reference, although in themselves
recognisable. The discriminating intellect
naturally keeps on trying to establish their
singleness of meaning and thus misses the
essential point; for what we can above all
establish as the one thing consistent with their
nature is their manifold meaning, their almost
limitless wealth of reference, which makes any
unilateral formulation impossible. (Jung in Sugg
1992, 189)

He thus points out that the archetype is, in
essence, unconscious content that, by becoming
conscious (only through the images it helps
create) and accepted, changes, but only
depending on the individual consciousness in
which it appears; that is, ‘one does not inherit the
representations, but the possibilities for
representation’ (Jung 2003,78). This leads us to
the distinction between the archetype-as-such
and the archetypal image or idea. Jung himself
emphasises this distinction by insisting that the
archetype, in itself, is a tendency to structure the
representations of our experience in a certain
way, but it is not the representation itself. In the
end, the archetype-as-such always remains a
hypothetical model that is impossible to
represent. Since its existence cannot be proven
directly, but only through its actualisations, it
remains a hypothesis. However, the archetype
has an influence over the schemes of
representations and the ideas in myths, fairy
tales, visions, dreams and fantasies. These
schemes, which can consciously be noticed, are
the archetypal images (Mario 1992, 61-62). Here
is how Jung makes the distinction:
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Archetypal representations (images and
ideas) which come to us from the unconscious
should not be confused with the archetype-as-
such. They are different structures all of which
point back to a single, essentially
unrepresentable, basic form. That form is
characterised by certain formal elements and
certain fundamental meanings, although they can
only be construed approximately. The archetype-
as-such is a psychoid' factor which seems to
belong to the invisible, ultraviolet end of the
psychic spectre...It seems to me that the true
nature of the archetype cannot be brought to
consciousness...it is transcendental...(Jung in
Sugg 1992,183)

Jung started using the term psychoid when
discussing archetypes from 1946 onwards,
emphasising even further the difference between
the psychoid archetype and the archetypal image.
Aniella Jaffe, one of Jung’s followers, similarly
states that

The psychoid archetype should not be
confused with the archetypal images or
archetypal content. These belong to the cognitive
world of consciousness and appear as motifs in
myths, faery tales, dreams, apparitions in all
times and all parts of the world. The psychoid
archetype, or the archetype-as-such is an
unfathomable factor in the collective unconsious
which lies at the core of these motifs and
arranges them in typical representations and
groups. (Jaffe 1998, 20)

James Hall, another Jungian analyst and

' In Jungian terminology, psychoid means ‘characteristic of
the deep layer of the collective unconscious and its
contents’. (Fenn, Nancy R. Definition of Jungian Terms.
<http://www.bemyastrologer.com/
definitionsofjungianterms.html#psychoid>.)



theorist, further adds that personal experience is
of great importance, because the universal forms
of the archetype become personal representations
(images and ideas) precisely through the
individual consciousness: or, archetype +
individual consciousness = archetypal
representation (Hol 1996, 12-13).

For example, there is a general human
tendency to create an image of the mother, but
each individual creates a unique, personal
mother-image based on this archetype. There is
no definite list of archetypes, but the best known
and most developed are the Ego, the Shadow, the
Animus/Anima, the Persona, the Hero, the
Trickster, The Wise Old Man/Woman and the
Self. There is yet another distinction within the
archetypes themselves. The Shadow, the
Animus/Anima and the Wise Old Man/Woman
archetypes are personified in immediate
experience. In the process of such an immediate
experience, the archetypes in the dreams and
fantasies appear as active persons, and the
process itself is represented by what are called
archetypes of transformation. Such archetypes
are not persons/personified, but represent typical
situations, places, means, roads, and so on, which
symbolise a certain transformation (Jung 2003,
43). In this group of archetypes, we have the
order, the mandalla, the forest, the river; some
archetypes such as the Self can be both
personified or transforming, meaning that they
can either represent the road to self-actualisation
or personify the complete product of that process
(O’Neill 1980, 33-34).

The archetype representing the feminine
elements in men is termed the Anima. These
elements include vague feelings and shifting
moods, prophetic premonitions, susceptibility to

the irrational, but also a sense of self-love and a
love of nature. The Anima has both negative and
positive aspects, and it can be both personal and
collective (as with all other archetypes). As a
personification of the negative aspect of the
Anima, we have the witch, the priestess, the
mermaid, femme fatale, water daemons, the
dragon, and so on. As a personification of the
positive aspect, we have the faithful, inspiring,
supportive maid.

Psychologically, the personal Anima of a
man is shaped by his mother and, in the case of a
negative influence, his Anima will be manifested
by an irritable despondent mood, instability,
insecurity and hyper-sensitivity, which cause in
the man a fear of disease or accidents or a sense
of numbness or impotence (Jung 1995, 209-210).
If the influence were positive, the Anima would
help the man understand the unconscious and act
as a mediator between his mind and his authentic
inner values, taking the role of a leader that

guides him to the deepest parts of his
consciousness and the Self.
Jung identified four stages in the

development of the Anima archetype:

- The first stage is symbolised by Eve, the
first woman, and it represents the purely
biological and instinctual relations, with the Eros
quality most evident.

- The second stage personifies the
romantic and the aesthetic, with a strong sexual
element remaining as in the first stage, for
example Helen in Faustus.

- The third stage Anima elevates the
feeling of love to the extent of spiritual
dedication, as in the example of the Virgin Mary.
However, this spirituality is too one-sided
because it lacks the dark aspect of the feminine
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side of Eve, thus remaining an unattainable ideal.

- The fourth stage is rarely reached and is
symbolised by Sapientia, the wisdom which
surpasses the holiest and the purest, as in the
example of the Shulamite woman from
Solomon’s Song of Songs, or Sofia, divine
wisdom. In this stage, the Anima is more
grounded and closer to real life, because wisdom
does not simply entail immaculate spirituality.
(Jung 1995, 218)

One can also converse
Anima/Animus, as Jung describes:

In the course of many decades, I always
went back to my Anima when I would feel that
my emotional state had been disturbed and
something had formed in the unconscious. Then I
would ask her: What are your intentions? What
do you see? I would like you to tell me...After
some resistance, she would produce an image
and, as soon as the image would appear, all sense
of disquietude and discomfort would
disappear...I would talk to my Anima about every
image she would send, because I had to try to
interpret them as best as [ could, just like I would
any dream. (Jung 1989, 188)

What is dangerous in our approach
towards the Anima (or the Animus) is the fact
that bringing these elements to consciousness
requires the sacrifice of the old Ego position: that
1s, each must die in his/her identification with the
male/female side of the Self and be born again
with the help of the strength of the
Anima/Animus. Jung recollects his search for the
Anima and the dangers that lurk in each of us,
because, when he gave himself to his fantasies,
he felt as if

I sink in the same psychic material
psychoses are built from, the basis of madness.

with  the
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This is the fundus of unconscious images which
fatally disturb the world of the mentally ill. But,
it is also the matrix of the mythopoetic
imagination which has almost disappeared from
our rational age. Although such imagination is
all-present, it is tabooed and frightening, making
the road that leads to the depths of the
unconscious a risky experiment or an adventure
filled with uncertainty. (Jung 1989, 189)

Let us now proceed to the actualisations
of the four stages of Anima development in J.R.R
Tolkien’s trilogy, The Lord of the Rings. This
trilogy is a perfect example of what Jung called a
visionary work of art, that is, a work of art that
springs not from the author him/herself but
seems to originate in the depths of the collective
unconscious, as if the work itself is a separate
entity using the author and his/her personal
dispositions to be born in the way it chooses. The
contents and the images that appear in the
visionary process of creation of these works are
structured by the powerful archetypes. Tolkien
has created a completely new mythology in a
world where humans no longer create
mythologies. In all of his works, we can find a
seemingly endless number of actualisations of all
archetypes (both personified and transformative)
and even within the archetypal hermeneutic
model, we can have numerous variations in
interpretations.

The female characters in Tolkien’s
mythology are not numerous, yet are nonetheless
sufficient to exemplify the four stages of
development of the Anima. An example of the
first-stage Anima is found in the character of
Rosie Cotton, a hobbit and the daughter of a
Shire farmer, to whom Samwise is married at the
end of the story. She is an ideal example of a



motherly type, good for a wife and housekeeper,
having no higher purpose or aspiration, and full
of life and love for simple pleasures such as
food, drinks, and singing. The biological/sexual
component is much more evident when we
acknowledge that the spiritual is missing
completely. ~ Moreover, she is subservient,
conscious of her dependence on and inferiority to
men and her male partner, yet perfectly
comfortable with it. Samwise feels “torn in two’
(Tolkien 1986, 3:309) between Rosie and Frodo,
feeling that it is essential for him to integrate his
Anima in order to be able to live a fulfilled life
even after the departure of Frodo. He therefore
takes Rosie to be his wife and has a prosperous
life with her and their children.

An actualisation of a second-stage Anima
is found in Arwen, the EIf princess and the
queen-to-be of Aragorn, the ruler of the fourth
age, the Age of Man. Her characteristics are best
seen through her relationship with him. It is,
however, quite surprising how little mention
Arwen receives in the trilogy until the hieros
gamos at the end, which physically and
spiritually unites the broken bond between the
lineage of Elros and FElrond, but which also
psychologically completes the wholeness of the
Self of Man. Without Arwen, this would have
been impossible, and here lies her immense
importance.

We do not find out about the love between
Aragorn and Arwen in the trilogy itself. Tolkien
included it only in the fifth section of Appendix
A. According to the story, Aragorn, after his
father’s death, was taken to live with the king of
Elves, Elrond, who becomes his second father.
Elrond is also the father of Arwen. Aragorn has
to keep his identity hidden, because he is the sole

heir to Isildur, and he is also the future king who
is to unite all of Middle-Earth. After he falls in
love with Arwen, he is warned by his mother that
“she is the most noble and the most beautiful that
now walks the earth...and it is not proper for a
mortal man to marry one of the EIf kind’
(Tolkien 1986, 3:346). The two obstacles to his
marriage to Arwen are, first, that she is a
princess, and he must become king in order to be
worthy of marrying her; and second, that
Arwen’s immortality, which is characteristic of
her kind, is an even greater obstacle to Aragorn,
who is a mortal human. She, as the unifying and
completing Anima, has to renounce her
immortality, as only two other females of her
kind have done previously: Luthien and Idril
(one in each previous Age, thus enabling the
totality of the masculine and feminine principle
in the unity of the Self in each Age).

The acceptance of mortality, for Arwen, is
a conscious act. Yet the path to their unity is an
arduous one. When Elrond sees the love in
Aragorn’s eyes for his daughter, he says

Aragorn, Arathorn’s son, Lord of the
Dunedain, listen to me! A great doom awaits you,
either to rise above the height of all your fathers
since the days of Elendil, or to fall into darkness
with all that is left of your kin. Many years of
trial lie before you. You shall neither have wife,
nor bid any woman to you in troth, until your
time comes and you are found worthy of
it...Arwen the Fair, Lady of Imladris and of
Lorien, Evenstar of her people, she is of lineage
greater than yours, and she has lived in the world
already so long that to her you are but as a
yearling shoot beside a young birch of many
summers. (Tolkien 1986, 3:373)

After this conversation, Aragorn spends
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thirty years in the wilderness fighting against the
evil of Sauron, and in the course of this period,
he becomes friends with Gandalf. He fights
many armies under different names and ‘became
at last the most hardy of living Men, skilled in
their crafts and lore, and was yet more than they;
for he was elven-wise and there was a light in his
eyes that when they were kindled few could
endure’ (Tolkien 1986, 3:374).

His daughter’s decision to stay in Middle-
Earth as a mortal is not greeted with much
enthusiasm by FElrond, and it is with a heavy
heart that he speaks to Aragorn:

Maybe, it has been appointed so, that by
my loss the kingship of Men may be restored.
Therefore, though I love you, I say to you:
Arwen Undomiel shall not diminish her life’s
grace for less cause. She shall not be the bride of
any Man less than the King of both Gondor and
Ammnor...I fear that to Arwen the Doom of Men
may seem hard at the ending. (Tolkien 1986,
3:375)

Arwen is the actualisation of a positive
Anima, which serves as an inspiration so the man
can live up to his fullest potential. Addressing
him by his Elf name, she says to Aragorn, ‘dark
is the Shadow, and yet my heart rejoices; for you,
Estel, shall be among the great whose valour will
destroy it (Tolkien 1986, 3:375). She does
inspire him to face the powers of the Shadow and
thus claim his full right to the throne of Middle-
Earth, but only as an actualised whole — an Ego
with an integrated Anima. Had Arwen remained
immortal, she would not have been embodied as
the Anima of King Aragorn, thereby making their
unity impossible and putting at great peril the
entire future of Man. Had she not been integrated
in a way to become part of the earthly, mortal
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Man, individuation would have been
unachievable.

As queen of both Elves and Men, Arwen is
a ruler of both the unconsious and the conscious
realm, uniting the masculine and the feminine
principle in a perfect and healthy whole. After
his death, Aragorn, the man who completes the
process of individuation both for Man and for
himself as man, reveals an image of an
individuated Self, for ‘then, a great beauty was
revealed in him, so that all who after came there
looked on him in wonder; for they saw that the
grace of his youth, and the wvalour of his
manhood, and the wisdom and majesty of his age
were blended together’ (Tolkien 1986, 3:378).
However, this leaves the Anima with ‘the light of
her eyes...quenched, and it seemed to her people
that she had become cold and grey as nightfall in
winter that comes without a star...” (Tolkien
1986, 3:378). She also dies soon afterwards for,
as an Anima, she has completed her duty and
cannot exist without the other half of the whole.

An example of a third-stage Anima is
found in Varda, or Elbereth with her pure
spirituality. She does not appear in the trilogy
(her name is invoked in prayer, however), but is
part of Tolkien’s mythology, as wife of Manwe,
the Old King. They are two of several gods of
creation, or Valars, to whom the One (what we
would call the ultimate God) has given the role
of protectors. Varda is the protector of Men and
Elves; she never takes on a physical form, a
body, and remains an unattainable ideal we find
in the prayers and songs of Elves and Hobbits.
All use her name as a talisman agains evil forces,
and Sam utters a prayer in a language unknown
to him, asking Elbereth to watch over him and
help him against the dark Anima, Shelob. This is



one of the prayers dedicated to Elbereth:

A Elbereth Gilthoniel
O Elbereth Starkindler, silivren penna miriel
white-glittering, slanting down sparkling like a
jewel, o menel aglar elenath! the glory of the
starry host! Na-chaered palan-diriel Having
gazed far away o galadhremmin ennorath,
from the tree-woven lands of Middle-earth,
Fanuilos, le linnathon to thee, Everwhite, I will
sing, nef aear, si nef aearon! on this side of the
Sea, here on this side of the Ocean! (Tolkien
1986, 2:383)

The fourth and the highest stage of Anima
development is actualised in Galadriel, the only
woman in Tolkien’s mythology to whom one of
the Rings is given. She has the Ring of Water,
which symbolises the feminine, and gives Frodo
the light of Elendil to help him in his encounter
with the dark Anima, Shelob. She has aspects of
both spirituality and wisdom, as well as the
power to enter the minds of others. When the
members of the Fellowship come to her, ‘she
held them with her eyes, and in silence looked
searchingly at all of them in turn. None save
Legolas and Aragorn could long endure her
glance. Sam quickly blushed and hung his head’
(Tolkien 1986, 1:401). Later, Sam confesses:

If you want to know, I felt as if I hadn’t
got nothing on, and I didn’t like it. She seemed to
be looking inside me and asking me what I
would do if she gave me the chance of flying
back home to the Shire to a nice little hole with a
bit of garden of my own. (Tolkien 1986, 2: 401)

The others feel the same, that is, ‘each had
felt that he was offered a choice between a
shadow full of fear that lay ahead, and something
that he greatly desired: clear before his mind it
lay, and to get it he had only to turn aside from
the road and leave the Quest and the war against

Sauron to others’ (Tolkien 1986, 2:401). The
Anima is the mediator between the Shadow and
the Ego and this role is enacted by Galadriel
when she offers the choice to the members of the
Fellowship, either a confrontation or stagnation
of the Ego development. She has a mirror made
of water (the Mirror of Galadriel) in which the
past, the present, as well as parts of the future
can be seen. By looking into the mirror, she
allows others to see through her eyes, the eyes of
the Anima, who possesses an extraordinary
amount of knowledge and wisdom:

Many things I can command the Mirror to
reveal...and to some I can show what they desire
to see. But the Mirror will also show things
unbidden, and those are often stranger and more
profitable than things which we wish to behold.
What you will see, if you leave the Mirror free to
work, I cannot tell. For it shows things that were,
and things that are, and things that yet may be.
But which it is that he sees, even the wisest
cannot always tell. (Tolkien 1986, 2:406)

We can see the wisdom of the Anima in
the answer she gives to Frodo, when he asks if he
should look:

I do not counsel you one way or the other.
I am not a counsellor. You may learn something,
and whether what you see be fair or evil, that
may be profitable, and yet it may not. Seeing is
both good and perilous. Yet, I think, Frodo, that
you have courage and wisdom enough for the
venture, or I would not have brought you here.
Do as you will! (Tolkien 1986, 2:407-408)

This is the text of a wise Anima who, at
this stage, provides information without
prejudice or censorship, leaving the choice of
what to do with that information up to the Ego.
In her wisdom, she tests, yet she is aware of the
capabilities of each creature she meets. The
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greatest evidence showing that she is, indeed, a
stage-four Anima containing the dark earthly
elements is found after Frodo offers to give her
the One Ring. She is greatly tempted, and it takes
her a great amount of strength to resist, although
she is perfectly aware of everyting that goes on
inside her mind as she struggles:

I do not deny that my heart has greatly
desired to ask what you offer. For many long
years | had pondered what I might do, should the
Great Ring come into my hands, and behold! It
was brought within my grasp...at last it comes.
You will give me the Ring freely! In place of the
Dark Lord you will set up a Queen. And I shall
not be dark, but beautiful and terrible as the
Morning and the Night! Fair as the Sea and the
Sun and the Snow upon the Mountain! Dreadful
as the Storm and the Lighting! Stronger than the
foundations of the earth. All shall love me and
despair! (Tolkien 1986, 1:410)

The positive Anima is conscious of how
she might transform into a negative and
terrifying one if she were given the power to rule
the human mind, if the Ego were to fall under her
complete control. However, her wisdom and
strength help her resist this temptation, and for
this resistance she is rewarded with a place on
the ship that takes the Elves, together with
Frodo, Bilbo and Gandalf, to the Undying Lands.

The given analysis clearly shows the
applicability of the archetypal interpretative
model to works of vision such as Tolkien’s The
Lord of the Rings. Perhaps the fascination with
this literary work can be attributed to the
archetypes that resonate within each reader’s
unconscious, making the trilogy, just like the
archetypes, timeless and universal.
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Ana Keuan
YeTupure cTaauymMu Ha AHUMAaTa Bo ,,J ocnonapot Ha npcrenure” na [L.P.P. Toaxun
(Pe3ume)

Tekcror Yerupure craauymu Ha AHumara Bo ,Jocnomapor Ha npctenute” Ha L[I.P.P. Tomkun
JIEMOHCTpHpa eIeH HOB MOJIeJl Ha TICHXOJIOIIKA XepMEeHEeBTHKa O6a3upaH Bp3 Teopujara Ha Kapn ['ycras
JyHr 3a apxeTumnoBHTE U KOJEKTUBHOTO HecBecHO. OBOj Mozend HHE IO HApeKOBME apXeTHIICKa
HHTEpIpeTanyja. Bakara uHTepIpeTanyja € BO3MOXXHA caMo MpU paboTa cO KHIKEBHH (M yMETHHYKH
Jiena) KOWMTO JyHT TM KaTeropu3upa Kako BH3MOHEpCKH. Bo TekcToT ce pa3paboTyBa elmeH of
apxeTunoBuTe, AHuMara (keHCKnoT/Epoc NMpHHIMI Kaj MaKUTe) M ce ClIeAaT aKTyalu3aluuTe Ha
YeTUPUTE CTAJAUYMU BO HEJ3HHUOT Pa3BOj BO €JHO O HAjTOJIEMUTE BHU3MOHEPCKH Jejia Ha CHTE
BpeMmumba,  ocnodapom Ha npcmerume Ha TOTKAH.

Kuyuynu 30opoBu: Kapn ['ycraB JyHr, apxeTum, apXeTHI-KaKO-TAKOB, apXETUIICKAa IPETCTaBa,
apxeTUIICcKa HHTepIpeTanuja, AHuMa, [ ocnooapom Ha npcmeHume

107



108



Afrim Rexhepi

VIIK 111.852(049.3)
Professional article/Cmpyuen mpyo

THE DECONSTRUCTION OF AESTHETICS
(upon Examples from Western and Islamic Aesthetics )

Key words: empirical aesthetics, experimental aesthetics, deconstruction

The theoreticians of the 19™ century,
which were considered as the innovators in the
research of the psychological dimension of the
aesthetics were delusional —because the research
of the whole set aesthetic perception , starts from
Pythagoras. In his text transferred from Diogenes
Laertius, it is noticed this set , ,, Life is like a
game : one come to compete , the others to
merchandise, and the best come as observers ,,."
The distinction of the sets cognitio intellectiva
and cognitio sensitiva by A. Baumgarten who
through the set cognition sensitiva, that is
cognitio aesthetica / aesthetica means sensory
acknowledgement of the beauty .

,»What if logic with its own definition closes in
the narrow frontiers in which it really moves, set as a
science in which something philosophically
acknowledges or as a science which directs the higher
ability for acknowledgement in knowing the truth?

* It needs to be noticed the fact , that ancient Greeks the
observers or the audience where those who in the relation to
the objects takes an aesthetic stand . The Plato’s text
transmitted by Diogenes Laerties is actually the basis of the
experimentum for the historical research of the set aesthetic
perception (experience ).

Then to philosophers will be given an opportunity
with great success to research those skills in which
lower abilities for acknowledgement can be mastered ,
to be sharpened and more happily to be applied for
the world’s good. Due to psychology which has
strong principles , we are not doubtful that there is a
science which governs the lower ability for
acknowledgement or a science for sensory
acknowledgement ,,. (Baumgarten, Skopje ,2004; 92)

The quotation shows substantiality / the
beginning of theoretical setting of the taste :

The art as a sensory shape (perfectio
cognitions sensitiva) enters in the researchable
optics of the aesthetics, and sets the question of
the subjectivity of Nietzsche, What is that (it is
considered about the object) for me? The
question implicates the hypnogenical object that
is the statement that the art exist for us and in us
and it is not a passing thing but as a
representative object now and here . And this
substantially important , because it reminds us of
the Copernicus revolution, We are in command,
in a sense of under the effect of representative
object /aesthetic hypnogenic object or aisthesis.
It is important the effect of hypnogenic object in
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us , and not the object on itself even the objects
do not deconstruct for reconstruction or maybe
they avenge in that between the being and the
phenomenon for us .

From the beginning of the 20" century, the
aesthetics will be set through aesthetic perception
and that is as a specific perception sui generis.
The sets empirical aesthetics / is a an
experimental aesthetics, The aesthetics is defined
as empirical/experimental science .Wunt and
Fehner, they were the first to research the
aesthetic experience through experimental
method, so setting the principles of the
Experimental aesthetics. The Empirical aesthetic
research starts through synthetic approach /
aesthetics from underneath which is based of
practicing the methodology of selection and
choice versus the analysis of the perception of
real art works, analytical approach /aesthetics
form the top. The preference and choice of
squares and rectangular from the part of
subjectivity thrown without an order and with
different forms, demonstrates that forms
themselves have specific aesthetic value. The
examples prove, that our judgments have
aesthetic advantage because ordinary objects
(geometrical shapes, human face) get into the
meaning, entropies, encourage the aesthetic
reaction.

»The result of the experiment, has already
confirmed the view that there are ratios which in
themselves have specific aesthetic value. The thrown
forms were extremely extreme, square and long
rectangle at the other end. The rectangle with
dimensions 34: 21 that is to say a golden intersection,
got the most positive votes ,,. (Gilbert / Kun , 2004;
381)
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Undoubtedly, the empirical aesthetics has
a crucial importance in understanding and
observance of some questions about the aesthetic
engagement in relation to the work , that is to say
today inspires some interesting questions in
understanding the deeper interactive relationship
on the aesthetic object, for example the
phenomena neuroaesthetics, somaesthetics and
others.

The term sophrosyne which means self
experiencing the measure , justifies the statement
of the aesthetic experience as a: original
perception, hedonistic theory, cognitive, illusion,
as a theory of active nature of the aesthetic
experience, the theory of complementation or
the theory of ecstasy and others . The theory of
active nature of aesthetic perception, as a
phenomenon is set through the term Einfuhlung
that is accepted as empatia. Actually, this
aesthetic phenomenon means emotion, attitude
and feeling in dead objects, whose process for
enlivenment would be aesthetic .

,»The thesis of this theory is: that aesthetic
perception is resulted only when personal act ivity,
the subject throws it to the object; so that to the
aesthetic object gives characteristics which itself does
not possess .And then it shows —states Fisher — the
borrowing of the experienced object which are
characteristics of the subject,,. (Gilbert / Kun,
2004;319)

The empathy shows a deep and essential
act, deeply rooted in the structure of the soul ,
and that through artistic dimension of visual art
pieces, as independent from the association of
ideas .That what intrigues today is the picture in
which through act of perception moves, and lifts
the soul of the recipient. The paradigm of



empathy and aesthetic experience is the next
aesthetic object in which the picture we
experience releases from the idea , the
visualization functions: in the case of the
sculpture Atlas / The Slave of Michelangelo
(Michelangelo, Slave called Atlas, Fiorence,
Academia 1520 — 1523), comes in expression
empathy in aesthetic experience that is to say the
harmony which is created by the forms of
activated muscles of the body in relation with his
struggle for getting rid of the material /weight.
The emotional expression becomes functional /it
moves through sensitivity of the body resonance
which is created through the internal perceptive
representation of the figure. The importance of
the figure is in that compassion is defined as a
conscious conscience of emotions .

,»In the aesthetic experience emotions have
learning function ,,. (Freedberg / Gallese, 2007,
197 203)

Deconstruction of aesthesis:

The famous pragmatic is that ontologically
human being is created based on the difference,
and uniquely historically we can construct
structured universes and whom they discover
non-being which cannot be constructed. To
define the being as a presence is not acceptable
for Derida, it was acceptable for the western
traditional thought . To define the being(essence)
as a absence/ emptiness is accepted for Derida
because the ontological thought is crushed and
with that the human being cannot be complete
and perfect because it is not in the centre,
because it is not God. In that way the attraction
and perception towards/of perfection, is being as
a Differance - difference which links. That what

intrigues is the stand of Berlyne, which different
from Fechner claims “that aesthetic perception

cannot be reduced to pleasure”. (Berlyne,
Corporation, 1974) From  here, the
deconstruction  aesthesis is  about  the

deconstructive pragmatism: the object me for
myself - through perception of the object in me
it is created the intentional object / hypnogenic —
object of conscience.

The empathy (Eunfuhlung): The logic of
Eunfuhlung is as follows: When the subject its
own activity passes towards the object, the
aesthetic perception is produced. The aesthetic
object receives these characteristics which were
added by the subject, that is object exists for us,
in us and after us. Sympathie symbolique is a
regulation of the aesthetist Victor Bash for
Eunfuhlung, for whom the effect is the most
important which the object has for us and not the
object by itself.

,,The art is lasting of the illusion in the world
without an illusion. Wordsworth painted the waves
how ,joyfully dance ,. The reality is senseless,
alienated from us, but we have means through which
we uplift to the temporary life and temporary reaction.
The psychological mechanism which creates this
turnover , is called empathy ,,. (Gilbert / Kun, 2004;
387)

* Theory of active nature of aesthetic experience or
compassion , as a phenomenon was defined in Germany
through the word Eunfuhlung, so after that to be accepted
the Anglo-Saxon term with Greek etymology empatia. The
beginnings of this paradigm in the aesthetic perception is
found in the works of Herder and Novalis . The paradigm is
related even with Hegel and idealism , until it appears in
H.Locke. Theodore Lipzs (1903, Asthetik) developed this
perceptive paradigm , during the crossing from the XIX
towards the XX century
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The logic of Eunfuhlung opens the
perspective of the modern aesthetic plural
perception which is realized when the subject is
deconstructive, searches after harmony of the
object which is not out but in the recipient. There
is one unique reality, a internal movement so
necessary for the being.

Abstraction: The process of movement of
the Islamic art from the concrete towards the
abstract demonstrates the thought of Rumi
through negation /liberation from/of all-
embracing, intuitive or through some trance-
condition to get inside in the essence of things ,
to feel /experience ,, universal spirit ,,. In the
question which are the psychological conditions
needed for the abstraction ? Woringer through
the term Agorafobos, makes the psychological
distinction between the empathy and abstraction .

“Empathy owns pantheistic relation between
human being and the external world .Abstraction is a
result of internal strong collision of the individual
who negates this /releases from the all-embracing in
order to gain the transcendence ,,. (Worringer, 1921;
35)

The demonstration of the citation of
Worringer is sufi legend , the day when Halaj*
was executed it was said to the Satan: ,,You said
»L,, and I said ,.L,. Then why above the divine
light fell , and I am eternally doomed. Halaj
answered : When you said ,,I,,, you looked in
self-being, but when I said ,,I,,, I have distanced
from the self-being (all - embracing). The
analogy with the emphasized verse ,,Junus, get
rid of the ego,, of Junus Emre. The paradigm of
the  western  theoretical  aesthetic  the
impressionist” Van Gogh aesthetically
demonstrated that kind of composition of colours
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which perceptually strongly expressed that what
he experienced .

,,1 have got a new idea. Look at this sketch ...it
is just my room with strongly expressed colours
which must suggest something more : relaxation or
dream . The view of the painting must relax mind and
imagination ,,. (Gombrich, 1999; 548)

The view/perception does not enter the
painting which for us is invisible because
through attraction we also became a painting .We
are no more existing objects (spatially - timely).
,,One minute in the world passes , and we are a
minute ,,, - says Cezanne. The analogy with the
Islamic aesthetics, in which essence (the light)
does not acquires through colours, because
colours (same as in impressionism) are different
from the objects. .Mevlana says,

,»You have not succeeded to feel the uplift of
light , because your mind was concentrated in colours
.When the night falls , then you understood that
colours can only be seen through light —colour in the
form of the invisible (gajb): light (nur),,. (Ajvazogllu,
2009: 58)

* Mansur al — Hallaj, writer and mystical
Iranian philosopher . he was born in Fars in 853.
Wrote prose and poetry His most known work is
Kitab al Tawasin. In this book , which is a
construction in two chapters , the dialogues between
God and Iblis(Satan) , which after the Gods command
,the Satan refuses to bow to Adam , because bowing
towards the human being means accepting someone
third / in between , so the uniqueness and love
towarrds God will be ruined . Halaj writes : If you do
not recognize God , recognize his signs .I am the
creative truth , through the truth I am the absolute
truth .Because of his ideas , this universal mystique



was publically executed in 922 . Louis Massignon
claims , ,,Halaj is one of those souls with royal and
restorative competence , known or hidden, which is
realized in the divine plan .He told me the secret of
his heart which irritates my curiosity for current
further researches ,,. (Keryell, 2005; 6)

* Impressionism is a stylistic formation, which
exited the art from museums. Representatives
Cézanne , Van Gogh and Gauguin , searched the
perspective in the effect —mirror, experience
/perception not to the depth but to the composition of
colours .The modern art is a result of a perceptive
paradigm : impressionism of Cezanne created cubism
in France , impressionism of Van Gogh created
expressionism in Germany and Impressionism of
Gauguin created the different shapes of ,,primitive ,,
art .

The deconstruction (difference which
connects ) of aesthetics in the text :

- Is about the deconstruction of empiric
with experimental aesthetics, deconstruction of
abstraction and empathy , always emphasizing
the thought , that in essence art was and will
remain with phenomenological with plural and
multiple perception ;

- It is concerned of implication of the term
infinity —eternity, which we accept as a central
category of the art. The paradigms of eternity :
the enigma of Mona Lisa , the being in the

escape of Proust or arabesque forms in the
Islamic art (rhythmical point in the stopped
movement —absolute time or experiencing the
rhythmical order of the universe ), perceptibly
own the function of concrete infinity .One of
those concrete infinite paradigms of perfect
harmony is love , for which Jalaludin Rumi will
write : The world without love , freezes.
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Adpum Peyenn
JlexoHCTpYKIMja HA ecTeTHKATA
(Pe3nme)

[lo3nara mparma € JeKa OHTOJIOUIKM YOBEKOT € CO3laJeH Bp3 OCHOBa Ha pasiiMKara, U
€IMHCTBEHO MCTOPHCKH MOKE J]a KOHCTPYHpa CTPYKTYPHPaHU YHUBEP3YMH, a KOH, MaK, ja OTKPUBAAT
HE — CYIIHOCTAa KOja HE MOXe Ja ce KoHcTpyHpa. Ja ce meduHupa OUTHETO Kako MPHCYCTBO, HE €
npudarnuBo 3a Jepuna, a Oeure npudaTivBo 3a 3amajHara TpaaulluoHadHa Mucia. [la ce nepunupa
OUTHETO Kako OTCYCTBO / MpasHMHa € mpudarinuso 3a Jepuna Ounpejku ce pa3duBa OHTONOIIKATA
MHCJIa, a CO TOa YOBEKOT He MOKe J1a OWJie IeIOCeH M COBPIIEH OWICjKH HE € BO IEHTapOT, OUAejKu
He ¢ bor. Taka, mpuBIIeKyBameTO U MEepIIEITijaTa KOH / Ha COBPIIEHCTBOTO, OMaHyBa Kako Differance
- pasnmka Koja crnojya. OHa IITO UHTPHUTHpA € CTaBOT Ha bepnajH, koj 3a pasznuka ox DexHep TBpIU
,»JICKa ecTeTcKara Mepleniyja He MOXe Ja ce cBele Ha mpujaTHOCT . OTTyKa, NEKOHCTPYKIIHjaTa
aesthesis ce ogHecyBa Ha AEKOHCTPYKTHUBHATa Iparma: 00jeKTOT U jac 3a ce0e - MpeKy IMepuerniyjaTa
Ha 00jeKTOT BO MEHE CE CO3/[aBa MHTCHIIMOHAIIHUOT 00jEKT / XUITHOTEHUYHUOT - 00jEKTOT Ha CBECTA.

Kiay4ynu 360poBH: eMIIUpHCKa €CTETHKA, CKCIIEPUMEHTAIHA €CTETHUKA, ICKOHCTPYKIIUja
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Jlycu Kapannkonosa

YAK 821.163.3-1:784.011.26
Professional article/Cmpyuen mpyo

HUMA JI1 AEH?! ...3A HUB...! 3A HAC
(3a moe3ujaTta Ha Kouo Panun u my3ukara Ha Tome IIpoeckn)

Kiyunu 360poBu: noesuja, My3uka, ,,JIeH 3a Hac*, ”YHTUMEH MOTUB, YHUBEP3AJIHH [TapaMeTPH

1. IPUCTAII

Bo oBaa craTtuja nmpaBaM o0uI J1a Criojam
IBEe JUYHOCTU. JIBajua BEJIMKAaHW HA MaKEIOH-
cKkaTa yMeTHOCT. Bo wmMero Ha moesujata o
My3ukara. 11 um ja mocBeryBam HuM: Ha Kouo
Patun u Tome Ilpoecku. Yynen cmnoj! - bu pe-
KOJI HEHaMePHUKOT ¥ HeONUTHHUKOT. [1ITo 61 Mo-
JKeJI0 HUB Jla TH TOBP3YyBa, KOTa BPEMEHCKHOT
paszen, Oapem Mel'y HUBHUTE MPTOBJACHU €, HU
MOBEKE HU MOMAJIKY, TYKy TOUHO 64 roguHu?-bu
ce 3arparan IOBPIIHUOT Jlorndap. Bo ymerHoc-
Ta c¢ e MoxHO! - Taka BepojaTHO OM KOHCTa-
TUPAJ UCKYCHUOT aHAJIUTHYap.

A oaroopot e MHOTY TipocT. U c€ mouny-
Ba OJf €IHOCTaBHaTa CHHTarMa co TpallajeH
mpu3ByK ,,IMa mu neH?! o komMmo3unujara Ha
npekpacumot Tome ,,MMa 1u meH 3a HAac™ , wITO
MaK € ¥ 3arjiaBue Ha IIeTMOT HErOB aldyM of

* ABTOp Ha My3WKaTa Ha KOMIIO3UIIHjaTa ,,JIMa nu 1eH 3a
Hac“ e Tomop Ilpoecku, a Ha TekctoT OraeH HemenmkoBckm.
Wznanne nHa MakenoHCKaTa paaro-TeICBU3Uja U PO TyTICH-
ckara kyka Final-cut.

2004-tata roguHa. Co pedrcH UCTO 3HAYECHE, HO
BO Herarwja 1, UCTO Taka, BO mparrainHa Gopma e
U CTUXOT ,,Hema nu Gen aeH, Hema Jn...“ oJ1 mec-
HaTta ,lledan” Ha Kouo PanuH, ox ctuxo30Oupka-
Ta ,,beau myrpu.

VYiire Kako CTYIEHT, a OCOOCHO Kako
MOCTIUILIOMEI] BO TIpBaTa MOJoBHHA Ha 90-TUTe
TOJMHHA Ha MHHATHOT Bek, PamumuoBara ,,Ileuam*
CHUJTHO Me BO30yayBale, TOKMY 3apajad BepoOas-
HaTa, Taka peun 0apoKHA pa3UTrPaHOCT HA HEj3U-
HUTE CTUXOBH. M cekorami, HpH TOBTOPHOTO
YHTare, HA0I'aB BO Hea HEIITO HOBO U IIOMHAKBO:
TyKa, K€ ce coryiacar cuTe, MOKeOu colujaiHaTa
KOMIIOHEHTa € HajMapKaHTHAa, HO UMa U 3pHIIC
WHTHMa, OOPEMEHETH CE€ OBHUE CTHXOBH U CO
M3BECHA JI03a Ha JaTeHTHa JbyOoBHA Oo0jKa, a
CEKaKo, BO HUB K€ CE COOYMME U CO HENpPUKOC-
HOBeHOTO ParmaOoBO woBekosbyOme. OTH TOj He
UM ce obOpakame camo Ha Maxkenonmure. Bo
HEroBaTa CoOIMjaJiHA JIMPUKA, BHUMATEIHUOT
yuTaTen Ke 3a0eNekn JieKa MOeToT MPeKy Hea U
CaMOOTKpHBA B My C€ 00paka Ha CBETOT.
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Kora mak nomua mpoierra, 2004-tara,
Tome ja ornea ,,MimMa nu nmeH 3a Hac®, U Kora ja
YyB IpBIAT, BO MHIOBHTE KOra MeJjioadjara
OJlcKHyBalIe oj 3ByyHHIMTe Ha CKONCKUOT
caeM, BO TIEpPHOJIOT Ha O/pKyBameTo Ha CaeMoT
3a KHUTA U JuOporpaduka, 6B MPOCTO BUYIOBU-
JIcHa HE CaMO O] MPHjaTHOTO YYyBCTBO INTO T'O
ciymaB Tomre. Bripouem, He Oelie HUIITO HOBO
YOBEK Jia y)XKMBa BO HEroBara WHTEpIpeTaIlyja.
Ona op mTo jac OeB MOHeceHa, Oellle CIIOHTaHaTa
acolyjanyja mMrTo Me NPUHYAW Ja TIOMHUCIaM Ha
PanmnoBara ,,Ileuam™.

Wnejata co3pea HU3 TOMHHATATE TOIWHH.
U ke GeB OeckpajHO CpekHA, U CUTYPHO HE CaMo
jac, ako momueTo o KpymieBo Germie cera >KuBo.
Jla BuaM W J1a 4yye JeKa HeroBara yMETHOCT €
TOJIKY MOKHA IITO JIOMYIITa CIopenda TOKMY CO
OHaa Ha TroseMuorT PamuH. A TONEeMHTE Ce
roJieMH TOKMY 3aTOa INTO 332 HHUB CEKOTall uMa
LITO /1a Ce KaXxKe.

2. JOIIUPHHU TOYKH

[IITo ro YMHU CBP3YBAUYKOTO TKUBO HA IO-
€TCKUOT onyc Ha Panun u Mmy3uykuot, Ha Tome?
ITo miTo Gea cmuuHM OBHE JBAjIla YMETHHIIH KaKO
JTUYHOCTHU?

Hajnanpen natpuorusmot. W momnpso nat-
puotu3MoT Ha Pamma. He OeBMe HHe HEroBH
COBpPEMEHHIIN, HO CUTE N0OpH MO3HaBayu Ha Pa-
LMHOBOTO TBOPEILUTBO M Ha 3alHMCUTE 3a HETO,
MHOTY J0OpO 3HaaT AeKa MaTPpHOTH3MOT MPOCTO
ce TpeJieBa O/ HETOBHUTE CTUXOBU. U o1 oHME BO
,»DEIM Myrpu* M BO IOMAJIKY €CTETCKH BPEIHUTE
o cTuxo3dupkara ,,OTHOMET Ha CPICKH ja3uK.
[la u o momanky nuTepapHaTa Mpo3a MITO HU ja
ocTaBu. AKO Ce MOTPYIUME, BEPOjaTHO COIMjall-
HU U TaTPUOTCKU E€JIEMEHTH Ke Mperno3HaeMe U
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BO KapTHYKHUTE IITO TOj W T'M MUImyBamie Ha Pa-
na. lllto moapa3bupa corujanHaTa moe3uja aKo
HE TEroOHOCT 3apaau cocTojdaTa BO KoOja JKHBEe
MOjOT Hapon? 3apeM NpHYMHATA 32 TErOOHOCTa
HE € TOKMY maTpuoTu3MoT? OIroBOpOT € HECOM-
HEHO TOTBpIeH. He rpemmme Bo oBaa cmmcia
HUTY TI0 OJJHOC Ha TeopujaTa Ha JIUTeparypaTta,
KOja COLUjaTHUTE W NaTPHOTCKUTE MECHU TH Ka-
TEeropu3upa BO OJJEIHH BUAOBU. Pammu Oeme
MaTpUOT U MO OJHOC Ha cBoeTo yuyecTBo Bo HOB,
KaKo M CO ypeayBauka AejHOCT Ha COOpaHHUTE Ha-
POJTHY TIECHU IITO Tpedariie Mo HeroB HaI30p Ja
ce TeyaraT BO IapTU3aHCKaTa IeYaTHUIA Ha
maHuHara JlonmynHuk.

WNma mu xuB MakenoHen mTO HE ke ce
cornacu nieka Tomre Oemre matpuot? Moxxebu BO
1998-ta u 1999-tara roguHa ke ocTaHeBME IIO-
MaJIKy €O TOA3MHATH YCHH KOra ,,MOMYETO CO
aHTEJICKHU TJlac’ Ke Jajiellle h3jaBa 3a MEIUyMHU-
Te, a K0ja, IaTeM peveHo, T OJJaBaile HErOBOTO
HEHCKYCTBO 3a BepOajHO ,,J0TEpPaHO HACTaIly-
Bame MpEe] jaBHOCTA, Ma OJICJHAI Ke pederre
JleKa ,,Toa ¥ Toa“ To HampaBWwI 3a MakeJoHHja.
[MogonHa mak, ce HABHKHAaBME Ha TaKBOTO IIH-
TOMO U MCKPEHO M3pa3eHo ponoJbyOue. A HU ro
obenm oOpaszoT 6e30poj matu: Bo bemopycuja, Bo
Cpbuja, Lpna T'opa, XpBarcka, CioBeHuja, Ha
eBPOBHU3UCKHOT (ectuBan Bo McranOyn, Bo Typ-
nuja. U cure OeBMe CHUTYpHH JeKa HeMa Na He
n3HeBepu. 1 HaBucTHHA, HE HE M3HeBepH. Hero-
BaTa HcIieaHa recHa Oelle Halla HalMOHaJHA
TOPAOCT.

OUITAHTPOIICTBOTO € BTOpAaTa allka IITO TH
MOBp3yBa /BajllaTa MakeIOHCKH yMeTHUIH. Jby-
0OBTa KOH YOBEKOT BOOIMILUTO W MO OJHOC Ha ce
IITO Ke Hampasele, Oelle 3alTUTEH 3HaK 3a Ha-
1raTa rorm-uKoHa. M3supaiie taa JbyOOB 011 CEKO-
ja Herosa IMOCTamnKa, O OHa IUTO MPOCTOAYIIHO



Ke To KaXKelle W, HajMHOTY O]l C¢, Ol IecHaTa
mrto ke ja orneeme. Kora Tomre meemre, Toj He
oemre Tomre. Toram Tomre Gemre mecHa. M spy-
60oB. Tonky ronmema mro HE mmokupamre. M, He
OeBMe CBECHH 3a TOj IIOK, 32 Taa IIOKAHTHA JbY-
0OB IITO HU ja HyJeIIe BO H300UIICTBO, CE TOTO-
ram JojeKka He CH 3aMWHa 3acekoraml. Toramr,
HeroBoTo ,,.Be cakam cute!“, Toramr taa Herosa
JbyOOB JOKHMBea KBAJUTATUBHA TpaHCopMa-
uuja. Ce mpeoOpa3u Taa BO HeM3MepHa 0oJKa 1o
YOBEKOT ILUTO ,,[Ieelle KaKko ClaBej, 0 MOMYETO
KOE HECBECHO T'0 CaKaBMe Kora Ieelie, OTH Hero-
Bara mecHa H¢ BO30yayBalle Ha €ICH UyJcH, He-
BOOOHMYAEH, HECEKOjAHEeBeH Ha4ymH. Herosata
MeCHa paralie BO HAC, HETOBUTE CITyIIATENH, pa-
JOCT, €THa HEONHWIUINBA Cpeka, cpeka, due Io-
TEKJIO, JI0JIeKa Oellle JKUB, HE IO 3HACBME, HHUTY
Mak uMaBMe motpeda a pa3MuCIyBaMe 3a Hea.
A Taa, ,cpekara on Tome*, cBojara TeHe3a ja
uMalie BO HeroBaTa JbyOOB KOH Hac, HE caMo
3aToa TO cMe MaKeJOHIHM TyKy 3aToa IITO CMe
nyre. CHMIIATAYHOTO MOMYE, KOCIITO Mpe] Ha-
M OYH IOPacHa M KaKO MaXK M Kako Iejad, cra-
Ha ()eHOMEH - CO CBOjaTa My3HWKa, CO JbyOOBTa
KOH MY3HKara, CO CBOjaTa CKPOMHOCT, co Oe3pe-
3epBHATa XyMaHOCT, CO OECKOHEYHaTa JhbyOOB
KOH YOBEKOT.

Jexa u Panun Oete dumaHTporn, NoTBpaa
ke HajaeMe BO CEBKyIHATa HeroBa nupuka. U,
MU C€ YMHHU, HQjMHOTY TOKMY BO OJIOpaHaTa 3a
aHanm3a recHa ,,Iledan. ,,Hema nu xuBOT, HeMa
u/Jby0OB 32 JKHBOT TOJIEMA,/JbyOOB 3a JKHBOT
YOBEYHA...HEMa JIU cplie, HeMa JIH,/Cplie-Ha cpIia
CpLIETO,/CPIC-IIMPUHN  HIMPOKO/CPIie-IJIa0MHU
JuTaboko-/1ien cBeT ga 36epe...“ (Pamwmnu, 1987:
124) Pamun Oerre 9OBEK M IMOET Ha CBOETO Bpe-
Me. JKuBeeme U co3aaBalie moe3uja BO €KOT Ha
JIieHeC T.H. MpBa ,,CBETCKAa €KOHOMCKAa Kpu3a““ H,

BepojaTHO, Oellle CUIIHO 3acerHar OJi CHpOMaIlll-
THjaTa Ha CBOMTE COTpalaHd U COHAPOAHUIIH, A
CUTYPHO ¥ WHTHUMHO OoJjexyBalie 3apaiu ,,CMpT-
Ta Ha MakemoHckuTe 3aHaeTu™. Ho, He 3a0opaBu
IIPEKy CBOUTE CTUXOBH Ja HM I10paya U HaM, He-
TOBUTE IMOTOMIIM U TIOKJIOHHIIX JIeKa W TOTAIll, BO
TakBa TEIIKAa COIMjajiHa MOJ0X0a, YOBEKOT Ke
OocTaHe YOBEK CaMoO aKo JbyOH. AKO TO JbyOH
apyruor. OTH W TOj] APYTHOT €, UCTO Taka -
YJoBeK!

U Pamun u Tome Gea myfe ,,01 HApogoOT .
bea rparanu Ha TpagunmoHaaHuoT Benec u pe-
BosryrioHepHoto Kpymiero. Ce poauvja u xuBee-
ja, 3a ’KaJa MHOTY KpaTtko, 3amTo My Oea morpeo-
HH Ha CBOETO Bpeme. PaunuH mporoBopu 3a Ha-
poaHaTa Tara, Ha YHUCT MaKeJAOHCKHU ja3uK, HO He
3a00paByU Jja TW NpeAyNpean CBOUTE COBPEMEHH-
M 7ieKa, 3a Ja UMail ,,90BEUKU JKUBOT®, Tpeba
Jla CH TO CO3Jajell M, 3a Hero Ja ce n3bopwuul.
Tome mak, U3HeApH OJAETHAIL, BO IEPUOJAOT Ha
MaKOTpIIHATa MaKeAOHCKa TPaH3UIMja, KOTa CH-
TE€ Ce PacyoBEUMBME, KOra ce 3aTBOPUBME BO Ce-
Oe, Kora MarepujaJHUTE BPEJHOCTH HU CTaHaa
MOBaKHU O/ caMUTe Hac. biecHa co cBojara My-
3MKa, OCTaBajKy HU TOJIEM aMaHeT - 1a My ja Bpa-
THME Ha XHUBOTOT JbyOOBTa, Jla TO MOAOOpHUME
YOBEKOT BO cele.

U najnocne, u Paunn u Tomre Tparndao ro
3aryOuja ®HuBOTOT. [IpBHOT 3arnHa o KypIiym,
criopenl odwunMjaTHATAa BEp3Hja, 3apagd CBOjOT
cnab cnyx, Ha 13-tu jynu, 1943-tara roguna, Ha
TpHECeT U MET TOJIUIIHA BO3PACT, HA IUIAaHWHATa
Jlomymank Bo 3amagHa Makenonmja. Tomre
IIpoecku nak, 3aruHa Ha 16-TH okTOMBpH, 2007-
Ta roJMHa, BO cooOpakajHa Hecpeka Bo PemyOnu-
ka XpBaTcka, Bo Onu3nHata Ha HoBa ['pamumika.
MMmame camo JBaeceT U eCT TOJUHHU.
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3. JEMOHCTPALIMJA

Teopujata Ha yMETHOCTa T'Md KaTETOPU3H-
paimie moe3mjata ¥ My3WKaTa BO PEIOT BPEMEH-
CKH yMeTHOCTH. He Ka)kyBaM HHIITO HOBO aKO
pedaM JeKa TeMmIopajHaTa JUMCH3Hja € 3ael-
HUYKHW MMCHUTCII HAa OBUC ABC YMCTHUYKHU JUC-
e, OHa IITO BO OBaa MPHIOAA € AANCKy
MOMPOBOKATUBHO, KOTa CTaHYBa 300D 3a MecHaTa,
OJIHOCHO Toe3ujaTa Ha PaluH 1 niecHara, 0JIHOC-
HO My3uKara Ha Toile, € mpamameTo 32 HHBHOTO
,TPaclkhe HHU3 BPEMETO”, MPAIIAkETO - KOJIKY
HUBHHTE IIECHU HOCAT YHHUBEP3aJIeH Oeer Koj Ou
UM TO ,,0CUTYpaJl TAKBOTO TPACHE KaKO U, CEKa-
KO, 3araTHaTarTa BO 3arjlaBHETO HA OBOj TEKCT JTU-
nmema: nma ju nen?!!...3a auB...Ho u 3a Hac!...

Ilecnama na Payun u necnama na Toue

He emnam u He mpBHaT ce MOTBPAM JEKa
PanmnoBara moe3uja TM HajJpacHa U BPEMETO U
npoctopot. OnaMHa BpeqHOCTa Ha HEroBaTa Jiu-
pHKa MOoKaXka JleKa Taa AypH U IpecTaHa Ja ouse

" Tlo 0fHOC HA HPAIIAMETO 3a BPEMEHCKHOT KapakTep Ha
My3HKaTa M Ioe3njara, COBpeMeHaTa TeopHja Ha JINTepaTy-
para ro 3acramyBa CTaBOT JieKa He ce pabOTH 3a IOTBpJa Ha
HHUBHATa BPeTHOCT HU3 BpeMeTo. FIMeHo, TeMmnopanHaTa au-
MEH3Hja Kaj BPEMEHCKHTE YMETHOCTH BCYIITHOCT CE€ COTOC-
TaByBa 110 OJHOC Ha MPOCTOPHATA Kaj IPOCTOPHHUTE yMET-
HOCTH-apXHUTEKTypa, CIIMKapCTBO M BajapcTBo. Kaj mpBute
JOMHHHUpA JIMHEAPHOCTA, CYKIIECUBHOCTA BO IMPOLECOT Ha
HUBHATa nepuenuuja. IMeHo, 3a mecHaTa ja ce MpOYHTa
WM OTIee, MOTPEeOHO € Taa Jia ce pacIoCTeNM Hpe Hac,
360p 1o 360p, CTHX MO CTUX. A 3a TOj Tpolec Tpeda-Bpeme!
Tpeba Bpeme U 10 OAHOC Ha Ieplieniyjata Ha apXUTEKTOH-
CKOTO 3/1aHHe, CIMKaTa WIN CKYJINTypara, HO IIPU HPBOTO
,,CO0UyBamke* CO HUB, HA PELUIUEHTOT My Tpeba €IeH MUT:
ja ,,BocripueMa’ yMeTHOCTa, ja JO’KHBYBa €CTETCKaTa CaTUC-
(daxmmja ¥ Iypu mortoa, MOYHyBa J1a ja ,,pasnoxysa“. 1 Bo
€IHHOT ¥ BO JAPYTHOT CIIy4aj, C€ UMa IPEIBH]] BHUMATEIIHH-
OT ¥ OIIUTEH YUTATEJ, CIyIIaTell, OJHOCHO HabJbyayBad.
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POTHOKpajHa, Taa ¢ MOeTCKa YHUBEp3alidja, par
exellence.

He e noBa HuTy KOHCTaranujara aexa To-
e BO CBOETO MY3WIIHpame Oellle HEeIPUKOCHO-
BeH, U OapeM 3a Hac, MakeJoHIIUTE, YIITE KOj
3Hae KOJIKY JOJITO - €IUHCTBEH.

OHa KOH IITO C€ COCPEOTOYYBaM BO OBaa
MIPHUTOJIA € - J1a TO CIOJIeTaM MOETO JOKUBYBAHE
MO OJIHOC Ha TMeCHaTa Ha TOJEMHUOT TOeT U Tec-
HaTa Ha TOJIEMHUOT My3uuap. ,,Ilevan u ,,Jlen 3a
Hac“. 1 Bo Taa cmucia, na ce odugam jJa moTBp-
JlaM JieKa BPEMETO BO My3WKaTa W BO JIUTEpaTy-
paTa MOXe H Ja 3ampe, HO ¥ aa Ouje BEUHO-TOK-
My 10 KpajoT Ha Bpemero. Co mpyru 300pOBH,
HACTOjyBaM Jia TH M30JHpaM WHTHUMHHUTE U YHU-
Bep3aJIHU TapaMeTpHu BO IeCHaTa Ha ParuH, Kou
MaK, ce BEIITO HHTEIPUPAHU BO COIMjaHATA JI0-
MUHaHTa Ha IEIOKyIHaTa HeroBa noesuja. [lec-
Hata Ha Torre mak, ja mpeTcTaByBaM O] aCIeKT
Ha HeroBaTa MOKHA MHTEpIIpeTalyja 1, Mo 0JHOC
Ha WMMIUTAIUTHOTO YHHBEP3AJIHO 3HAUYCHE IITO
OBOj My3W4ap ycrieBaiie Jia To ,,M3BaJu“ U Jia ro
,Jdame’ TpeKy MecHuTe, TIIaBHO CO JbYOOBHH MO-
THUBHU.

wlleuan“

NMIIIMIUTHAOT UHTUMEH MOTHB ,,Ileuan’
ja HyAM y1Te BO NPBUTE CTUXOBH: ,,Hema 1 xu-
BOT, HEMa JH/JbyOOB 3a XHBOT roiema...“ (Pa-
uH, 1987:124) OBue ce CTHXOBH Ha MaXK IITO
JbyOu W 3Hae Aa JpyOu keHa. EnHoBpemeHO BO
HUB, TOKMY BO EKCIUIMIHUTHOTO COLHUjaJIHO H
MPUKPUEHOTO WHTHMHO, HaWyBaMe U Ha OIIIITO-
YyoBeUKaTa AUMEH3Mja Ha PanuHoBara quprka Ha
YOBEKa My € HEONXoJHa JbyOOB, 3aIlITO CaMO Ta-
Ka HETOBUOT JKUBOT MOXe€ Ja OMJe YOBEUKH.

Hcra e nmocrtaBeHOCTa HA MOTHBHUTE COLM-
jaleH-MHTUMEH-YHUBEP3aJlIeH U BO clelHara CT-



poda, Kage mMTO pasHrpaHOCTa Ha 300pOBUTE M
HUBHUOT CEMAaHTHYKH KalalUTeT, MOMaJKy Ha-
JIMKyBaaT M Ha mnoerukara Ha Jlonme ne Bera:
»HeMa 5 cple, Hema JIu/cple-Ha cpla CpLETo,-
/cplie-IPUHU TITUPOKO/CpIie-TIabuHA 11a00K0-
/men cBeT Aa 30epe, ma /1a e/3a Bua Tpaju Majed-
ko* (Pauun, 1987:124). OBue cTUXOBU HOCAT pe-
YHCH €IHAKBU MPOMOPLMU OJf TpHUTE Hajdpek-
BEHTHH MOTHBA. FIMEHO, KOJIKY IITO CE Ta)KH HaJl
HapoJlHaTa Hecpeka TOJKY Taa 00JKa HOCHU M €H-
Ty3Hja3aM [0 OJHOC Ha MOXHOCTa YOBEK Ja To
JbyOM YOBeKa, HO M CEKaKO, MMIUIMIUTHO, Max
Ia JbyOu xKeHa.

IToToa, Beke Moxeme na OugeMe CUTYpPHH
JIeKa TI0eTOoT ja MaHu(decTupa cBojara BU3Hja IO
OAHOC Ha WaHaTa, MOXHa WM MHOTY ITOCaKyBaHa
ciobona. Toa mak 3HauM AeKa COLMjaTHATa KOM-
MOHEHTa CTaHyBa IOArpEeCHBHA 3a CMETKa Ha
apyrute nse: ,,Hema i Oen neH, Hema i/ eH 1a
€ HaJ JCHOBUTE,/leH aa ¢ Ha aprarure...” (Pa-
uuH, 1987:124). Ho, Beke cnenHUTE CTUXOBHU ja
HapyIlyBaaT IpUMapHaTa Neplenuuja, 3amTo
,COLIMjaTHAaTa arpECUBHOCT ® MIOMYIITA MPEJ YHU-
Bep3ajiHaTta moTrpeda u >kenba OenuoT JeH aa
crane Oen 3a cure, na u ,,...c’ JIHIE Ja 3ampe, aa
cTou/u Bpemero 3auyaeno!” (Pamwn, 1987:124)
EBe, Kako € MOKHO BO YMETHOCTa CO BPEMEHCKHU
KapakTep - BpPEMETO Ja 3ampe: Ja 3acTaHe Kaj
cnobomaTa M - Taka Ja OCTaHE - JO KpajoT Ha
Bpemero!...

HeonuTHHOT YnTaTen Ha OBa MECTO MOXKeE
J1a KOHCTaTUpa JIeka MHTUMHUOT MOTHB OBJIE BE-
ke To Hema. TeMemHHOT aHaIuTHYap IaK, 3Hae
JeKa BCYIIHOCT, TO] € W HaTraMy MNpPUCYTEH, HO
KBaJIUTaTUBHO TPaHCPOPMUPAH H, TPAHCIOHH-
paH - ce MPEeTONHJ BO ONIITOYOBEYKaTa MCKOH-
cka notpe0ba 11a ,,ja )xuBee cinoboara.

CnunuHa e pacropeeHocTa Ha MOTUBUTE U
BO TocienHara crpoda Ha PamuHoBara , Ilewam™,
OCBEH WITO OBJE Taa € 300raTeHa M CO PEYHCH
EKCIUTMIUTHO MaHU(ECTUPAHUOT PEBOTYLIOHE-
pen MotuB: ,,Cpuero myka oOpaun/m IUIHCKa
3HaMe€ aJl0BO,/CPLIETO IITO C€ OTBOPa/W IIHPH
HIMPHO IIUPOKO-/IETHOT cBeT na 3arpre!” (Pa-
e, 1987:124) YHuBep3annata JbyO0B Ha YOBEK
KOH YOBEKOT M KOH cjo0oJaTa ro 4YMHaT KpajoT
Ha OBaa IpeKpacHa MecHa Ha OCHOBOIOJIOXKHU-
KOT Ha COBpeMeHaTa MaKeJOHCKa JINTepaTypa.

wHma nu oen 3a nac*

Beke ce xaxa, mecuute mro Tome [Ipoe-
CKH TH OTIea Oea peurcu cute JbyOooBHH. Bo Taa
CMHCJIa HUTY IecHaTa ,,/iMa 1 JeH 3a Hac*, Koja
nomyiita cropenoa co Panunosara ,Iledan, He
e uckiy4ok. Ho, Tokmy 3apanu moxkHOCTa 13 OU-
JaT KOMIapHpaHW, MU JiaBa 3a TpaBO BO OBaa
Komro3unuja Ha Tomie Ja ru mocoyam Hej3UHUTE
YHUBEpP3aJTHU BPETHOCTH. A THE, CEKaKo, Haj-
MHOTY JoafaaT Oj CIOCOOHOCTa Ha TOJEMHUOT
My3n4ap, ¢¢ ITO Ke OTIeele Ja To HalpaBh
BpenHo. [1a, makap Toa OmiI, Kako IITO YeCToma-
TH BeJiea W WCKYCHH yYMETHUIH, AYPH U Telle-
(hOHCKY UMEHUK.

,»JEKOpOT MOj BOAW Kaj LITO CH TH.../ dy-
Balll JI T eIeH Kydep co CHU/MaIKy cjaj 3a
yTpe“. OBa € MOYETOKOT Ha IMeCHaTa, Kaje IITO
MOIITHE €THOCTaBHO, M BO CIIy4ajoB, OE3MajKy
HAWBHO, CEKO] e/icH 0e3 0COOCHa TEIIKOTHja Ke ja
Mpeno3Hae Tarata Ha MOMYETO TIO JIEBOjKaTa Koja
mITo BepojaTHo ro HamymTuia. Ho, ,.kydepoT co
CHH" W ,,CjajOT 3a yTpe", ce CEMaHTHUYKU MOKHHU
CHHTAarMu KOU BO CBOWTE Ia3yBH ja HOCAT HE ca-
MO WHTHMHATa OOJIKa 3apamu 3arybara, aMd U
MOCTOjaHaTa YOBEKOBA MOTpeda J1a COHyBa, Ja ce
HAJ/IeBa, J1a OYEKyBa 10CjajHa YTPEITHUHA.
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»---JIpeKpacHa cu riegaM Oe3gHa Tpex
Hac/M0joT cBeT 0e3 ayma‘. OBHe CTUXOBH ja IMo-
celyBaaT McTaTa KBaIM(UKaIMja, 3alITO UMEHO,
ceKoj BJbyOeH Mo0Opo 3Hae Nieka Kora JbyOoBTa
LITO My JaBaja CMHCJIa Ha HErOBHOT XXHBOT ja
CHEMyBa, TOTAlll HUIITO JPYro 3a HEro Hema Jia
MMa HUKaKBO 3HAYCHE.

Pedpenor Ha mecHaBa, HETOBUTE CTUXOBH
KOM EKCIUIMIMTHO TH TOKaKyBaaT NOIUPHUTE
TOYKH CO CTHXOBUTE O]l TecHara Ha PauuH, mo
CBOjaTa YHMBEP3aJIHOCT, a OCOOEHO CO YHHUBEp-
3aJHOCTa Ha MHTEepIpeTanyjaTa Ha Torre, npeT-
CTaByBaaT HajMapKaHTHa COCTaBKa Ha OBaa TBOP-
0a 1 Kako My3W4Ka KOMIIO3MIIMja U Ha HUBO Ha
TEKCT: ,,JIMa 1M JeH 3a Hac, /oa OTKpHjaM AeKa
CyM XHB/1a (hpiaM mpeBe3 OJ CTpaB U cTpact/Aa
MoTnUIIaM Jeka cyM kpus!“ Mima Bo oBHe cTUXO-
BU M U300MJICTBO MHTHMHA JbyOOB U 00JKa, UMa
U Kaewe 3a CTOpPEeHaTa I'pelka, ¥ Npu3HaHHue Jie-
Ka JKUBOTOT MMa CMHCJIa CaMO U CaMO aKo UMa
Jby0OB.

Touna Om Owia KOHCTaTalMjaTa Ha TPO-
HUKJIMBUOT TPOYYyBad MO OJHOC HA BPEIHOCTA
Ha CTHXOBHUTE OJ OBaa TeCcHa JIeKa THE ja HeMaar
Te)xMHaTa Ha PannHoBaTta anmaboka moercka mpo-
mucna. Ho, oHa mo mTo THe U ce paMHH, Toa €
HA4YMHOT Ha Koj Tomre ru meemre. 3Haemie OBOj,
3aceKoram Miaj My3udap, Aa My Aaje BPeIHOCT
Ha OHa IUTO U ro HyJee Ha myOnukarta. 3Haemre
Kako Ha IMOMAaJKy BpelHaTa WM pedyrcu 0Oe3-
Bpe/lHAaTa Toe3rja Ja W BIAXHE Iylia. 3Haelle,
3alTo ce JaBamie cebecu U cBojara JbyooB. Kon
YOBEKOT CO TrosieMo Y, KOH cuTe JIyfe BOOMIITO.

4. YHUBEP3AJ/ILJA

" Kouvo Panun u Tome IIpoecku He mpo-
JKUBEeja MHOTY JIeHOBH. Jlypu ieHOBUTE Ha TOe-

120

TOT Oea MOBeKe TEroOHM OTKOIKY ,.0emu. Ho,
HEeroBaTa I0e3Hja My OCHTypa TPajHO W KITy4HO
MECTO BO HMCTOpHjaTa Ha MaKeIOHCKaTa JuTepa-
Typa.

[ToBeke on curypHo € Aeka U JAEJIOTO Ha
Tote, 1 Toa HE caMO MY3HUYKOTO K€ T'O CJIaBHME
U Ke My Ce MOKJIOHYBaMe 3aCeKOralll.

Ona mrto ocoOeHO BO30yayBa BO OBOj
00wy 3a 1oOMMKyBamke Ha JIBajliaTa MaKeJOHCKH
YMETHUIM - noeToT Panuu u my3uuapor Tomie
[Ipoecku e mpopoukaTta BU3Wja HA HUBHUTE CTH-
xoBH: ,,Hema au Oen geH, HeMa au™ u ,,Jima 1m
JICH 32 Hac' BO OBHE HAIIM MaKEJIOHCKH JOITHOT-
PaH3UIMCKH BPEMHUIba, KOTa CUTE TEXKHEEME Ja
ce HHTETpHpaMe BO TJIOOATHUTE MPOIECH Ha
KyJITypHUTE Hapo i Bo EBpona u cBeTOT.

CoHor Ha PanmH nenyMHO M ce OCTBapwu:
HETOBHOT HAapoj JIOKMBea CI000Aa U ja KHUBEe
cnobomara. Ho, corujanHaTta npasaa koja M Jind-
HO TO 3acerarie - JI0 JACHJCHEC He € JIOKPaj 3aJ10-
BOJICHA.

Tome nmak, 9OBEKOT KOj HAJMHOTY O] C€ TH
cakarie 90BEeKOT, JbyOOBTa W IECHATA, ja MOYHA,
HO HE ycIiea Jia ja 3aBpIIM cBojara mucHuja. Toj
ro mocea cemero. Ho, mamu e moBOJIHO camo fAa
ce "eka TIofoT ga cospee??? Jlamu € ITOBOJHO
caMo Ja ce mpamryBa ,,Jma nu nen 3a Hac?

A nmeHoBuTe 3a HUB, 3a Panmn u 3a Tome,
T UMaJIO M K€ T MMa. 3aIliTo, BPeIHUTE HEIlTa
HUKOram He ymupaar. Juimemara e Hama: Hua
Jau 0en 3a Hac?!!...
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Lusi Karanikolova

Is There a Day?! For Them... and for Us
(About Koco Racin’s Poetry and Tose Proeski’s Music)

(Summary)

In this article, in the name of music and poetry, an attempt is made to link the poetry of the
founder of modern Macedonian literature, Kocho Racin and the music of wonderful and transcendent
Macedonian musician Tose Proeski. Touch point are verses from Racin’s "Earning" and Tose’s
composition "Is there a day for us?", thanks to which an opportunity is open for comparison in terms
of intimate and universal parameters which appear in both songs, which in turn ensures their "life"
through time. The analysis confirms that the time in music and literature, as time arts, can stop, but
also can be everlasting-until the end of time!

The approach towards these two songs, once again, confirms Racin’s exquisite poetic sensibility
and extraordinary interpretation of "the guy with voice of an angel" who succeeded to breath soul into
everything he sang.

The analysis imposes a dilemma: "Is there a day for us" in these our Macedonian late-transition
times when we all strive towards integration into global processes of cultural nations in Europe and
worldwide.

Keywords: poetry, music, "Day for Us," intimate motive, universal parameters
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Harama Pakupuen

YK 316.733:316.37]:82
Professional article/Cmpyuen mpyo

AJITEPHATUBEH UIEHTUTET - KYJITYPHA IIOJIUTUKA
BO KHUKEBHUOT JUCKYPC

K.]Iy‘—lHPI 360[)031/12 UACHTUTCT, XI/I6pI/II[HI/I HUACHTUTCTU, JOMUHAHTHU W AJITCPHATUBHHU IOUCKYPCH,
LUECHTPAJIHU U MapTUHAJIHU I'PYIIHU, AJITEPHATUBEH UACHTUTET

Konuennujata 3a BpeiHocTa Ha yMETHOC-
Ta Ko0ja ,,He 3racHyBa* u T.H. ,,KyJATypHa MEMOPH-
ja‘“ ce outeH QakTtop Bo (HOpMHpamETO HA TIIO-
0aJHWTE LMBWIM3ALMCKA Pa3BOJHU CTPATEruu
KOM C€ MOBP3aHU CO TOJIEMUTE MPHUKA3HU, CO T.H.
MacTep HapaTtuBu (BepyBama, (uno3zoduu, mor-
Jenu Ha cBeT). [IpeTcTaBHUIIUTE HA TOTUTHYKA-
Ta MOK HE CE PaMHOJIYIIHHU KOH OOJINIUTE Ha aK-
Tyalu3alldja U CTPATETHMUTE HA OJHECYBame Ha
KHI)KEBHOCTa KOH ()EHOMEHHUTE Ha CTBapHOCTA,
U, BOOIIITO, HA YMETHHYKAaTa MEMOpHja KOH ce-
ramHocTa M KOH Cy0jeKTUTe Ha KHI)KEBHATa aK-
Tyalu3aiyja.

PacuexopoT Mery MOJIMTHYKUTE CTPATETHH
Ha MOK U yOenyBame ¥ MHTEIICKTYTHUTS/ HH TN~
BUyaJIHUTE/KHUKEBHO-YMETHHYKH  CTPATEerHH
HU3 KOH Ce IPEeTCTaByBa CTBAPHOCTAa Ha MOJIHUTH-
Kara ¥ KyJTypaTa ynaryBa Ha KOH(QIJIUKT Mery
HOCHTEJIHNTE Ha CyOjeKTUBUTETOT M € MPEIyCIIOB
3a cyOBEp3MBHHU pEakLWH, HO, U 3a MpPUMEHa Ha
HACHUJIHM IIOCTAllKM Ha LIEH3ypa, CaHKLHja, IUC-
KpUMHUHAINN]ja U AUCKBaTU(UKAIH]ja.

KHikeBHOCTa MMa CBOja MOK HpPH CO37a-
BamkETO Ha JABHOTO MUCJICHE, OJJHOCHO TIPH KOH-
CTUTYHPamETO Ha CHUCTEMOT Ha BPEIHOCTU KOU
ocTaBaaT Tpard BO KOJIGKTUBHATAa MEMOpHja, a
BOCJTHO NpETCTaByBaaT KOHIENIIMja HAa CIpPOBE-
IYBameTO Ha KYJNTYpHHTE MOJUTUKU U HIEONO-
THH BO €IHO OMIITECTBO. Bo Teopuure HU3 umja
TJIeTHAa TOYKAa KHIDKEBHOCTA € JOMUHAHTEH (ak-
TOp Ha CyOBep3Hja, Taa BO MCTO BPEME € M KOH-
CTUTYEHT Ha KYJATYPHHOT uaeHTureT. Kynryphu-
OT WICHTUTET TPOM3JIEryBa O OINIITECTBOTO U
MOJIUTHKUTE KOU CE TIOBP3aHU CO TOA OTIITECTBO.

Bo ommrTecTBEeHUOT M KYATYPHUOT KUBOT
BO OCHOBA C€ € MOBP3aHO cO MOkTa. MoKTa € BO
[EHTapOT Ha KyJITypHarTa MmoiluTuka. Taa e nHTe-
rpajieH nen o Kynrypara. Cure O3HauyBauku
JejCTBUja - OOJHOCHO CHTE NMPAKTHKH IITO MMaat
HEKAaKBO 3HAY€HE¢ — BKIy4yBaaT W OJHOCH HA
MoKk. Trie He TIOUHyBaaT BO CMICIIA JIeKa HH HyIaT
MOCEOHHU O3ULIUH 1 (POPMH HA CYOjEKTUBHTET.

Hue cme unm akTHBHE Cy0jeKTH KOH 3a3e-
Maar MO3MIIMHU 0J] KOU MOYKEeMe Jia ja MPUMEHHME
HaliaTa MOK BO paMKHTE Ha HEKOja KOHKpETHa
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OMILITECTBEHA MPAKTUKA WJIK CME MOTYUHETU Ha
ompenendara Ha apyrute. OmmrecTBeHaTa MOK
ce MaHudeCcTHpa TPEKy CIPOTHBCTABEHU JIHC-
KypcH. [Iuckypcute ce HEITO MOBEKE O HAYUH
Ha O3HAa4yBamke€ HA CBETOT; THE TOBJEKyBaaT Ofl-
peneHu (popMHU Ha OIMIITECTBEHA OpPTaHMU3AIlNja U
OIIITECTBEHHU JICjCTBUja KOWIITO TH CTPYKTYpH-
paaT MHCTUTYIMHUTE U TH KOHCTUTYyHpaaT WHIH-
BHIyHTE KaKoO Cy0jeKTH MITO MHCTIAT, YyBCTBYBa-
atr u gejcrByBaat (Bemon wu Ilopman,1999-
2000:23-25).

BakBara ommrecTBeHa MOK, MaHH(ECTH-
paHa TpEeKy CHPOTHUBCTABEHU JUCKYPCH, aBTO-
MAaTCKH T'0 HaMETHYBa MpaIIamkeTO KOJKY € CBe-
tToT XuOpuaen? W camara excnansmjara, Ha Xu-
OpuUIHUTE MIACHTUTETH TIPEIU3BUKYBaaT, IojaBa
Ha ,,aNTePHATUBHU " UACHTUTETH KOU MPOU3IIETy-
Baar oI ,,JOMUHAaHTHUTE® U ,,aTePHATUBHUTE
TUCKypcH. 3aroa 3a momobpa WiIycTpamuja Ha
XUOPUIHU UICHTUTETH Ke TO M03ajMaM TpuMe-
pot og Amus Many® Bo [loeybnu udenmumemu:

»Jla HabJpyayBaMe JoBeK Ha yiuma ox 50
roauHu Koj *xuBee Bo CapaeBo. Bo 1980 romuan
TOj YOBEK roplio U 0e3 BOSHEMUPEHOCT Ce U3jac-
HyBal ,Jac cym Jyrocnosen!“, ako maiky mo-
JIOITHA TO TIparaie, Toj Ou mpemu3upai aeKa Ku-
Bee Bo DeneparusHa Penmy6muka bocna u Xep-
LIETOBMHA U JIeKa CIIy4YajHO MMOTEKHYBa O] CeMej-
CTBO CO MYyCIIMMaHCKa TpaguIyja. AKO HCTHOT
YOBEK TO CPETHETE IO JIBAaHAECET TOIAMHH, KOTa
BojHaTa Oellle BO MOJH 3aMaB, TOj CIIOHTAHO U
6oapo O6m omroeopui:! ,Jac cym mycnuman‘!
Moskebu mymTun u O6pazga, Cropen CuTe MpoIr-
cu. [loroa Begnam Ou monman neka e bommak u
JIeKa BOOMINTO He OW cakall Ja TO MOTCEeTyBaaT
JIeKa TIOpaHo TOPJIO Ce M3jacHyBal Kako Jyrocio-
BEH.

124

AKO JeHec TOj UCT YOBEK Io Impauiare, mp-
BMH Ke Ce HM3jacHH Kako bommak, moToa Kako
MYCJIMMaH, TOj AypH OIU BO [IaMHja, K& BHU TIpe-
LM3HUpa: HO UCTO Taka Ke BU peue JeKa HeroraTa
3eMja e gen on EBpoma m nmeka ce HajeBa jaeka
eZIeH JeH ke Ouze BKIydeHa BO YHHjaTa. AKO
TOa JIMIIE TO CPETHETE 10 ABAaeceT TOAMHHU, KaKo
i ke ce aedunupa toram: Koja on oBue npwur-
agHOCTH ke Ouzae HajBaxxHa ??EBporickara? Myc-
numanckara? bommaukaTta? Hemro apyro? Mo-
eOu Oankanckata? CUTe THE €JIEMEHTH ce Ael
OJ1 HETOBHOT HIEHTHUTET. BO JKMBOTOT My packa-
KyBajie CeKakBH NpUKacKh. Jlexa e mposerep u
HUILITO JIpyTo. [leka e JyrocioBeH u HUIITO Jpy-
ro, ¥ OJl HEo/laMHa JleKa € MYCIMMaH ¥ HUIITO
IIPyTo; a BO HajTEUIKUTE BPEMHIba MOXEN Jia ce
yBEpH JIeKa MMa ToBeke 3aeAHHYKU paboTH co
nyreto ox Kabyn oTkonky co yfero ox Tpcr.

Opn oBaa wmiycTpamyja MOXXKeMe J1a 3aKiy-
YHMeE JIeKa BO CHTE CMOXHU Ke CE HajlaT Jylre KOu
cMeTaaT JeKa WMa eJHa TJIaBHA NPHUIAIHOCT,
KOja TOJIKy MHOTY TH HaJIBJalyBa APYTUTE U TOA
BO CEKO€ IT0JIe, IITO CO MPaBO MOXE J1a ce Hape-
ye ,,MJICHTUTET .

3a emHUTE € HalWjaTa, 32 IPYTUTE PEIIUTH-
jara nim kiacara. Ho mo3BoneHo e co morues aa
npoleTaMe HU3 Pa3IniHU KOHQIUKTH IUTO ce
CIIy4dyBaaT BO CBETOT 3a JIa HH CTaHE jaCHO JIeKa
HU eJJHa TPUTIQJHOCT He Ha/IBJIaJyBa Ha arcoiry-
TeH HaunH. OHaMy Kajie IITO JyIeTo ce YyBCTBY-
BaaT 3arpO3e€HU BO OJHOC Ha BepaTa M3Iena Je-
Ka PEeNIMTHO3HaTa MPUTIAJHOCT TO COAPIKH IIEIH-
OT HHUBEH HICHTHUTET. AKO C€ 3arpO3eHH MajyH-
HUOT ja3uK U €THUYKATa TpyIia, TOTall THE Cypo-
BO ce 0OoparT CO CONCTBEHUTE HCTOMHUCICHULIN
(Many$,2001:16-17).

Taka IITO MASHTUTETOT KaKO BPEIHOCHA
KaTeroprja Ha OIMIITECTBEHUTE IUBUIH3AIUCKH



BPEIHOCTH ja TMPEAU3BUKYBa KyJITypaTa W JIUTE-
paTypara W TIpeKy COICTBEHATa IIOJINTHKA Ha
JIejCTBYBAamE TO MPECO3/1aBa OMIITECTBOTO H yUe-
CTBYBa BO IPOLIECOT Ha HETOBO MOBTOPHO CO37a-
Bame.

Toj mpoliec Ha TOBTOPHO CO3/IaBAE € IM0-
Bp3aHO CO KOJEKTHBHOTO CEKaBamke€ W HUMa Or-
POMHO BIIMjaHHE Ha CIIEIU(pUIHATA BPCKA, KaKo
MHHATOTO JIeNTyBa Ha CETalIHOCTA.

KonexktuBHuTE cekaBama 3aBUCAT OJ
MPETIIOCTABEHU WM M3MUCICHH TPYIH WACHTH-
TETH, a THEe UMaaT BJIMjaHHe 3a TOa KaKO MUHATO-
TO JelyBa Ha CETallHOCTa BO MOJUTHYKHOT,
OIIITECTBEHUOT U KYJATYPHUOT KOHTEKCT. Bo Taa
CMHCIIa/BO TOj KOHTEKCT eKCIaH3WjaTa Ha XuO-
PHUJIHU HICHTUTETH TO MOJUTA MPalIalkeTo KaKo
rpynute reorpadCKu ce pasfenuiie 0] HUBHHOT
TATKOBUHCKH CAMOUJICHTUTET U KaKO CE BKIy4YH-
Jie BO PUTyalluTe Ha KOJIIEKTUBHOTO CeKaBame (U
3abopaBame) JeKa THE Ce PEJICBAaHTHU 3a CO3J1a-
Bamke HAa UJICHTUTETOT U MOJUTHKATA Ha UICHTH-
teToT (Smith and Leavy,2008:168).

WAeHTUTETOT Ha YOBEKOT MMa NoTpeda o
JIOKaXKyBame Tpen cebecu u mpexa apyrure. He-
TOBHUTE aKTUBHOCTHU 3aBHCAT O]l HETOBUTE JICjCT-
BHja BO OIIITECTBOTO KOW TO OKBAIH(HUKyBaaT
KaKo ojipelieHa elIWHKa Koja (pyHKIHOHHpa cama
1o ce0e MM BO KOJIGKTUBOT/ 3a¢/THUIATa BOOIIIII-
t0. Toj PyHKIIMOHNpaA HA HAYMH KOj CEKOTall He
ce TIOKJIONYBa WIIM COJICJCTBYBa CO OJPEICHU
OIIITECTBEHU TPABUIIa U HOPMHU, HO CEKOTalll ce
TPYAH CO OJIpe/ieHa TEH/CHITHja a JTOCTUTHE O
peleHa KyJATypoJIolKa, ONIITECTBEHa, WH/INBU-
JlyajHa WM KOJCKTHBHA MpPHIIAIHOCT. Bakso-
TO HErOBO HACTOjyBamkE T'M MPEAN3BUKYBA MOIHU-
TUKWATE Ha aNTepUTETOT Ja CO3[aBaaT WICHTH-
TETH KOHW C€ TMPOAYUHpPaHH OJi HecTaOWIHUTE
OIMIITECTBA, MOCTKOJIOHUjAIHU PEKUMHU M OIIIII-

TECTBaTa CO CJIOXKEHH HCTOPUCKH INpPEBHpama
KOU C€ MPETCTaBeHU Kako ,,ipyroct. Taka mro
MOJIUTUKUTE HAa AalNTePUTETOT BO HAPATUBHUTE
TEKCTOBH KOHM C€ I10jaByBaaT KaKo aJITEPUTET HO
M Kako aITEePHATHBEH WACHTUTET CE€ MOBP3aHU
CO CJIOKEHH OIIITECTBEHH CTPYKTYPH KOH TIOX
CHJIHO BJIMjaHWE Ha TOJUTHYKHUTE ACjCTBHja U
NOJUTHUYKH PEKUMH, HACHPOTH AOMHHAHTHUTE,
M300MITyBaaT co anTepHATHBHH AWCKypch. [lo-
JUTUYKOTO BIMjaHHUE, KYATYPHUOT TUCKYPC U ajl-
TEpPHAaTUBHUTE WICHTHUTETH KOU C€ IOjaByBaatr
KaKo TIaHJaH Ha eHa ,,MapTruHAIM3upaHa’ u el-
Ha ,lIEHTpaliHa* TpyIma, MPeTcTaByBaaT €leH Me-
fyceOCH aHTaroHM3aM M C€ TECHO MOBP3aHU CO
Pa3BojoT Ha KHIDKEBHHUTE nena (Ip. Ha jyroT Ha
Adpuka mm IOCTKOIOHUjaTHATa KHUKEBHOCT).

Taka mTo Tyka mpucTamyBaMe KOH Ipeuc-
NUTYBambe HA CTATyCOT HA HAPATUBHUTE UACHTH-
TETH BKIOIIEHH BO CTPYKTypaTa Ha pPOMAaHUTE
KOM T'0 UCTpaXyBaaT HUBHOTO peJIaTUBU3HpPAE
Y TIOBTOPHO MICHTU(HKYBAE MPEKY PacKaxy-
BayKuTe CyOjeKTH (HapaTOpH, JTUKOBH) aKTyalH-
3UpaHU BO PaMKH Ha JIEKOHCTPYKTHBHUCTHYKATA
UHTEpIpeTaTHBHA TeopHja u npakthka (K. [e-
puIa) U BO KOHTEKCT Ha IOCTKOJIOHHjaJIHATa
WCOJIOTHja Ha XUOPHUIHA HICHTUTETH BOOIIIIITO
(ocobeHo Kora ce MCIHUTYBaaT ETHUYKUTE, KyJ-
TypHHUTE, ¥ POJOBUTE APYTOCTH).

Bo ycnoBu Ha kpr3a Ha pacKaKyBadKHTE
WACHTUTETH CE€ CO3[aBaaT IOHATJIACeHO XepMe-
TUYHU TEKCTOBU HJIM TEKCTOBU KOW CHMYJHpaat
XEpPMETHUYHOCT (Ha paMHHIITE Ha (hopMaTa, KOM-
MO3UIMjaTa WiTM MaK MPOIyNHpaar KBa3u-xepMme-
TtuzaMm). [Topaau Toa, MoXe 1a ce Kaxke eKa KOH-
CTUTYHPameTO Ha HApPaTUBHUTE WACHTHTETH U
MICEBAOUACHTUTETH ((GUHTHpPAHU M CHMYJIHPaHH
WACHTUTETH WM TICEBJOUACHTUTETH, OTCYTHH
UACHTUTETH U HUBHUTE T.H. BAKAHTHU IPUKA3HH)

125



HE € caMO0 OOJIMK Ha eCTeTHU3allrja Ha TeKCTOT TY-
Ky ¥ OOJIMK Ha MHTEHIIMOHATHA HJICOJIOTH3aIja
Ha €JIcH MPETCTaBeH CBET KOj ja KPUTHKYBa pe-
aJHOCTa Ha ONKPY>KYBamETO BO KOE IMOCTOUME
(MaHHMITyTaIMja co HapaTHBHUTE, AaHOHUMHUTE Ha-
paropu u mMemuymure) (npup. Kynaskosa, 2007:
255).

Cekoramr IOCTOM aHTaroHW3aMm IOMery
Mpamamara KOW CHTE CH T MOCTaByBame, Haj-
4yecTo BO cebe. A Toa ce mpamamara: Koj cym
jac? Y LLImo caxam da buoam?

AKO TO pasriegaMe TOpeHaBEJACHUOT
npumMep co bomrmakor, o1 enHa cTpaHa ke BHIHU-
Me JieKa eJleH € MJIEHTUTETOT, a Toa € OHa IITO
cMe, OHa Ha IITO He y4eJe AoMa, HamaTa Tpaju-
L{ja, HAIIETO CEMEjCTBO, HallaTa peJUrucKa
MIPUITaTHOCT, U OJ Ipyra CTpaHa, OHa IITO HHUE
MpeTeHANpaMe J1a CTaHEME U KOe HU € HaMeTHa-
Ta OJf CaMOTO ommTecTBo. HU3 camuoT TOj TIpo-
LeC € CHJIHO M3pa3eHa morpebdarta ol HACHTUDU-
Kalyja o]l IPUIMaJHOCT, a CO T0Oa U TEHJCHIIMjaTa
na ce Ouze men of] 3aeHULIATA, JIEN O OIIIITeCT-
BOTO.

OBaa MefyceOHa KOMIIJIEKCHA MTOBP3aHOCT
MPOU3JIETYBa OJ] KYJITYPOJOUIKUTE Pa3INKU Ha
JIBa CBETA ,,lIEHTpaJIeH" U ,,MapruHaIeH".

AKO e oBa XHMOpHAEH CBET, a BCYIIHOCT
TOA W €, TOTall He € MCKIy4YeHa ¢/IHa BaKBa I10-
nenba Ha |, IIEHTpalHa™ W ,,MaprHHATHA" Tpyma.
BakBata mopmenba cekoramr mpoaynydpa ¥ egHa
TpeTa OMliyja, a Toa € M0jaBa Ha ,,alTEePUTET
WIHA ,,ANTEPHATUBEH  HJEHTHTET KOW CE€ Tpo-
IYKT Ha eIcH XUOPUICH CBET, M TPEIU3BUKYBa-
aT mojaBa Ha ,,aNITCPHATHBHHU HUJCHTUTETH KOU
MPOU3JIETyBaaT O , JJOMHHAHTUTE U ,,alTepHA-
TUBHUTE OUCKypcH. TakBara ajaTepHAaTUBHOCT
My JaBa Ha CBETOT €HO MOMHAKBO IOCTOCH-E U
¢/lHa TIOMHAKBAa BUCTHHA KOja € BO COTJIACHOCT
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CO TOJIKYBamETO Ha GUCTUHAMA HA TIOCTMOJEP-
HHUCTUTE, a TOA € IeKa BO IOCTMOJAEPHUOT CBET
HEMa eIHa eIWHCTBEHA gucmuna. Bo Hajmobap
ClIy4aj TIOCTOjaT caMO HEKOW MOMAJIKy HMJIM MOBE-
ke ceondarHu U yOeUIMBU BEP3MU KOMILUTO CO
cebe HOCAaT TOEAWHEYHH OIIITECTBEHU WUMILIH-
Kaluu. BuctTuHuTe ce TUKCYp3UBHUTE KOHCTPYK-
UM KOMIITO C€ pa3jiMKyBaaT OJ eIHa [0 JApyra
UCTOpHja U KyJITypa, Kako U Mely pa3iudHH 3a-
CEerHaTH TPyNH BO PAMKHTE Ha elHa UCTa KyJITy-
pa. Koj Oumo, mro mma MoK, ma ja neduHupa
,»,BUCTHHATA®, BO KOE M a OMJIO OMIUTECTBO UCTO
Taka UMa MOK Ja ru JgeduHHMpa u ,,Jpyrure
(Benon u Llopaan,1999-2000:398).

Epnecrt I'emnep (Gelner,2000:35) Benmn nme-
Ka BO KHIKCBHOCTa, MOJICPHUCTHTE Oea CBpTe-
HU KOH CY0jeKTOT, ¥ CKPUCHHOT (TAUHCTBEHHOT)
TEK Ha CBECTa, a M0TO0a HAHWIUIEe OCTMOACPHHUC-
TUTE ,,KOM TH PACKPHUJIE MEXaHU3MHUTE U (PyHK-
UHTE HA Cy0jeKTUBHOCTA, BHEJIC BO HUB IPaBH-
7a Ha 00jeKTUBHOCT H C€ 3a€JHO JCCTaOMIU3U-
parne. Taka ABMKEHETO BO €€H IIOTETr CE CMe-
CTHJIO BO KOHTEKCT Ha CBETCKATa MOJUTHUKA U BO
KOHTEKCT Ha WCTOpHjaTa Ha CBETCKAaTa MHCIA.
Taka mro prises de position (3azemarbemo cmag)
e Bo MefyceGHa Bpcka.'

Bo 3aBHCHOCT 01 KyATYPHO-IIOJIUTHYKHOT
NPECBPT Cc€ MEHYBa U KHI)KEBHHOT IpaBell M Ha-
YMHOT Ha MULIYBambe KAKO KPUTHUKY CTaB Ha JIU-
TepaTypara KOH OIMIITECTBOTO M OIIITECTBEHUTE
BPEOHOCTH BpILUEjKH OAPENEHO BIMjaHUE Bp3
UACHTUTETOT Ha JUYHOCTA MPEKYy KHHXEBHUOT
JTUCKYpPC KOPUCTE]KH Y JINKOBUTE BO POMaHUTE.

' Bo KOHTEKCTOT Ha UcTOpHUjaTa Ha OMNIITECTBEHATa HaykKa
JIBIOKCELETO caMO Mo cebe ce cMeTa 3a KIy4YeH Jel Ha
NPECKOKHYBamke O], Kako MLITO TOj caka Ja To Hapede
,,IO3UTHBU3MOT" Ha XepMeHeBTHKaTa (Gelner,2000:35).



OBHe NHMKOBM TOJ €IHa HCTOPHUCKO -
OIIITECTBEHA MPHUHY 1A, MPEAU3BUKAHA O TOJH-
TUYKUTE NMPOMEHH, CE M3/IBOjyBaaT KaKo JIMKOBH
CO ,,aNITEPHATUBEH HACHTUTET KOW TO HOCAT
OpeMeTo Ha HHBHUTE TPEAIU U KaKO UCTOpHUja U
Kako Kyiurypa. OcBeH Toa THE MPETCTaByBaat
KYJITYPHO - KHH)KEBEH JIOKa3, a Toa € JI0Ka30T OJ
KOj CHUTE C€ COMHEBaME W CTpaByBame, a TOa €
JieKa TOJIMTHYKUTE MPOMEHH HE MOXKaT Jia Ha-
MpaBaT HUILTO 32 Ja ja eIMMUHHUpaaT Y0BeUKaTa
Mu3epyja. Taka mTo Tyka € HarjlaceHa CIICLU-
(¢udHaTa BpcKka MoMery MOJMTHKATA KaKo MPaK-
THKa Ha [IejCTBYBalkbE W JIATEpaTypara Kako
MPaKTUKa Ha IHUITYBakbe.

Ogze ce mpobieMaTu3upa MpallambeTo 3a
BUCTHHATA WU TEpelelNinjaTa Ha BpPEJTHOCTUTE
BO E€IHO OMNIITECTBOTO CEKOTAll 3aBHCHU O]
KyJnTypaTra ¥ IOJIMTHKAaTa Ha OpraHU3Upame Ha
YKMBOTOT BO KOj KHIDKEBHHOT JUCKYPC UMa KpH-
THUYKa QYHKIH]a.

Cocema 3a Kpaj mmoarajku off aClieKTHTE Ha
TOJIKYBa¢ HAa WIACHTHUTETHTE HHU3 MpHU3Mara Ha
KHWKEBHUOT JHMCKYpC HH3 JIAJICHO OIMIITECTBO
(mpexy mpuMepoT Koj Oelie Tmorope MocoueH) u
npobjeMaTHKaTa Ha YCIOBHO PEYEHO, BO KOU Ce

00JIMKyBaaT WIH TpajaT UICHTUTSTUTE BO Jaje-
HOTO BpEME HITU €10Xa M TEH3UYHOCTA KOoja Moc-
TOM MOMEry MHHATOTO W CErallHOCTa, BHIOBME
JieKa ,,WJICHTUTETOT HE € JIaJICH €THAIl 3aCeKO-
raii, TyKy TOj ce Tpajau u ce hopMupa BO TEKOT
Ha 1ot kuBoT (Mamyd,2001:27).
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Natasha Rakidziev
Alternative Identity — Cultural Policy in Literary Discourse
(Summary)

The purpose of this text is, through literature influence, to explain discrepancy between political
power and persuasion strategies and intellectual/individual/literary-artistic strategies through which
reality of policy and culture is presented. From the point of view of theories literature is a dominant
factor of subversion and interim a constituent of cultural identity. Cultural identity arises from society
and policies connected to that society. In social and cultural life, in general, everything is connected to
power. Power is in the center of cultural policy. It is integral part of culture. Such social power,
manifested through opposed discourses, automatically entails the question how much is the world
hybrid? Even expansion of hybrid identities itself, provokes appearance of “alternative” identities
arising from “dominant” and “alternative” discourses. Such division always produces another third
option, that is appearance of “alterity” or “alternative” identity which evolve from “dominant” and
“alternative” discourses. Such alternativeness provides to the world diverse existence and diverse
truth, which complies with the interpretation of truth of postmodernists, and that is, there is no single
truth in the postmodern world.

Key words: identity, hybrid identities, dominant and alternative discourses, central and marginal
groups, alternative identity
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VJIK 165.75
Original scientific paper/H3zsopen nayuen mpyo

HITO E TOA HEOCTPYKTYPAJIU3AM?

Kiuyuynu 300poBHM: KIacHuY€H CTPYKTypaau3am,
CTpYKTypa

OcHoBHaTa jasu4yHoO-(puI030(cKa omepamuja
Ha Jlepmaa Ha WH3Je30T 04 KJIACHYHHOT
CTPYKTYypaau3zam

I. MuciaMm oTu JieHeC MOIIIHE KOPUCTEHHU-
OT TEPMUH ,,HEOCTPYKTypalin3aM™, K0j T0o Impume-
HyBaar (Ha npumep) u I'agamep, Anen u Xabep-
Mac!, ro Boenos Bo 1980 roguna.? [TononHa oBa
KpIINTEBAHE TO OTPABNAB M TO OAOPAaHUB O IPY-
I'uTe KOHKYpPEHTHH MMHba. [1a Taka, mapuckara
¢unozoduja nouryBajku ox okory 1967 mo 1983
roHA TIOHEKOTall TOBOpemie W 3a ,,JIOCTCT-
pykrypanuzam®. JIpyru umuma ce ,,JeKOHCTPYK-
IHoHANMHM3aM*“ (CO Toa C€ MHCIH TIpes € Ha KHHU-
JKEBHATa TEOpHja HA aMEPUKAHCKUTE IIPUBP3aHU-

I By pars pro toto Xabepmac 1985.

2Bo MPEAroBOPOT KOH HACKOPO MPH(ATEHUOT aMOUIIHO3EH
MIPOEKT 3a ,,[ epMaHCKO-()PaHIyCKH TOAWIIEH 300pHUK 32
TekcT-aHanuTHKa, HapedeH ®YI'U (FUGEN), koj Torar
ro m3nanoB 3aenHo co Opuapux A. Kutnep (Friedrich A.
Kittler) u Cem Bebep (Sam Weber) (Frank u. a. 1980).

3Hal. npenaBame Ha [[lmo e moa meocmpykmypanuzam?
(Frank 1983).

CHCTEM, JEKOHCTPYKIHja, HEOCTPYKTypaH3am,

i Ha Jlepuna, mpes c¢ Ha Jejiackara mkosa mo-
Bp3aHa co koMmmnapaTtuctot [lon ge MaH, Koj mo-
uypnan 1989 roguna)* — 0Boj HasuB (3a KOj el-
nam Ha Jlepuma Bo JKeHeBa My yKaxkaB jeka
mpujiera Ha BOOOMYAaeHO MMe Ha HEKOE MPETIIPH-
jatue 3a pacxojyBame Ha aBToMoOWH: ’décon-
struction de voitures usées‘) ce moTMpa Ha eieH
muarBopt Ha Jlepuma, ’déconstruction, koj,
BCYITHOCT (KOJIKY IITO MH € IO3HATO) TPBO — C€
cpekaBa Kako MpUPOaHO-(puiIo30dcka aHANOIIKA
TBOpOa Ha ’Dekomposition — Bo IllenmnHTOBHOT
cucrteM 3a uaeHrurer on 1801 rommna.’ Bo mo-
HOBO BpeMe CE€ TOBOPH M 3a 'ITOCTMOJCPHM3AM ;
MeryToa, OBOj Ha3UB MOXKEME COCeMa PUTOPO3HO
Jla TO UCKIIyYUME OJ HATIpPEBAapOT Ha KaHIWa-
THTE 3a KPIITEBAhLE; IIPBO, 3aT0A IITO JCHOMUHA-
TOPOT "MOCTMOACPHO® MMa KOH3UCTEHI[Hja KaKo
My IMHT, KOj Tpeba Ja ce 3aKoBa Ha SHJ, a KOj ce

4 3a Toa B Hepuna (1988 a) u (1988 b).
5 Ilennnr (1851-1861), 1/4, 170,1. My Gnaromapam 3a yka-

KyBameTo Ha XenmyT Munep-3uBepc (Helmuth Miiller-
Siewers).
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(daBopu3upa, mpex c¢ O MPETCTABHULHUTE Ha
,pensiero debole™, omHOCHO Ha TOCIA00TO MU-
Cleme; BTOpO, W mpen ce: ommejku Jepuma u
®dyko BO MoBeke HABPaTH Ce€ UMaaT JUCTaHIUpPa-
HO OJ1 Toa Ja Oujar JOBEeIeHN BO BPCKa CO MOCT-
MonepHara. OcraHyBa Ha3MBOT IOCTPYKTypa-
aucTHYKY' . IMETO coapku elneMeHT Koj MOoXke Aa
ce ompaBna; 3alITO 3a MHUCIemeTo Ha [lepuna
(unja ocHOBHa omepaluja ke ja MmpeTrcraBaM Io-
JIOJTy) MO’KE CO MPaBo JIa ce Kaxe JIeKa ce pa3Bu-
70 Kako nocienuna (‘moct’) Ha KIACHYHHUOT CT-
pykrypamu3am. Ho, KoHCTaranmjara ’Kako moc-
JIeJIUIa Ha® € YMCTO XPOHOJIONIKA M MOIIHE CKY/I-
Ha, Taa HE KaXXyBa HUILITO 3a JyXOT Ha 3acerHa-
tata ¢pmrozoduja. I1llTo, BCyIIHOCT, COAPKIUHCKH
0 ce OMHCITUIIO, Kora O ce TOBOpENO 3a Tep-
MaHCKaTa  IOCT-er3UCTCHIMjaIUCTHYKA WM
nocT-penomeHoomka Guiozoduja? Wnn moxe-
Ou co Toa ce MUCIH JIeKa OBHE MHUCIIUTENH Ce 3a-
HUMaBaaT CO HEWITO APYTO, & HE CO er3UCTEHIH-
januzam niM peHOMEeHoJIoTHja (amMa Toa He € BO-
OIIITO jaCHO, 3aIITO MHO3MHA TePMAHCKH COBpE-
MeHH (Qui0o30pU BO CBOUTE IO3UIUK WHTET-
pupane (HEeHOMEHOJIOIIKO-ET3UCTCHIU]aIUCTHY -
KH-(GUI1030(CKO MUCIIOBHU QUTYpH, Ha TIp. Ameln
n XabepMmac); WM C€ MUCIH JIeKa OBHE HACOKH
10 U3yMHPAmETO Ha TNIABHOTO CTPYEHE CaMU MO
ce0Oe MmoHaTamy Ke MPOAOJDKAT, HO TOraml TOKMY
npeuKkcoT 'HmOCT-°  JoBeoyBa 10  3a0iyna.
"TlocT-* He M3paszyBa urmeper OITHOC KOH TPEI-
METOT, KOH KOj IPEeAJoroT YKa)xXyBa Ha IMOCIIe/10-
BaTEJTHOCT, OHaKa Kako IITO T'€PMAHCKOTO 00e-
IVHYBaWkE CIEACNIe 70 CTPYKTYPalH3MOT, HO
BEpOjaTHO O]l HEro He OMJI0O MHTEPHO AETEPMHU-
HUpaHO. Jac ce OUTyYuB 3a 'HEOCTPYKTYpajH-
3aM‘, 3a Ja MocoYaM Ha CJICHOTO: MHUCICHETO
Ha Jlepuaa ce pa3Bu BO paMKHUTE Ha TEOpPEeTCKaTa
napagnrMa Ha KJIACHYHHUOT CTPYKTypaslu3aM Ha
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cocupujannute (Ha dononoror H. C. TpyOGer-
KM, Ha TPAIIKUTE U PyCcKUTEe HopMaanucTy,’ mo-
cebHo Poman JakoOcoH, Ha (paHIyCKUTE JIMHT-
BUcTH AHApe Maptune u Emun bensenucr, Ha
CTPYKTYpaTHUOT ceMaHTn4dap Amxuppac XKy-
nveH ['pejMac, Ha €THOJIOTOT M UCTPaKyBavdOT Ha
mutoBu Kion JleBu-Ctpoc, Ha KHH)KEBHUOT Hay-
yHuK Pomang bapt wurtH.); ma 3aToa HE MOXe Oa
ce kaxe jgeka Jepuma OM OWMJI MOCTCTPYKTypa-
muct. Toj monpBo € cTpykTypayiucT. MerfyToa,
He2o6ama Bep3Wja Ha CTPYKTYpaJIM3MOT C€ COC-
TOU (MM C€ COCTOECIIE) BO TOA, HA KIACHIKHOT
CTPYKTypaln3aM Jia My AajJe 3HAuuTeJIeH CTETeH
Ha wHOBaTWMBHOCT. (Taa € KOHOTHUpaHA OJ TpeT-
cTaBKkaTa 'Heo-‘.) OBaa HHOBAaTHBHOCT CE COCTOE-
me BO TOa, Jla ja OCIIOPH OCHOBHATa Heja Ha
CTPYKTYpPaIU3MOT, CIIOpEA KOjallTO 3HaueHmara
Ha 3HAIUTE 0 OJHOC Ha MaTepHjaHUTE Iude-
permmjanmu (Cono3unuu‘), Mer'y KOHEYHO MHO-
T'yTe HOCHUTENM Ha 3HAIH, CE CO37aBaaT BO PAMKHU
Ha eJlHa 3aTBOpeHa cTpykTypa. Hamecto Toa, [e-
pHUia TOKaXKyBa JieKa 3aTBOPEHOCTA - TOj BEJH:
"cléture’ - Ha CHCTEMOT MpETCTaByBa CLUEHTHUC-
THYKa WM MeTadu3nyka QUKLIMja U eKa MHUC-
naTa 3a qudepeHIjaTHOCTa Ha 3HAIIUTE Mopa Ja
ce eMaHIMIUpPa OJ1 3aTBOPEHOCTA HAa OMO3HIUH-
Te. 3aT0a MOBEKe HEMa CMHUCIHA Jja ce TOBOPH 3a
’cTpykTrypa’ nin (kako Cocup, K0j HE TO yIoTpe-
OyBa m3pasot ’structure‘) 3a *cuctem‘. Jludepen-
[UjalliuTe ce TpajaT BO MPOCTOP CO OTBOPEHU
pamku; 3atoa Jlepuna MuiTyBa Jia ja KOPHCTH Me-
tadopata Marge, WTO BIPOYEM U € HCKAKaHO
KaKO MOTO CO HaCJIOBOT Ha 30upkaTa (puiio3od-

6 Bo BPCKa CO TOa TOBOPH KJIacHM4YHATa CTyauja Ha Bukrop
Epmux (Victor Erlich) (1973, crp. 172 ff.). [Totemenno, HO
nokoMnpumupano kaj Are A. Xancen-Jlee (Aage A.
Hansen-Love, 1978).



cku cratuu (Marges de la philosophie)’. Toa
wmTo [lepuna ro npaBu co KJIACUYHHOT CTPYKTY-
panu3aM Ha 50-Te u mpBaTa mojoBuHA Ha 60-Te
TOAMHH, KaKO MOAU(]HKaLHMja, a BOSTHO U KaKo
HEroBa WHOBAIH]ja, Ce YMHH JICKa ¢ OTMPaBIaHO CO
HACJIOBOT "HEOCTPYKTypaJin3aM‘, OUICjKH Ha H3-
BOHpEJEH HauWH I'o HarjlacyBa TaKBUOT MHOBA-
TUBEH KapakTep. BUCTHHCKOTO OMpaBlyBame Ha
HACJIOBOT BO CYIITHHA € OECHpPEeJIMETHO: MO0y
ke M Ouje moTpedeH caMo 3apagd €KOHOMHY-
HOCT.

I1. Bo norukara Ha oBaa omnpejenoda e mro
HajHATpe]] MopaMe Jia OTKpHEeMe IITO ce MoIpas-
Oupa 1Mo MOUMOT ’KJIACHUYCH CTPYKTypallu3am .
HeocTpykTypaanu3mMoT, BCYIIHOCT, HEMajl COMHe-
HHUE BO CBOjaTa OCHOBHA Te€3a, JeKa TU(epeHI-
jamujaTta Ha cMuciara (Kako CEeMaHTHYKa KaTero-
pyYja) ce oJBHMBA MPEKy apTHUKYJAIlHjaTa; HaIpo-
THUB, TOj C€ CIY)KH CO Hea Kako co 0a3nvHa mpeT-
mocraBka. MeryToa, Taa TOITyJIApHO MOXE Taka
Jla ce U3pasH, IMTO CMUCIIATa M 3HAYCHETO Ke ce
CMeTaaT BO CYIITHHA KaKo ja3uyHH (HEHOMEHH.
Ho, co T0a ocobeHo ce Mucnu Jieka npeod riacoB-
HaTa apTUKYyJAlKja HAIIUTE MUCIH/PETCTaBH
BOOMINTO He ce u3audepeHIupaHu, TYKy aeka
co3/aBaart ,,amop(Ha HeOyJI03Ha Maca™, of Koja-
IITO WCTaNyBaaT JypH CO IPHIIOjYBAHETO KOH
(m3nukuTe HOCUTENN (HOCUTENUTE Ha riac). Jy-
XOBHHUTE TPETCTaBU TOTAIl HE CE HHUINTO MCKOH-
CKO, IITO TMOBTOPHO OW OWJIO aKTyaIH3HpPaHO
(,,pe-TIpe3eHTHpPaHO ); THE MHOTY IIOBEKE Cce
»CPEKTH* Ha UrpaTta Ha HOCHTEIMTE Ha MU3Pa3orT,
KOW caMuTe Tpeba Ja 3Hayar JeKa ce ociioboe-
HU of cmucna. Cekako JieKka WACHTHTETOT Ha
€/IcH 3HaK € Bp3aH 3a 3aTBOPEHOCTa Ha ,,CHUCTE-

7 Cnopemn, Jlepuna (Derrida, 1972 e).

(13

MOT®, BO KOJIITO THE CelaT LBPCTO Bp3aHU Ha
CBOMTE MecTa, KaKO aTOMUTE WIN MOJEKYJHUTEe
BO €/HA KpHCTaJHA pemeTka. J[oKomky oBue
MOCJIe0BaTeNIHA ,,ePEKTH Ha CMHUCIIATa” 3ropa
Ha CE Ce CMeTaaT Kako Jia He Ce IOBEKe OrpaHH-
YeHU W JOMHHUPAHU OJ eleH-IPOTHB-APYT MPO-
¢unupaHuTe MOMMH Ha €IWHCTBOTO HA 3aTBOpE-
HUOT CHCTEM, TOTall THE CTaHyBaaT  HEMOXHU
3a ja OujaT KOHTPOJNMpPaHH W BO 300pOBHA
CMHCIIa TpaMaTHYKH HecoBnaanueu. Toa e
nocieaunaTa mTo ja u3Biekysa Jepuaa, Ho He U
jasmgHO-aHANMTHYKaTa (GUI030duja, Koja OCBEH
TOa ja MOTBpPAYBa paJuKaTHaTa Te3a 3a jasudHaTa
HE3aBUCHOCT Ha MUCIICHETO.

Cera mpeMuHyBaM Ha cocToj0aTa Ha HC-
KyCHUTE BO TOHOBHTE HCTPa)XyBamba, KOH ce
HaBpakaaT Ha MPEAUCTOPUjaTOT HA CTPYKTypa-
mu3MoT ce 1o Xepnep, [llnaepmaxep m XymOont
(u cammot [lepuna ykakyBa Bo eqHa QpycHOTa Ha
L'origine de la géometrie® na Xepaep xako Ha
MpeTXOAHNK). butHO € Toa mro MDepawHaH Ie
Cocup, KOro HaykaTa ro CMeTa 3a OCHOBaY Ha
KIIACUYHUOT CTPYKTypall3aM, UMall Oo3HaBamba
32 pOMaHTHYHATa TPAAWIHja W TOj CIyIIAl BO
bepnun mpenaBama Kaj JUHTBHCTOT XepMaH
IlrajaTan, ko) Owi m00po wuHDOpMHpaH 3a
[maepmaxep 1 XyMOOIT, IPeKy KOTO BEPOjaTHO
npudaTHiI HU3a TEPMUHOJIONIKK M3pa3u, KO ce
MPOBJIEKYBaaT CE¢ 0 HETOBOTO COICTBEHO TBO-
pewrTBo: Ha mp. valeur (,jasuyHa BPEAHOCT);
nHCpupana o Xymoont u lllmaepmaxep e u
HEroBaTa OCHOBHA MHUCJIA 3a NU(EPEHIIN]jaTHOCTA
Ha ja3WYHUOT cucTeM (JaBHAaTa M yHUBEP3UTET-
cka Ombnmuoreka Ha JKeHeBa codyBasia Mery 1moc-
TXyMHHTE Jiena Ha CocHp M elleH TPUMEPOK O]1

8 Derrida (1962, ctp. 61).
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cnucoT Ha XymOoat 3a owmuom jasuuen mun
co pakomucHU 3abenemkn Harmumanu ox Co-
cup).?

Bo nmpenaBamara Ha Cocup, AypH 1 BO H3-
naHueTo-Bysrara, Bo KoemTo THe ce mpepadoTe-
HU 107 pakoBojcTBO Ha banu (Bally) u Cexexaj
(Sechehaye),!0 nukame He cramyBa 300p 3a
»CTpykTypa“. Cocup roBopu co Illlmaepmaxep u
Xymbont 3a ’systeme de la langue‘, 3a cuctem
Ha jasukoT. OBOj M3pa3 W MHUCIIAaTa MOBpP3aHA CO
HETo, 3Hauu, He OWJI HUIITO OPUTHHAIHO COCH-
POBCKO; CTaHyBaJlo 300p 3a WHAWPEKTEH IUTAaT,
3a aly3uja Ha WACANMCTHYKATA ja3u4Ha TEOpHja.
Cemnak, penakropute Ha Cours OBAE - BO Te3ara
3a cUCTeMcKara (hopma Ha ja3WMKOT — BEpyBaje
JieKa ro IJie1aaT COIICTBEHOTO U TEMEIHO HOBOTO
Bo CocupoBata nuHreuctuka. Hasucrtuna Cocup

9 Buan ja moceOHO ymTe kKaj XyMOONT LEIOCHO pa3BHEHATa
MHCJa 3a apTHKyJalyjaTa BO 3alUCOT 3a Muciersemo u
Jjasuxom (1795/96, Bo: Xymbont (1968, Bd. VII, BTopa mo-
nosuHa, ctp. 581 ff.). Bo Bpcka co Toa Jlyasur Jerep (1980,
ctp, 197 f.) (3a ykaxypamero Ha COCHPOBHUTE MaprUHAINN
KOH Onwmuom jazuuen mun, ACTO Taka My Oiarojapam Ha
Jlynsur Jerep.) Kyco o0jacHyBame Ha 3HaYEHETO Ha MHC-
nata 3a mudepennujanHocta Bo lllnaepmaxosaTta ¢uino3o-
¢wuja ja naBa Mmojot BoBen koH Illmaepmaxep (1977, moceGHO
ctp. 34 f.).

10 Hepuna, xoj o6jaBuin ymre MHOry 3a Cocup U HEMY My
I'M JIOJDKA HETOBHTE OCHOBHHU ja3MYHO-(DHIO30()CKH MOT-
JIeZM -, HUKOTAII He Ce OCBPHYBAJ Ha KPUTHYKOTO M3JIaHHE,
a Toa € OHa INTO jac cakaM OBJE Jia 'O KOHCTaTHpaM Kako
KypHO3HUTET O] Hay4eH acIleKT U OJ acIeKT Ha MCTOpHjaTa
Ha peuenuuja. Bo pamkure Ha efieH, BO MOIMIMPOKA CMHCIA
II€JaHO, CTPYKTYPAJIUCTUYKHU CIICKTap, C€ YNHU €Ka KJ'IO)I
JleBu-Ctpoc BO BTOpHOT TOM OJ HeroBata Anthropologie
structurale (Lévi-Strauss 1973, ctp. 26) TO 3aMEHHI UMETO
Ha Cocmp co wuzpazor ,les rédacteurs du Cours de
linguistique générale” (,.celui, aussi, a propos duquel des
documents récents montrent comment les rédacteurs du
Cours ont pu forcer et schématiser la pensée du maitre®).
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npasen pasnuka Mery roBop (la parole), ox xoj
HPOU3JIEryBa ja3UKOT KOHKPETHO U CEKOjJHEBHO
BO 0e30poj m3pa3Hu MaHHQECTAINH, ¥ HETOBaTa
cucreMcka gopma, mTo ja Hapekon la langue. La
langue we mperctaByBa le langage, TOBOpeme
win crnocobHocT 3a rosop.!! Taa He o3Hauysa
aHcaMOJ1 071 ja3UYHM JejCTBHja, TYKY I'O O3Hady-
Ba aICTPAKTHOTO M, KAKO TaKBO, HUKOTAII HEMa-
HUA(ECTUPAHO YCTPOjCTBO, KOE MCTOBPEMHO JIC)-
CTBYBa Ha TOJHOX)ETO Ha HAIIMUTE TOBOPHH JICj-
CTBHja M HMM WM TO JlaBa IeyaToT Ha HETOBHUOT
3akoH. OBOj 3ak0oH Bysnrara-u3manuero ro Hape-
kyBa Cours, a monekoram u ,,kon1°.!2 Kozmor ce
OJJHECYBa KOH BHCTHHCKHTE TOBOPH KaKO YHCTa-
Ta MOXHOCT (,,virtualité®) KkoH Hej3uHaTa peanu-
suanmja (,,actualisation).!3 Camo kako rosop ja-
3UKOT CTaHyBa cmeapeH (M OBa IpETCTaByBa UC-
knyuutenHo llraepmMaxoBcka MUCIIA); HO, TOA HE
3HAYM W JeKa TOj cBojaTa MPUYHMHA 33 IOCTOCH-C-
TO ja mpuMa ox Taa crBapHocT. OBa MOXe 1a ce
pa3jacHu TPEeKy €AHO EJHOCTABHO Pa3MHCITyBa-
Be: JIOKONY 3HayacwmeTo Ha eAeH 300p Ou ro
UICHTU(HKYBaJEC TMpPEeKy HEroBHOT (PU3NUKO-
CETHJICH TJIACOBEH OOJHK - Toa Oemie TOKMY U
,illusion naturaliste* Ha MIamopoMaHTHIAPUTE U
Ha CHTE CEMAaTHWYKH MO3UTHBUCTH -, TOTAl HH-
Koraml He OM ro HU HIeHTH(HUKyBane. bunejku
300pOT, ypH U KOTa € MHOTY Mall, O/ CUTE TOBO-
PHUTENH, KaKo U O] €lIeH MCT TOBOPUTEN BO pas-
JMYHO BpEME, CEKOorauml ce NMpeHecyBa Ha arco-
JYTHO WCT HAYMH: JJOKOJIKY, 3HA4YH, BOOIIITO TO
uaeHTU(UKYBAME KaKo HEKOj OApEaCH 300D, MO-
paMe 7a ja moctaBUMe XHMIOTe3aTa, 3Ha4l MOpa-

1 Bynu Cocnp (1957, ctp. 10).
12 Cocup (1972, ctp. 31).

13 Bupu Cocup /1957, ctp. 10): ,La langue est quelque
chose de potentiel, la parole est du réalis¢.



Me J1a HalpaBHMe ToceorndareH 3aKIy4oK, KOj
moa TpojaByBamke Ha COOIBETHOTO ,.chaine
phonatoire* ke To HHTEpIIPETHpPa KaKO CIIy4aj Ha
OIIITHOT ja3UYEH THII, KOj KAKO TAKOB BOOIIIITO
He mpuIara KOH peAoT Ha parole (ocusama peu).
OBaa xuIoTe3a, Co TOMOI Ha KOja €IeH Taco-
BEH CHHIIMDP c€ 3eMa Kako IOBOJ 3a OfpelicHa
3HAYMHCKA acolldjalfja € Toa IITO HAjJIPBO TO
CO3/1aBa TMIOCTOCHETO Ha 3#akom. Toa mTo mpeT-
XOAHO — BO 00Jacta Ha KOHKPETHOTO TOBOPEHE
— OWI0 HEMOBTPOJIMBA W EIAMHCTBEHa (UTypa-
€X0, cera € MoJMrHara Ha paMHUINTE Ha 3Hak.!4
OBa penaTMBHO €JHOCTaBHO Pa3MHUCIYBamE MO-
KaXyBa Jeka (PakTOT Ha BIIAJICCHE CO ja3UKOT
M3HCKyBa TEOpHja, Koja MpaBU CTPOTa JHUCTHHK-
Mja MmoMery KOHKPETHHOT TIIacOBHO-TPapUyUKH
HacTaH (,,&vénement) oJ HeroraTa 3HaKOBHa-
MIpHpo/Ia KOja HUKOTAIl He MOXKE J]a ce MaTepHja-
JU3Upa W, BO Taa CMHCIA, BO CYIITHHA €
udeanna. 3HaKOT BO HUKO] CIy4aj HE ja IOBP3yBa
- OHaKa KakKo IITO TOA 'O CaKa COMMuUnLs opinio —
IJIACOBHO-CETHUJIHATA CO HECETHIIHO-IyXOBHATA
CTpaHa Ha 300pOT; TOj MHOT'Y TIOBEKE ja MOBP3Y-
Ba, kako mro Benu CocHp, TIIACOBHATA CIIHKA,
’image acoustique‘, co emeH momm (’concept®).
I'macoBHara ciuxa, TOoa € HEIITO Pa3IWYHO O]
rrnacoT. M3pazor ropopu aeka paziuyHu, Qu3nd-
KM HUKOTAaIll TOYHO WJACHTUYHU TIIACOBHH MaHU-
(decramuu (,,phonatisations*) cranmyBaar cCyrmicT-
paTy Ha eJicH UCT 3HaK JYPH mo2aui, Kora co Toa
Ce pe-KOTHUCTHIIMPAaT apTUKYJalud OJ eIHa
ucra image acoustique. Ho, 3a na Mmoxe 1o cebe
Pa3NUYHU TJIACOBH Jia ce MICHTU(PUKYBaaT KakKo
peau3anuu Ha edHa TTIACOBHA C/IUKA, TOTAIl ca-

14 L'unité ne préexiste pas. C'est la signification [ou bien:le
sens; ou bien: la conscience des sujets parlants] qui la crée®
(Saussure [1957, ctp. 41 f., cTp. 68]).

MaTa IJIaCOBHA CTpaHa Ha ja3UKOT Mopa Ja ce
charu of IJefAHAa TOYKA HAa HEJ3MHOTO MOKHO
3HaueHe (,,concept®, ,,signifié¢”); m Toa 3HAUM:
CHUCTEMOT Ha langue mopa na Oune NPUCYTECH
(Mopa ma ce Biagee co Hero). 3amiTo caMoO BO
eIHa cmpykmypa Koja HeMa motpeba o Toa WH-
JIUBHyaJTHO Jia c€ IOBTOPYBa M Aa OWae MOTYH-
HETa, 3HAIIUTE MOXKaT Jja UMaaT €HO KBa3H 0e3-
BPEMEHCKH-CTa0MIIHO 3HAaYeHe, KOe MOXE Ja ce
pe-uneHTH(UKYBa ¥ 1O TIOBEKe HACTAaHW M YIO-
Tpebu. OTTaMy, OBOj cucTeM Ha langue caMHOT
HE € MaTepujaJieH — KaKo IITO Ce HerOBUTE pea-
JU3alMA BO KOHKPETHHOT TOBOP, IITO C€ BOC-
nprueMa MpeKy CeTWNaTa; TOj ce Pa3iMKyBa O]
2060pom 1 IO TOA IITO HE CE ABMXKH BO BPEMETO,
TyKy € CTPOTrO BpPEMEHCKH HUCT (,,synchronique*);
M KOHEYHO TOj C€ pa3InKyBa OJ TOBOPOT M MO
TOA IITO HETOBHOT MOJYC Ha OHIyBame € YucTa
MOXHOCT, a He peanHocT. OTTyKa cTaHyBa pas-
OupiuBa 1 npouyeHara pedeHuna Ha Cours, ne-
Ka ja3uKoT (BO cMHcia Ha langue) HE € CyICTaH-
na, Tyky ¢opma.!> Pedennnara m3BiIeKyBa KOH-
CEKBEHIIA OJl JIBE IOCMaTpama INTO MeryceOHO
Ce HaJOMOJIHYBAaT, U KOM HAaBUCTUHA MPEIAU3BH-
Kaje peBOIylMja Ha IOJETO Ha JMHIBHCTHKATA.
[IpBOTO MOCMAaTpame BEJU JieKa nped apTHUKYIa-
[jata BO OJPEJCHN W TPOTUB IPYTH CIMYHU HA
Hea pa3rpaHWYeHH ITAaCOBHHM — 'MacH'‘, MUCIATa
mpuiera Ha emxHa O6ecopMHa Maria ¥ JIeka Taa
He € oxpeneHa. ¢ BropoTo mocmarpame ro mpo-
HIMPYBa COMHEXOT 3a HEOYJI03HOCTa Ha IJ1acOB-
HaTa CTpaHa W TMOTCHIUpA JIeKa apTHKYyJalujara

15 Saussure (1972, ctp. 157, crp. 169); Bumu: (Saussure
1957, ctp. 38).

16 Saussure (1972, ctp. 157); Saussure (1957, S. 37 f).
HUcto u: Schleiermacher (1977, ctp. 77).
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BEJIHAIl paslMKyBa Iiac u cmwucna.l’” 3aroa e
TOJIKY nIepuepHO, J1a ce AeKJIapupa 3HAKOT KaKo
MPUYUHUTE] HAa CMUCIaTa, OMJICjKU HEIITO BO-
OTIITO € Signifiant O UHTEPIPETATOPCKATA XH-
moTe3a Ha signifié, Koe HeMy apTHKYJIAUCKH MY
ce MpUI0/aBa, U 3HAKOT € MOHATaMy HeJeUINBa
,,unité pensée-son“.18

III. ,, KnacuyHUOT CTpyKTypasin3aM‘* cTaHa
normyyapeH BO KYyJITYPOJOIIKUTE IHUCLHUTLTHHH
IypH cO OOHIIOT, TOj Aa ce 0cIo00aH Of - BO TIO-
TECHa CMHCJIa TOBOPEHO - JIMHTBUCTUYKATA PaM-
Ka ¥ Jla ce MPOIIMPH Ha Mojapayjarta Ha €THOJO-
rujata (JleBu-Ctpoc) miam Haykara 3a KHHKEB-
Hoct (Ponmann bapt u muOry apyru). OBa mome-
CTyBame IMoYMBalle Bp3 pabOTHATA XUIOTE3a JIe-
ka CocupoBHOT NMpHUHLMN Ha AudepeHIujanuja,
KOj Kaj Hero ocTaHa Bp3aH 3a €AMHUIM IOJ Ipa-
HUIATa HA pEYCHUIIaTa, MOXKE aHAIOTHO Jia ce
MPOIIMPU HA KOHCTPYKIMUTE KOW ja HaIMHHY-
BaaT peUCHMLIATa U TOA KaKO MOCIEAHa HHCTAHIA
Ha (THIIaHu) ,,TeKCTOBU WM (TOBOPHH) ,,JTHC-
kypeu“.!? Cropen oBaa xumore3a He Tpeba 1a ce
nudepeHpaaT OAHOCHO J1a c€ PEKOMOHWHHUpaat
IMOBeKe MOHEMUTE/IeKCeMuUTe, TyKy (hpasute uin
CHHTarMUTEe KOM HMMaaT TrOJEeMHHa CIMYHA Ha
peuennuuTe. MeryToa, pedeHuIaTa € TpaHu4HA-
Ta €IMHMILA, CO YMjALITO CTPYKTypalHa KapakTe-
pu3anMja JMHTBUCTHKATAa BEKE ja OCTBapH
cBojaTa 1en. Toa mTO BakBUTE TpaHCPPACTUUHU
€IMHHULY TH OZPKyBa BO €IUHCTBO, HE € IIOBEKe

17 Mosnarara mema Ha 1BeTe GPAHOBH JBIKCESA IPE/U3BHKA-
HHU of1 apTuKynanmja: Saussure (1972, ctp. 155 £)).

18 Saussure (1957, S.371).

19 Roland Barthes (1966, crp. 3 £.); Paul Ricceur (1970, ctp.
190). 3a kpenpame Ha oBaa paboTHa xumnore3a Buau: Frank
(1977, ctp. 273 ft.), Frank (1983, 3. u 4. mpenaBame).
Hajkyco Bo: Frank (1989, 408 ff.).
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CaMO CHUCTCMOT 3HAIW U IMOBP3YyBAYKU pEryiap-
HOCTH LITO HUB I'M KOHCTUTYyHUpA, TYKY HUBHATa
cmucada.

Ymre Cocup ja TOCTaBU ¥ OCMHCITH CBOja-
Ta OMINTA JUHIBUCTUKA MOJ HACTIOBOT ’sémiolo-
gie‘, Jieka Hej3UHHUOT PaJiycC ce MpoTera JalieKy
Haz juHrerucTukara.2) Jleu-Ctpoc moroa npen-
JIOH, 3aKOHOT, CIIOpEJ] KOTO OJHOCHTE CO JIpY-
THTE 3HAIM MPEeTCTaByBa eeKT o1 AudepeHIr-
jamHHUTE OAHOCH KOH APYTUTE 3HAIU, IPEKY aHa-
JIOWIKY 3aKTYYOK A TO TPOIINPH HA APYTH COIIU-
jaJHU CHUCTEMHU, BO TIOCJIC/IHA MHCTAHIA U Ha Iie-
JIOKYITHOCTa Ha ceTa MPOAYKIHja Ha ,,HECBECHU-
or xyx“.2! HeroBara JejHOCT ce cOCTOM BO TOa,
,,Ha eITHa coIpKMHA aa M mame Gopma (a imposer
des formes a un contenu)“.22 ’JIyxot‘ mpu T0a ce
cMeTa UCTO Taka 3a amopdeH, kako mro Cocup
pede Ha mouetokoT Ha IV. rmaBa ox Cours xora
30opyBaie 3a 'Mucnute'. 3aToa Mer'y HUB JBETC
Tpeba Ja WHTEepBEpHHpA HEIITO, W TOA HEIITO
mro cooxBercTByBa Ha CocupoBara ’apTHKY-
nanuja‘. Jleeu-Ctpoc Toa T0 HapeKyBa MOjMOBHA
meMma: ,le scheme conceptuel par 1'opération
duquel une matiére et une forme, dépourvues
l'une et lautre d'existence indépendante,
s'accomplissent comme structures, c'est-a-dire
comme ¢étres a la  fois empiriques et
intelligibles.“23

Emun bensenuct Oerie Toj, K0j BO CBOETO
TIaBHo  jaeno: Problemes de  linguistique

20 Saussure (1972, S. 33).

21 L ¢vi-Straus (1958, crp. 37, 40 £).
22 1 gvi-Strauss (1958, ctp. 28).

23 Lévi-Straus (1962, cp. 173).



générale,?* To BoBe/ie IOMMOT HA KOHCTHTYIIHC-
KOTO HHMBO U o0jacHM aeka CocHpOBOTO OCHOBHO
CTojanuiTe OM MOpajno na ce u3audepeHmupa.
Koneuyno nmocrojaT pa3auyHu paMHHUINTA BP3 KOU
Iocera HETOBHOT ancTpakTeH NpuHOWI. [IpBo
(OHETCKOTO paMHHINTE, Ha KOEIITO MOYHBA U
pa3nuKaTa Ha HOEAWHEYHHUTE TJIacOBU OJ €leH
jaswK; moToa (hOHOJIOMIKOTO PAMHHUIITE HA KOE Ce
cenektupaar distinctive features‘ Ha Hekoj Ha-
LUOHAJICH ja3UK U c€ YTBPIyBaaT HETOBUTE KOM-
OMHAIIMCKNA MOYKHOCTH M OTMO3UIIMH; ITOTOa MOP-
(EeMCKOTO paMHUINTE, Ha KOEIITO CE& COPTHpaat
HajMaJIUTEe CMHUCIIOPA3NUKYBAauYKA EIUHHULU OJ
nenuHara (Kako LITO ce HACTABKUTE 3a (IICKCH-
ja); HaTaMy CHHTaKTUYKOTO PaMHHUINTE, Ha KO
ce pa3nuKyBaaT 300pOBHUTE U c€ KOMOMHHUPAAT BO
CHUHTarMd M peYeHHLIM; U KOHEYHO HajBUCOKOTO
KOHTEKCTYaJTHO PaMHUIITE, KO€ BHUMaBa Ha 3Ha-
YCHCKUTE HUJAaHCH M WCKa3W BO KOHTEKCTOT Ha
onpeaeHu npyru cuHTarmu. Cera MoXke Jia ce
HampaBH pa3IUKaTa IOMery OIHOCHTE, KOH
MeryceOHO TH OAp)KyBaaT €JIEMEHTHTE Ha OApe-
JCHO paMHHUIITE (3HAYM Ha Tp. GOHEMHTE), U OJ-
HOCHUTE, KOU Y OJP)KyBaaT €IEMEHTUTE Ha eOHO
PaMHHUIITE CO €IeMEHTHTE Ha HEKOe Opy2o paM-
HUMITEe (3HAYX HA TIP. 300POBUTE CO PECUHHIIHTE).
[IpBute ce BHKaaT ,,AUCTPUOYTHBHH, a OBHE
~AHTEIPaTUBHU . Ja3uyHaTa CTPYKTypa TOraml
O0u Ouia IMEeTOKyImHOCTa OJ OJHOCHUTE HE CaMoO
Merly eeMEHTHTE Ha TOeAWHEYHUTE PaMHHILTA,
TYKY ¥ IIOMery CUTE€ KOHCTUTYTHBHH PaMHHILTA
MeryceOHo.

W benBeHuct, BIpOYEM, KakKO JIMHIBHCT
IIPY KOHCTUTYTUBHOTO PaMHUINTE CE 3amupa Ha
peuenuyama. Co HeroBaTa NpodyeHa CTPyKTypa-

24 Bumn npen ce: Benveniste (1966, ctp. 122 {f.).

JUCTHYKA MHTEpHpeTanuja Ha Mutot, JleBu-Cr-
poc cakamie Ja MocerHe MmoHatamy. MUTOBHTE,
BCYIITHOCT, C€ OUCKYPCU, T.e. CTPYKTYPHPaHU
TBOpOM ,,01 JApyrata cTpaHa Ha langue wu
parole®“.25 Tue My mpumaraar Ha eIHO "TpeTo ja-
3uyHO pamHumre". Co Toa €AHOBPEMEHO € Hall-
paBeHO M MPBOTO MPUOIMKYBAkE KOH HAjYeCTO
MOPO3HO KOPHUCTEHHWOT KJIy4YeH MOWM Ha TpaHC-
PEUYCHUYHO OPUEHTHPAHHOT (KIACHYEH) CTPYK-
Typaiu3aMm: JUCKYPCUTE HE CE ja3uyHu CUCTEMH,
TyKy CHCTEMH O]l ‘2o7emu’, a HE OIl 'Malll eou-
nHuyu ‘. MeryToa, TOJIEMUTE SAMHUIA CE OJTHECY-
BaaT KOH JUCKYPCOT Kako IITO ce OJHecyBaar
MaJIUTE SIMHHUIM KOH PEYCHUIAaTa — CEKAaKOo Ka-
YyBajKM C€ HAarope W HAAONy Ha PasITUIHUTE
KOHCTUTYIMCKH pamuaumra: ,Chaque forme
differe de celle qui précéde par un plus haut
degré de complexité. Pour cette raison, nous
appellerons les éléments qui relévent en propre
du mythe (et qui sont les plus complexes de tous)
grosses unités constitutives [soit mythémes].«26

®dyko (Foucault) Bo 60-THTe TOmMHH TO
pasBH CBOJjOT MOMM Ha TUCKYpC Ha H3JI€30T OX
nporpamara Ha JleBu-Ctpoc. Criopen Hero, Tuc-
KypcUTE MpEeTCTaByBaaT YCTpojcTBa Of 'BTOP
CTeleH' M ce CMECTCHM HEeKaJe Ha CpeArHara
Mery peBep3uOMIHMOT pen Ha langue W Ha
UPEBEP3UOMITHIOT peA Ha parole, OHaKa Kako
mro nokaxain JleBu-Ctpoc 3a *MutemMure* (Kako
,région médiane).2’” Ce MuciIuM caMoO Ha OHHE
TOJIKYBamka Ha CBETOT INTO C€ CIECUUPHYHH IO
KYJITYPHTE U €IIOXUTE, KO OJ €HA CTPaHa ce BO
moronemMo 6e3penue (,,plus confus, plus obscur®)

25 Lévi-Strauss (1958, c1p. 232).
26 I ¢vi-Strauss (1958, 232 f).
27 Foucault (1966 a, ctp. 12).

135



OTKOJIKY Toa 11To DyKO ro HAPEKyBa PaMHHUIIITE
Ha ,,Connaissances: Ha Hay4HO 00e30€IeHOTO
CO3HaHME; HO, O] Ipyra CTpaHa, ce MOKOHKPETHU
U To0OTaTH o1 ,,IPUMAPHHUTE KOJOBH', KOU Ha
yHH(DOPMEH HAYUH JOMUHHPAaT CO HANIHOT
ja3wK, HamMTE OOJWITM Ha OIIITEHE, HaaTa
nepuennuyja W HamaTta conujadumHocT. Dyko
BENH Jieka OBHME JUCKYP3WBHH TBOPOU Ha ’cpe-
JUITHAOT PErMOH‘ ce Mpe3eHTHpaarT Kako ,[la
région d'ordre] la plus fondamentale®, kako 'uc-
TOPHYHY APUOPHOCTH® HA HAIIIETO OHIyBaHkE BO
cBeTOT. [Ipeky HUBHATA CHIIAa HAIKOT MOTJIE Ha
CBETOT € CeKoraml Beke Koaupan.28

Bo 60-tute rogunu, Oyko MoBeKe MOMY-
JIAPHO TO OMNHWIIa TOAa INTO TO CMETalle Kako
OCHOBHO CTOjJIMLITE Ha KJIIACHYHUOT CTPYKTypa-
nu3aM (Jexa OWi Bp3aH 3a IpaHHMLUTE Ha pede-
HUIaTa WU TH HAAMUHYBaJ TPaHUIINTE Ha pede-
HUIaTa) BO CBOETO UHTEPRBjy co Masyen Yarncan:

M. @. IIpekuHOT ce cay4yus Toraml Kora
nokaxkane Jlesu-Ctpoc 3a 3aemuurute u Jlakan
3a HECBECHOTO, JIeKa 'CMHcTaTa’ BepojaTHO He e
HUILTO JPYTO OCBEH BHJ MOBPLIMHCKO J€jCTBO,
oJ[pas, TIeHa; Jieka Toa INTO MPOJaUpa BO Hajia-
OOKOTO, WITO TP/ HAC € TyKa, IITO HE JIPKU BO
BPEMETO U MPOCTOPOT, € BCYLIHOCT, CUCHEMOM.

M. Y. llTo moapa3bupate Mo CUCTEM?

28 Foucault (1966 a, ctp. 12 [£]): ,,[Le regard déja codé.«
Jac ja uHTepnperpam Meradopara ¥ HEj3HHUOT CHHCTEM-
HOJIOIIKK KOHTEKCT MOIIHE MCIPITHO BO mpejaBamara 6 ff.
Ha Opank (1983). Tamy ce OTKpMUBAaaT W HEjaCHOTHUTE H
anopuuTe Ha roBopoT Ha PyKo 3a ’TMCKYpCOoT®.
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M. @. Ilox cucrem tpeda na ce moapaszoe-
pe IEeNOKYMHOCTa Ha OJHOCHTE, KOM HE3aBHCHO
OJl COOPKMHUTE KOW T'M IIOBP3yBaar, Ce OIPXKy-
BaaT U MEHyBaaT. Mose Ha Tp. 1a ce OKaxe Jie-
Ka OOTOBUTE W jYHALIUTE OJ] PUMCKHUTE, KEITCKH-
T€ U CKaHIWHABCKUTC MHUTOBU MHOT'Y CC€ pasJiv-
KyBaar elieH oJ] JpYT, HO JeKa (MaKo THE KYJITy-
pH He 3HaeJie HUIITO €AHA 3a ApYra) MoperoKoT,
BO KO C€ BKJIYYCHH, HUBHUTE XHEPAPXUH, PHUBA-
JUTETUTE, HEBEPHOCTA M JIOTOBOPUTE cJeIaT
eneH uct cucteM. (...) HajHoBure oTkpurHja ox
obyacTa Ha MPEAMCTOPHjaTOT MCTO TaKa J03BO-
JyBaar Jia ce MPETIIOCTaBH, JeKa eIHA CHCTEMCKa
opraHmusainyja BIajJiee CO CTPYKTypara Ha IpTe-
JKUTE Ha SHJOBUTE Ha memrrepute. (...) 3HaeTe
JIeKa XpoMO30MHTe BO (popMa Ha KOJ, Ha KOJIU-
paHa mopaka, o COApIKAT LETUOT TeHETCKH Ma-
TepHujaJl, KOj Ha UIHOTO CYLITECTBO MY OBO3MO-
JKyBa Jia ce pasBue. (...) 3HauewmeTo Ha JlakaH ce
COCTOHM BO TOA IITO MOKaKaJl KaKO MPeKy 300po-
BUTE Ha OOJTHMOT U CUMIITOMHTE Ha Heroara 0o-
JIeCT ce W3pa3yBa M CTPYKTypara, CUCTEMOT Ha
Ja3uKoT - a He cyOjekToT. Ilpen cekoja doBedka
er3HCTEeHIINja, MpPEd CEKOE YOBEYKO MHCICHE,
criopesi Toa Beke OM MMalio 3HACHE, CHCTEM, KOj
MOBTOPHO I'0 OTKpHUBaMe ...2%

IV. [lepuna npeszema 1Be OCHOBHHU IIPET-
IOCTaBKM 0 1es10To Ha Cocup (OJHOCHO Of He-
TFOBOTO TEKCTYaIHO U AUCKYPC-aHAIUTHUYHO IIPO-
mupyBame npeky Jlesu-Crpoc, bapt u ®yko): 1.
MPETIOCTaBKaTa JIeKa OAHOCOT KOH MEHTAITHUTE
(dbeHOMEHU OM MOXKEN Jla c€ CIy4Yd CaMo CO IO-
CPEACTBO Ha 3HalLY; 2. IPETIOCTaBKaTa CIOPEN

29 Foucault (1966 b, ctp. 14 f.). Bumu ro BIEYaTINBHOT
’oarosop‘ Ha CapTp, Koj COIpxH OpHIIMjaHTHA KPUTHKA Ha
cTpykTypanmu3mot (Sartre 1968).



KOja CEKOj 3HaK ro MpPeHecyBa CBOjOT UACHTUTET
MPEeKy pasrpaHryYyBamke Ha HErOBOTO 3HAKOBHO
Teno co oHa Ha cure aApyru.3? 3HauemeTo Ha
€JICH 3HaK ¢ O OWJIO 3HAYW MOCPEAYBaHO O] pe-
JAIMUTE Ha - J1a ce OWjie MOWHAKOB - HACTIPOTH
sHanute b,c,d,ef utH. Crnopen [lepuaa He moc-
TOW TPUYMHA Koja OM HE NMpHHYIWIA A3 TpeT-
MOCTaBHME JIeKa CHHIIUPOT OJ1 HEraTHBHU OTIO3H-
LIMOHM TTOMMH, KoM Tpeba J1a ce ApKaT MmoAaicKy
OJT IPBUOT 3HAK, OM OWJI KOHEYEH WIIH JeKa HHUB-
HaTa MOCTOCYKA CEMAaHTHKA jac HE OU MOXKeI He-
MPETJIEHO MHOTY JIa ja TOMECTYBaM IPEKY HOBH
KOHTEKCTyalHu KoHcTenanuu. OCBeH Toa rpaHu-
IUTE HA CEMAHTHYKHUOT UACHTUTET HA ¢/ICH MTOUM
Ou Owmne (YHKIMA HA €IEeH OTBOPEH CHUCTEM Off
MepMaHEHTHY HOBH-TU(epeHITpama 0e3 MOKHATA
HPUCYTHOCT Ha €IeH MOUM €O cebe camuor.3!

OBa mpeTcTaByBa €Ha MaJKy KOMIUIMKY-
BaHa MHCIA, KOja, MOXeOM Moxke na ce cdaru
nogo0po TPeKy CIETHOTO Pa3MHCITyBambe: J10-
KOJIKYy CMHCJIAaTa W 3HAYCHETO W3BHpAaT o]
Mel'yCeOHHOT OJHOC Ha PA3IUYHUTE H3PA3HU
CYIICTaHIMH, TOTAIll WACHTUTETOT HA €lICH MTOUM
O MOJKET J]a ce OCTBapH MPEKy cocTojOa Ha 3at-
BopeHoCT (,,cloture”) ¥ Ha HENPOMEHJINBOCT Ha
CHCTEMOT. MozenoT Bp3 KOj MOYHMBa KJIaCHYHATA
CTPYKTYPIUCTHYKA ja3HYHA TEOpHja, HE € KaKo
mITO BUIOBMEC, CHy‘IajHO TaKOB HITO KPUCTAJTHUTE
PELIETKH BO KOW TNPH JOBOJIHO HUCKa TeMIlepa-
Typa CUTE MOJICKYJI C€ BP3aHU HETOJBIDKHM Ha
CBOETO MECTO, T1a 3aT0a THE CE MOJICTHAKBO U OJI-
JeNIeHd W TIOBP3aHHM CO cUTe Apyrd. Merfyroa,

30 Bo Bpcka co Toa 0coGero jacHo kaj Jlepuaa BO HErOBOTO
unrepsjy co Jynuja Kpucresa Sémiologie et grammatologie
(Derrida 1972 b,ctp. 27-50).

31 Derrida (1972 b, cp. 40).

CBETOT HA CUMOOJIMYKATa WHTEpaKalyja, 3a pas-
JUKa O OHOj Ha €JEeMEHTUTe, He MOXe Ja ce
ONlaJIi Ha arlcoNyTHATa TOYKA Ha 3aMpP3HYBambe.
Taa ycmeBa caMo IpH OApeACHA TOIUIMHA, KOja
0 OBO3MOJKyBa IPOTOKOT: pa3MeHaTa WU HOBOTO
NoJpe/TyBabe Ha 3HAIUTE. 3aT0a MOpa Jia ce Ha-
MyIITH MHUCJIaTa 3a ,,systéme clos®, a co Hea u ,,le
motif statique, synchronique, taxinomique,
anhistorique, etc., du concept de structure*.3?
TekcroBute, MPOAOIIKYBa MoHatamy Jepuna, ce-
Korami ce TpaHcopManuy Ha APYTH U TOpaHel-
HM TEKCTOBHM,>? OHaKa Kako INTO 3HALUTE CEKO-
rai ce HOBH apTHKYJAIlMH Ha APYTH MOpPaHEITHU
3HalIM. 30IUTO € Toa Taka? 3aToa LITO - MPEKY
MUCTIaTa 33 Pa3IMYHOCTa — EJHOBPEMEHO Ce OJI-
pelyBa JieKa HUTY e€lleH 3HaK Ha caMuoT cebecu
HermocpenHo 1 Oe3BpeMEHO HE CH € NPUCYTEH,
Ommejku 3a 1a MOXe 1ja ce WACHTU(UKYBa U TIPeJ
Jla ce MICHTU(UKYBa, MOpa Jla TO HAIpPaBU 3a0-
OMKOJHHUOT AT ¥ HU3 HEMperiieAHaTa U MTPOMEH-
TuBa KOH(UTypanrja co apyrure 3Hanu. Jokon-
Ky cera carume aexa OBOj 3a00MKOJICH TIaT HE
MOXeE Ja ce MPOrHO3upa Oujaejku MHUHYyBa HHU3
OECKOHEYHOCTa, TOTall CME C€ OTKaXkale Of
CIIMCHTHCTUYKATA MPETCTaBa, JcKa IOCTOU He-
KakBa MpBOOHMTHA, OE3BpEMEHCKa U MPEKy ja3nuy-
Ha aHaJlM3a pPEKOHCTPYKTHBHA CETAIIHOCT H
ommckoct OapeM Ha edHa cMHUCIa co cebe U Kaj
cebe camara (Kako IITO TOA IO Cyrepupa U roBO-
pot Ha I'pemac 3a ’sens total® wmm ’sens central®
Ha eJIeH TEKCT*); W Toa Ha TOj HAYMH, IITO Ha

32 Derrida (1972 b, ctp. 39).
33 Derrida (1972 b, ctp. 39; BUCH U cTp. 46 f.).

34 I'pemac roBopu u 3a ,titalit¢ de signification” (Greimas
(1966, ctp. 53 Bo koHTekct). Toa mTO CO3MAaBamETO Ha
e/lHa '[EHTpaJIHa CMHCIIA® — YHCTO CTPYKTYPAIUCTHUKH - IO
cMmeta 3a 0ciio00JIcHa 07 Cy0jeKTOT, MOKaXyBa Ha Tp. CTP.
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CHTE MaTHIITa MO KOW K€ MHHAaM CO 3HaINTE,
CEeKOrall CO CUT'YpHOCT K€ MOKaM IIOBTOPHO Aa
ja mpoHajmaM Taa cmucia. ExHa BakBa 1eHTpat-
Ha CMHCJIa IITO M Ce M3MOJKHYBa Ha Wrpara Ha
CTpYKTypaTa OM OWJI IPUHLUIOT Ha CTPYKTypa —
Jlepuna Benu: ,,le signifié transcendental“.3> Ho,
H3BECHOCTAa HA OBaa apXMMEIOBa I0jI0BHA TOY-
Ka € Cekoram Beke 3aryOeHa; HHUTY €AEH O
MHOTYTE TATHINTA IITO K& TH MHHAM TIPEKy ja-
3UYHATa MPEXKa, HEMa CO CUTYPHOCT Ja Me BpaTH
Ha3aJ Ha TO0jAOBHATA TOYKa. 3allITO OBaa Bpel-
HOCT TIpeTcTaByBa (hyHKIIHja Ha OECKOHEYHO OT-
BOPHHUOT peJ Ha CHTE HEroBw omo3unuu. Ilapa-
aurmarta Ha peduiekcujara (MM Ha CIEKyJIaTHB-
HOTO Bpakam€ KOH I10jI0BHaTa TO4Ka, KOH MTaka
Ha KOpCOKAIMTE Ha JYXOT) HE MOXE Ja IO TOT-
BpJM UCKYCTBOTO Ha EKOHOMHMjaTa Ha Oe3rpaHuy-
HUTE CEMaHTHUYKH ono3uuuu. M ymre noseke ox
Toa: OWIEjKW 3a CEKOj NMOWM Ha €IeH ja3suducH
CHCTEM BaXXH TOA ACKAa HEIrOBHOT UACHTUTCET MO-
XKe Ja ce peall3upa caMoO CO MHHYBAamETO HU3
CUTE IpPYyTH, TOj UACHTUTET HE CE peaiu3upa 3a
HUK020: OMJIEjKU IOMMHTE Ha €/ICH CHCTEM He ce
0ECKOHEYHO M30POjIUBH, THE MOXKAT BO MOMEHT
Jla ce MPOMEHAT MPEKy CMHCIOBHO WHOBATHUBHU
TpaHchopMalu ¥ MpoMeHaTa Ha CeMaHTHKaTa
Ha €ICH OJ HHUB, NOBJICKYBa MHAUPCKTHO MCHY-
Bake HA CEMaHTHKaTa HAa CUTE OCTaHATHU. 3aToa
Jepuna Moxe 1a Kake JeKa TpaHuIHaTa JTUHUja
Ha nudepenrjalHocTa HE Ce NpoTera mnomery
3HAIUTE, TYKYy HOJDK CEKOj MOEJUHEYEH 3HaK.
Huty enen 3nHak Hema cneunuueH HICHTUTET
IITO MOXKE Jia ce PEKOHCTpyHpa. AHapxujara ce

S. 93 f. Bo Bpcka co toa Buan @pank (Frank, 1977, crp.
307 BO KOHTEKCT).

35 Derrida (1972 b, ctp. 61 f., 88). Buau: Derrida 1967 a,
ctp. 409 ft.).
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Bpaka BO CHCTEMOT OJ 3HAlLlU; U Maka cme ce
3002y6ane co KIaCU4HUOM CMPYKMYpaiu3am.

V. Bo Bosemuuor nen (I.) Oeme kaxaHo,
(a Bo mem IV. Gemre mokakaHo) JleKa HEOCTPYK-
Typau3MOT TPEKUHYBA CO MHCIIATa 3a 3aTBOpe-
HOCTa Ha cTpykrypaTta. Axo Cocup — GUKTUBHU-
ot asrop Ha Cours de linguistique générale on
1915 roguua 3 — mpermocraBun aeka paborara
CO 3HaKoBHara audepeHnMjanrja ce 3aBpiIyBa
CO CO3aBamETO IBPCTH OMO3MUIMH, Toram Jlepu-
Jla IPETIOCTaByBa JieKa Taa padoTa BO MPHHITUIT
W HEe MOXe Ja ce 3aBpuii. MeryToa, oBaa O4ur-
JIieHA pa3liiKa € MoMalia, OTKOJIKY IITO 3a Toa
omr cBecen Jlepuma. ABrerTnannotr Cocup, Hea
ja aHTHIHIINPA, OHOKOJIKY KOJIKY IITO TOa My Ou-
JI0O MOKHO Bp3 0a3a Ha HeroBara TeopHja. Bo
MPOAOIDKEHUE TOa Ke TO MOKaKeMe.

Cocup ToBOpeln 3a U3BECHO JH3rame (,,un
certain flottement*) momMery kakaHOTO, CIOpEX
MPOMUCHUTE HA ja3WYHHOT CHCTEM, W MOMEry Toa
IITO U € MPEMyITeHO HA MHUIMjaTHBaTa Ha WH-
IuBHayaTa Koja rosopu.3’ Toa e MOBp3aHO CO
OKOJIHOCT2 IITO CHOpE], HErOBOTO MHUCIEHE,
BPEIHOCTHTE HA Ja3MYHHUOT CHCTEM ja pa3BUBaat
CBOjaTa cMucaa CEKOTalll caMo in actu; HO, ja3ud-
HUOT CHCTEM IMOCeIyBa MOJYC Ha YHUCTA BUp-
myennocm. In actu, T.e. BO HUBHATa CYKIIECHBHO-
CT, BO TCYCHHUETO Ha TOBOPOT M, 3HAYH, BO Bpe-
MeTo. EnMHO3HAYHOCTA HA BPEMETO ME CIIpeuyBa,
BO €JIEH MCT YMH Ha HM3pa3yBame Ja OCTBapaM
JBE aKTyalH3allul Ha edeH WCT 3HAK; U Taa Me

36 By 3a pekoHCTpyKIMja HA ja3MdHATA MIEja HA ABTCH-
tuunnot Cocup kaj Jerep (Jager, 1975 u 1977). U T'omen
(Godel, 1957).

37 Saussure (1968, 111 C 277, al. 2022).



MIPUHYAYBa Ja TH apTUKyIUpPaM CBOUTE HCKa3H
BO Pa3lUYHU BPEMHUHA U BO PA3IMYHU KOHTEK-
ctu. (Kora 6m mocroene npasmiia 3a KOHTEKCTOT,
TOTAaIl 32 HUB aBTOMAaTCKU OM BaXKEJO CIEAHOBO:
W THE HE MOXaT JIOKpaj Ja ja aHTHUIUIHUPAAT H
JeTepMUHIpaaT €IWHCTBEHOCTA W aKTyallHOCTa
Ha KOHTEKCTyajlHaTa CHTyaluja.) Bpemero ro
Jenu CcyO0jeKTOT Ha TOBOPHUTENOT of cebecu
(3Hauw, BIMjac BP3 WACATU3UPAKETO HA U3pa-
3WTE, MPEKY KOU TOj Ce KapaKTepH3HUpa); U Toa ro
nenu — OapeM, ako € MOXXHO, HO Taa MOMHOCT
UMa TIPUHIUIHEICH KapakTep - Toa TO JCIH,
(moceramHOTO) 3HAYCHE HA HM3Pa30T O] CEKOHU
HeroBW uaHU 3Hauewa. (Ilmcmoro ro moTBpIyBa
OBa UCKYCTBO KO€ T'O JIOKUBYBaMe M BO CEKOj-
THEBHUOT TOBOP, CAMO BO €KCTPEMEH CIIYYa)).

3a 1a MOXe J]a ce OBO3MOKH OBa UCKYCTBO
~mutabilit¢ du signe®, jasmunarta d¢umozoduja
rMa notpe0a 011 eJHa BakBa TEOpHja HA ja3HYHU-
TE 3HAIU, KOja UICTOBPEMEHO Ke ja 00jacHU Hero-
BaTa MHTEPCYOjeKTHBHA pa3OHpIUBOCT (110 Mep-
Ka Ha CEMHUOTCKH KJIy4Y, KOj TO KpHe 'MHUHUMAJ-
HUOT UJCHTUTET® Ha 3HALUTE) U HE-UICHTUTETOT
WM HEeTHOBPEMEHOCTa Ha Heropara Mopaka.
Cocup TOKMY CBOETO OTKPUTHE 33 CHCTEMaTCKa-
Ta CTPYKTYPUPAHOCT - M UJICATHHOT KapakTep -
Ha jasukoT (langue) HE TO OCIOPWI CO MHCIATa
3a MOCTOCHE Ha CJICH MPBOOUTEH WICHTHTET Ha
3HammTe: ,,[Dans une langue,] tout consiste en
différences.“38 Ako HMIITO ApYyro, TOj € CIPO-
TUBCTaByBa Ha ,.illusion naturaliste Ha mmamo-
rpamMaTH4apuTe, Cropell Koja TiiacoBHATa CYIIC-
TaHIa o cebe € CMHUCI000pa3yBayka, ma 3aroa

38 Saussure (1957, 16). Bumu ebd., ctp. 78 f. u moce6HO
ctp. 93 f.: Il n'y a dans la langue que des différences et pas
de quantité positive.*

€AMHCTBOTO M OUCTUHKTHBHOCTA Ha €lCH 3HAaK
MOpa IOMHAKy Ja ce ocTBapyBaaT. MIMeHo, Tne
ce OCTBapyBaaT Kako pe3yJTaT Ha COJIEjCTBOTO
Ha JBa NMPHUHLMIA IUTO MelyceOHO ce HamZomoI-
HyBaaT M OTpaHHYyBaaT, a TOA Ce: BPEMEHCKH-
JMHEapHaTa CYKIIECUBHOCT OJi €JHA CTpaHa, W
€/IcH CIPOTHUBCTABEH MpoIlleC Ha OOOMIITYBame
(v uaeanusupame), ox npyra crpana. (Camo
OBOj MOCJIETHUOT CTPYKTYPIUCTUTE U TAKCOHO-
MaTcKaTta JMHTBUCTUKA HA ja3UYHO-aHAJUTHYKa-
Ta ¢unozoduja ro nosegoa Bo (OKYC: UMEHO,
Pa3IHMKHUTE HA jJa3NYHUOT CHCTEM C€ PeaylHpaHH
Ha KOHEYHO MHOTY OIIO3UIIMH, BO YHja BMpEXKe-
HOCT BPEMETO €€ YMHH KaKo Ja ce conmpeHo. Me-
TaM3UYIKH, OBa CTOjasIMIITE ce c(haka BO HACOKA
Ha TOA JieKa OBJle XYyCEpJOBUOT ,,IPUHIMIT Ha
CUTEe TPUHLUON, HE ja aHyJHWpa ceraiHara
OperjefHocT [Koja TOj ja HapeKyBa KHBa
CeramraocT |).

Cocup BO cBouTe MOCTXyMHU Notes item
pasnuKyBa [[Ba MPUHIMIA Ha Semiosis,’® Toa ce
CO3/IaBarkbeTO 3HAK M CO3JIABabETO CMHCIA!
NpeKy NPBUOT, YHUAWMEH3HOHAIHOCTa HA Bpe-
MEHCKHOT TEK, €JIEMEHTHTE MOXKE /1a CE Pa3JIuKy-
Baar eneH ox ApyT: ,,chaine parlée ce 6azmpa ad
infinitum Ha penanMja Ha He-UACHTUTET, Koja Co-
cHp ja pa3Oupa Kako pernanuja Ha ,,[IONHAKy OA".
Joxonky e mameH uzpas (’terme*) X, 011 KOj HEKO]
BTOp M3pa3 ce Pa3lUKyBa Kako He-X (3Ha4H, ce
uaeHTH(UKYBa Ha Tp, CO y), TOTall HerauujaTa
Ha MHOKECTBOTO Ha CUTE -X (3Ha4u ABOjHATa He-
ranyja Ha y) ro AaBa KOHTHHYYMOT Ha CHTE Tjia-

39 Uzpazor noreknyBa on [Tupc (Peirce) u He ce cpekaBa
kaj Cocwup.
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COBHM €IMHCTBA, KOM OCHOBAaHO MOYaM Ja I'M
ocMarpam Kako ,,x .40

OBOj IPUHLUI — HE € HUILITO JPYro OCBEH
monobpo objacHeTara Bep3Hja Ha ,,IPUHITUIIOT Ha
mudepeHjarHoCT™, 32 KOJjIITO TOBOPEBME BO
nenot II. — u TOj MOXe TMojacHO Aa ce KapakTe-
pusupa co moMou Ha Qgopmanuzanujara. bunej-
KM TOa HE € MO€ OTKPHUTHE, TYKY TOa € POpMyITH-
paHo BO €eH HeNe4aTeH TUIIOCKPHIIT, IITO JbY-
Oe3no mu ro mpenane Kpucrujan Ilterep,*! 3a-
TOa cera OW cakay HeMy Ja My TO AajnaM 300poT:

JazuuHaTa 3HaKOBHA CHHTE3a CE 3aCHOBA —
Kako ITO Oele MoKaXaHO — Bp3 MPHHIUIIOT Ha
HE-UJCHTUTET. JJOKOJIKY ce Mpu3HaaT BPEMEHCKH
pa3IMvHU HACTaHU Ha parole

x(1-x(p)? - x(p)3 ...

KaKko peaJM3alliyl Ha €ICH uOdeHmuyeH
3HAK [3Ha4YM Kako 'THM'], TOram Toa € MOYKHO ca-
MO Ha TOj HAQYWH IITO CEKOj O THE HACTaHU Ke
ce TIOBp3€ CO UCTHOT pel O pPyIMMEHTapHH He-
raiuy, BO KOU Ke ce KOHCTAaTHpa He-HJICHTUTETOT
Ha ¢urypara Koja ro pernpe3eHTHpa HaCTaHOT 3a
CBEecTa CO CHTE OPYTW ja3udHu eieMeHTH. [Ipe-

MHHOT OJ x(p)l, x(p)2, x(p)3 WTH. [3Ha4M O
tokens Ha parole] xon x(l), T. e. [KOH] edeMEeHT
Ha langue [jazuyeH mun/, 3Ha4N € MOKEH, CaMo
ako

x(p)l > a) ~A=bl) A =c(l) A ...,
x(p)2 > a(l) A —=b() A—c() A ...,

40 Bo BpCKa CO OBa MOIIIHE jaCHO U MEHETPaHTHO Kaj Kpuc-
tujan llterep (Christian Stetter 1979, moce6Ho ctp. 135 £.).

41 Stetter (1979/80, ctp. 72 L).
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WTH., ¥ TOA TaKa IITO HUKOj O] THE Hera-
IUCKK PEZOBH HE CMee JIa COJPKH SIEMEHT, aKo
TOj HE € MIOCOYCH OJ1 IPYTHUTE.

Bp30 ke ce mokaxe Jeka KpajoT W 30IITO
KpajoT Ha OBaa IIeMa € MPoOJIeMaTHUCH 3a UJICH-
Tu(UKalMja HA 3HAIUTE, KOja € LEeJOoCHa U Koja
MOXe NIeAYKTUBHO Aa ce u3Bene. lllemara cama
o cebe ceKkako MOKaXKyBa Jeka camara HeraTHB-
HOCT Ha Pa3IMKyBamEeTO M TCYCHUETO HUKOTAII
HE MO Jla TH OBO3MOJXKAT CBECTa Ha eJMHUIATA
Y TMIOBTPOJIMBOCTA BO MCTa CMHCIIA Ha €/ICH ja3u-
YeH THII, JOKOJIKY HE O MOCTOE €ACH IPUHIIHIT
Ha ,mémorisation* unau ,,recollection des unités
phonatoires succesives mTO IenyBa BO CIIPO-
THBHATa HACOKA;*? 3HAYM MPUHIIKII, KOj — CIIMIHO
Ha KaHTOoBara ’CHHTEe3a Ha PEKOTHHUIIUjaTa‘ — T0
3ap)KyBa BO CBECTa HM3MHHATHOT €JIEMEHT H
MECTOTO Ha HETOBOTO HACTANYBAHHE BO KOHTEKCT
Ha apyrute enementu. Cocup 300pyBa 3a
wrecolligibilité” ma enementure.*® Toa wmo ce
3aJp)KyBa, CEKaKo JeKa He MOXKe J1a OMJIe CaMHUOT
€JIEMEHT — OJIHOCHO KOH(UTrypalujata Ha eje-
MeHTH (00J1HK) - (Ouaejku MOXe Jla ce Kake JieKa
THE MOMPBO CE U3MHUHATH), TYKYy CaMO HETOBHOT
MPETCTABHUK: JIa TO Hape4yeMe, aHAJIOTHO Ha IIe-
mata Ha lllTterep, x'. PasznmukyBaukara o3HaKa
3HAYM HE ce CIy4yBa, Kako MITO W30p3aHo ce 3a-
KJIy4yBa CO MOJICJIOT Ha KOJIOBH MOMETy eJieMeH-
TUTE X U (TOBTOPHO) X, TYKYy IOMery eJIeMEHTUTE
X ¥ X', IOMeTy eJIeH cera KaKo X UHTEPIPETUPaH
€JIEMEHT, KOj ¢ W3MHUHAT, CTaHaJ CeKaBame U ¢
caTteH kako ceramHocT. Taka ce MoKaxyBa Jie-
ka COCHpPOBHOT KOHIIETIT Ha ja3UYHATA BPEAHOCT
— Kako MTO mutatis mutandis € TIPE3eMEHO O

42 Saussure (1974, N 15 [3318.6]).
43 Ha np. Saussure (1974, N 15 [3316.2 ff.]).



CTPYKTYPAJIUCTUTE — MPBUYHO, BO HUKO] CIIy4a]
HE MOXe Ja ce caTu Kako uzeja 3a Oe3BpeMeH-
CKH-CHHXPOHATa CTPYKTypa OJ €JIEMEHTH, KOH
Merycebe TpajHO ce pa3rpaHUdyBaaT CO OIO3H-
IUOHU U (CHHTAKTUYKH) BP3UBHH CHJIH KaKO MO-
JICKYJIUTE Ha €IHa KPHUCTalHA pemieTka. ToxkMy
CIPOTHBHO, JIBE BPEIIHOCTH MOXKAT Jia Ce pas3rpa-
HUYAT €JHa HACIPOTH Jpyra caMo BO BpPEMCH-
CKaTa HU3a - T. €. Kako He-ceramHu.** [Toumor
BPEIHOCT HE IO UCKIIy4YyBa IIOMMOT Ha BPEMETO,
TYKY IO BKJIyuyBa. EJieH elneMeHT MOXKe eJIMHCT-
BEHO TaKa Jia C€ OTPaHUYM M CEMaHTHUYKH Jla Ce
UIeHTU(UKYBa, aKO TI0 HETO - BPEMCHCKH, HaI-
BOp OJ1 HErOBaTa MPUCYTHOCT - CJIEIU APYT elle-
MEHT, KOj O]l CBECTa, a BO PAMKHUTE Ha €JICH KOH-
THHYHPaH TE€K Ha CBECTa CO MOTHBHUPAHO TOBP3a-
HU (hazu, ce COIVIeyBa KaKO He-HIECHTHYEH BO
OJTHOC Ha TIPBUOT €JIEMEHT. A TOa BAXXH TOKMY 32
CaMHOT MEMOPHpPaH €JIEMEHT: X' CO X HE € caM 110
ceOe MJICHTHYEH, Ha Tp. TPEKY HErOBUOT BPOJCH
[JIACOBEH OOJIMK WU MPEKY aKyCTHYHATa IPUPO-
na — T0a 6u OMII0 TOKMY ,,HATypPaINCTHYKHOT T10-
TpellieH 3aKIydoK - TyKy HM3UCKyBa CaMO MGO-
peuKa uHmepnpemayuja.

Elle comporte, cette identité¢, un élément
subjectif, indéfinissable. Le point exact ou il y a
identité est toujours délicat a fixer.*?

Tyxka ctanyBa 300p 3a XUIOTETHYEH CY/I,
KOj HEe MOXKe Ja ce KOPUCTH 32 HUKOHU JPYTH KaKo
XCPMEHEBTCKH KpuTepuyMu. [lonHaKy KakaHo:
Oounejku  événement u  représentant  de
l'événement He ersucTupaar HUTY BO UCTO Bpe-
Me, HUTYy, TaK, MOXaT Jla ce WACHTH(HKyBaat

44 Saussure (1974, N 15 [3317.2]).
45 Saussure (1968, S. 243, II1 C 294).

NPEeKy HUBHHOT TJIACOBEH OOJIMK, OCTOU MOTpE-
0a on npowupen saxayuox (B0 cmucna Ha [lup-
coBuot / Peirces ,,amplificating judgement*),46
KOj HajIpBO ke ro (pyHAHpa €AUHCTBOTO Ha 3HA-
yerme (Ha paMHHIITE Ha /angue) IPEeKy cBecTa Ha
TOBOPHTENOT KOja HE € U3BEJICHA O] CAMUTE Tpa-

BHJIA HA [angue ¥ 3aT0a ¢ TPAHCCEMUOIIOIIKA, 2 1
TOa — KaKO U CHUTE He-JACAYKTUBHH BUIOBHU 3a-
KIY4YOLH — Ha €JeH HAauWH KOj MEePMAaHEHTHO Ke
MOXeE Jla ce OTIOBHKA U ¢ HecTabuieH. [1lnaep-
Maxep, KOj MpB o JOKa)ka OBOj TUI Ha MPOIIH-
PEH 3aKIy4OK BO IIEMaTHKaTa Ha CO3JaBambeTo
3HAIM ¥ Pa3OHpameTo 3HAlHW, TO CIOPEIHI CO
YMETHUYKO JIeNo, ,,HO, He* — Taka Toj oOjacHyBa
-, ,,KaKo M3Bemdara Ja 3aBplIyBa BO HEKOE yMeET-
HHUYKO JIeJI0, TYKY Taka IITO AejHOCTa K€ IO HOCH
caMo Kapakmepom Ha YMETHOCTa 1Mo cebe, Ou-
JIjKkU cO [rpaMaTHUKKUTE| TIpaBUia HE € JajicHa U
NpUMeHaTa, OHOCHO HE MOJXKE J1a Ce MEXaHH3H-
pa“.47 | VYmerHocra“, o0jacHyBa TOj, ,,B0 YIITE
MOTECHA CMUCIIA, ja HApEKyBaMe OHAaa CTPYKTYH-
paHa u3Ben0a, MpH IITO CME CBECHHU 3a OIIITUTE
NpaBWiIa, YMja MTO MPUMEHA HE MOXKE MOBTOPHO
Jla ce BpaTH Ha mpasuia.“48 OBaa oxpenba jacHO
ce apxu Omm3y no KanroBara nepunmumja 3a
pebnekTupadkaTa (Ha Tp. €cTeTcKara) MOK Ha
pacynyBame, Koja cekorali ro 6apa mouMoT, IITO
Ou MOXeJ Hea Ja ja Opeau, HO OJl CTPYKTypa-
HU IPUYMHU HE MOXeE Ja TO HajJe.

46 Criopeau co npuoror 6.40 Bo Peirce (1976, S. 291 ff)).

2 I'oBopoT 3a mocneqHaTa AETEPMHUHUpAYKa CBECT Ha
rOBOPHTENIOT HABUCTHHA ce Haora kaj camuot Cocup. Tamy
ce KapaKTepu3upa Kako €AMHCTBCH KPUTEPHUYM 3a CYIOBHTE
Ha yiuHrBucTUTE. (Saussure 1957, S. 75).

47 Schleiermacher (1977, crp. 81).

48 Schleiermacher (1843, § 132, ctp. 56).
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W Jlepuna ja OpaHen OecKOHEYHOCTa Ha
3HaKOBHAaTa BpCKa IOBHKYBajku ce Ha Yapic
Canpepc Iupc,*® Ho cexako, HACIPOTH HEro, O3
HaBpakamke Ha MOMMOT MHTEpIIpeTalyja Wid Ha
MHTEpIpeTaTHBHATA HWHIMBUAYa. Bo TOj KOH-
TEKCT, OBa HEe Mopa Aa uputupa. Tyka ce paboTu
caMo 3a Toa Jia ce Jokaxke neka Jepuma — 6e3
KaKBO M J1a € TIOBHKyBame Ha COCHPOBHTE MOCT-
XYMHH TEKCTOBH (TOj pedepupa cexoram camo
Ha u3ganuero Bynrata Ha Cours de linguistique
générale) - BcymHOCT, ja moTBpayBa CocupoBara
nzeja, Copes KojallTo He MOXE J1a ceé UMEHyBa
HUKaKBa TEOPETCKAa MHCTAHIA KOja Ke ja compe
nudepeHnjanrjaTa Ha 3HAIMTE WIM Koja Ke ja
BHECE BO €/IeH 3aTBOPEH cHCTeM. JIOKOJKy 3a ce-
KOj 3HaK Ba)KW JieKa HEroBaTa CMHCIA Ce CO3/aBa
BO HETIPETJIEAHO OTBOPEHOTO MOJI€ HAa BPCKH, TO-
raml CMUcJaTa Ha HATY €leH eINHCTBEH 3HaK He
MOJKE CHCTEMAaTCKH JIa CE COBIIa/Ia. Ja3uKOT U TO-
BOPOT CTaHyBaaT CHUCTEMAaTCKH HECOBIIA/JIVBH.
Co Toa e HagMMHAT CTPYKTYPAIU3MOT BO HEro-
BaTa KJacM4Ha pasHoiukocT. JludepeHTHOCTA,
KOja TO pa3lInKyBa elleH 3HaK Of APYT U Koja My
JI03BOJTyBa Ha TOj HAYMH Ja HMa OJIpPEACHO
3HaueHEe, OTCEra ce MPOBJIEKyBa CaMO HHU3 BHa-
TPEIIHOCTa Ha caMMOT 3Hak. Toa Jlepuna ro Ha-
pekyBa ,la trace en lui des autres éléments de la
chaine ou du systéme*.50

VI. Kako Tpeba KpuUTHUYKHM Ja ce OJHECY-
BaMe KOH OBa XWIepOONMYHO HannaBawme? Haj-
Hampe] Tpeba /a ce KOHCTaThupa Jeka obajuara —
Cocup kaxo u Jlepuma - 3a3eMaat excmpemeH
anmu-penucmuden cmas. He camo mro cmucna-
Ta W 3HAYCHETO CE JIOBEyBaaT BO C€IHOCTpaHA

49 Derrida (1967 b, ctp. 71 ff)).
50 Derrida (1972 b. crp. 38).
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3aBUCHOCT OJ] AM()epeHINjaTHOCTa Ha 3HAKOBHA-
Ta pernanyja (3HAKOBHUTE PeJalnn), (caMOTO OBa
HEe He MHOTY BEpPOJIOCTOjHO, TYKY jJaCHO MCKPHBE-
HO: KaKO MOKE CMHCJIaTa Ja IPOU3JIe3e eOuHCm-
6€HO OJ1 €JICH OJTHOC, KOj CAMUOT UCTO TaKa € OC-
7000/IeH 0] CMHUCJIA KAKO M EIIEMEHTUTE CO KOH €
noBp3aH nped toj omHoc?). [Tokpaj cero oBa ce
ryOum u Bpckata co CBETOT. Bo cekoj ciyuaj
’TEKCTOT® CTaHyBa aBTOHOMEH Ha HAa4YHH KOj Cy-
repupa Jieka OHOj Koj Oapa moBeke, caMHOT cede-
cu He ce pasbupa. Ho, HHE neHec BO CBETCKU
paMKH MOXeMe Jia HabJbyJyBame Hempuakame
Ha Te3ara 3a KOHTHHYHPAHHUOT ja3WueH KapakTep
Ha CBECTa U MUCJICHETO; U OBA IBUKCH-E HA HEll-
pudakame qypu ro 3adaty U HajyCIeUTHHOT (Hu-
nmo30¢ckn MOTdaT HA MOCICTHAOT BEK: TaKaHa-
pedeHaTa jasuuHo-aHAIMTHYKA puo3oduja, Koja
cera ce HapekyBa camo  aHainuThuka‘. OBa Ou
Tpebasio moHaTtamy Jia ce enadopupa — HO Kako
npeaMeT Ha HEKoja apyra cryadja.d!

Ha ja mornmenHeme cera HemoBepOaTa Ha
Jepuna (obpasmokeHa mpen ce Bo La voix et le
phénoméne)>? MpOTHUB TPOYYEHHOT ,,IPUHIIAIT HA
npuHIMIUTe Ha Xycepil: aBTO-IPHCYTHOCTA Ha
cMHcIaTa, Koja € XK|Ba U nperjienHa. Taa moynBa
Ha €JHO He3aJpKIMBO Haeann3upame. Bo Toa
uaeanr3upame npoaupa XycepioBara Hamepa —
Kako ¥ HaMepara Ha CHUTE 'JIOTOICHTPHYHU  Ce-
MaHTHYapH — JieKa TPU MOBTOPYBAmHETO HA €/IcH
3HaK BO M3MCHET KOHTEKCT Tpeba la ce 3adyBa
WJICHTHYHOCTA Ha THIIOT Ha HEroBaTa CMHCIIA.

51 Bo BpCKa co oxOmuBameTo Ha linguistic turn Bumu: (Frank
2001).
52 Derrida (1972 a). IHTepnpeTanyja Ha OCHOBHATa MHCIIA

Ha oBa Jieno ce Haora kaj @pank (Frank 1983, Vorlesungen
14-16).



W naBuctuna [lepuaa (Bo cBojaTta pacrpa-
Ba co Cepie [Searle]) ro mpudaka TpuBHjaTHHOT
MUHHMAJICH KOHCEH3yC JleKa MOBTOPJIMBOCTA, a
CO TOA M MICTU3NPAmHETO Ha HUBHUTE €JIEMEHTH,
MpeTCcTaByBa HY>KEH MPETyclIOoB Ha CEKOj cUMOO-
nuueH nopenok. Jlypu kora cranyBa 300p 3a
MOCJIEeIUINTE, JBETE CTPAaHU OTKJIOHYBaaT eqHa
o Ipyra: 3a ()eHOMEHOIoTHjaTa UCTO KAaKo H 32
jasuyHO-aHAMMTHYKaTa (GUIo30¢uja, MOBTOPIHU-
BOCTa M HJeanu3alyjaTa Ha THUIIOBUTE IpETCTa-
ByBaaT caMH I10 ce0e yCIIOBH Ha MIAEHTUTETOT Ha
3Hauemara: 3a Jlepuaa ce ocnoboayBa OeckoHEU-
HUOT CHUHIIMP OJi TIOBTOPYBama Ha €JCH KpHTe-
PUYM 3a WACHTHTET M 3HaYCHCKaTa UIeHTH(UKA-
myja ce mpeoOpa3yBa BO XHITOTETHYKH CYI, 3a
Yrja BUCTUHUTOCT HE MOXE KOHEYHO Jia ce ,,0I-
Ty4un** (ol IPUHLUMIHNETHN PUYUHH, a HE Mopa-
I¥ HEIOBOJIHOCTA HAa METOJIOT).

PagukanHocra Ha oBaa IMOCIEIUIA € UMII-
pecuBHa. Cenak Mopa Jia ce pacy/lyBa TPE3BEHO,
Y JIa ce KOHCTAaThpa JeKa Taa € IpeJiMEeH3HOHH-
paHa, ma Jaypu ¥ caMOYHHWIITyBa4yka. U Bpemero
Ha koe Jlepuna — HamoBp3yBajku ce Ha Xycepa —
paso ce MOBHKYBAa, HE MPETCTaByBa €IHOCTABHO
nenba Ha (as3u Koja ce onupa Aa UMa WIACHTUTET.
Toa e nmenba, koja OBTOpHO obOemunyBa.>3 Ilo-
MHAKy MCHYBambETO He OM MOXKENO HH Jia ce 3a-
MUCIH, OHIejkn He OM MOXeIo ToBeke na Oume
pa3buparBO Kako Moau(UKanyja Ha HEMITO IITO
ocranyBa. Toa Jlepupa nypu u ro mpu3Ha BO
cBojata moyiemuika npotus Cepne. Ho, Toa T0j TO
CTOPH BO €JICH HEBHUMATEJCH MHI, Taka IITO U
CaMHOT HE TY YBH/JICI IOCIICAUIIUTE KOU Ce OJTHE-
CyBaaTr Ha CaMHOT Hero. Tamy Toj roBOpe 3a ei-
HO MHHHMAJIHO TIOCTOCH:E (restance) He Ha CMUC-

53 Bunu Sartre (1943, 177).

naTa, HO Ha marque, 3Ha4u Ha 3HAKOBHATa OOBU-
BKa Koja e ocnoboneHa o cmucia (CocupoBaTa
aposeme):

La restance [...] est liée a la possibilité
minimale de la re-marque (...) et & la structure
d'itérabilité. Cette itérabilité (...) suppose une
restance minimale (comme une idéalisation
minimale quoique limitée) pour que l'identité du
méme soit répétable et identifiable dans, a
travers et méme en vue de l'altération. Car la
structure de l'itération, autre trait décisif,
implique a la fois identité et différence.>*

OBa 3aeHMYKO €r3UCTUPAE HA WACHTH-
TETOT M IU(EepeHINjaTHOCTa BO BPEMEHCKOTO
30MIHYBabE CE HAPEKYBA HETOB KOHMUHYUMEN.
KOHTHHYHTETOT HMIUIMIHpa MEHyBame (BO
CIIPOTHBHO OM MMajle CEeramHoCT Koja MHpYBa
OJHOCHO nunc stans, TIEPMaHEHTHOCT); HO, Taa
UMIUIMOWUPpa MCEHYBamkb€ BO pPAMKUTC Ha €IHO
€AMHCTBO (OHAKa KaKo IITO MUCIMME JeKa CaMH-
TEe ce MEHyBaMe BO )KMBOTHATa IPHKa3Ha, a JieKa
cermak octaHyBame jaa ouageme toa mro cme). Ce-
KaKo JIeKa Toa €AMHCTBO CEKOrall OJHOBO CE€ JH-
(bepeHmpa u Kako eJUHCTBO, KOE CEKOTaIl U BO
CEKOj MUT € HalaJHaToO M paculieHeTo, MeryToa,
Mopa J1a AoAafieMe, BO KOPUCT Ha HOBH, UCTO Ta-
Ka TIOBTOPHO W3TPaJieHH MPOBU30PHU €IUHCTBA,
TOa MMOBTOPHO c€ co3aaBa. Tyka BO HUKOj CITydaj
HEMa Bpakame KOH MPETXOAHOTO €IHHCTBO, KO
- XerenunjaHcku — O MOKEIIO CO OrJie]] Ha Hero-
BaTa IeJI J1a ce WACHTHU(HKYBa KaKO arlCOIyTHO-
TO BO cocTojb6a Ha cBoeTo OWayBame BO cele.
ITompBo € Baka: €AMHCTBOTO KOE He e CYIICHC-
TEHTHO PEYHCH U HE ce WACHTH(HKYBa, HUTY Ce

54 Derrida 1977 b (S. 24 £)).
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Harara BO MOTJe] Ha €AHa HOBa KOHIENIHUja Ha
€IMHCTBO. A OBa CEKOraul ce CIydyBa BO KOHTH-
YUTETOT Ha UCTOpPUjaTa Ha MOJIKY6AIbEmo, 3a KOe
Hepuna e He3anHTEpecHpaH, 3aIliTO TOj MU3Pa3oT
’TOJNIKyBambe® IO acouypa CO WHHUIMjaTHBAaTa Ha
CMHCIIOTBOPEYKHOT Cy0jeKT. A Toa, BUCTHHA TO-
BOpEjKH, € IPOTUB “JIOTOLIEHTPU3MOT".

HaBuctuna koHcekBeHIHWjata Ha Jlepuoa
noTmara 1moj MpovyeHHOT U quoqgue - apryMEHT
Ha ApHCTOTEN, Cope] Koj ,,0HOj, KOj OCIopyBa
OJIPE/ICHU YCIIOBH Ha 00PA3I0KEHUETO, TOKMY 32
Jla MOKE J1a TH OCTIOPH THE YCIIOBH, MOpPAI H Ja
T'Y IIpU3Hae, T.€. apryMEHTUpa IIparMaTU4YHO He-

KOH3HCTEHTHO™. D) NmMmeno, 3a ma Moxke ga ce
MHUCITH Ha MTEpaOHIIHOCTAa KaKO yCJIOB 32 OBO3-
MOXYBame€ Ha CyOjeKTUBHTET M CMHCIA — H
WIeaTHOCT BoomTo, Jlepuna Mopa a To Kopuc-
TH KOHTHHYHUTETOT (a2 CO TOa U: BPaMyBadKOTO
€IMHCTBO) Ha mpouecoT. Toj Toa copex MeHe, U
CO TIPaBO T'0 YMHHU; HO, TOTAIl Ce MPEKUHYBA I10-
CIICJIHMOT BpPB Ha HEroBaTta apryMeHTalfja WIn
TOj MOJKE JIa C€ OAP>KU camo TI0 [[eHa Ha caMo/ie-
MaHTHpamkeTO. 3aIliTO BO OHAaa Mepa, KaKo INTO
co mpaBo mnorceryBa Jlepuaa Ha XycepioBara
,»KHBa CEramrHoCT®, BO KOja TOa pe- KaKo Ipe-
(ukc Bo u3paszor 'pe-mpoaykimja‘d (kako u BO
‘pe-meTHnrja‘ U 'pe-Tpe3eHTanrja‘) mpeTnocra-
ByBa 3ary0a Ha elIeH HEeNpeKUHAT CaMOUICHTH-
TET Ha ,,Ipa-HACTAaHOT", BO Taa Mepa TOj] Mopa
caMHOT Ja Ouge morcereH ox Xycepi, IeKa
3ary0aTa Ha COIICTBEHaTa CEralIHOCT Ha Ipa-
HACTaHOT MOXE CaMO Jia ce O03Hauu (,,marquer)
BO paMKHUTe Ha €IeH KOHMUHYUPAH Npoyec Ha
umepayuja, qne GopMyIHpame NpeKy npeduk-

55 Hogrebe (1982, S. 289).
56 Derrida (1972, c1p. 71 ff,, 74 ff)).
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COT ’pe-‘ BO HEOJOrM3MOT 're-marque‘’ moka-
KyBa A€Ka MUHUMAJTHHUOT UACHTUTET TCOPETCKU
HEe MOXe Ja ce HamymTtd. OTTaMmy MpousJery-
BAaT, YMHAM, L[ela HU3a MOCIEIUIH, 38 KO 3a
CHTE € 3aeJHMYKO TOA IITO HE MOXAT ITOBEKe 1a
ce pasBMBaaT BO TEOpETCKaTa pamKa Ha Heoc-
TPYKTypanu3MoT. THe amenupaar Ha eIHa Xep-
MEHEBTHKA BO CMICIIa Ha HHIMBHIyaTa.

N koneuno, obunot Ha Jlepuaa 3a IeKOH-
CTPYKIIMja Ha EIUHCTBOTO (CO3MAJEHO TPEKY
BHaTpeluIHa audepeHnnjanrja) Ha camoceecma €
cocema HeoIpxunB. Toa € MOBp3aHO CO OKOJ-
HOCTa LITO TOj € HEIOBOJIHO 3all03HACH CO aTep-
HATHBHHUTE TEOPUU W OOWMIHM 3a 00jacHyBame Ha
camocBecta. Hamecro Toa, TOj TO mpe3ema
XycepaoBHOT HEOAPIKIMB MOJET 38 CaAMOCBECTa
Kako pedrekcuja ("camononupame’ WK *caMo-
adexmja’ Ha €mHO WHTCIUTHOWIHO Jac BO
EMIIUPUCKOTO) U TH pa3liellyBa HETOBHTE HEH3-
OCKHM TIOCIIEAMIM €AHW oA Ipyru. Meryroa,
OBHE TIOCIICIUIN CEKaKo ce A0OMBaaT camo TO-
rami, Kora ke ce 3eMeé Kako OCHOBa OBOj IOTpe-
meH mogaen. bunejku Jlepuga Hema HHKakoB
JIpyrT MOJEN, TOj OCTaHyBa HEraTHMBHO W Mapa-
3UTCKH Bp3aH 3a Xycepil; HeroBaTa IMpeTeH3Mja
TOj MOJICNI J]a UMa Ba)XKHOCT, Mporara 3aeHo CO
oHaa Ha Xycepi. 8

57 Kou noumor der ’re-marque‘ mwin der *double mArque®
Buau: (Derrida 1972 ¢, S. 283 Bo xoHTekceT). Bo Bpcka co
TOJIKYBAamETO CIIOPEAN T'O MOETOJOIIKHOT ,,JIPUCTAIl BO
(Frank 1983, S. 573-607, moce6Ho ctp. 601 f.).

58 Buau: Manfred Frank, ,,Ist SelbstbewuBtsein ein Fall von
'présence a soi'? Zur Meta-Kritik der neueren franzdsischen
Metaphysik-Kritik“, Bo: Frank (1989, S. 471-490).
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Manfred Frank

What is Neostructuralism?
Derrida’s Principal Linguistic-Philosophic Function when Exiting Classical Structuralism

(Summary)

Manfred Frank, in this study, attempts to represent Derrida’s principal linguistic-philosophical
thought construction, which he terms (as early as 1980), most aptly “neostructuralism”. Derrida’s
Neostructuralism — terminologically speaking, it emphasizes its novelty vis-a-vis structuralism —
questions the basic premise of classical structuralism, according to which the meaning of signs (as
signifiers of the linguistic articulations) is created through the binary oppositions of the sign’s carriers
within the frameworks of a closed system. No longer speaking of a ‘system’, rather now referring to a
‘structure’, Derrida emancipates the differentiality of the signs from the closedness of the oppositions,
since the differentiations are created in a space with open frames — marge. Henceforth, Derrida
concludes that the limits of the semantic identity of a term are functions of the open system of the
permanently new differentiations. Therefore signs are recognized as always new articulations of other
and former signs, much like texts are the transformations of other and former texts. That means that
the differentiation of the signs does not take place between the signs, rather in the internality of each
individual signs separately. The meaning thus created, of each sign, depicts the unclear open field of
the system, due to which the meaning of each sign cannot any longer be controlled inside the system
(linguistic, sign-related, grammatical) itself. Consequently, the question about identity emerges, rather
about the consciousness of the speaking subject. Frank points out the consequences of this thought
construction of Derrida’s, which in the long run rebound also onto his unsustainable and wrongful
approach (and model, as taken over from Husserl) about the deconstruction of the unity of the
consciousness about itself.

Key words: classical structuralism, system, deconstruction, neostructuralism, structure
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CONSTRUCTION OF A PLACE IN ETHNOGRAPHIC FILM

Key words: ethnographic film, place, visual ethnography, experimental ethnography

Ethnography is widely accepted method in the field of cultural studies, although was born under
the roof of, and is still an identity marker for the discipline of cultural anthropology. Cultural studies
embraced the ethnography in effort to deal with the “lived culture” and “whole way of life” but with
lot of criticism within and outside the field for its circumvention of abstraction so that the separate
elements of lived cultures are not unraveled, and their real complexity is not recognized (Johnson
1996, Nugent 1997). Bringing out a complexity of real world in ethnography is one of the focuses of
anthropological theory itself since 1980’s (Clifford and Marcus 1986), and soon afterwards it started
to be problematized within the realm of visual ethnography as well (Crawford and Turton 1992, Pink
2001). On this track, I am dealing with complexities of one of the most questioned notions in
humanities and social sciences in the last twenty years — places, and ways of presenting these
complexities in visual ethnography.

Place in theory and ethnographic practice philosophy, = human  geography, history,
archeology, sociology and anthropology (Relph

The concept of place has undergone
considerable changes since late 1980's in
anthropological theory (Gupta and Ferguson
1992, Low and Lawrence-Zuniga 2003). This
was a consequence of methodological and
epistemological rethinking of the ‘locale’,
‘locality’, ‘field” and ‘space’ which made part of
the so called spatial turn in humanities and social
sciences in general. The concept spatial turn
sums up an abundance of research and theory
developed from the 1970s onwards in

1976, Soja 1989, Lefebvre 1974, Malkki 1992,
Tuan 1977, Warf and Arias 2009). Space begun
to be considered as a humanized or meaning
laden (temporal, relational, subjective, specific,
active) on the contrary to previously prevailing
conceptualization of it as abstract or scientific
(atemporal, totalized, objective, universal,
passive) (Tilley 1994 :8). Once the space was
considered as something that is involved in
action, it is generally acknowledged as socially
produced. This means that societies produce their
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spaces for the sake of the proper development.
There is no container to be fulfilled by human
action, but there are innumerable connections
between perceived, cognized, lived and
imaginative reality that create and recreate social
spaces (Lefebvre 1974). In other words, space is
experienced by people and this involves all
social constructs developed by people: it is
burdened by historic moment, political forces,
ideological orientations, it is conflict ridden
medium.

The most significant aspect of this shift for
anthropology is rethinking space as an essential
component of sociocultural theory, or as Low
and Lawrence-Zuniga put it, “anthropologists are
rethinking and reconceptualizing their
understandings of culture in spatialized ways”
(Low and Lawrence-Zuniga 2003: 1). In the age
of mass migrations, globalization and
information technology discipline’s key concept,
culture, is no more seen as territorialized and
historically routed, but as ‘traveling’ (Clifford

1997) and anthropologists develop new
conception of deterritorialized cultural
differences. Therefore, connections between

places, people and culture should be investigated
as a historical and social creation on one side,
and as a phenomenological and discursive
construction on the other side (Capo and Gulin
Zrni¢ 2011). Places are processes of construction
through manifold views and thus ‘multilocal’ as
a way of experiencing (Rodman 1992), or in
other ~words, places are relational. In
understanding ways of experiencing places one
has to distinguish different possible relations that
individuals and groups develop towards places.
Among many factors which determine people’s
experiences are gender, power relations,
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economic situation and class, historical moment,
etc. Different people have different relations with
already established stratified social reality in a
place, and this positioning of a subject in certain
aspects determines his/her sense of that place
(Massey 1997). Doreen Massey  gives an
example of the seemingly homogeneous place
such as mining village in which a women knows
and feels the place in a different way than a man:
she follows different routes in order to
accomplish her tasks, she gathers with other
women in different places than men do. Her
sense of the place is different, the meanings she
ascribes to it are to some extent different (ibid.).
Having this in mind we could say that the place
in itself is a constellation of social relations
which in turn consist of experiential, emotional,
historical, cognitive and value dimensions. The
old visual representation of place as a circled,
bounded area thus can be replaced with the
image of dandelion seed where its rays intersect
in the middle the same way the social relations
intersect and form a place. Social relations we
are talking about are internal as well as external;
they are connections with other places as well as
connections within a place. Described in this
way, a place cannot be closed, introverted and
complete in itself, but open, connected to the
outside world and full of inner conflicts.
Nevertheless, it doesn’t lose it’s uniqueness;
Massey argues that it’s distinctiveness results
from the specific mixture of local and wider
social relations crossed in it and from the effects
that mixture generates (ibid.). In another time
and another location, the mixture could never be
the same.

As mainstream anthropology until 1980’s
treated space, locality and field with objectifying



tendencies, so visual anthropology (with few, but
notable exceptions) theorized with similar
pattern ethnographic film. Since it’s beginning,
ethnographic film fought for it’s status within
anthropology, often called ‘the discipline of
words’ (Mead 1995). In order to prove
ethnographic film’s scientific character, its
practitioners employed during 1960’s certain
way of filming consisting of rules such as
avoiding complex editing and therefore
practicing ‘editing in camera’; filming ‘whole
people, whole bodies and whole acts’ in effort to
represent the reality as it is; avoiding interviews
because of their intrusive nature; absolute
bending of non-original sound; etc. (Heider
2006). This way of filming was called
‘observational film’: it’s leading idea was to let
the audience to interpret for themselves
objectively represented culture, as they would do
if facing it with their own senses, without the
omniscient narrator, or the author of the film
leading them.

As soon as the mainstream anthropology
started to question it’s scientific endeavor as
experimental and employ the idea of
interpretative science, the filmmakers (Robert
Gardner as the exemplar) loosen the strings and
started to embrace artistic (subjective) as well as
scientific (objective) nature of the ethnographic
film. Now, all this was not so sudden, since
ethnographic filmmakers from the beginnings
were aware of the double nature of visual
ethnography. Widely acclaimed as first
documentary (and ethnographic film) Flaherty’s
Nanook of the North (1922), although employs
Malinowskian fieldwork ‘rules’ (researcher’s
knowledge of the subjects’ language, extended
stay in the field, getting the native’s point of

view) stays as a remainder of dubious scientific
methods in ethnographic filming (careful
preparations of the scenes instead of filming the
life as it is without intrusion of the filmmaker).
Furthermore, Jean Rouch, one of the most
innovative ethnographic filmmakers, already in
the early sixties insisted on subjective, relational
and provocative filming ((Chronicle of a
Summer, 1960), even inventing a new genre
called 'ethnofiction' (Jaguar, 1955). And finally,
to conclude this provisional list with Robert
Gardner, whose film Forrest of Bliss (1986)
made  anthropologist argue  about its
ethnographiness for more than a decade (Ruby
1989, Moore 1988, Chopra 1989, Oster 1989,
Kapur 1997). Forest of Bliss is a non-English
speaking film without subtitles or voice-over,
with no narration or verbal explanation. It is
ethnographic study of funerary practices in
Benares (India) and it combines ethnography,
cinema vérité and experimental filmmaking.
Exquisitely photographed, Forest of Bliss
captures the mystery of its subjects and their
lives, without sentimentalizing them: cremation
rituals and funerary preparations are used as
visual metaphors for the metaphysical ideas they
reflect. Robert Gardner started his career as an
observational filmmaker although always
susceptible to mystical themes (Dead Birds,
1964), and with Forest of Bliss he made full
circle from objectivity to  subjectivity
representing in this way theoretical turmoil
within visual anthropology.

The everlasting theme of objectivity vs.
subjectivity  in  ethnographic ~ film  1is
fundamentally issue of representation of culture.
Visual media represent culture by counting on
audiences’ capabilities to generalize shown
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particularities. In film we can, for example, see
particular scene of a fight among the Yanomamo
Indians who live in the tropical forest of southern
Venezuela and northern Brazil (Timothy Asch’s
Ax Fight, 1975) and deduce from it the idea
about violent Yanomamo society. Filmic
language is the language of particularity: it
shows one person doing his/her work, or an
ordinary day in one village, or a year cycle in a
life of one sheperd, intending to show the way
of life in society the images were drawn from
(MacDougall 1997). Therefore, images of the
film are grounded in determined place, they
show the place intending to show places.

This leads me to an observation on
importance of the spatial issue in visual
ethnography, that is, on the question of filmic
construction of representation of places . In order
to construct a place one needs to express a sense
of experience of that place which serves to it’s
creation and reflection at the same time. The idea
of belonging to a particular locality usually
effectively evokes feelings for a place and
therefore is much used in anthropological filming
and writing. Nevertheless, in visual anthropology
as well as in mainstream anthropology along
with the reconceptualizations of place, authors
have put into question old definitions of locality
and belonging (Lovell 1998). The exploration of
how notions of belonging are constructed is in
current context of globalization particularly
interesting. Raising the issues of displacement
and dislocation gave new aspect to the notion of
belonging, previously considered as naturally
connected to physical reality of the everyday
surroundings, and today moulded and defined by
memories of belonging to particular landscapes,
too. The question for the visual ethnography is
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how to construct a sense of belonging to a place
which cannot be filmed since it doesn’t exist any
more. It doesn’t exist in a way it did before,
which includes complex intertwining of
experiential, emotional, historical, cognitive and
value dimensions. Visual presentations draw
from particularities, and in this case
particularities are gone. Memories can certainly
be evoked and presented by interviews and
conversations, but besides words visual medium
needs also images, otherwise films are judged as
“radiophonic” and not true to their own
language. As far as images, films do not satisfy
just by collecting them from the outside world as
ethnographic evidences, their main interest lies
in “ability to convert a space of ocularity into a
space of intuition, surpassing the sensory
modalities of apprehension and gathering a
multiplicity of images into a unity of sense”
(Resina 2009: 197). John Marshall’s film N/Ai.
The Story of a !Kung Woman (1978/79)
successfully uses this ability to create a sense of
belonging to a place that there is no any more, in
order to reach for and find deep human strength
when facing changed social relations, lost of
values and a way of life. The film is based on a
widely admired book, Marjorie Shostak's Nisa:
The Life and Words of a !Kung Woman (1981)
which describes culture of San-speaking !Kung
of Botswana from the women’s point of view.
The book was innovative at the time for the use
of life history, and has been hailed as a
contribution to a gender anthropology and as an
example of polyphonic experimentation in
ethnographic writing (Clifford 1986, 1988;
Marcus and Fischer 1986; Pratt 1986). Only few
years after professional colleagues praised the
book, Gupta and Ferguson made a strong critique



of Shostak's approach in using Nisa as a token of
a type of apparently primordial people, isolated
survivals of a prior evolutionary age (1992).
Gupta and Ferguson judge «the exoticization
implicit in this portrait, in which the !Kung
appear almost as living on another planet», and
express their surprise of how little criticism this
approach has drawn from theorists of
ethnography (Gupta and Ferguson 1992: 15-16).
The authors takeover Edwin Wilmsen's critique
in which he shows that San-speaking people
have been in continuous interaction with other
neighboring groups and that political and
economic relations linked the supposedly
isolated Kalahari with regional political economy
(ibid.). Wilmsen’s observations are tuned to
already mentioned current theories of place and
space according to which notion of place
assumes ideas of linkage and openness. On the
contrary to the book, the film succeeds to avoid
careless generalizations such as ‘isolated people’
or ‘people without history’, in part thanks to an
already mentioned inherent quality of the
medium of drawing from particular images. The
protagonist of the film in a certain sense remains
N!Ai, instead of letting the generalized notion of
the 'Kung culture (apprehended and described by
the author of the film) to takeover that role. This
was possible for several reasons. Marshall
constructed the film around the conversation
with N!Ai who is talking about her childhood
memories (which reflect the life in a band of
gatherers and hunters, with seasonal gardening),
marriage, and lastly, sedentary lifestyle at
Tshum!kwi reservation (infused with sickness,
demoralization and dependency). The strong
point of the film are Marshall’s scenes picturing
N!Ai and her family filmed in a period of 27

years, which illustrate N!Ai’s story. Marshall
made number of films in Kalahari desert, and for
this film he used scenes from his previous films
that were presenting N!Ai’s familiy. In this way,
the story of turbulent period of political and
economic changes remains a personal one,
featuring exact person’s point of view. Marshall
used interview with N!Ai as a comment, and for
that reason there was no need for additional one.

Throughout the film Marshall is
constructing a sense of place fueled with notions
first of belonging and then of displacement.
Kalahari Desert is a harsh land with summer
temperatures that soar up to 45 degrees Celsius,
and in winter drop below freezing. It is actually a
semi-desert with rainy seasons which enable
foraging people to use plant and animal
resources. In the first part of the film N!Ai
describes gatherers’ way of life talking about
smells and tastes. Tastes were many in her
childhood, so N!Ai uses them to describe a sense
of diversity, plentitude, fullness which is strongly
connected to her sense of home.

“When we hit the na tree, the sweet berries
fell. We’d all pick them up an pile them together
to take home. I was such a big little woman then.
Most things we dug. [...].We pried out the ubbee
root and dug koa, the water root from deep in the
ground. We were people who had water. Even in
the cold dry season we had water. Some of our
water stayed fresh in the rocky places [...]. In the
forest we gathered ga- mangetti nuts. There was
so much #si in the fall, and maa, the wind fuit.
We had to taste things. Some of them were bitter.
Some people ate plums, some people didn’t. In
winter the berries dried, but there was cucumber
in the spring. And the beans you call wild coffee
and different insects. And when the year grew
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warm, the trees oozed sap which we call xum and
you call gum. Gum was so sweet. Those were the
things that made us good and full and gave us
many different tastes.”

Being filmed in observational style and
therefore edited with original sound only, the
film is filled with sounds of opening nuts, of
digging the turf to get water root, of walking
through the bushes. These sounds accompany
words of N!Ai while images of people being at
home in vast territories and bushes run in front of
viewer’s eye. Marshall successfully shapes
consciousness about emplacement, about the
workings of the human body and “provides a
reflection against which human imagery of the
self, at individual and social levels, can be
mapped and experienced”, as Lowell put it
describing dialectical relationship between nature
and human beings (Lovell 1998: 9). In this
respect, human relations and wider, human
society reflects the perception of the nature in the
process of common construction of a place. The
place cannot be understood apart from lifeworlds
of people. Place has relational meanings created
particularly through relations between people
and nature.

Having this in mind, Marshall’s decision
to construct a sense of place through images of
different kinds of love (love between husband
and wife, love towards food, love between
friends, love towards home) and religious
experiences (that in the form of a trans, again,
consolidate nature and culture), seems adequate
for the purposes of the film. Relationship
between a husband and a wife mapped through
rituals of engagement, first night under the same
roof and first hunt for a newly made family, as
well as through slowly progressing of their
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emotional binding reveals the ways of processing
the territory as a place (or in this case, home
place). Marshall presents the way in which are
emotions mapped into the territory and this helps
understanding the imagery of the N!Ai’s self as
experienced in a place. The ritual of trans even
stronger suggests the workings of a body in a
complex play between conscious and
subconscious emplacement. Marjorie Shostak
describes the ritual as a curing process whereby
the healing force, n/um, begins to be “hot” and
starts to be effective on community (1981: 292).
In the film, N!Ai talks about transing as
dangerous, for people have died in trance trying
to activate the n/um to fight against God’s will
and to cure disease. In trans, people enter
dimension of disease and leave their own
dimension, their body is transit area between two
worlds. If to be human means to create the
distance between the self and the world and at
the same time to attempt to bridge this distance
though perception, bodily action, intentionality
and emotion (Tilley 1994: 12), than the practice
of trance as a bodily and spiritual experience
seems like effective in bridging it. Literary, with
trans people are trying to go back to the world, to
bridge the gap, to trans-site, to develop bonds
with extra bodily manifestations of the world,
mental and physical, and therefore to construct a
place (taken as a experiential set of
contextualized relationships) . For this reason,
the scene of trance in the first part of the film
takes over the meanings of emplacement and
belonging, altogether with previously mentioned
sensory attachments.

In the second part of the film Marshall
constructs a sense of displacement in Tshum!kwi
reservation through malfunctioning human



relations. Again is the world of N!Ai that opens
the path towards experiences of place.
Experience is not told, it is shown in the film by
exposing subjects as not satisfied, contentious,
irritable, drawn in their everyday quarrels. Not
used to the sedentary way of life, they feel
imprisoned. Sense of imprisonment and not
belonging is communicated with gestures, bitter
words, and a song. The song that N!Ai sings
expresses emotional and cognitive dimensions of
displacement (she sings “Death is dancing me
ragged”) and it accompanies the images of
misunderstandings between !Kung and people
responsible for the South West African
Government camp. For the !Kung at Tshum!kwi,
change in lifestyle included settlement,
subsistence, and introduction of the institutions
of church and school. Misunderstandings in
religious practices were common — one of the
most striking is N!Ai’s interpretation of the
biblical scene told by the catholic priest in
sermon. Irony and disbelief are evident in
N!Ai’s face and her comment in which she
judges Jesus’ personality for putting a woman in
an amoral situation when asking her to bring him
some water while being on her own, that is,
without her husband or other male relative.

“Now really! Those two at the water hole
had never even met before. How can a woman go
down in a water hole with a perfect stranger
calling himself ‘God’s son!” It would have been
very bad. Her husband would have punished her
for being alone with such a man. That man was
fooling her!”

Aside from the relationship between
residents of the reservation and people
responsible for the running of the camp, what
makes us (viewers) even more aware of the sense

of displacement is burst of negative emotions
and tensions that emerge from !Kung people’s
mutual everyday quarrels over the distribution of
material goods (money, blankets, clothes) and
food ratio. These tensions could no longer be
dealt with by departure of some members of the
group in a distant camp, as was traditionally
done. Particular scene in which band members
accuse N!Ai of hoarding her possessions, makes
the central theme of the second part of the film.
Here Marshall follows the quarrel itself and
accompanies it with N!Ai’s comment the same
way he does throughout the film, but this time
N!Ai introduces the filmmaker himself as the
person who pays her for the work in the film and
in that manner a person who is directly involved
in establishing new social relations in the camp.

“From these white people in one day I
made three Rand. | am a woman who can buy
things. But people say I’'m hiding things.
Sometimes I share but sometimes I don’t want to
give to other people because my children are full
of wanting to eat.”

What is at stake here, is the old problem
of ethnography and it’s inability to observe only,
without interfering. Marshall consciously leaves
this scene in the film to accentuate this problem
and responsibility of ethnographers in creating
new realities, but at the same time he encourages
us to rethink the concept of place as a
constellation of external and internal relations
located in a particular geographical area and in a
particular historical moment, as was already
discussed at the beginning of this text.
Tshum!kwi reservation is situated within the
former hunting area of !Kung people, and for the
sake of the argument we could say that it makes
part of the same territory that N!Ai ones called
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home. And that’s it as far as the similarities. A
place is not sacred in it’s isolation, and it never
was. Before introduction of the apartheid system,
hunting area of !Kung people was neighboring,
among the others, cattle-herding, nomadic Khoi-
Khoi and Herero pastoralists with whom they
often traded. The delineation of borders for
“Bushmanland” was part of South Africa’s
apartheid system and it made contacts between
cultures more intense, but they have always
existed. Nevertheless, relations between people
on internal and external level changed. The place
changed.

As 1 mentioned earlier, Marshall’s film
corresponds to the theoretical requirements of the
text since it presents processes of both
emplacement and displacement as somehow
connected and even intertwined since they occur
in the life of a single person. Furthermore, it
evaluates experience as a primary means of
understanding a concept of place.

In the literature is evident a growing
importance of phenomenological approach
which, insisting on concrete experience, achieves
relativizing effect of manifold realities (as many
personal experiences, that many realities). This
effect, which could be named as an effect of
manifold perspectives, works in a way to make
everything seem partial: not even one perspective
is complete, because no one perspective sees
what all perspectives see together. At the same
time, because of the repeating of similar parts of
information in different perspectives, this effect
will make everything seem connected. Here I am
talking about complexity as intrinsic to a place
and referring to Marilyn Strathern’s rethinking of
complexity as intrinsic to ethnographic enterprise
that she named “partial connections” ((2004: xx).
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A place is never simply manifold; it is complex
in overlapping of it’s sameness and difference.

Marshall did construct two places in his
film talking about one location, that is, he tried to
represent the multisided place starting from two
major  processes in its  apprehension:
emplacement and displacement. But he did it
diachronically, as if these processes are lined up
one after another in time, which is true to N!Ai’s
case. Discussing Marshall’s ways to represent
Nlai’s senses of place and construct them
cinematically I tried to point out that it takes a
whole full length movie to do it. And the result
are two major senses: home and not-home, white
and black, without a diapason of colors/senses in
between. Remains the question how to bring out
a complexity of a place in visual ethnography
synchronically. To give a representation of a
place in its simultaneous complexity.

Place in experimental ethnography

It becomes evident that a gap opens
between theory which is meant to orient towards
complex meanings of a place that include
consciousness about emplacement/displacement
and reflections of human imagery of the self, and
practical visual ethnography. Maybe this gap
could fill in experimental ethnography.

Stephen Webster defines experimental
ethnographic form as ethnographic account that
reproduce in textual form the hermeneutic or
reflexive theory of fieldwork or of social change:
it seeks to integrate with, rather than represent,
the social practices that are their objects
(Webster 1993: 293). “This integral relationship
with practice is, at the same time, their form and
their theory” (ibid.). This means that



experimental ethnographic film allows us to see
it as a cultural representation, instead of using it
as a means to reach cultural representation that is
somewhere else. All this makes sense if we think
about experimental ethnography as about the
project to “overcome the binary oppositions of us
and them, self and the other, along with the
tensions between the profilmic and the textual
operations of aesthetic form” (Russel 1999: 19).
Catherine Russel argues that these are binaries of
modern culture that should be overcome by
understanding of ethnography as a textual
evocation rather than representation (ibid.), since
its exploration must take place within a
fragmented culture in the postcolonial revision of
anthropological knowledge.

To construct a place in ethnographic film
one needs to evoke a place cinematically. In this
manner, the complexity of the film’s form is
intertwined with the complexity of the
phenomenon it represents, and together they are
the cultural representation instead of a medium
employed to reach for a cultural representation.
Taken in this way, ethnographic film is the
exploration of the particular phenomenon and at
the same time the phenomenon to observe. It is
the ‘site’. Experimental cinematography is
nothing new, but experimental ethnographic film
is something different for it combines
experience, reflection and imagination as does
experimental cinematography, and in addition
theory that makes part of ethnography itself. This
is the site of material, theoretical and sensorial
presence. The site of conceptualization of other
people as emplaced persons, in our case.

Talking about sensory ethnography Sarah
Pink recently proposed the idea of ‘ethnographic

places’ (2009) which corresponds to here
proposed idea of site.

“Ethnographic places are thus not the
same actual, real, experienced places
ethnographers participate in when they do
fieldwork. Rather, they are the places that we, as
ethnographers, make when communicating about
our research to others. [...] [They] can never be
understood without accounting for how [their]
meanings are constituted in relation to readers
and audiences through their participation.

(Pink 2009: 42, emphasis mine).

Participation of the audiences here implies
experiencing the senses, the senses of place in
our case.

There is a project I would like to outline
here as a recent example of ethnographic film
taken as a site that constructs a sensory structure
of a place: David MacDougall’s film
Schoolscapes (2007). The film is a part of
MacDougall’s project of making a series of films
about the Doon Schools for boys in India.
Schoolscapes was made at the Rishi Valley
School in South India and is inspired by the 20™
century Indian thinker Jiddu Krishnamurti who
taught that one should observe the world around
us more calmly and simply, and on whose
educational principles was the school founded.
The film is inspired by the same thinker by
whom is inspired the object of the film
(traditional schooling in India): the form of the
film’s presentation evokes calm and clear
observation, the simple act of looking, by using a
single shot for each scene. Perpetuation of ideas
in schooling system and in the film evident in the
cinematic form is what makes of it the site, the
experimental ethnographic film that constructs a
sensory structure of a place (the school).
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MacDougall himself wrote about the Doon
School project as about an investigation of social
landscapes and creation of their sensory structure
with aim to research sensory experience in
ethnographic practice (2005: 95,105). He brings
out processes of place making in the boarding
school Rishi Valley by taking long still shots of
particular situations in the school’s social
landscape: daily rituals in bathrooms and toilets,
laundry getting dry in backyards, sleeping rooms
in the waking hour, empty classes, crowd in the
principal’s office, lectures in classes, etc. Each
single shot is used for another scene, and scenes
appear one after another from black fade in and
disappear to black fade out; they are
interconnected by black screen and a sense of
slow apprehension of a place in its diversity.
There are no English subtitles and no voice over
explanation. Just simple and slow construction of
a place through images of its manifold reality.
There is a number of ethnographic films
which might be called experimental. Among the
most prominent are Jean rouch’s Les Maitres
Fous (1954), Maya Deren’s Divine Horsemen
(1947-85), Tracy Moffat’s Night Cries: A Rural
Tragedy (1990), Paula Gaitan’s Uaka (1988),
and Robert Gardner’s The Forest of Bliss (1986).
Each of these films experiment with particular
notion of its interest: ethnographic gaze,
scientific  authority, modernist interest in
possession, voice of the other, ethnographic
realities. Among all of them (and much more) I
set aside MacDougall’s Schoolscapes for its
interest in space, place, and, as the title suggests,
landscape. It outlines senses of place not through
person’s experience, as is the case of classic
ethnographic film N!Ai. The Story of a !Kung
Woman, but through the form of presentation. It
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investigates possible senses of place by
experimenting and creating a new place — the
film itself.

Visual ethnography as a method is
nowadays not in question. It showed from the
early years notable ability to adapt itself to
demands of theories that are constituting it. A big
part of anthropological theory focuses in turn on
discipline’s methodology rendering its usage
more and more thought-out. Ethnography is not
just a practice that makes the world explainable,
it is acknowledged as a practice of world
making. In this sense are complexities of our
world made and remade through our
explanations of them. Ethnographic film in
particular seems to succeed in surpassing a space
of ocularity and in converting images into a
unity of sense. In this article I tried to show how
it does so with the sense of place.
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Cama Ilymap /I’ Ane3no
KoncTpyknuja Ha MecTo BO eTHOrpagcKUOT puam
(Pe3ume)

TekcToT ce cocpeoTouyBa Bp3 aHAIM3aTa HA HAYMHHUTE Ha KOU CE KOHCTPYHPaaT MEcTaTa BO
erHorpadekute GprmoBn. Co Toa, HCTPAXYBAYKHOT METO/ Ha BH3yelHaTa eTHorpaduja U MOHOBUTE
NPOMHCITYyBamka Ha KOHIENTOT, HAMECTO BO COLIMOKYJITYpHATa TEOpHja Ce 3eMaaT Kako TeMel 3a H3-
Haorambe MOKHU HaYMHH Ha KOHBEP3Hja Ha MMPOCTOPOT Ha OKYJapHOCTAa BO MPOCTOP HAa MHTYHUIIH]ja KOj
Ou UM OBO3MOXKHII Ha TJIeJadyTe J1a IO ,,IOYyBCTBYBAaT MECTOTO LITO CE MPHKaXKyBa BO (DHIIMOT.

JIOKOJIKY MECTOTO ce CMeTa 3a OTBOPEHO, IOBP3aHO CO HAIBOPEIIHHUOT CBET, UCIOIHETO CO
KOH(bJ'II/IKTI/I " €AUHCTBCHO, T.C. pa3/IMKYBAa4KO 3apain CHCHI/I(i)I/I‘-IHaTa MEIIaBHHA Ha JIOKAJIHUTEC U I10-
IIMPOKHUTE COLUjaHU OJHOCH LITO CE€ UCIPEIUICTYBaaT BO HEro, Kako M 3apaau e(exTHTe KOW Tak-
BaTa MEIIaBUHA T'M NPEIU3BUKYBA Kaj KUTEIUTE HAa TOA MECTO M Ha JyIeTO KOU Ce CpeKaBaaT BO HETO,
TOTAI CIIOpEe]] TEOpHjaTa Toa € CO3AaACHO O] MHOTY peanHocTH. [IpakTukaTa, eTHOrpa)ckaTa npaKkTH-
Ka, UMa TeUIKOTHU OKOJIy MPOLIECYUPAmhETO Ha OBaa KOMIUICKCHOCT Ha 3HAaUCHaTa Ha MECTOTO.

Bo TekcToT ce mpemyara eKcriepUMEHTaIHA BU3yelHa eTHorpaduja, Kako MOYKEH HAuMH Ha
€BOLIMPae Ha KOMIUICKCHOCTA Ha MECTOTO CO IMOMOII Ha (uimckara Gopma: KoMIUIeKcHoOcTa Ha (Gop-
MaTa Ha eTHorpadujarta € HCIpeIUIeTeHa cO KOMIUIEKCHOCTa Ha IMojaBaTa INTO ja Mpe3eHTHpa, Taka
IITO THE 3aeTHO CTaHyBaaT KyJTypHa Ipe3eHTaIlja, HAMECTO MEINyM KOj € YHOTpeOeH 3a J0Cerame
Ha KyJITypHa npe3eHTanyja. ETHorpadcknor (uiaM cdareH Ha 0BOj HAYMH HCTPaKyBa OJpeieHa 10ja-
Ba U HCTOBPEMEHO M CAaMHOT IIPETCTaByBa 0jaBa LITO Ce UCTpaxyBa. Toj e site.

Kayuynn 300poBu: eTHOrpadckd (uiaM, MeECTO, BH3YeIHAa eTHorpadHja, eKCIepUMEHTallHA
eTHOorpaduja

163



164



Jlopera I'eopruescka - JakoBjieBa

YK 791.32.072.3
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IIPEJ]I 1OKJI0OT N ITPAIITHHA HA MUJIYO MAHYEBCKH
NJIN KOT'A OBJEKTOT CTAHYBA CYBJEKT

Kuayunu 300poBu: uaenturer, EBpona, bankan,
Mwuituo MaH4eBCKU

HonecyBamero Ha Jlexmapamujata 3a
€BPOIICKU UACHTUTET ymTe Bo 1973 romunHa
(Declaration on European identity, 1973) 3nadue-
e jaceH MOJUTHYKH JOTOBOP Ha 3eMjUTE WIEH-
KH Ha YHHjaTa 3a KOHCTPYUpPame Ha €/ICH HOB
WICHTUTET, KOj HE caMO INTO Ke MMa MMILINKA-
UM BO EKOHOMCKATa KOHKYPEHTHOCT U BO 3ajaK-
HyBameTO Ha MOJIUTHYKaTa MOk Ha EBporma 3apa-
¥ TIOPAaMHOIIPABHO YYECTBO BO JOHECYBAHETO
Ha OJUTYKH BO OJIHOC Ha CBETCKHUTE MOJUTUKHU BO
Toram OWMHAPHO TOJENeHNOT cBeT mery CoBer-
ckuot Cojy3 u CoenuHernte AMepukaHcku Jp-
JKaBW, TYKy K€ MMa MMILUTUKAIUH U Ha WICHTH-
TETCKUTE MaTPUIM Ha WHAWBHUIYUTE KOU ce o0e-
JeKAHU CO NaJCHUOT, T.H. €BPOICKU UACHTUTET.
Axo Bo 70-THTE TOOMHU HAa MHUHATHOT Bek JIek-
Japaiyjara 3a €BpOICKH HICHTUTET Oellie Her-
poOsIeMaTH4HO TOJIE 3a IEBETTE 36MjH WICHKH CO
OTJIe[ Ha W7ejaTa 3a Kpenpame Ha HEKaKOB Hal-
BOPEIIHOMOMUTHYKH WACHTUTET Oa3zupaH Ha 3a-
eIHUYKA BPEIHOCTH W TIPUHININ, Hej3WHATA
HUMIUIEMEHTAIN]ja, KaKO CO OTJIeJ Ha MpOILeCUTe
Ha riiobanu3alyjara U mpamameTo 3a KyJITypHH-
OT AWBEP3UTET Ha 3eMjUTE UJICHKH, Taka U CO
OTJIe/l Ha MPOIIMPYBamkeTo Ha EBporickara YHuja
CO HOBW 3€MjU WIEHKH CIPOBEACHA IMOJ MOTOTO

eKCTepHaM3anrja Ha HACWICTBO, Cy0jeKT, 00jeKT,

,EBpoIia 6e3 rpaHuIu’, TOHECe HU3a JWICMH U
JIUBEPTESHTHHA Pa3MHUCIIH.

Mu ce unHH JieKa oBJe Tpeda 1a ce moTce-
THME U Ha Toa Jeka co Jlekmaparujata, YHujara
ce caMOO03HauyBa Kako ,,AHUIH]jaTop Ha €/IcH HOB
Y TIpaBHO (QYHAVPaAH MOPEAOK ™ KOj K& ce TeMelH
Ha ,,)YHKOHOHATHHOT  MYJTHIATepaau3am.
(Mnuk, http://evrodijalog.eu/site/wp-content/
uploads/2010/04/RP-Goran-Ilik-Post-Lisabonskata-
Evropa.pdf) Toj mynrunarepaiuszaM ce jaByBa
KaKO emuyku KOopekmue Ha YHUTApU3MOT Ha
CA/l u permonananot xeremonnzam Ha CCCP.
,laKkBaTa MHCHOHEpPCKa 3ajJaya M YyJiora Ha
VYHmjara, TUPEKTHO NPOM3IEryBa Of HEj3WHATa
npuMapHa JeTepMUHAIMja JIeKa, MYJITHIaTepa-
JU3MOT KaKO TakoB € Mpu(aTIUB, MOCAKyBaH U
riiobairHo xopuceH™ (Unuk, ucto)

EBunmeHTHO € Nieka Kaj 3eMjUTe WICHKH Ha
EBponickata YHuja, BO TO] MOMEHT, HEMa COM-
HEX BO MOKTa Ha METyHapOIHOTO IPaBO M IIO-
TEHIUjaJIOT Ha MeryHAapOJHUTE MHCTUTYIHU 3a
WHUIMPAkE W 32 CO3JaBarme Ha €/IeH MOIpaBe-
JIEH CBETCKHU IOPEAOK KOj K& IMOYMBa BP3 OCHOB-
HUOT KPUTEPUYM - €OHAKO8 U ¢hep mpemman 3a
cume. EBporma 6m moxkena ma Oune daxrtop 3a
BOCIIOCTaBambe€ Ha TO] MOIpPABEICH CHCTEM, HO
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caMo Kako obeanHeTa, 3amTo ,,EBpoma mopa na
ce o0eMHKM W Jla 3amovyHe Ja 300pyBa co eIeH
rJlac, ako caka Jia Omje CIylIHaTa U ako caka Ja
nMa coojaBeTHa yiora Bo cBeror’ (Declaration
on European identity,1973 http://www.cvce.eu/
viewer/-/content/02798dc9-9¢69-4b7d-b2c9-
f03a8db7da32/en)

besmanky 30 roamHM TOAOIHA, OCOOEHO
CO 3aII0YHYBamkE€ Ha MPOLECOT Ha MPOIIUPYBaHE
Ha YHUjaTa, MPBUYHO HEMPOOIEMATUYHUTE WU
npudaTiuBi cTaBoBH Bo Jlekmapauujara ke
MpeTCTaByBaaT MOBOJ 32 MHOTY Je0aTH TOKMY
OKOJIy JIBaTa MOCOYEHU IMOCTYJaTa: eHAKBHOT U
dep TperMaH 3a cuTe M OOCAMHYBAHETO BO
»~eleH rmac“. Bo pamkure Ha camara YHHja,
MpakTUYHATa MMIUIEMEHTAllja Ha BaKBUTE O-
pendu ce mokaka Kako CJIO0XEH MpoLec KOj BO
OBOj MOMEHT € HEOCTBapJIHB: MPBHUOT Ha NpeIeH
IUTaH TH TIOCTaBH pa3iudHume uHmepecu Ha
3emjume uieHKu W CIICICTBEHO, NMPUMEHATa Ha
MOK, a He MOYUTYBamETO Ha MIOCTABEHUTE KPUTE-
pUYMH, a BTOPHUOT - HETIOATOTBEHOCTA HA YJICH-
KHTE JIa OCTBapaT KOMIIPOMHUC BO OJIHOC Ha CBOM-
TE KyImypHu cheyuguxu u paziuynocmu. I1pBu-
OT ja Mpou3Beje MOJIUTHYKATa edaTta 3a Toa J0
Kazie Tpeba /a ce mpomupyBa YHHUjaTa, OJHOCHO
namu ,,EBpona 0e3 rpanunu‘ ja moapasoupa TOK-
My 1enata reorpadcka Tepuroprja Ha EBpoma, a
BTOPHOT - AebaTaTra OKONMy KyJATypHaTa yYHUQH-
Kalrja BO YCIIOBU HA WHTETpaIlnja.

! Cosnanmero Jexa 4yBCTBOTO Ha KYITYpHO NpHIAfame ¢
Hy’>KHa IIPETIIOCTaBKa 3a u3rpanba Ha cTabuiIeH BHATPELICH
nasap ru Harepa Komucujara u [Tapnamenror Ha EY moun-
TEH3MBHO Jla I'0 TI0OCTABaT Ha JHEBEH peJ| IpalambeTo 3a 3a-
eTHUYKHOT MAeHTHTET. IlormacHuTe pa3sMHCIyBamba BOjea
KOH HJIejaTa JieKa eBpOIICKaTa KyJITypa € IocTapa oj Haluo-
HaJHaTa W JieKa MPIajHOCTa KOH E€BPOICKHOT KYyITYPEH
Kpyr € OHa wTo rparanute ru ynHu Eponejuu. OTTyKa U
TBPJCHETO JIeKa CBPOIICKUOT HACHTHTET MOXKE J]a CE CMETa
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OBoj Tpyn € o0uj Ja ce OArOBOPH Ha Tpa-
[IAETO KAaKBH HMIUIMKAIMM HMMa ITI0COYEHOTO
YyBCTBO Ha HEMIpUNalrame BO MPOIIECOT Ha CO3/1a-
Bamke¢ HAa KYJITYpHHUTE IPOU3BOIM BO MakenoHH]ja
M KOM CE CO3HaHHWjaTa KOW MPOU3JIETyBaaT O]
OBHE aHAJW3M BO OJHOC Ha matuinTara Ha EY 3a
OCTBapyBame Ha CBOjaTa mei?

ExcTepHn3anuja Ha HACHJICTBOTO - TEOPETCKA
paMKa

Axkrtyanusupajku ja te3ara Ha One Besep
(Waever, 1998: 69-118) 3a BOGHOTO E€BPOIICKO
MHUHATO Kako pedepeHTHa Touka 3a CO3JaBambe
HA TOBOEGHHMOT EBPOICKH HIEHTHTET” M MOTIIH-
pajku ce Ha Teopujata Ha Tomas /Iues, Ana [lej-
YMHOBAa HACHTH(UKYBa JABE MOXKHU KOHIICIILIH-
CKHM HACOKH BO peaim3aliijata Ha uiejaTta 3a 3a-
€IHUYKH €BPOIICKH WACHTHUTET: T€OMOMUTHYKA U
Temnopansa. I[lejunHoBa cmeTa geka, COOUeHa Co
Pa3IBOEHOCTA BO COIICTBEHATa BHATPEIIHOCT, EY
ro Tpacupa naToT KOH ,,eBPOICKHOT WACHTHTET
BO JIBE TpacKkTopuu, EBpomna kakBa mrTo caka jaa
ouje, OIHOCHO ,,MUPOTBOpPEH, caMope]IeKCHBEH
U CaMOKPUTHYKH eHTUTeT* u EBpomna kakBa 1ITO
MOXe J]a ce TIOBTOPH T.€. ,,CHTHUTET Yhja MUPOT-
BOpPHOCT OM ce cBenla Ha manuuzanuja eauHCT-
BEHO Ha CBOjaTa TEPUTOPHja, a HACHICTBOTO OH
ce eKCTEepPHAIM3UPAJIO, T.e. OM ce MPOEKTHUPAIO

KaKo MPOIYKT Ha MHTEpaKlujaTa Ha MHOLITBOTO HAIMO-
HaJIHY, PeTMOHAJIHY U JIOKaHU Kyntypu (Banus, 2002: 164)
BakBuoT cTaB HamayBa Ha MPEYKH KOTAa MCTH ACHEKTH Ha
€BpOIICKaTa KyNTypa ce TOJKyBaaT M C€ HHTEPIpPeTHpaar
Pa3IMIHO BO PA3IMYHUTE €BPOICKU APKaBH, HO U O Mpoo-
JIeMaTUYHOCTA, 3aCTAPEHOCTa HAa MOJENOT Ha TCOIOJINTHY-
KaTa TpaJMIfja Ha U3BeIyBame Ha KyJITYPHUOT UJICHTHTET
(Ninkovich, 2003: 99)

? BakBuort cras ro genu u Hosak (2004: 79), koj cMeTa ne-
Ka ucropujara Ha EBpoma e mcTopuja Ha BOGHH CYIpH O
aHTHKaTa c¢ 10 BojHata Bo bocHa u Xepuerosuna.



HAa MaprUHUTE Ha OMNINTECTBOTO, HAIABOP OJ
reonoNUTHYKATE TpaHunu Ha YHwujara. (Ilejum-
HOBA, http://www.anapejcinova.org/Articles/
Imaginingeurope.htm)

IlejunHoBa MmocoudyBa Aeka ,,eKCTEpHAIIH-
3alMjaTa Ha HACWJICTBOTO™ ce MPOEKTHpa Ha
MapruauTe Ha EBpomna. [Ipamamara mTo Taa ru
MocTaByBa, MMEHO KoKy EBpoma HaBucTHHA €
HEHACWIJIHA, KaKO IITO caka cebecu Ja ce MpeT-
CTaBU M, AaJM CaMO KOHBEHLIMOHAJIHATa BOjHA
MOJKE J]a Ce CMeTa 3a HACHWJICTBO, ja OTKpHBaat
TEMHAaTa CTpaHa Ha KOHLENTOT Ha TEMIIOPATHOTO
OJIITPyTyBame. 30IITO CaMO-pPe(IICKCHBHOT aKT
Ha oTdpiame HAa HACHICTBOTO OA cTpaHa Ha EY
€ MpompaTeH co He-pedIeKCUBHA EKCTEPHAIN3A-
[{ja Ha HACHJICTBOTO, KO€ MIOBTOPHO € HACHIICT-
BO, HO cera MacKMpaHO BO AMCKYpPCOT Ha He-Ha-
CHJICTBOTO, MIPUKPHEHO ¥ TOKMY 3aT0a YIITE IMO-
omacHo. Wmu cnopen [lejunnosa ,,[lon excmep-
Hanuzayuja Ha HacuIcmeo Tonpa3oupam IMporec
Ha TpaHc(ep Ha HACWUIIHM aKTUBHOCTH (0] BOCH,
€KOHOMCKH, MOJTUTHYKH, KyJITYpeH, EKOJIOIIKH U
,»HETPIDKIIMB OONMK), O €IHa CTpaHa, HAa Map-
THHUTE Ha 3ae/IHUIaTa BHATPE BO YHUjaTa W, 01
Ipyra CTpaHa, HAABOP Of I'PaHULMTE Ha YHHU-
jara. OBa omndaka eKCTepHATHU3aNKja Ha PUINIKO
HAcHJICTBO (IIp. €KOHOMCKO NpO(UTHpame OX
Tyr¥ BOjHH, TaJHU BOCHU WHTEPBEHIINH), EKCTEP-
HaJM3alMja Ha eKOHOMCKO HacwicTBo (mp. Ko-
pHUCTEHhE Ha CTPAHCKH OaHKHM U M30erHyBame Ha
JIAHOK BO tax haven 3eMjd, KOPUCTCHE HA MaJO-
JeTHa W eBTHHA paboTHa cuja 0e3 CcolujaiHa
3allTUTa), ECKTepHAJIM3aluja Ha HpalHoHaj-
HocTa (TIp. PEIUTHO3HO M €THUYKO HACHJICTBO) H
HeMopajiHocTa (Ip. cekc-Typusam). Ilox excrep-
HalM3anuja He 1moapa3OupaM eIHOCTaBHO H3BO3
Ha TPOLYKT WM HPaKTHKa, TYKy OTyl'yBame Ha
CaMHTE BHATPEIIHH COLMjaHM MapruHU U Teo-
MONUTHYKATE TrpaHund. OBaa MOXHOCT (M a

priori COMHEX 3a Mpakca) UM Ce MPUIHUIITYBa UC-
KITy4uBO Ha J[pyrure, 1oaeka corncTBeHaTa Imo3H-
1Mja ce cMeta 3a jumieHa u ox vea™ (IlejunHoBa,
www.anapejcinova.org/Articles/zamislenaevropa
.htm)

KakoB edekr mMa TeHIeHIMjaTa Ha EKC-
TepHaJIM3alHjaTa Ha HACKJICTBOTO BO KOHLENTOT
Ha TEMIIOPAIHO OJJIPYTYBakE MOXKE Jla Ce COTJIe-
Jla TIpeKy aHajau3a Ha (QUIMCKHOT omyc Ha MaH-
YEBCKH.

IIpeo o0oxcoom wm Ilpawuna na Muirdo
MaHyeBcKH: WIH KoOra o0jeKTOT CTaHyBa
cy0jexT

3amagHata KpUTHKAa W JBaTa JOJITOMET-
paxkHu ¢uiMa Ha MaHYEBCKH TH OIIEHU Ha (hec-
THBANIOT BOo Benenwmja. [Iped doocoom (1994) ro
nmobwu ,,3natHuoT naB“, a IIpawuna (2001) Geme
JodekaH ,,Ha HOX“. PakToT aeka nBara (riMa
Oca TeXHUYKH JOOPO M3BEJICHU, JICKa U JBaTa Ce
KONPOAYKIMHU, JeKa W JBaTa ja TeMmaTu3upaar
BpckaTa Mcrok-3amanm, OJHOCHO Jeka uMaar
HU3a JOMUPHU TOYKHU, HE TEpa Jia TO MOCTaBUME
MpamameTo: 30MITO 3aMajHaTa KpUTHKA TH OIle-
HU TOJIKY Pa3inu4IHO?

3a 1a oroBOpHMME Ha OBa Mpallamke, Mpel
cé Tpeba ma ja m3Heceme (akTorpadujaTa 3a 3a-
najHara pereniyja Ha GuiMoT [Ipawna. peu-
Te KPUTHKH 3a QUIMOT Oea NCKaKaH! Ha TPBUTE
npec-koH(pepennnn Bo Benenuja. Exna ox Haj-
KapaKTEPUCTUYHUTE € TOJYIpallamkeTo, BCYII-
HOCT KOHCTaranujata Ha Anekcanmap Bokep ox
JIOHIOHCKUOT ,,IBHUHT cTaHmapna™: ,,Bue cre Ha-
MpaBwJie PACHCTUYKH (WIM KOj TH TPUKAKyBa
Typiure Bo HeraTuBHO cBeTyio. OBa € o4MIIIe-
HO HaIPaBEHO co 1eJT Ha Typiumja ga u ce mompe-
yu npuemMoT Bo EBponckarta Yauja. lllTo nmate
Bue na usjaBute 3a oBa?“ BepojaTHO HHTYHUTHB-
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HO Bokep uyBcTByBa jeka (GUIMOT MMa HEKOja
,,TIOTUTHYKA™ TIOpaKa ¥ JIeKa TOj He € TOJIKY Bp-
3aH CO MHUHATOTO KOJKY CO CEralrHocTa, HO Taa
nmopaka e aeuHUpaHa O aCIEKT HAa HEroBarTa,
3amagHa TepcrekTuBa. Toa MoXe Ja TO CTOpH
caMo 3arajgHaTo ,,0K0* KO€ HE € 3aMHTePECUPAHO
3a mornenoT Ha Jpyruor. Of ciuyHa MO3UIHja
HacranyBa U bpurtanenor Ilurep Bpenmo Bo
JOHOHCKH ,,[ apaujan® koj [pawuna ja Hapeky-
Ba ,,CIIEIMjaJIeH MMOBUK HA MAaKEeJOHCKHOT HaIHO-
HajHM3am" (http://www.guardian.co.uk/film/
2001/sep/01/venicefilmfestival2001). Hum um ce
MPHUIIPYKyBa ¥ TEPMAHCKHOT KpuTH4ap Jan
Mym ox ,,Jlep Taremmwuren™ xoj cMera aeka
(UIMOT € ,,aHTHAN0AHCKU, HO ,,HAMECTO aJ-
OaHCKUTE MyCIIMMaHH OBJie UMame TypIH KOU ce
MpUKa)KaH! Kako KpBaBW yOMjuu HacripoTu Ma-
KEJIOHIIUTE KOW Ce HEBUHHU jarHUA, a [[PHETIOT €
HUKO]j JAPYT TYKy 3amajoT Koj Tpeda 1aa oumie pas-
OyzneH on ¢andapute U 1a Tprae Bo 6opda mpo-
THUB BCcIaMOT. EcTeTnkara Ha yOujim, KaKBH IIITO
ce mpercraBeHu Typuurte, mMa HemTo Heoda-
LIMCTAYKO BO cebe M Toa € ckaHmaio3Ho!“ Buc-
THHa ckaHjano3Ho! Ho Toa He ce ogHecyBa Ha
¢unmoT Ha ManveBcku. CkaHIaI03HA € HEMOXK-
HOCTa Ha OBUE KPUTHYApH Jia TO YyjaT TIacoT Ha
Hpyruot. danu cranyBa 300p 3a HECIOCOOHOCT,
HEZOCTHUT OJI BEIITHHH WJIH 32 HEIITO IPYro, CH
3HaaT CAMHTE THE.

UynHo, ama U Ha bankaHOT UMa CIMYHU
KOMEHTapu. XpBaTCKUOT ,JyTapmH JIMCT® eneH
Mecell npea Beneryja, 00jaBu kpuTuka Ha (-
MOT TOTITUINIAHA OJ YTJIETHHOT OOCAHCKH IHCa-
Ten MuBbEeHKO JeproBuk, BO Koja TOj TO OOBHHY-
Ba MaHYEBCKH 3a ,,MaKEJIOHCKU HAIMOHAJIH3aM,
Hecdakame Ha HCTOPUCKATA CUTYyalHja U OJI0XK-
Oara Ha AnGannure”. Hekoj cekako He c(aka,
ama TpamameTo € Koj?
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JeHUTHBHO, HACHJICTBOTO BO (HIMOT €
OCHOBHa TeMa OKONy KOja C¢ BPTH KPHUTHUKATA.
Mety apyrute, u Jejsun CtpatoH, KpUTHYApOT
Ha XOJMBYJACKH ,.Bapajatu, Benu nexa [llpawiu-
Ha W300WITyBa CO HACHIICTBO, Ma 3amajHaTa myo-
JuKa (OHaa IITO TJieJa HEKOMEPIHjamHu (HUIMO-
BU), Temko ke ro mpumu (http://www.variety.
com/index.asp?layout=review&reviewid=VE111
7798762&categoryid=31&cs=1) a Hue momama-
Me: JIOBOJTHO € Jia TO MOCTUTHE YCHEXOT Ha XUT-
¢unmoBuTe, Ha mp. co llIBapuenerep, Cranone
UTH.

Peuncu egHonmmuHMTE, 2 BO HAajMajga MEpKa
YCOTJIACEHUTE WHTEPIPETaTUBHU CTPAaTETHH Ha
3amajiHaTa KpUTHKA 0 ojHOC Ha (puiamoT [lpa-
WuHAa, a 3a KOM KaKo KIy4HH 300pOBH MOXKEMe
Ja TH H3OBOMME: HENOJHOCIUBOTO HACHJICTBO,
pacu3am, HalluoHaIM3aM, (puaM Koj 3a3emMa aHTH-
anbaHCKa/aHTUTYpCKa TO3IMja, HEe Tepaar Ja ce
3ampariamMe Jiajiki CTaHyBa 300p 3a HEOCTHT O]
BEIITHHA WK 3a CTpaTeruja Koja uMma Jpyrd Iie-
nu? Cute OBHE MHTEPIPETALUH CE TUII Ha YHTa-
Be Kane pedepeHnjamHa TOYKa € HETOJICPaHT-
HOCTa W HAaCWJICTBOTO BO CTBapHOCTa. AKO IO
“MaMe TIPEIBH]] MOJICTIOT Ha TEMITOPAITHOTO OJII-
pYTyBame BO KOHCTPYHPAHETO Ha 3a€HUYKHOT
€BPOIICKH MACHTHTET, BaKBaTa KPUTHKA MOXXEME
Jla ja JolypaMe BO HjejaTa JeKa HaCHUJICTBOTO
Tpeba ja Ouje Touka BO MHHATOTO 0] Koja EBpo-
na Tpeba Ja ce MUCTaHIIHPA.

AHanuTHYapuTe KOU HE CE COTIacyBaaT co
OBHE KOMEHTapH, NOTIHPajKH ce Ha MOBEKE H3-
BOpH, HUB TU OLICHU]a KAKO OJHATIPE] CMUCIICH U
opraHu3upa ,Hamaj - Ha puamor. Ce moctaByBa
npalameTo OJ KaJie OovurienHara norpeba 3a
€/lHA CTpaTervja Ha KOHCEH3yaJ HO YUTAkEe Ha
Ipawuna, ocobeno co ornex Ha (aKTOT AeKa
MaHn4eBckH Beke Oeiie mpudareH BO 3amajHaTa
KrHemarorpaduja Kako HOBa sBezfga? Mmm, uma



JM 3a]1 MOJICJIOT Ha eKCTepHaTU3alja Ha HACHJI-
cTBOTO M ymrte Hemro? Wim, mo koja 1eHa ce
ocTBapyBa oBa omnpyryBame? Wnm ymire mose-
Ke, IITO € OHAa IITO KaKO CO3HAaHHE I'o MPOU3Bee
(GUIMOT, a MTO NPEeaU3BUKA ITAHUKA BO 3aIla/{HH-
TE PElOBH U INTO MOpaile Ja ce CAaHKIHOHUpA
3apajy OTCTpaHyBambe Ha OIacHoCTa?

3a a2 0JJrTOBOpPHME Ha OBa Mpalllakhe MOXKe-
0u e HajaoOpo na 3amouHeme co [lped doacoom.
[Tpukasnata e cneguaBa: Gotorpador AnekcaH-
nap Kupkos (ynorara ja tonkysa Panme IllepGe-
uuja) on Bemuka bputanuja xame pabotu, ce
Bpaka Bo MakenoHHja KaJe € CBeIOK Ha y>KaceH
Clle/l Ha HACTaHU: HEBEpojaTHA oMpas3a M HaCHII-
CTBO TIOMeTy JIBE CTpaHu/ceMejcTBa (MaKeJOHCKa
U anbaHCcKa), MPeIU3BUKAaHU O]l omronpudare-
HOTO TPaBUJIO Ha MATPHjapXaJHUOT MOpai, ce
YIITE aKTyeJIeH 3a OaJKaHCKUTE MPOCTOPH, 32 3a-
Opana Ha JbyOOBTa MOMEly ETHHYKH M BEPCKU
pazmiuny Jryre. [locneanmure ce TparudHH: CT-
paB, yOMCTBa U XPTBH Ha JBeTe cTpanu. ,,llpen
HAac ce MpoTera BAIKAaHUOT, TPUMHTHUBEH, 320CTa-
Hat 3amnaned bankan, bankad 003eMeH co HACHII-
CTBO U OpaTOyOMCTBO, BO BpeMe Kora Tamy Ha-
BUCTHHA C€ CIIydyBalle arncypaHa BojHa. Bo He-
r0, 3JI0TO, HACHJICTBOTO U KPBOIPOIICBAMBETO CE
OaNKaHCKM HAYyMH Ha XMBOT M CaMO OHOj IITO
0w HamBOP/MITO TO TpUpATHI/KUBEET CO 3ara-
not (dororpador, racrapbajrep AJekcaHIap
KupkoB) Moxe fa Ienu mpaBia M Ja TJeda pa-
3yMHO W YOBEYKH. J[pyruTe, HEMaaT TakBa CIIO-
cobHoct Hu nerutumureT (Crnammaxk, http://
www.manchevski.com/docs/2a_luke balkanwalk
er_mac.pdf). YcBojyBajku v HOpMHTE U Bpe-
HOCTHTE Ha 3amaaoTr, AJeKcaHIap BCYIIHOCT €
MPETCTaBHUK Ha 3alaJHUOT Moriea Ha cBeT. He-
roBara MO3MLIHOHUPAHOCT BO CBETOT HA (PHIMOT
MOXe J1a ce neduHupa Kako ,,HEeBUH HaOJbyIy-
Bay“ KOj HE y4ecTByBa BO HACTAHUTE W 3aT0a HE

HOCH 0oJIroBOpHOCT. OTTyKa HE CMeTaM JeKa aB-
TOpPOT CIy4ajHO ja u3bupa mpodecujaTa Ha OBOj
JIMK-TTIOBPAaTHUK CO YCBOCH 3alajeH CBETOTIIEN:
Kako M (oToamaparoT Koj My € OCHOBHA ajaTkKa
3a pabora, TOj ,,00jeKTUBHO" H ,,BUCTUHUTO" TH
3a0eJie’)KyBa HACTaHUTE BO IMOTpara IO BHCTH-
Hata. Kako mTO Ha €JHO MECTO BEJIH CaMHOT
JIUK, ,,3amaJ0T He 30upa cTpaHa™, 3aIlTo U TOj €
JKpTBa Ha 0aJKaHCKOTO Oe3yMue M 3710, IpeTcTa-
BEHO TPEKy CIIeHaTa Ha KOJEKOT BO JIOHIOH-
CKHOT PEeCTOpaH, MPEeAM3BHKAaHA O]l COMHUTEJICH
TUI KOj 300pyBa Ha HEKOj 0/ OaNKaHCKUTE ja3u-
. TokMy Toj cBeTOTJIe]] Ha KPTBa, O €IHA CT-
paHa ToO JISTHTUMHpPa MPUCYCTBOTO Ha 3amajoT
Ha bankaHoT, a o Ipyra, TO OBO3MOXKyBa TpaH-
cepoT Ha HACHIICTBOTO, HEKOTAIll, BO MHHATOTO
NPUCYTHO M Ha 3amajoT, HaJBOP OX HErOBHUTE
TPaHHId BO CETallHOCTa, HETJIe Ha MapruHUTe
Ha EBpomna, Ha bankanot, Bo [pyroto Ha EBpo-
na. Tokmy Toa [Ipyro oBo3mMoxyBa ga ce KOHCT-
pyupa ,,HEyTPAITHUOT U ,,00jeKTUBEH™ TOTJIE]
Ha 3amajgoT, Ha 3amagoT My Tpeba TOKMY KpBO-
mouHuoT Jpyr, bankanoT, 3a TOj Aa MOXe 1a ce
KOHCTpyHpa Kako ,,HeBHHA“ XPTBa, rO IMCTaH-
upa 3anazoT ol HACHIICTBOTO U Jia TO JeKIapH-
pa CBOjOT MHPOTBOpEH HaeHTUTeT. TokMy Taa
NEepCHeKTUBa Ha (UIMOT ce coBmara co O(uIH-
jamHaTta caMouACHTH(UKAI]ja Ha 3aIagoT TOHC-
ToBeTeH co EY (Ha koja moHekoram ce mpuap-
yxyBa u CAJl) u oBo3MoxyBa [Iped doscoom
Ja TO TOHece ,,3aCIHYKCHHOT yClleX U PETKO
KOMy My IIpedea ,,MaXHTE CO MAIIUHKH ® TpET-
CTaBeHH BO MakeIoHHja, BO BpeMe Kora TyKa
TakBM Jyfe BoommuTo W Hemamle. Ho, Ha 3aman-
HaTa KpUTHKa ¥ ce Jomaraa oBUE ,,MaXH CO Ma-
mmHKE  (Cmammrak, — http://www.manchevski.
com/docs/2a_luke balkanwalker mac.pdf). 3a
3ananot, /lped doscdom Oelre TOIUTHYKA YUCT
M KOpeKTeH (uiM, ma sBe3fara Moxelle 1a oumie
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ponena. Co [lpawuna TONEMHUOT YMETHUK OJ
Ilpeo oooicoom, BO ouwmte Ha 3amajoT, CTaHA
CyOBep3WBEH YMETHUK U CO TOA, OTACeH. SBe3/a-
Ta Mopaile Ja najaHe!

Kako mro Benm Cnammak, ,,Ha MaHueB-
CKH My 0ea moTpeOHM celyM TOAWHH Aa TO CHH-
MU CBOjoT BTOp ¢uaMm. OuurienHo tpebamie aa
MMOMHWHE W3BECHO BpEMe 3a Jia TO HajpacHe Maj-
Ky HAaUBHOTO BEpPYyBame BO OAJTKAHCKOTO 3J10 IITO
3padenie o HETOBHOT MPB GuiM [Iped dodcoom
¥ MOXeOH Jia MoIpa3MUCIIU 3a OHA IITO My Tpeda
MOBEKe: MPECTIKHA (DUIIMCKA Harpaja Wil WHTe-
JIEKTyaJleH HUHTErpuTeT (Cnammax,
http://www.manchevski.com/docs/2a luke balka
nwalker mac.pdf).

[Ipukaznata Ha [Ipawuna ce OJBUBa KaKO
ceKkaBame Ha crapuiiata AHrena koja Bo Bbyjopk
ro TIPUHYAYBa MJIaHOT, IPH KPaJell Ja ja ciayla
HEj3UHaTa >KUBOTHA IMpPHKa3Ha 32 TOa KaKo OJ
Maxkenonuja, kako 6e0e, cturHyBa Bo bbyjopk.
Taka ¢uiIMOT ce oBUBa Ha 1B BPEMEHCKH paM-
HUHY (T109eTOKOT Ha 20 U OYEeTOKOT Ha 21 Bek)
u Ha aBe nokanuu CAJ] m Makenonnja. Bo Hej-
3MHOTO PacKaXKyBame Ce MperieTyBaar JBe MpH-
Ka3HH, OHAaa Ha HEj3MHUTE POJUTENN KOH BO IIO-
geTokoT Ha 20 Bek ce 6opar MpOTHUB OCMAHJIHC-
KOTO BJaJle€h¢ U HEKHOHTPOJIHMPAHTE IJbadKalll-
Ku Oanam BO MakemoHHWja U MpUKa3HaTa 3a JBaj-
nata O6paka U MPOCTUTYTKaTa, BIUIETEHH BO JbY-
6oBeH TpuaroiaHuk Bo CAJl. MecToTo Kame 1mTo
Ce CpETHyBaaT OBHE JIBE NIPUKA3HU € MakeaoHH-
ja: enen o Opakara (JIyk) Tyka ce 3acOiHyBa 0J1
IPeBOT Ha TpeJbybaTa, a MOTUBUPAH CO TOTpara-
Ta no 3mato. Hamecro 31aro, Toj ja Haora AHre-
Ja, MTOTYKY poJeHaTa kepka Ha BOJA4YOT HA OT-
nopoT co mpekap Jlackanor.’ J[BaTa HapaTHBHH

3 Jlamu mpekapoT MokeOW MMa U CUMOOJHMYHO 3HAYCHE,
OCTaHyBa CEKOj TJIe/Iad caM Jia TPoCcy 1. MeHe MU ce YHHHU
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TeKa U JIBeTe€ BPEMEHCKH paMHHHH, TIPEKy aHajo-
rHjaTa cO CIMKHWTE Ha HACWICTBO BO JEHEIIeH
Byjopk, ja mokakyBaaT M3eAHAYCHOCTA HA JBaTa
cera (McTokoT n 3amanoT) wim cera U3BPTEHO-
CT Ha Te3aTa 3a MHPOTBOPHOT 3amaj HaCHpPOTH
HacunHUoT HMcrok. Hamecto na ru pasorkpusa
,,BUCTHHHTE , MaHUEBCKH HyIU OalKaHCKa Bep-
3Mja 3a HACWJICTBOTO, €JHAKBO BHIEHO BO MUHa-
TOoTO U Ha McToKOT 1 3ananoT, Kako ¥ BO HUBHA-
Ta ceramHocT. MOKHHOT prM Ha MaHYEeBCKH
MpeTcTaByBa M HEITO IITO 3amajoT He caka Ja
TO BHJU: MOKCH pacKaxyBad ¥ OyHTOBHUK IpO-
THB 3aMMaHUOT JUCKYpPC, CY0jEeKT KOj TO TOIKyBa
CBETOT U MY JaBa 3Hauewme. Bo oBaa Bep3uja Ha
npukaszHata Mcrok-3aman, 3anmagoTr Beke He €
HUTY TOJIKY HEBHH, HUTY TOJIKY HEyTpaJieH, HUTY
TOKY HEHaCHJIEH.

Ha parmmmonamunoT 3amanm koj Gaparmie of
BbankaHOoT na McTpakyBa U JJa CUCTEMaTU3Hpa CO
IeN J1a Aajie jacHa MpeTcTaBa ITO TaMmy, Ha Tie-
pudepujata Ha EBpomna, Ha MPOCTOPOT KOj € XU-
Opua o1 c€ M cemrTo, BCYLUIHOCT CE CIydyBajo H
ce ciaydyBa, MaHYeBCKH OalKaHCKaTa MEMOpHja
ja mocTtaByBa BO cepara Ha UMAarduHapHOTO, BO
MHUTOT, BO NpHKa3zHaTa. He 3a ma ja mpercraBm
peaHOCTa TyKy Aa T UCTPaXXH HapaTUBUTE, IHU-
CUCKypcuTe, uneongoruute. Hamecto na ce pako-
BOJIM OJ1 UHTEPECHUTe 3a ,,KOHCTATHBOT/TIPUKa3HAa-
Ta/BUCTHHATA®, Kako MmMTO Beian Kpamapuk
(Kramaric, 2009:111) Toj e 3aBeneH ox mparia-
WmaTa 3a ,,l1epPpopMaTUBOT/AUCKYPCOT/YIHHOIH-

JieKa pjejata TOKMy BOJAYOT Ha HoOyHara Ja ce MMEHyBa
kako Jlackas ja mocodyBa MOXHOCTA ,,[IOAY4YyBameTo™ ja
ce cdaru Kako JBOHAcouYeH mporuec. MiMeHo, 3amanor He TO
UMa NPUBUICTHPAHOTO MPaBO CeKoramr jga Ouzae yduren,
TYKY TIOHeKoral Tpeda a Ouje oCcTaBeH U BO MO3HIHja Ha
yueHuk. CaMo Torai 3HaeHhEeT0 MOXKE J[a ce MMEHYBa Kako
cectpano. Vi noeqHocTaBHO KaxkaHO M McTOKOT MMa mITo
Jia My ajie Ha 3anagoT Kako 3Haeme.



te*. [Ipamamara 3a BEpOJAOCTOJHOCT U BUCTUHU-
TOCT Cera ce 3aMEHETH CO Tpaliamara 3a ,,[0JH1-
TUYIKO-CTHYKUTE YUYUHOIM' * Ha TpHUKa3HaTa/ (-
MoT. Toa mMTO Kako CO3HAaHHE IO JOHECE OBOj
(mm 3aBrerysa aymaboko Bo penarunte VcTok-
3amaj ¥ Ha MOKa3 ja TIOCTaByBa CeTa HEMOXKHOCT
3a ,,00jeKTUBHOCT", ,,BUCTHHUTOCTA", TIa 3anagioT
ce OTKpHBAa KaKO CKBHBaJleHT Ha McTokor, BO
MHUHAaTOTO M AeHec. HeraTwBHaTa mpoekmnuja 3a
Hpyrrot Ha EBpomna (3ananot) co oBoj ¢uaMm ro
ryou cBojoT JyermtumuteT. Hekoramuuor Jlus
3amag ocTaHyBa UCTO TOJIKY AMB KOJIKY M cerami-
uuot J{uB McToK, pyliejku Tu mpaBuiIaTa 3a MOK
W MMarvHanyja MOCTaBEHH W KOHTPOJIHMPAHU OJ
3anmagot. Co ¢pmimor Ha ManueBckH, bamkaHoT
HE € Beke MpeaMeT Ha HaOJbyAyBame, TyKy Cy-
0jeKT KOj MMa CBOM CTPATETUH 32 NEKOHCTPYKIIH-
ja Ha HAaYMHUTE CO KOW 3amajgoT OCBOjyBa/BIIa-
Jee, IMEHO CO KOHCTpyHpame Ha OMHapHH OIo-
3WIIAY BO KOW MOKHHOT 3araji CH ja IPHUCBOjyBa
3a ceOe MO3UTHBHATA CTpaHa O] MapoT, a BO Ja-
JCHHUOB CJIy4aj M Ha KOMIIETCHTEH NpOLEHYyBad
Ha cocTojouTe. MaHUYEBCKH ja TIPEeBPTyBa Taa 3a-
majiHa KyJITypa Haolaky, ,,Taka IITO ce Tienaar
CHUTE IIEBOBH, CUTE CTPATETUH Ha KOJIIOHHjaTHATa
MaHunyianuja. OBa € TOKMy Toa IITO IO Harmpa-
BU MaHueBcku co cBojoT guiam. OBaa mo3HaTa
KapHeBaJICKa TIOCTAIKa IITO MMa 3a e Ja IpH-
KaXXe Kako (YHKIHMOHHpA MalllHaTa OJHATPE H
Ia ro 0co0oar CHOT MPUTHCOK, PETKO HaWIyBa
Ha MO3UTHUBEH OJITOBOP OJ] pa3o0iinueHara cTpa-
Ha* (Crnammak, http://www.manchevski. com/
docs/2a_luke balkanwalker mac.pdf). ®wummor
Ha MaHYeBCKH € CyOBEp3UBEH TOKMY BO OJHOC
Ha mMapoT cy0jexT/00jexT. OcaMocTojyBameTo Ha
00jeKTOT W HEroBHOT NMPEMUH BO TO3WIHja Ha
cyOjexT/uHTEepIpeTaTop € 0OJeH MpoIlec, 3aIlTo
ja 3acera komreTeHTHOCTAa. O0jEKTOT KOj CTaHaT
CyOjeKT/UHTepIpeTaTop, a CO TOAa U aBTOPUTET

KOj 00jacHyBa, ja OBEIyBa BO IMpallamke KOMIIe-
TEHTHOCTA Ha MOPAHEIIHUOT CY0jeKT, BO HAIINOB
ciydaj 3amamot/EBporna, a co Toa 3anman/EBpona
ja TyOu HeBMHOCTa M MYIpOCTa, T.€. TO Tyom
JIETUTUMHUTETOT 32 CaMOAEHTH(UKaLMja BO aTpu-
OyTHTE Ha MUPOTBOPHOCT U MPABHYHOCT.

A nexa MaH4YeBCKU 3Hae IITO HANPaBUI
TOBOPH U camara pelieniuja Ha GUIMOT Off CTpa-
Ha Ha 3amnagHOEBPOIICKUTE KpuTuyapu. Hemm e
TOAa HAaCWJICTBO Haja (hUIMOT, HACHIICTBO KOE€ ja
JIOBElyBa BO Tpallake KOMIIETEHTHOCTA Ha Olle-
HyBaunTe? Jla ce cBeae elHa CIOXKEHA YMETHHUY-
Ka CTPYyKTypa Ha THEBHO-TIOJUTHYKH HOTpeOH
(3an mTO, Ce Ha/leBaM IOKaXKaB, Ce€ KpHUE HEIITO
MOT'0JIEMO), J1a Ce IPEBUAAT MHOTYTE HOBU 3HAIIN
mTo MaH4YeBCKU T'M CO37aBa 3a Ja CE CIIPOTHB-
CTaBM Ha yIPOCTEHOTO O0jacHyBame W pa3dupa-
Be Ha ,,0aIKAHCKUTE COCTOjOM, HE MOXKE a Ja
HEMa MOBPATHO JIjCTBO Ha OHOj IUTO OLCHYBa/-
BpennyBa. CyOBep3ujara Ha [Ipawuna € TOJIKY
CHITHA IITO €THOCTABHO HE MOXe Jia Oujie mOTHUC-
HaTa, 1Ma COOJBETHO M peakiyjara € MKECTOKa.
Taa ro moctaByBa IpalIameTo 3a ,MamKara’
(unTaj OHOj KOj MIMa MOK) CEOMYHOCT M HEOATO-
BOPHOCT BO IpUKa3HaTa MpeAajeHa NpeKy MeMo-
pujata Ha TpuTe >KeHcku juka Jlumur, Henma u
Amnrena. Ho, ymre noBakHa My ce YWHH IIPOEK-
nyjaTa mTo MaHYeBCKH ja MOCTaByBa 3a WIHU-
HaTa, MpenajeHa MpeKy TpaHcdepoT Ha TEIO0TO
Ha AHrema on Maxkenonuja no CAJ] n Hazapm,
TpaHchep K0j CUMOOTMYKH TO O3HAYYBa MECTOTO
Ha KOJIEKTHBHaTa MeMopHja. Bo 3ameHa 3a 3ma-
TOTO (OHa IITO TO OJECHYBa TpaHcdepoT) AHre-
7a cu ja o0e30emyBa MO3UIMjaTa Ha Cy0jeKT co
KOMIICTCHIINHY, ,,[IPBUJICTHja 3100MeHa BO JIOJIra-
Ta UCTOpHja HA HAarogyBame M OOpOW, KOWIITO
MIOHEKOTalll OTBOPEHO MOJKaT Ja KyJIMUHHpaatr
BO €/lHa OTBOpeHa mojuThyka 6opba* (Cramnmax,
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http://www.
manchevski.com/docs/2a_luke balkanwalker m
ac.pdf). McxomoT Ha Taa Gopba ja meneruTUMHU-
3Wpa MpHKa3HaTa 3a 3anagoT Kako MHPOTBOPEH,
CO IITO C€ JIeNICTUTUMH3NPA M KOMIIETCHIHjaTa/-
MPaBOTO Ha 3amajoT J1a CyIH.

OTtTyKa, caMopedieKCUBHOTO OT(dprame
Ha CBOETO HACHJIHO MHMHATO € M CaMOTO YMH Ha
HACWJICTBO, 3a INTO CBEJOYM pelenuujara Ha
¢unmoT Ha ManveBcku. Cekako, OBa HACHJICTBO
He crmafa BO KOHBEHLMOHAJTHHUTE OONHWIH, HO €
JIOBOJIHO J]a Cc€ II0COYM Ha HECOOABETHOCTAa Ha
MHPOTBOPHUOT 3aMHCIICH UICHTUTET Ha 3amagaoT
KOj HaCHWJICTBOTO IO NpPOEKTHpa BO Jpyruor u
[OocCOYyBa Ha mHOTpebara 3a CaMO3aMHCIyBame
HaJI COTICTBEHOTO HACHJICTBO 32 BOOIIIITO J1a MO-
e Jla CTUTHE JI0 TeCTOT Ha MUPOTBOPHOCT.

Mosxke 11 cy0jeKkToT 1a cTaHe 00jeKT?

Opn mpyra cTpaHa cekoja MO3UIHja Ha MOK
(BKIIy4HTEITHO M OHaa KOja OBO3MOXKYBa HEKOj /1a
Oune cy0jeKT K0j CHMOOJIMYKH TO 03HAYYyBa CBe-
TOT, a HEKOj 00jeKT KOj € O3HA4eH) He € JaJicHa
€/IHAIll 3aceKoraml, TyKy MoOpa IOCTOjaHO U OA-
HOBO JIa c€ OCBOjyBa IpeKy nperoBopu. OTTyKa,
MHOTY JIECHO MOXE Jla C€ 3aMHUCIH U CUTYyaluja
BO KOja JajicH cy0jeKT Moxe Ja Ouje mpeTBOpeH
Bo 00jekT. Peaknmjara Ha cy0jeKTOT KOj € TpeT-
BOPEH BO 00jeKT, Ha OBOj WJIM Ha OHOj HAUMH, Ke
ce coBMara co OHa IITO MaH4eBCKH I'0 MIPaBU BO
dbummort Ipawuna. Jlexa Toa e Taka ceeqoun Ila-
uu Batumo xoj Bo crarujata ,,JlocTon mu eBpomn-
cku uaentutet™ (http://okno.mk/node/ 3667), ro-
BOPEjKHU 3a €BPOICKHOT HACIIPOTH aMEPUKAHCKH-
OT MICHTHUTET, IO TIOCTaByBa IPAIIAETO INTO
EBponejuure ru ynan EBponejun? Toj 3akmydy-
Ba JIeKa Toa € YyBCTBOTO Ja ce Ouzae moceOeH,
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KO€ He € Bp3aHo co mpumnaaHocta koH EY, koja ja
riena, MpBo, Kako eKoHoMcKa 3aexanuna (Eppon-
CKa 3ae/IHUIIA 32 jarJieH W YeNuK, IT0T0a KaKo 3a-
€IHUIIa CO 3aCAHMUYKH I1a3ap), Koja IMaKk MoMOTrHa-
7a ,,Ja He ce TIOBTOpAT BOJHHUTE Mely 3eMjHTe Ha
CTapHOT KOHTUHEHT W EBpona ja crane KOHKY-
PEeHTHO ® TO0OraTO EKOHOMCKO mojpayje’
(http://okno.mk/node/3667). Tue mnparmaTuduHu
NPUYUHA KOM YeCTO MMaaT PaJuKaHO CHPOTHB-
CTaBeHH HHTEpecH, HE ce [OBOJHU Ja ce
nouyyBcTByBame EBponejun. Criopen Hero, 3a Toa
Jla ce CciIy4u, noTpeOeH e ,,T0JaToK Ha jJymara‘,
3HAYM eTHYKa O/IyKa, T.c. ,,MOpame Jia TH MpH-
3HAaeMe€ W CEKCIUIMIUTHO Ja TH apTHKyJIHpaMe
NPUYUHATE TIOpaJyl KOM CTaHaBME CBECHH JeKa
na ce obune EBpomeen e Hemro moceOHO; Toa €
MOMPUMApHO M MOOCHOBHO O HallaTa MPHIaj-
HOCT Ha YHHjaTa Koja € Bo m3rpanda“ (Barumo,
http://okno.mk/node/3667). IlocouyBajkn Ha u3-
jaBara Ha Jlonang Pamcdenn neka ,,Crapa“ Es-
pomna Mopa za ce uchpiu on urpa OuAejKu He €
crocoOHa J1a O BO YEKOp CO BPEMETO M JeKa
,HoBa“ EBpoma ja counmHyBaaT 3eMjUTE KOH C€
MOJATrOTBEHH J1a YYECTBYBaaT BO KOAJIHIINjaTa, TOj
JKECTOKO pearupa Ha YMHOT Ha UCKIydyBame Ha
,»Crapa“ EBpomna 3a Koja cMeTa Jieka HajMHOTY I
npunara 3aciyrara 3a parameTo Ha caMmaTa ujeja
3a EBponickara YHHMja 1 Ha YMHOT Ha TPETHpamE
Ha EBpoma kako 00jekT koj Tpeba ma Ouae omu-
maH ox ApyT, ,,JIONPOrpecuBeH. ,,.3a BoJja Ha
BUCTHHATAa, HAJMHOTY HE Pa3NyTH (aKTOT IITO 3a
EBpona omydyBaa eKCIIOHEHTHUTE Ha aIMUHHCT-
panmmjata Ha bym W Kom — HCKIydyBajKH TH
Opannyja u ['epmanuja, kako u Mranuja — ocra-
Baa BIECYATOK Ha NPENABHUIM HA EBPOICKHUOT
IyX, OHaKa Kako ce HaBUKHAaBME J1a TO MpeTcTa-
ByBame. Ona mro Pamcdeng u Bymr ro Hapeky-
BaaT EBpomna ce u3enHauyBa co BpeIHOCTHTE KOU



HE TW YyBCTBYBaM€ KaKko Hallld; ¥ BO HaC ro €Bo-
Upa TOKMY CIPOTUBHOTO, CBECTA 3a OHA INTO
EBpomna ,,naBuctuHa® €. (...) EBporma, koja ro HO-
CH TOBAapoT Ha ucTopujata (...) HE ycmeBa naa
MUCITH 32 JpXKaBaTa caMo BO TOj CYICHIHjapeH
06k (Batumo, http://okno.mk/ node/3667).

CocemMm ce cormacyBam co Batumo Bo 0of-
HOC Ha ,,JOJATOKOT Ha Oymiara‘, T.e. eTHYKaTa
OJUTyKa, HO TOA € KPUTEPUYM KOj BaXKH 3a CUTE, &
HE caMo 3a ,,[IPUBHICTUPAHUTE" .
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Loreta Georgievska-Jakovleva
Before the Rain and Dust by Milco Manchevski or When the Object Becomes Subject
(Summary)

By juxtaposing the idea of a common (shared) European identity, otherwise promoted through
the various EU Accords and Acts, this paper aims at questioning the matrixes which are to govern this
very same idea. The practical implementation of all which could be encompassed by the slogan
“Europe without Borders” runs into at obstacles: one of them is connected to the tendency of
externalizing the violence without the EU borders, towards the Balkans, as Europe’s ‘Other’. A direct
consequence of one such condition is the feeling of non-belonging, of marginalization and segregation
of a part of Europe. This paper is an attempt at answering the question of the kind of implications the
aforementioned sentiment of inferiority holds when creating cultural products in Macedonia, and of
the kind of knowledge being produced from these analyses.

Thus, the object of this paper is the film opus of Milcho Manchevski (Before the Rain and
Dust). The phenommenon of externalizing the violence is seen in the films by Manchevski through the
relationship subject-object. That which Dust brings forth as a realization delves deeply into the
relation East-West, and thus articulates the impossibility of having “objectivity”, “truthfulness”, so
that the West is revealed as the East’s equivalent, both today and in the past. The negative projection
of Europe’s Other through the standpoint of this film loses its legitimacy. The once Wild West
remains equally wild as today’s Wild East, thus disrupting the rules governing power and imagination,
stipulated and controlled as such by the West. Through the example of Manchevski’s film, the Balkans
are no longer the object of someone’s study; rather, they become a subject with their own
deconstruction strategies of the ways in which the West gets to rule. The outcome of this struggle for
becoming a subject de-legitimizes the Western narrative about a common (shared) European identity
as peaceful and lawful, thus, in turn, the invalidity of this narrative, under said conditions, denies the
existence of a common (shared) European identity.

Key words: identity, Europe, the Balkans, an externalization of violence, subject, objesct, Milcho
Manchevski
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Original scientific paper/H3zsopen nayuen mpyo

IS THE MACEDONIAN CINEMATOGRAPHY WAITING FOR AN
ACTIVE WOMAN, OR: A STORY OF STEREOTYPES — THE
FEMALE (PASSIVE) AND THE MALE (ACTIVE) PRINCIPLE IN
THE MACEDONIAN CINEMATOGRAPHY

Key words: film, woman, stereotypes, female, male

What’s needed is a dynamic and more diffuse conception of power, one which is committed to
the difficulty of cultural translation as well as the need to rearticulate “universality” in non-
imperialist directions. This is difficult work and it’s no longer viable to seek recourse to simple and
paralyzing models of structural oppression. But even her, in opposing a dominant conception of power
in feminism, I am still “in” or “of” feminism. And it’s this paradox that has to be worked, for there
can be no pure opposition to power, only a recrafting of its terms from resources invariably impure.

Accepting the claim that mainstream
Hollywood cinema is constructed in accordance
with the rules of the patriarchal unconscious, and
that film narrations are organized in accordance
to male discourses, which are set parallel to the
language of the unconscious (E. A. Kaplan,
1983: 1), acts as the starting point of the short
research this paper examines — to identify the
occurrences within film narrations which are
labeled as masculinized, that is, those which bear
the mark of the male discourse, and vice versa, to
ascertain whether we can/could postulate, within
the Macedonian film production, discourses that
stand in opposition to the male discourse, i.e., if

Judith Butler

we can speak of the presence of a female
discourse in the Macedonian cinematography.
Notwithstanding the awareness of a possible
danger which the creating on a new binary
opposition entails as a part of such a formulated
research question, the follow-up aspect of this
research should justify, or perhaps problematize
the claim that we can speak of female discourse
on film, and from a theoretical point of view, as
well as (when speaking particularly of the
Macedonian cinematography) at the level of
matter-of-fact examples.

The foundation binary opposition, man
(male) versus woman (female) is the result of an
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ideological function of the term gender (Susan
Hayward, 2000:2), which fixates us as either
men or women, through a “heterogeneous
complex of biological, physical, social,
psychological, ... determinants” (A. Kuhn, 1985,
5)." Thus, women are beautiful (or sensitive),
whereas men are strong (or rough). Women are
economically inferior; men are the ones who are
superior; women are focused on domestic issues,
they covet the private spaces; men take on
matters of state, rule the public arena... This
paper will focus its attention on some of these
binary oppositions, namely it will take a closer
look at their frequency in the Macedonian
cinematography, or at least one portion of it.

One of the main affixers when it comes to
gender differences is the opposition beautiful
versus strong, or in said practical terms, the
mystified form of a woman’s presence as that of
a sexual object.

Along these lines, one quaint illustration
can be provided by one of the scenes from
“Macedonian Bloody Wedding”.> Namely,

' This, and other direct quotes used by the author of this
paper have been translated into English by the translator of
the paper herself, due to the unavailability of the quotes’
English translation (as published) at the time of the paper’s
translation. They will be used in such fashion only for the
purposes of the said paper. BG

*Macedonian Bloody Wedding” (1967, 102 min., in color).
Produced by: Vardar Film; Directed by: Trajche Popov;
Screenplay by: Slavko Janevski; Director of Photography:
Kirk Bilbilovski; Camera by: Misho Samoilovski; Edited
by: Vangel Chemchev; Musical score by: Kiril Makedonski;
Set Design by: Nikola Lazarevski; Costume Design by:
Rada Petrova; Cast: Vera Cukié, Zafir Hadzimanov, Risto
Shishkov, Kole Angelovski, Janez Vrhovec, Pavle Vujisié,
Dragi Kostovski, Petre Prlichko, Dragomir Felba. Awards:
FJIF, Pula, Golden Arena for Set Design, 1968; Golden

176

Osman Beg (Risto Shishkov) notices Cveta
(Vera Cukié), calls her to come to him, asking
for some water. Two frames from this seen are
indicative of this paper’s research:

Fig. 1-2

Plaque with Lenin’s Insignia, in honor of the film’s success
in the USSR, 1969.



In the context of the realistic and close-to-
a-historic-recording conceptualization of
“Macedonian Bloody Wedding” (or, to be more
precise, according to our perception of how the
events of this historical timeframe played out), at
a first glance, the portrayal of Cveta seems
dissonant. What we are looking at is a young,
beautiful woman, one of the media’s attractions
in the larger Yugoslavia, in the late sixties.
Sporting a carefully devised hairstyle, which
accentuates her femininity, with a modern and
not-too-discreet make-up, she does not resemble
in the least bit any of our notions about the
beautiful Cveta who works in the fields, Cveta
from the news-clippings who was to be used by
Chernodrinski as the basis for his play. Without a
doubt, this frame can be easily and almost
effortlessly explained through the then popular
Aristotelian premise regarding the relationship
between art and truth, that is the need for a film
to stylize representations, etc. Aristotle’s
differentiation between history and art places art
in the sphere of the possible and the credible,
whereas history is placed in the sphere of the
truthful, and all of this when placed within the
context of the realistic, and then seen from the
aspect of the effect that a film wants to enact,
this frame functions so as to underscore that
female beauty provides a strong enough motive
to take on arms.

But his frame also may be read from the
viewpoint of the stance that “connecting the
body with the feminine acts along the lines of the
magical relations of reciprocity, in such a way
that the female sex becomes confined by its own
body, whereas the male, entirely questionable
body, becomes paradoxically a built-in
instrument of a seemingly radical freedom”
(Judith Butler, 1999: 8).

Thus, the first point of a woman’s
subordination — through her own body — is
affixed, that is the moniker a beautiful woman,
from a gallant compliment and an expression of
kindness, transforms itself into an instrument of
control, manifesting itself through a woman’s
being controlled. (text missing)

When looked from the perspective of film,
this control comes in the shape of a coquette.
Cveta’s beauty stands as the initial conflicting
moment, on the one hand tied to the affixation of
women as the object of a male’s pleasure,
whereas on the other, seen as the guardians of the
faith and male honor. In both cases, a woman’s
beauty is never her own; it is owned and dictated
by others. The first case is clearly pointed out by
Osman Beg, who warns Cveta: “A woman’s
destiny is always set by others. If she does not
yield... You do understand my point, don’t you!”
It is made evident: the control is total and
absolute, with pre-set rules and consequences.
The second frame, as shown earlier in the text,
taken from exactly this scene, also shows the
said visually. While the beg/man speaks, one
woman/slave-girl listen obediently, with a bowed
head, whereas in the background another
woman/slave-girl stands helpless. The second
case is made in an atmosphere of panic arising in
Cveta’s family. The focus on her kidnapping is
not placed due to an endangerment of one’s
personal choice, but out of loss one’s honor and
faith. Henceforth, the following scene fits quite
logically and in accordance with the film’s
[Macedonian  Bloody = Wedding’s]  initial
goal/agenda (as set in 1967): to be a film about
the resistance and the political, social and
national position of the Macedonian people
during the Ottoman Turkish rule. With that, a
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female’s resistance is not along the lines of
protecting the right to a personal choice, but
towards preserving and securing a male’s right to
an inheritance, and a collective right to an
identity. Thus, Cveta is simultaneously helpless
(with a bowed head, without the right to speak),
and exceptionally brave, one who cannot be
swayed when it comes to the defense of honor
and faith.

The characters in the film are conceived
based on the Hollywood models popular for the
said period. According to these frameworks, the
character of Osman Beg for instance, is
conceived according to the stereotypes existing
about the Ottoman ruffians — also according to
the make-up, and the photography, and the
camera’s positioning, Osman Beg is the
embodiment of a Hollywood seducer, not that of
a conqueror.

However, going back to the paper’s initial
theme, we ought to bear in mind that within the
theory of the gaze’® “the cinematographic praxis
is identical to the Oedipal desire, taking into
account that the relations of the gaze structure
women as the objects, and men as the subjects
(the bolding is mine — MP) of the desire” (Susan
Hayward, 2006: 2). To take this thesis one step
further, we could even say that the viewer is the
subject of the gaze, the eye of the man who is
viewing the said scene.* From this perspective,

3 More about this theory may be found in Christian Metz
(1975: 11), Susan Hayward (2006: 2), and E. A. Kaplan
(1983: 1).

* In so far as the exchange of looks is concerned, in
dominant cinema, it comes from three directions — all of
which are ‘naturally’ assumed as male. First, there is the
profilmic event — the look of the cinema, with behind it the
cameraman (sic). Then there is the diegetic gaze: the man
gazing at the woman, a gaze she may return but is not able
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the Hollywood-ness of Osman Beg is pivotal. By
identifying with the character on the screen, the
(male) viewer controls the woman, who is just a
subject of the desire. It is quite evident that — the
identification could be simpler and easier, if
Osman Beg (despite his role as the antagonist) is
constructed according to the models of the
Hollywood super-star. Therefore, the casting of
Risto Shishkov (Osman Beg) and Vera Cukié
(Cveta) seems ideal — the young, stalwart
Macedonian actor versus the popular and ever
present in the media Belgrade actress. The
system of desire cannot be open to all, but to a
known, famous, beautiful and — unreachable
woman.” The pleasure derived from the
possibility to control, even at the subconscious
level, is all the greater.

Hence, the film in spite of the adjustments
made to fit in with the trendy demands of the
audience, in fact supports and propagates the
patriarchal representation of women. Cveta’s role
in the patriarchal society is predetermined by her
beauty and through the functions she performs as
the guardian of the faith. There are no dilemmas
facing Cveta, she, all of her, is represented by the
role that has been instructed to her. As a maiden,
her attributes are tied in to the black and white

to act upon (see agency). Finally there is the spectator’s
gaze which imitates the other two looks. The spectator is
positioned as the camera’s eye and also, because as
spectator he (sic) is subject of the gaze, as the eye of the
beholding male on screen. A nice naturalizing of Oedipal
desire if ever there was one!” (Susan Hayward, 2006: 2).

3 One comparison with a contemporary medium: one of the
most sought after scenes on the widely used Internet search-
engines is tied to the intimate aspects of the lives of famous
actors and models. In our case, the unreachable gains our
access through the film screen, or in the previously stated
case — through the Internet.



premise, of honor/dishonor, whilst honor is
linked with the fulfillment of the patriarchal
Christian environment’s expectations: she is to
marry a good Orthodox Christian man, and with
that keep the faith, and preserve her husband’s
lineage. The handsome and upright Osman Beg
is just a test of her determination to withhold,
nurture and defend with her life, the role she was
assigned. The control over the woman seeps into
a self-control, which is to guarantee the
preservation of the phallus-centric system of
thought, and to preserve the already established
social rules and norms.

Treating the female character as an object
is even more so pronounced by Cveta’s obvious
passivity. In the moments when, seemingly so,
the character does show an initiative, this
initiative is either at the disposal of the male
subject or it is coordinated by the male subject.
Two key examples:

In the trial scene, taking place in Bitola,
when Cveta confirms that she had been
kidnapped, in front of the consular
representatives of the great Western powers, it
seems definite that the woman takes the role of
the subject. Namely, after her pronouncement
that Osman Beg had kidnapped her, she is taken
back. Here, (again!) seemingly, the woman is the
subject. Her attitude (that she does not want to
stay with Osman) and her actions (to say it out
loud) produce another action (that of
return/liberation). Finally, this, the female
character, controlled by both the male characters
in the film and by the viewer, gets to know
herself and stops being an object. But does she?
The decision to say that she (Cveta) has been
kidnapped is reached after (numerous)
insistences by the Consuls and the Valija

(Ottoman Turkish High Commissioner). Of
course, both the Consuls and the Valija are men.
Thus, what is at hand are examples of
coordination, delegation, even a change of the
subject. It is no longer Osman, but other
man/men, harbingers of the function of subject.
Even more so, what is at stake here is not
liberation, but return, a going back, that is, the
object changes hands, from one subject (Osman)
to another one — the village representatives, who
are all men, as presented by the scene.

Eventually, there is the scene of Cveta’s
(self)sacrifice. Taking the bullet intended for
Spase and shot by Osman Beg’s gun, Cveta is
(once again!) at the disposal of the male subject.
A woman does not only protect her loved one,
i.e., she does not only surrender her life for her
love, but she makes the choice placed upon her
by the patriarchal society — honor or life. Let us
speculate a bit — if the bullet intended for Spase
was not received by Cveta, the resolution would
have become evident: the woman would have
changed her master/controller/subject, and
leaving Spase behind she would have returned to
Osman. Essentially, nothing would have
changed, except that in the first case (Spase as
the man, husband, subject) the
patriarchal/masculine system of thought would
have been morally and ethically confirmed,
whereas in the second case, the subject (Osman),
but also the object (Cveta) would have been
morally, from an negative standpoint, sanctioned
by the same patriarchal/masculine system of
thought.

Thus, we are faced with a typical
masculine discourse, whence the woman is an
object controlled and dependent on the man. A
control over the object understands, amongst
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other things, its impassivity, except in cases
when the semblance of an active relationship is
either coordinated or permitted by the man, or
when it serves the masculinized principle.
Ethically-speaking, or morally, or economically,
for that matter. Either way, we come once again
to matters of sanctioned, mitigated activity, that
is, non-passivity. Often, a  woman’s
marginalization is hidden and justified through
grand narratives — (a woman’s) honor (in its
entirety, acts in accordance with the male
discourse of control), faith, national pride,
justice...

Such passivity on the side of the woman
does not involve a protection by the subject. The
object, in this case, shares the subject’s destiny,
who in another system (together with the
subjugated woman) becomes — an object. By
looking at the example from ‘Macedonian
Bloody Wedding’, we can trace this
defenselessness as manifested best in the man’s
and in the woman’s economic marginalization.
The patriarchally determined belonging of the
daughter to her father, does not shield Cveta
from the economic exploitation; this belonging
only commits her to share in on her father’s
destiny, who on the one end (in relation to Cveta)
is the subject, whereas on the other end (in
relation to Osman) is the object. Such an object
cannot shield his own daughter: neither from her
being a farm hand, nor from her getting
kidnapped. Thus, we come to the point of a dual
marginalization of women in the film’s male
discourse.

That the said true story from the days of
the Ottoman rule in Macedonia can receive
another representation is attested by the existence
of Dejan Dukovski’s text for a stage play, ‘The
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Balkan is Not Dead’. Namely, this stage text,
bearing in mind as its foundation the Vojdan
Chernodrinski’s play ‘Macedonian Bloody
Wedding’ that has also provided the basis for
Slavko Janevski’s screenplay, examines the
consequences stemming from the prospect of
Cveta’s character transforming from an object
into a subject, accepting Osman-beg due to her
own personal choice, and setting up a
relationship of equals with the Other, in the said
case, a foreigner and a non-believer. Dukovski
deconstructs the myth of a woman’s honor, and
that of a guardian of a nation’s identity, and
introduces the motif of love as a possible way
out of the stalemate of the conflicting sides,
transforming Cveta, from a socially passive
element, into an active subject.

Then again, on the topic of the female
(passive) and male (active) principle, we can take
a look at another Macedonian film, Milcho
Manchevski’s ‘Before the Rain’®. In the film, the

6 ‘Before the Rain’ (1994, 119 min., widescreen). Produced
by: PolyGram; Aim Production, Noah Production; Vardar
Film. Directed by: Milcho Manchevski. Screenplay by:
Milcho Manchevski. Director of Photography: Teran
Manuel. Edited by: Gaster Nicholas. Musical score by:
Anastazia. Set design by: Sharon Lamofisky, David Moons.
Costume design by: Stu Weland, Caroline Harris. The cast:
Josif Josifovski, Katrin Cartlidge, Grégoire Coline, Labina
Mitevska, Kiril Ristovski, Rade Sherbedzija. Awards: 1994
IFF Venice, Golden Lion (Best Film); 1994 IFF Venice,
FIPRECI (Critics’ Award); 1994 IFF Venice, UNICEF;
1994, IFF Venice, Premio Cinemaveniere, an award by the
younger audience; 1994, IFF Venice, the First Prize by the
Audience; 1994, IFF Venice, Rolling Venus, an award by
the city of Venice; 1994, IFF Venice, Golden Cub, an award
by Italian students; 1994, IFF Venice, an award by the
International Catholic Organization about Film; 1994, IFF
Venice, an award by the union ‘Francesco Pasinatti’, for
best actor, to Rade Sherbedzija; 1994, IFF Venice, the
Kodak Award for Best Debutante Film; 1994, IFF Toronto,



Albanian woman Zamira (Labina Mitevska),
unlike Cveta from ‘Macedonian Bloody
Wedding’ is an obvious active character.

To begin with, she has the strength to
stand against the patriarchal system of rule of the
oldest male, and to try and to deconstruct it. The
murder of the sheep herder (a Macedonian male),
is not just an act motivated by the desire of some
external subject, but an act that literally,
physically disturbs the balance between the two
communities, based and conduced through the
masculinized dominance. That the murder of the
herder ignites a blood feud between the two
families from different ethnical backgrounds
(Macedonian and Albanian) once again affirms
the difference between Zamira and Cveta: while
the marginalization of her forbearer in 1967 was
(amongst other things) hidden by the grand
narratives, the film woman in 1994, through
action that is self-determined, deconstructs and
de-mythologizes the same said narratives! 1
believe that it is perfectly clear how a woman’s

Second Prize by the Audience; 1994, IFF Sao Paolo, the
Audience Prize for Best Film; 1994, IFF Puerto Rico, a
Jury’s Award for Best Film; 1994, IFF Puerto Rico, an
Audience Prize for Best Film; 1994, IFF Puerto Rico, Best
Director; 1994, IFF Puerto Rico, Best Debutante Film;
1994, IFF Stockholm, Best Debutante Film; 1995, IFF
Mons, Belgium, Golden Charlie; 1995, IFF Sankt
Petersburg, Grand Prix; 1995, IFF Burgos, Spain, Best
Film; 1995, IFF Goricia, Italy, Best Screenplay; 1995, Film
Forum, Bratislava, Slovakia, Best Film; 1995, IFF
Panteleria, Italy, the UNESCO Award; 1995, IFF Warsaw,
Poland, an Audience Award; 1995, Austria, an award by the
Catholic Film Commission; 1995, David Di Donatello
Special Award for a Non-Italian Film; 1995, Swedish Film
Institute, Golden Beatle for Best Foreign Film; 1995, an
Oscar nomination for Best Foreign Language Film; 1995,
Macedonian State Award, ’11" of October’; 1996
Independent Spirit Awards, Best Foreign Film.

honor, her nationality, the faith’s dogma are
deconstructed, by running away from home and
seeking refuge in an Eastern Orthodox
monastery, as well as by entering a love
relationship with a monk...Thus, if examining
the grand narratives in ‘Macedonian Bloody
Wedding’ as an instrument to mystify and hide

through an act of mimicry a woman’s
marginalization, then equally so, their
deconstruction in ‘Before the Rain’ is an

instrument of liberation and a de-marginalization
of a female character. Trying to understand the
female discourse, and to take into account a
woman’s needs as an individual, versus the needs
and impositions of a (pre)masculinized society.
This liberation, that is, this tendency, this attempt
to liberate oneself manifests itself also through
the activity — which is Zamira’s possession in
the film’s discourse. She is the one who comes to
the monastery, she is the one who follows Father
Kiril even after he has been dismissed from the
monastery, she is the one who is active in the
scene (she even initiates the scene) of a definitive
letting-go in the love between a Macedonian man
and an Albanian woman.

On the other hand, the monk Kiril is the
passive one in the entire story. He does not act
even on the first encounter — he does not report
her with the chief monk. He does not act even
when the runaway is discovered. He does not
even act when (free from the dogma of his faith
and his vows) the moment comes for a definitive
show of emotions.

The only activity that Kiril manifests is
abandoning Zamira. The choice (once again),
between two grand narratives — the cult of life
and the cult of love/’until death does us part’ —
is, in fact, a choice leaning towards passivity:
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Kiril does not even attempt to withstand the love,
which he passively manifested as well as
passively received — he simply leaves. His
departure is not without a telling sign — negative
or positive, bravery or cowardice, love or non-
love. Frankly, he does not even try to remain
actively alive. Simply put, his departure is a
departure within passive perseverance. If others
permit him to do so. Or the Other. Kiril takes a
long time to leave. Long enough that he affords
Zamira the opportunity to choose and to realize
her choice — to run after him, not so as ‘to fall
into his arms’’, but ‘to grab a hold of him in an
embrace’®. Does she realize that her choice
means certain death? Probably — yes! At that
moment, Zamira definitely becomes a subject,
who consciously overrides the male’s passive (or
not so active) object with her choice and her
destiny. The choice determines destiny — death
for both.

Therefore, until now we have come across
a female character who is not in the least bit
marginalized, who is active, and who is aware of
her actions, a woman who becomes a subject.
What a difference between Cveta in 1967 and
Zamira in 1994. In Macedonian cinematography,
the masculinized discourse is shattered, and an
entirely different, let us call it female discourse,
is created, or anticipated.

But...Is it so?

Through the cinematographic image of
Zamira too many visual elements are being
introduced, which in accordance with the male
discourse masculinize the woman who is said to
possess them. The girl has short hair, she wears a

7 A phrase which implies a subject’s masculinity.
¥ A phrase which implies activity.
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man’s clothes’, she is almost without any make-
up'®.

On the other hand, Father Kiril possesses
attributes which (once again, in accordance with
the stereotypical male discourse) as a man are
said to feminize him. The most obvious case in
point: Kiril does not possess the perennial male
attribute — a beard, whose absence is
strengthened by the monastic code, which in
accordance with all Eastern Orthodox rules states
that they must possess one. In the film, this is
further emphasized, by the use of lengthy and
messy beards

If we remind ourselves of the unconscious
and its role in the film, then things seem to ‘fit’.
The active subject, although declaratively
speaking a woman, is de facto a man, while the
passive and controlled subject, although
declaratively a man, is de facto a woman. All in
accordance with the set attributes. Thus, it all
seems to work out. The viewer will identify
himself with the man Zamira, will control the
woman Kiril, therefore allowing for the film’s
male discourse to function...At last, Cveta is
Kiril’s equal!

Then again... Is it so?

Is it possible, that in ‘Before the Rain’,
that is in its first half, the cinematic discourse
does not free itself from the binary opposition
male and/or female; is it then possible that there
exists, simply, a cinematic discourse, one which
is neither exclusively male nor female. Isn’t the
story of Zamira and Kiril simply a story of two

° Namely, she wears a football jersey and sweatpants,
another attribute of masculinity, that is football (soccer).
1% Here, indeed, the case in point does not refer to specific
film make-up, but to make-up, in general, as a woman’s
attribute in the gaze of the stereotypical male discourse.



intelligent and rational beings'', who carry their
respective personal frustrations, desires, feelings,
limitations, stereotypes, gender/genders, their
awareness and unconscious selves. Is it not a
story which tries to (not necessarily always
succeeding) to rise above Freud and Lacan, to
circumspect Butler and avoid Metz, which rises
over the conscious and the grammatical gender
determination of language, of social dogma, and
above the gender stereotype. A story which tries
(not necessarily always succeeding) to wrestle
with the insurmountable theoretical differences
of gender-based conflicts, which even those said
theories and feisty battles simply put aside.
These questions do not require an answer, but I
do feel that we need to underline the viewpoint
which (at least in my understanding) comes
across: the story about Zamira and Kiril most
definitely succeeds to lessen significantly, if not
fully, the differences between the male and
female film discourse, and to come closer to a
simpler — cinematic discourse. At least when
dealing with gender studies.

It should be made clear that the presented
material does not pretend to be (nor does it wish
so) a definitive study of the said themes and their
presence in the Macedonian cinematography. For
that to be made possible, such a project as the
presented one lacks the necessary space. What
this material ought to represent is an attempt to
differentiate and identify certain processes,
attitudes and questions, based on the example of
two films. What this material sought to present is
the existence of a wider gender(ed) approach
within Macedonian cinematography, that is,

"' The term man, meaning human, has been consciously
avoided because of its grammatical determination (due to
the gender inflections).

throughout some of its occurrences, as well as to
attempt the possibility of problematizing (if not
solving) the terms female/male (cinematic)
discourse. Thus: to problematize, but not to
negate their presence in the said cinematography
and/or art in general, even within the bounds of
the Macedonian film production.

Finally, by paraphrasing Goodman and De
Gay, | would like to mention that film as an
institution is neither patriarchal in its essence,
nor a complex structure which is used to project
the dominant ideologies. (L. Goodman, 1998: 3)
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Muea ITaBioBcku

Ja yeka jiu MakeOHCKMOT GUIM AKTHUBHATA KeHA?
(Ilpuka3Ha 3a CTEpPeOTHNOT: JKEHCKHUOT/MACHBEH U MAIIKNOT/aKTHBEH MPUHIUI BO
MaKeJOHCKaTa KMHemMaTorpadguja)

(Pe3ume)

TexcroT, Ha MpUMepOT Ha aABa ¢mwiMa (Makedoucka kpeasa céadba u Ilped doxcoom) mude-
peHuupa U uaeHTU(UKYBa ONpEAEICHH MPOLECH, CTABOBH M Ipallarka MpPeKy MOIIUPOK POJIOB MPH-
CTall BO MaKeJIOHCKaTa KnHeMaTtorpaduja, oTOYHO, BO OJpeAeHHU Hej3uHHU npojasH. [lapadpasupajku
ru ['ynman u [le ["aj, Bo TeKCTOT ce 3acTamyBa CTaBOT JeKa HHCTUTYLHUjaTa ¢guim He € TaTphjapXaiHa

BO CBOjaTa CYIITHHA, TyKy KOMIUIEKCHA CTPYKTYpa MpeKy Koja ce MPOEeKTHpaaT JOMUHAHTHUTE HIEO-
JIOTHH.

Kiyunu 360poBu: M, xeHa, CTEpPEOTHIIH, )KEHCKOCT, MAIIKOCT
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HNean [lemapocku

VIIK 316.7(049.32)
Professional article/Cmpyuen mpyo

MAKEJOHCKH CTYAHUU 3A KYJIITYPATA

Kayunu 360poBH: KynTypa, KyJATYpHH CTYAWH, KYJITYPOJOUIKM CTYIHHM, MAKEIOHCKH CTYIUHU 3a

KyJnTyparta, MaKeOHCKH KyJITYPHH CTYAUU

Hajuanpen, 3a HACJIOBOT — TOj HE CIIy4aj-
HO TJIacH: ,,CTYJUH 3a KyJlTypaTa®, a He ,,CTyJUH
Ha KyJaTypaTa“, 3amro ojnpemdara ,,CTYIUW HA
KynTypara“ Ou Mokena, BCYIIHOCT, J1a Oule eK-
BHUBaneHTHa Ha n3pas3oT Cultural Studies. Orra-
My, OBOj TEKCT € [IOCBETEH Ha MOLIMPOKOTO II0JIe
Ha HCTPaXXyBeHE Ha KyJATypaTa KOCITO TH OI-
(aka pa3nTUUHUTE NMPHUCTAIM KOH KyJTypaTa Kaj
Hac, a HE caMO OHHE O] IJIeJHa TOYKa Ha
Cultural Studies. On XeypuCTHYKH MPUYMHHU, HA
MOYETOKOB, O€3 OrJie]] Kako OBaa CHHTarma ke ja
npeBeeMe Ha MakKeIOHCKH ja3UK Ke o KOpHcC-
TaMm aHTJIHCKHOT OPUTHHAI, a IOTEM, TI0 U3BpIIIe-
HaTa aHaJu3a Ke TpeaiokaM U MOXHO pelICHHE.
Ce pa30upa, HajHaIIpen ke Tpeba Cepro3HO Ja ce
IIPUCTANU KOH OBOj MpoOJieM, OAHOCHO Aa Ce 3a-
3eMe CTaB BO OJTHOC Ha MPUQATIMBOCTA HA pellie-
HUjaTa IITO J0Cera Ha OBOj IUJIAaH Ce€ MOHYICHH
kaj Hac. Muaky 3a m3pazor Cultural Studies kaj
Hac Beke ce mpodmiaupaHu HAa TCOPUCKH ILIaH
HEKOJIKY pelleHHuja, Mel'y KOM HajMHOTY BO YyIIO-
Tpeba ce CHHTarMuTe ,,KyJATypoJoruja‘, , Kyary-
pajHU CTyIuu®, ,,KyITYPOJOLIKH CTYJUHU, HO U
W3pazoT ,,KyJATYpHH CTYIUH', UCTO KAaKO U CHH-

TarMuTe ,,CTyJUH Ha KyJATypaTa' WiH ,,ACTPaxy-
Baba Ha KyJTypaTa‘“.

Cenak, na oaume co pen. Mzpazor ,,Ky.a-
TYpPOJIOrMja‘“ o]l TMHTBUCTHYKA TJEHA TOYKA €
coceM npudatTiIrB, HO 01 TEOPUCKa cOo cede HocH
3HAUMTENCH Oarak KOJIITO WMMILTAIIApA TI0-
WHaKkoB Tpuctan ox oHoj Ha Cultural Studies.
Kynrtyponorujara, TeOpiucKH ce Bp3yBa 3a MO3H-
[jaTa Ha COBETCKATa/pycKara IIKoJja Ha KyJTy-
paTa Koja mpeTeHanpa Ha pa3OupameTo Ha KyJI-
TypoJOrujaTa Kako THUI Ha COLHWjaJIHA TeopHja
NOOJIMCKA 10 OMIUTECTBEHUTE HAYKH, OJHOCHO
o comwmonorujata u ¢dumo3odujata. Taka Ha
pUMep, HAJTOJIEMUOT OpPOj PYCKU KYJITYPOJIO3U
cMeTaaT JeKa ,,Kako COLMjallHa Teopuja KyiTy-
poJiordjata TO pasriiefyBa OMINTECTBOTO KaKO
pe3yiTaT Ha peanu3alnuja Ha CICUUPUIHH OY-
XOBHM NPUHLWIN, 3aTBPAHATH BO peEIUTHjaTa,
¢unozodpujata m ymernocra“ (Mamrora, 1998:
11) 3ropa Ha Toa, OBOj mpUCTal UMIUIMIHAPA Ja-
JieKy morojieMa ¢Guino3odcka (WK HICOJIONIKA)
3aCHOBAHOCT LITO C€ IVIEAa M O CTABOT JEKa Ha
TOj Ha4YMH CE MOCTUTHYBA ,,AHTETPATHBHO M3Yydy-
Bamke Ha MCTOPHjaTa U Ha KyJITYPOJIOTHjaTa Kako
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€IMHCTBEH KOMIUIEKC Ha ()yHIaMEHTaJIHM 3Hae-
Bma W XyMmMaHuctmuku BpenHoctu™ (Illumoga,
1999: 15) Ha oBOj HaumH MPOTOJIKYBaHa, jaCHO €
JeKa KyJITypoJoTujaTa € MoONUCKY A0 (QHI030-
¢ujaTa u ucTopHWjata Ha KyATypara, Kako H JO
COIIMOJIOTHjaTa Ha KyJTypara, OTKOIKY 10
Cultural Studies Bo HUBHAaTa aHTJI0-aMEPHKAHCKa
BapHjaHTa.

BakBHOT cTaB M TONKyBame Ha KyJITypoO-
JIorHjaTa Kako HayKa 3a KyJTypara Coluo-(uio-
30()CKH 3acHOBaHA HE € MpHU(DATIUB HUTY 3a Oy-
rapckaTa TeOpHCKa IIKoja (ce yKaxyBa Ha CO-
BETCKHUTE WJICOJOIIKH KOPEHH Ha BAaKBUOT IIPH-
cram), a mak cuararmata Cultural Studies ce mpe-
BelyBa Kako ,HCTpakyBama Ha KyJaTypara“
(,,xynrypau ucnensanms). Tpeba, cemak, ga ce
yKake JieKa TaMy c€ yIITe € BO yHnoTpeda u Tep-
MHUHOT KYJTYpOJIOTHja KakKo 3ace0Ha Hayka 3a
KyJTypaTta, HO U KaKo IpeIMeT Ha U3ydyBame Ha
MOBEKe YHUBEP3UTETH WIIM KaKo HACIOB Ha 300p-
HUIM U KHUTH Of TUNOT Ha , Jnew Bo KynTypo-
norujara“ (Ctedanos-I'mues, 1993) Ilonekane,
MaK, KyJATypoJOTHjaTa Cce jaByBa M KakO CHHO-
HUM 3a ,HCTpaXyBamara Ha KyJTypaTa“
(bg.wikipedia/org./wiki).

BTopHoT MOXEH NpeBOJ OBOIUIOTEH BO
U3pa3oT ,,KYJTYPAJHH CTYIHH  BO MaKeJOHCKa-
Ta TEOPHUCKA MHUCIIA, CO IPaBO, HajMaJIKy € IpH-
(daTeH 1 CKOpO M J1a HE € BO ja3H4YHA M BO TEO-
pucka ynorpeba. EnnHcTBEeHO MOXe 1a ce cper-
HE BO CHHTarMmara ,MHTEPKYJITYPalTHOCT WJIH
,,AHTEPKYJITYpaJeH Tearap  IITO Ce 3aroBapa o[
ctpana Ha mipod. a-p Jemena JlyxuHa Bo Hajro-
JeM e Of HEj3UHUTE TEKCTOBH (IO OUUTIIETHO
BIIMjaHUE HA XPBATCKUTE TEOPHCKH pELICHHWja -
IITO BOOIIIITO HE M3HEHAyBa!), Kako Ha IpUMep
,»/IHTEpKYJITypamHOCTa: TpEHJ, €r30THKa, ecTe-
THUKa, TOeTHKa u..Taka Hatamy* (JlyxuHa,
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2006:127-144), kako 1 Ha CUMIIO3UYMUTE U MyO-
JUKauuuTe 00jaByBaHU BO IOCJIETHO BPEME OX
cTpana Ha DakynTeTroT 3a JAPaMCKA YMETHOCTU
(Luzina, 2005). Mako u Tamy, KOJKY IITO MU €
IIO3HATO, HE Ce KOPUCTU CHHTarMara ,,KyJaTypai-
HU CTYIUU TYKY ,,KyATYpOJOmKH cTyaun ‘. OBa
Joara W O HECOOJBETHOCTa Ha M3pa3oT ogop-
MEH MO/ BIIMjaHHE HA aHTJIMCKUOT ja3HWK Ha paM-
HUIITE HA Cy(QUKCOT "paiHu’, ,,cultural*-, kynry-
pannu’. Bo XpBaTCKHOT ja3uK OBa PEIICHUE CE
cpekaBa BO TEOpUCKaTa MHUCIA, T1a TypH € U Ipe-
JOMHHATHO aKO Cce MMa MpeIBHI IeKa HH3a
OTCEIM W KaTeJpu TO HOCAT OBa MMe, 0COOCHO BO
3arpeb u Pueka, nako u TaMy JTHUHI'BHUCTUTE HE CE€
corjlacyBaaT CO BAaKBOTO pELIEHWE M CMeTaar
JeKa He € BO JyXOT Ha XpBaTCKUOT ja3WK
(http://savjetnik.ihjj.hr/savjet.php?id=216/)." Ce
pa3bupa, 1 Bo MakeqoHHja JTMHTBUCTHTE HE T'O
npudakaar oBa peLICHHE, Taka INTO HUTY BO
TonkosHuom pedHux Ha MaKeOOHCKUOM ja3ux He
MOCTOM TpHIAaBaKa ,,KyITYpadHO TYKy camo
,kynrypen/Ho” (Benkxoscka-Konecku-L{BeTkoB-
cku, 2005: 664)

A cera ga ro pasriegaMe W pPEHICHHETO
KOoe O KOH mpHdakame Ha CHHTarMara ,,KyJ-
TYpPOJomKHU cTyaAuu*. OBa peuieHne e Hajpamu-
PEHO BO MaKeIOHCKaTa Hay4YHa U TEOPHCKa MHUC-
Jla a IPUYMHHU 32 HEroBOTO mpHdakame ce He-
JOCTaTOLUTE Ha NPETXOAHUTE [IBE pPEIICHHUja U
HETOTOTBEHOCTa IIEJIOCHO J]a ce Npudaru 4YeT-

! Odnosni pridjevi kulturalni ,koji se odnosi na kulturu i
strukturalni ,,koji se odnosi na strukturu“ ne pripadaju
hrvatskomu standardnom jeziku. Oni su nepravilno tvoreni
od engleskih pridjeva cultural 1 structural, a pravilni su
standardnojezi¢ni likovi tih pridjeva kulturni 1 strukturni.
Stoga je pogrjesno: kulturalni studiji, kulturalne razlike,
strukturalni fond, strukturalna analiza, a pravilno: kulturni
studiji, kulturne razlike, strukturni fond, strukturna
analiza.*



BpPTOTO pELIeHHE ,,KYIATYPHU CTyIUU*. ApryMeH-
TUTE CE W3BEAYBAaaT O]l MOPAHEIIHOTO IOCTOCHE
Ha KYyJITypoJIOTHjaTa Kako Hayka (O[] BIIMjaHUE
Ha COBETCKaTa/pycKaTa MUCIIA, HO U HA HayKama
3a Kyamypama BO TOMEHOT Ha aHTPOIIOJIOTHjara,
TPTHYBajKH OJl TMOPAHO AaKTYEITHOTO TEOPHUCKO
neno Ha Jlecin Bajr), Ta 3atoa u Bo Toaxoeruom
PEUHUK HA MAKEOOHCKUOM ja3uK ¢€ KOPHCTH OBOj
TEPMHUH - KYamyponozuja, 1 Toj ce neduHHpa,
HAjOIIITO ¥ TPaAMLUUOHAIHO, KaKo ,,HayKa IITO
ja mpoydyBa KynTyparta, OAJCIIHUTE KYJITYpPH U
HUBHUTE onHOCH. OTTaMy ce H3BEIyBa U NpU-
nmaBkata xyamyponowku (BemkoBcka-Konecku-
BerkoBcku, 2005: 664) VcTto Taka U BO rojem
Opoj TEKCTOBU Ha EMHHEHTHU MaKEIOHCKH TEO-
peTHyYapu Ha JHWTeparypara M Ha KyJiTypara ce
cpekaBa U ce KOPUCTH TEPMHHOT ,,KYJITYpOJIOMI-
KM, Ta, COCEM HOPMAJIHO, CE jaByBa U BO HACIIO-
BM Ha KHWI'M Kako Ha npumep ,,Kynrypomnomku
ecen” (Lllenesa, 2000), ,,Bo mpBo nuile eaHUHA:
MaJl JIMYEH KyJITYpolowkd pedHuK (Ckanos-
cku, 2010) wmm, mak, Aypu ¥ BO 300PHHUKOT IITO
jac ro MOATOTBHB O] HACIOB ,,ACIIEKTH Ha JIpY-
rocra: 300pHUK 10 KyaTyposoruja“ (L[lemapockw,
2007) 3aTtoa oBa pemieHHe € JOHEKaae mpudart-
JIUBO, HO CaMO aKO C€ pacTOBapH OJ BEKe CIIOM-
HaTHOT TEOPUCKU Oarax oJf MUHATOTO. 3a NpH-
(aTnMBOCTa Ha OBa pEIICHHE TOBOPH U HAYWHOT
Ha KOjIITO ce mpeBeayBa cuHTarmara ,,Cultural
Research® on mogHacnmoBOT Ha CHHCAaHUETO BO
koemro ce oOjaByBa W o0BOj TekcT: Context:
Review for Comparative Literature and Cultural
Research, omnocHo Kowmexcm: Cnucanue 3a
KOMNApamueHa KHUMCEBHOCT U KYJIMYPOIOUIKO
UCMPpAaicyearve.

3a MeHe, Mak, U3pas3oT ,,KYJATYPHH CTY-
auu" e HanpudaTIruB, HO TOj € MpobJIeMaTHUCH
32 HEKOM HAIllK JIGKTOPH KOU KYAMYPHU TO TOJ-

KyBaaT caMO KaKO IPWIOT a HE U KaKo IpUAaBKa
(Mako BO HAIMOT ja3WK Ce YrmoTpeOyBaaT CHH-
TarMUTE CO MPHUIABKHUTE ,,K)IMYpPHA aHTPOTIONO-
ruja’, Iypu W Kako HAcJlOB Ha YHHBEP3UTETCKH
y4eOHUK IIpeBeleH Ha MAaKEJOHCKH ja3WK
(Wymu-JlaBenma, 2009), ,,xyamypen HacTan (BO
CEKOjIHEBHA YIOTpeda BO MEYaToT M Ha TEJICBH-
3ujata), ,,Kyamypen *UBOT (HACIOB Ha cIIMCa-
HUE mTOo Beke 57 roawHu ce oOjaByBa Bo Ckom-
je), ,.Kyimypen marepujaiuzaM®, ofpeHHIIA BO
,, ] IONMHHUKOT Ha KHWKeBHaTa Teopuja’ (Komka-
Xot, 2007: 284), ,kyamypra MeMopHja‘, HCTO
Taka ojpelHuNa BO ,,/]IONMHUKOT Ha KHU)KEBHA-
ta Teopuja“ utH. (Kymaskosa, 2007: 285), uin
HakK, ,,KyJITypeH IUTypalu3aM’ Kako CHHTarMa BO
ynoTpeba Kaj MHOIITBO HAallM TEOPETUYAPH
(Cxanoscku, 2010: 212), HO U ,,KyATYpeH Auja-
jor*, BO IIMPOKa yrmorpeda 1 BO TeOpHjaTa, HO U
BO CEKOjIHEBHHUOT TOBOp. 3a cpeka, 1oakosHuom
PEYHUK HA MAKeOOHCKUOM ja3uK HajHANpe] 1o-
COUyBa HA MPUMEPHUTE ,,Ky/ITypEH HATIpeBap ” 1
»KYJITYPEH LIeHTap" Kako 3a HeUITO ,,IITO IpuIa-
ra, MTO ce OJAHECYBa Ha KyJlTypara‘“, a moroa, BO
BTOPOTO 3HAYEHE, KAaKO HEUITO ,,IITO C& OJUINKY-
Ba CO BHCOKO HUBO Ha Kyiutypa. Kynmypen uo-
eex. Kynmypua cpeouna.* (BenkoBcka-Konecku-
IIBeTkoBcku, 2005: 664) 3artoa, Mo aHanoruja,
MOKEM€ U JIMHI'BHUCTHUYKU U TEOPHCKHU 1A ja IpH-
¢dartume cuHTarmara ,,KyJaTypHU CTYAHU U OTTa-
My UW3BEJICHATa JepUBalMja ,AHTEPKYJITYPHH
cTyauu (a He ,,MHTEPKYATYPaIHU CTYAUU, a HE
AHTEPKYJITYPOIIOIIKH CTy U !).

2 [Ipouyenunor auxrym Ha ['one [enues 3a ,,cBETOT Kako Mo-
JIe 3a KyITypeH HaTmpeBap Mery HapoauTe ja COAPXKH BO
cebe oxpendara ,,KyITypeH HaTOpeBap™ BO jaCHA U MPEIH3-
Ha CMUCJIAa Ha HaTIpeBap IoMery KyJITypuTe, a He Ha HaT-
mpeBap nomery KyJITypHu lyre!
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IITo ce ogHecyBa, mak A0 U3pa3uTe ,,CTY-
JMM Ha KyJaTypara“ Wiu ,MCTPa)KyBamba Ha
KyJTypara‘, The ce, UCTO Taka, Npu(aTINBH,
HO, 32 JXKaJ, THE Kaj Hac HajMaJlKy ce ymoTpeOy-
BaaT, ¥ BO T€OpHjaTa W BO ja3WYHATA MPAKTHKA,
Ta 3aToa W HE Ce IojaByBaaT Kako Mpudarinsu
peleHnja BO MakeJAoHCKaTa TEOPUCKa MHCIA BO
oIHOC Ha mpeBogoT Ha cuHTarmMarta Cultural
Studies.

Kako u 1a e: 1 xaj HaImUTe CIOBEHCKH CO-
Celi OBHE MPOOJIEMU TOCTOjaT, a KaKO IITO MO-
JKe Jla Ce BHJIU CETO TOA € eBUISHTHO M BO XpPBaT-
CKHOT ja3WK M TEOpHja KaJellTo MapalieIHO ce
KOpHCTaT u3pasute ,kulturalni studiji® (,,kyary-
pamau cryamn®), ,studiji culture” (,,cTymum Ha
kynrypata®) ,kulturni studiji“ (,,kyaTypHH CTY-
on®), kulturoloski studiji* (,,KynTypoiomku
crynuu’) (Duda, 2006: 7)3, IOJ€eKa BO CIIOBEHEY-
KHOT ja3WK W Teopuja JOMHHHpa oapeadaTa
Hkulturni Studiji* (,,KynTypHH CTyAuH*), HaKo
MHOTY pETKO Ce cpekaBa W CHHTarmara
Hkulturoloski  $tudiji* (,,KyATYpONOIIKH CTYy-
‘).

Ce pazbupa, ako ce odugeme, co Teopucka
IIOMOII Ha €JIeH OJi Haj3HAYajHUTE TEOPETUYAPH
Ha KYJITYpHUTE CTyIuM oJ bupMmuHremMckara
LIKOJA, €lE€H OJf OCHOBAauMTE Ha OBaa LIKOJA,
Crjyapr Xoun, na yTBpauMeE Koj u3pa3 Ou Ouin
HajCOOJBETEH 3a ymoTpeda, Toram ke Tpeba na
ombepeMe HajCOOJBETHA TEOpHja CO Koja Ke
YTBPJUME IITO PENpPE3CHTUPA H3Pa30T ,,KyITyp-
HU cTyauu*. Mery TpUTe TEOpPUH Ha PEIpPE3CH-
TUparbE 32 KOU TOBOPH XOJ U KOM HH OJ[roBapa-

> Bo mpearoBopoT KoH 360pHHKOT ,,Politika teorije* Jlean
Hyna jacHo yxaxysa: ,Kulturalni studiji (studiji culture,
kulturni  studiji) smjeSteni u  neizvjesno
interdisciplinarno ili pak postdisciplinarno  podrucje
proucavanja suvremene kulture ...«
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aT Ha NpallakeTo O Kajae noaraaT 3HavyemaTa,
OHHE Ha OIpa3yBameTo (MHUMECHC), MHTEHIIHO-
HAJTHOCTa ¥ KOHCTPYKTHUBU3MOT, U criopen Xo,
HajupudaTivBa € OHaa Ha KOHCTPYKTHBU3MOT
cropes Koja 300pOBUTE HEMaaT 3HAueHa, TYKY
HHUE TH OTIpe/ieyBaMe 3HauemaTa KOPUCTEJKU ce
CO CHCTEMHTE Ha pernpe3eHTalnuja — co OUMHTE
u co 3Haiurte. Kako mTo ykaxysame Xoin ,;3Ha-
YEHETO 3aBHCU HE OJl MaTepHjaJHUOT KBaJIHUTET
Ha 3HAaKOT, TYKy O]l HeroBaTa cuMOonnuka (QyHK-
muja. TokMy 3aroa ITO ONpEAeNieH 3BYK WU
300p TO npemcmagysa, cumMOOaUIUPA UNU penpe-
3eHmupa TOUMOT TOj MOXKe J1a (pyHKIIMOHHpA BO
Ja3MKOT KaKo 3HaK M MOKE J1a IO MpeHecyBa 3Ha-
YEHETO, WIN KaKO IITO BeJIaT KOHCTPYKTUBHCTH-
Te, 1a o3HauyBa (sign-i-fy)* (Hall, 1997).
BakBuor mpucram Haora cBoja OCHOBa U
BO MIPEMUHOT OJ PAHUOT KOH AOIHEXHUOT But-
TeHINTajH — Of ,,Ipakrartor...” xoH ,,Onno3od-
CKUTe UcTpaxyBama . OBOj MPEeMUH MOXKeE J1a ce
TOJIKyBa KaKO NparMaTuiko JOTOJNHYBamke Ha
TeopHjara Ha 3HAYEHETO — BO ,, | pakTaToT...” ja-
3MKOT ce c(akailie Kako ,,0rjienano’ Ha CBETOT —
a jasukoT BO ,,Ouno3odckuTe UCTpakyBama* ce
caka Kako ONpeNesIeHO OpYAUE, UHCIPYMeHN,
Jojeka 300pOBHTE HMMaaT OHOJIKY 3Hauyewma
KOJIKYy ImTO uMaar (pyHKIuH. BUTreHmrajH BO
npouyeHuoT u3Bajok (I.11) Ha ,,Punozodckure
UCTpaKyBamwara“ Beau: ,,JloMucau Ha anaToT BO
€JIeH CaHJlaK: TyKa ce YeKaHOT, KICIITHTE, THa-
Ta, OIBPTKATA, JMHUjapOT, CagO0T CO JICTIaK, Jiemna-
KOT, IajKuTe ¥ HaBpTKUTe. — Kako mTo ce pas-
HOBHUIHM (PyHKIMHTE Ha OBUE HPEAMETH, HCTO
Taka ce pa3HOBUAHU M (YHKLUHUTE HA 300pOBU-
Te. (A ce HaoraaT TyK-TaMy M HEKOW CIMYHOC-
tn.) Cekako, oHa MITO HE 30yHYBa € eqHO00pa3-
HOCTa Ha HUBHOTO I10jaByBambe Kora Tue 300poBu
Ke TH yyeMe U3rOBOPEHU WJIM KOTa K€ TH BUANME
HalMIIaHU Ca PaKa WIM OTHEYaTeHH. 3allTO HUB-



HaTa npumena HE HU € TOJKY jacHO IpeJ] OYH.
OcobeHo He, KoTa ce 3aHuMaBaMe co (rro3odu-
ja.“ BuTreHmrajH ymre ¥ yKaxxyBa Jeka ,,JHade-
BETO Ha elleH 300p € HeroBara jasuyHa ymoTpe-
6a“ (1.43), HO, cenak, mpaBuiaTa Ha ynoTpeba Ha
jA3WKOT Ce OMIITECTBEHW KOHBEHIMH CIMYHU Ha
mpaBUiaTa Ha UrpaTta, Ta 3aToa THEe Urpu Burt-
TeHINTajH T HapekyBa ,jasuwaku urpu’ (1.7)
(Wittgenstein, 1953)

He cmydajHO ro BoBeqyBaM KOHLENTOT Ha
ButreHmraja 3a ja3sMuKuTEe UTPH 3aIITO U CaMU-
OT MOMM 'KYJITYpHH CTYAHUHU  BJIETYBa BO PaMKH-
T€ Ha UTPOBHHUTE Tpouecu Ha Butrenmraju. [le-
Ka OBa HE ¢ M3HACWJIEHA KOHCTaTaluja MOTBPAY-
Ba u Kpuc bapkep BO HEropoTo Mmo3HaTO IEJO
»KYIATYpHU CTynuu: TeopHwja W TpakTHKa™ (BO
TperoTo m3manue on 2008 roamHa) Kaje INTO
Bapkep HeaBocMuCIIEHO 3acTaHyBa Ha CTpaHaTa
Ha BUTreHmrajH Kora Benu: ,,TBpJaM JieKa Tep-
MHUHOT ’KYJATYPHHU CTYIOUH‘ HeMa pedepeHT KOH
KOTo ke mokaxkeme. [lockopo, KyATypHUTE CTy-
IMH Ce U3TPAZCHU O ja3WYKHUTE UTPU Ha KYJITYp-
HUTE CTYIUH. TEOpPEeTCKUTEe TEPMHUHH pPa3BUCHH
o]l Jiyf'e IITO ja HApeKyBaaT HUBHATA paboTa KyJI-
TYPHH CTYIUHM € OHa INTO KYyJITYpHHUTE CTYIUH
ce* (Barker, 2008: 4). 3aroa BoommTo He € U3HE-
Ha/JyBauykd M LEJIOCHO € Npu(aTiuB CTaBOT Ha
Bapkep cmopen koj: ,Kyntypaure crymum He
300pyBaT co €IeH IJlac, U He MoXar Ja ce 300py-
BaaT CO €lIeH IJac, U jac — Besin bapkep — Hemam
€IeH TIiac co KOj OW Tu MpeTrcTaBWI HHUB
(Barker, 2008: 4).

OrramMy, OBa MOBEKEIVIACHO IEEHE Ha
KyJITypHHTE CTyIIUH Kaj Hac, Bo Makenonuja, Oe-
IIe OCHOBHATa TeMa Ha JOCETAIlHHOT NPHCTaIl,
HO M CyIIITECTBEHATa TeMa Ha HATAMOIITHUOT TEKCT.

Ke ce Bparam, cera, KOH ofipen6ata oJf Ha-
CIIOBOT Ha OBOj TEKCT: ,,MaKeJIOHCKH CTyIUH 3a
KynTypara“. JacHO € Jeka crope] OBOj MpHCTAIl

ce MpeTeHJrpa KOH HEKAKOB CENOKPHBAYKH Ya-
JIOP-TEPMHUH KOj BO cebe Ou rv ondaTmi U KyI-
TypHHUTE CTyIuH (KaKo IITO jac TH UMEHYBaMm) U
KYJITYPOJIOIIKUATE CTYAUH (KaKo IITO C€ UMEHY-
BaaT Ha CTyAUUTE NpH MHCTUTYTOT 3a IUTEpaTy-
pa, HO ¥ Ha JIPyrH MecTa Kaj Hac), HO TyKa Ou
BJICTJIC ¥ OHME MPHUCTAH BP3aHU 32 KyJITypHaTa
ucropuja Ha MakenoHH]ja, Kako U 3a KyJATypHaTa
aHTporionoruja, (¢uirozodujaTa Ha KyNTypaTa,
COLIMOJIOTHjaTa Ha KyJNTyparta, HO U 32 POAOBUTE
CTYAMHU WIN PETUTUCKUTE CTYANH.

Ho, Oupejku enen BakoB ceordareH mpH-
cTam JaneKy OW TW HaJMUHAJI MOXXHOCTHUTE BO
€/IcH TeKCT CHBE OBHE IMpallama Aa ce TeMaTH3H-
paar, oTTaMy Ke ce 3agpXaM CaMO Ha HEKOJKY
MpUMEpH a Ke 3arovyHaM, HajHaIpes, Co YKaxy-
BamkETO 3a JICJHOCTA Ha €CTETUYapOT U (HUII030-
¢dor Ha Kynryparta, akagemuk ['eopru Crapae-
noB. Bo nocnenHuBe neneHuy, cexako, 3a oxde-
JIeKYBalke € HErOBOTO HCTPAXKyBamke BO JOMe-
HOT Ha ¢uno3odujaTta U UCTOpUjaTa HA KyJITypa-
Ta, CO 0OCOOEH OCBPT BP3 UCTOpHjaTa Ha KyJITypa-
Ta Ha mo4yBata Ha Makenonuja. U Bo 0BOj cirydaj
TEOPHUCKUTE COrIe[0M ce MOBP3aHH U CO Tpak-
TUYHU HCTPaXKyBama: 3a OBa IOCBEIOYYBa YC-
MEITHOCTA Ha, cera Beke ce Hasupa, rPaHaHO3HH-
OT MakpompoeKkT mTo akaaeMuk CrapaenoB ro
paxoBoxu B0 MAHY mnon nacnos: , Jicropuja Ha
Kynrypata Ha Maxkenonuja““ (Crapuenos, 1991-
2011). Kako mro e mo3Haro, craHyBa 300p 3a
NPOEKT co Beke o0jaBeHHW 23 TOMOBH, HPOEKT
mTo 3ano4yHa Bo 1991 roauna u Tpae ce yiure,
o0enHyBajKkH T'M Haj3HAYAjHUTE HAIIA KPEaTHB-
HU ¥ HayYHH MOTEHIMjall BO JOMEHOT Ha XyMa-
HUCTUYKHUTE W OMIITeCTBEHHUTEe HayKu. Cekaxo,
KIIy4HUTE UIeH 32 0POPMYyBamETO Ha OA0paHuTe
TEMH Bp3aHH 3a HCTOpHjaTa Ha KyJTypara Ha
MakenoHnuja, Bo 3rycHara ¢opma Oea U ce emna-
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Oopupanu on akageMuk CTapaenoB Kako BOBEI
KOH CeKoj o1 oBue 23 ToMOBH (0COOEHO OHHeE
noceeteHu Ha [uBunuzamuure, Kynrtypure,
Uneure, Penuruure, Jazunure, @oakIOpOT U HA
MTOOJIICTTHATE YMETHOCTH — OJ] apXUTEKTypara u
My3uKaTa ma c€ no ¢ororpadujara u GUIMOT —
Ha ToYBaTa Ha MakeIoHHja).

OB0j IPOEKT, KaKo U JejHocTa Ha ,, IHCTH-
TyTOT 3a jguteparypa’ npu YKUM, u BoBenyBa-
BETO Ha BTOPUOT cTemeH Ha ,,Kyarypomomku
CTyIuH BO KHIDKeBHOCTa™ (ox 2007 romuHa), mo-
TeM JiejHocTa Ha HCTUTYTOT 32 OMNIITECTBEHU U
XYMAaHMCTHUKH UCTpaxKyBamwa ,,EBpo-bankan®
(McTo Taka Kako TOCIEAUIIIOMCKH CTYIUH) CO
HuBHUTE ,,PomoBu crymmn™ (ox 2007 roamHa),
,»CTynmuu Ha jyroumcrouna Espoma® (2009) wu
»Kyarypuute cryauu® (akpenutupanu Bo 2010
rOJIMHA), KAaKO U JOJUIIJIOMCKUTE YETUPUTOIMILI-
HU €JHOIpEeAMETHH ,,PonoBu ctyaun Ha Puno-
30(ckuoT akynrer Bo Cxomje (ox 2007 roauHa)
ja rpamaTt ciukaTa 3a TCOPHCKHOT MPHUCTAIl KOH
KyJITypata Kaj Hac Of TJIeJHa TOYKa Ha
Kyarypaute cryaun. OBa Tpeba, cexako, na ce
HAJIOTIOJIHU M CO JIejHOCTa Ha oaenoT 3a ETHo-
joruja u antpononoryja npu [IM®, kako u Ha
npenMeTHUTE Tporpamu Ha Punozodcknor ¢a-
KyJTeT oJ1 obyiactTa Ha ¢uno3odpuja U UCTOPHja
Ha KyJITypara, Kako U KyJITypHaTa aHTPOIOJIOTH-
ja u commoIorHjaTta Ha KynrypaTa. EmHoBpeme-
HO, Ha OmI1030(CKUOT PaKyITeT BeKe € TOAr0T-
BEHa, U € BO (a3a Ha akpeJuTalyja, HoBaTa CTy-
JIMCKa TIporpama 3a BTOp IUKIyC Ha CTYyAWU Hac-
JIOBEHA KakKo ,,VIHTEpKYATYpHH CTYIUH * KOja, 1a
ce HazeBaMe, Tpeba J1a 3all0YHE O]l 3UMCKHOT Ce-
Mectap Bo 2012 roauHa, a Koja omdaka rojaem
Opoj mpenMeTH Bp3aHU 3a KyITypaTa — KOH Koja
ce MpHCTayBa O]l MHTEPIUCIUILTHHAPEH U MYJI-
TUIUCIUIUIMHAPEH MPUCTaI, Kako Ha MpUMep:
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»AHTEPKYJITypHa KOMYHHKaluja“, ,,AHTEPKYJ-
TypHO 00pa3oBaHHe", ,MHTCPKYITypalu3aM H
MHUpP®, ,,AHTEPKYJTypHa CEMHOTHKA WU MY3€O0J0-
ruja” utH. Ha @unonomkuor dakynrer, nak, oz
Ipe HEKOJKY T'OAMHU BOBEIEH € M MPEIMETOT
,MakemoHCKa KyATypa ¥ IUBWIM3aNKja* mITO TO
MpegaBaaT BO pa3iIMYHU CEMECTPU AYypU YETBO-
puna pa3nuuHu npodecopu. 3a ogdenexyBame €
JeKa ¥ Kaj HUB ITOCTOM TEPMHUHOJIOIIKA HEYCOT-
JIACEHOCT: €HU T'0 KOpHUCTaT U3Pa3oT ,,KyITypo-
noruja“ (Ha TpPUMEP, CTEKHYBAakE CO ,,OMIITH
Mmo3HaBama 0j Kyirypousorujata® — B.Ilupyse-
TaceBcka) momeka nmpyru 300pyBaar 3a ,,KyITy-
POJIOIKU CTyauu™ (Ha mpumMep, O6apameTo na ce
NPUCTAIlyBa TEOPUCKH KOH KYJITYPOJIOLIKUTE
CTYJIMU KaKO KOH ,,[OJIEM TEKCT Ha KyJITypuTe* —
B.AnnoHOBCKR).
Ho, on oBa pasHoriacue, cemnak, ce pas-
JieBa XapMOHHYHA MY3HUKa, IIPaBejKH UCTPaXyBa-
BaTa 3a KyJITypara Ja AejCTBYBaaT H CaMOCTOjHO
U KOMIUIEMEHTapHO, TPaJejKu €leH MO3aHuK KOj
c¢ yIITE HE € J0jACH HUTY 0 KIy4YHHUTE MOTHBU
OJ1 IEHTPATHHOT JIEJI.
Toa e oHa mITO MpPETCTOH, TOA € OHA IITO
MaMH U MIPUBIIEKYBa.
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Ivan Djeparoski
Macedonian Studies of Culture
(Summary)

Starting with the idea that Studies of Culture is much broader notion then Cultural Studies, the
main aim of this article is twofold: to give a clear picture of the establishment and development of the
Studies of Culture and of the Cultural Studies in Macedonia, and also to offer a possible solution for
the most acceptable translation into Macedonian of the notion “Cultural Studies”. Therefore, several
deferent solutions are analyzed in this article, mainly in the context of Ludwig Wittgenstein’s and
Stuart Hall’s theories, and finally as a most appropriate solutions for the translation of the notion
“Cultural Studies” are considered those two: “kulturni studii” (xyarypau crynuu) and “kulturoloski
studii” (KyNnTYpOJIOIIKH CTYIUH).

Key words: Culture, Cultural Studies, Macedonian Studies of Culture, Macedonian Cultural
Studies
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Review article/ Ilpecneden nayuen mpyo

THE ROLE OF EMBODIED COGNITION IN
CONCEPTUALIZATION OF THE EMOTIONAL CATEGORIES

Key words: emotion, emotional category, conceptual metonymy, conceptual metaphor, corpus-based
research, embodied cultural conceptualization, structure of lexical concept

Epistemological problems of the
categorization and communication of emotion
and other subjective states

The entanglement of the body and culture
in shaping human notion of reality is perhaps
best exemplified in the study of categorization
and conceptualization of emotions. There are
several reasons for this. Firstly, emotions are
embodied phenomena that are intimately shared
by all humans, regardless of their culture origin.
Furthermore, emotional categories have been
introduced in all languages and cultures. In this
sense, emotions are universal, intrinsic part of
the human biological evolution and cultural
heritage which makes them a valid scientific
domain of inquiry. However, the epistemological
nature of the emotional phenomena is highly
individualistic and intangible. The content of the
emotional phenomena can be experienced only
by the experiencer: no one can feel the emotion
of the other. Therefore, the embodied feeling of a
certain emotion is always purely subjective (Tye
1995: 10; 2007: 24). This privative feature of
emotional phenomena contradicts the assumed

universal basis of emotional categories and
raises issues about the mechanism of emotion
conceptualization.

From the universalistic perspective, this
problem is related to the emergence of culturally
postulated sets of emotional categories. The
culture organizes the structure of feeling on the
conceptual level by distinguishing emotional
categories. Each subjective emotional
phenomenon is designated to the corresponding
category. For example, instances of a fearful
feeling are categorized as FEAR; instances of
hateful feeling are categorized as HATE, etc.
Categorizing something intrinsically privative
such as emotions, something that is not
objectively out there in the world, raises
questions about the objective characteristics of
emotional categories. In other words, what
features of individual embodied experience are
included in the cultural construction of the
emotional category such as FEAR, HATE and so
on?
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From the perspective of an individual, this
is related to the problem of meaningful
interpretation of culturally postulated categories.
The meaning of the emotional category is always
an interpretation of one’s own experience.
Interpretation in this sense is the process of
interpersonal and cultural distribution of
meaning by which emotional categories convey
privative quality of meaning. So, if we argue that
individual meaning of the emotion is always an
interpretation, can we speak about the same
qualities of feeling when we use culturally
designated emotional categories, such as FEAR,
HATE, LOVE, etc.? Can objective symbolic
expression of emotional categories
commensurably communicate the subjective
feeling of the other? Obviously, due to the
epistemological boundaries of the subjective
experience we can never be sure in the
commensurability of the feeling of another, even
if these experiences have universal and
homologous biological foundation. Accordingly,
the cognitive mechanism of culturally dependent
conceptualization necessary plays important role
in construction of the emotional categories and
meaning. What are then cognitive and/or cultural
building blocks of such constructions?

The culturally dependent nature of
conceptualization is not relevant only in the
domain of emotions, for if something as intimate
and (supposedly) self-explanatory as the
embodied emotional concepts are shaped by
culture, what to say about other complex
concepts such as the morality, ethics, God etc.
Therefore, the epistemological problem of
emotional commensurability could be expanded
to include almost all subjective mental states,
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opening a wider spectrum of discussions about
the construction and conceptualization of various
moral values, culturally postulated agents, beliefs
and worldviews. However, the emotion
categories represent somewhat basic domain of
study because emotional experiences provide
qualitative value and motivation for the
construction of other complex domains and
cultural models. Thus, the conceptualization of
emotions reveals the mechanism of structuring
basic human domain of the embodied experience
and behavior, shaped by different -cultural
context and cultural models.

emotional

Emergent structure of the

categories

Over the last few decades the advances in
neuroaffective, cognitive, psychological,
linguistic and cultural sciences involved in the
research of underlying anatomy, processes of
perception, expression and interpretation of
emotion have studied many aspects of the
emotional experience (Ortony et al. 1988; Ekman
and Davidson 1994; Damasio 1999; Dalgleish
and Power 1999; Lane and Nadel 2000;
Davidson et al. 2003; Oatley 2004; Oatley and
Jenkins 2007; Lewis et al. 2008; Feldman Barrett
2008). Their different perspectives outline a
hierarchical structure of biological,
psychological and symbolic features that form
the emergent emotional system. The formation,
organization and expression of emotional
categories have to be analyzed on three levels of
this emergent emotional system: a) awareness of
the core affect, b) formation of the prototypical
emotional categories, c) coding of the
(prototypical) emotional experience in symbolic



structures. Theoretical basis for these three levels
is compatible with Lisa Feldman Barrett’s
conceptual-act model Feldman Barrett 2008) and
other cognitive theories (Damasio 1994; 1999)
which argue that emotion (categories) emerge
from the neurological processes that are
functionally dedicated to produce core affect,
which in turn structure prototypical emotional
episodes that are expressed in various action
models.

The core affect

The term core affect has been introduced
by Lisa Barret Feldman to refer to a basic,

psychologically primitive state that represents
how an object or a situation influences a person.

“Core affect has been characterized as the
constant stream of transient alterations in an
organism’s neurophysiological and
somatovisceral states that represent its immediate
relationship to the flow of changing events.”
(Barret 2008: 196-197)

This state can be described by two
psychological properties: hedonic  valence
(pleasure/displeasure) and arousal
(activation/sleepiness) (see Figure 1.)

Aroused feelings

A
miserable amusing
Unpleasant sl Pleasant
. < | hedonic valence .
feelings feelings
depressed languid
\4

Relax feelings

Figure 1. Basic emotion dimensions of core affect determined by hedonic valence and arousal.

(Russell and Barret 1999)
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The core affect functions as a neurophysiologic
barometer of an individual’s perception of the
environment and produces an affective meaning
that bears upon the quality of being in the world.
Its qualia is functionally correlated to the
filogenetically endowed neurological structures
that are universally present in all humans (Barrett
2008: 197), and homologous in other mammalian
species (Pankseep 2007). Neurological structures

. EMOTION
~QUALITY. ©

INTENTIONAL
STATE -~

INPUT

BIOLOGICAL
SYSTEM

Figure 2. Schematic representation of the core affect.

The awareness of core affect is thus a
product of the neurobiological feedback process
by which a psycho physiological state becomes
an intentional content of the consciousness.
Intentional aboutness of the object induces self-
referral quality of the subject. The qualitative
property of the core affect is the precondition for
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functionally dedicated to the psychological
emergence of the core affect include the limbic
region, amygdala, anterior cingulate, insular
cortex and orbital frontal cortex. These structures
integrate incoming sensory information from the
world with somatosensory and somatovisceral
information from the body to produce a hedonic
state with some level of arousal (Feldman Barrett
2011).

FACIAL EXPRESSION
VOCALIZATION
MOTOR REACTION

other emergent psychological features that
structure  complex  embodied  subjective
conscious experience of the world (Figure 2.).



Prototypical emotional categories

The emergence of prototypical emotional
categories is related to the formation of
conceptual categories due to the nature of
cognitive economy and the faculty of memory.
The principle of cognitive economy simply
means that an organism attempts to gain as much
information as possible about its environment
while minimizing cognitive effort and resources

(Rosch 1975; 1977; Rosch and Lloyd 1978;
Hidaka and Saiki 2004; Harnad 2005). Rather
than processing and storing all the information
about every individual stimulus and emotional
episode separately, humans can group similar
experiences into prototypical representations of
the actual instances. This maintains the economy
of the cognitive processing and forms an
emergent structure of conceptual categories.

7 v \
/ ! VCATEGORY/Y 'y
Lo LoNCONCERT %
@L OQ - A y 4:?00/0(
s\o\%g% gt EMOTION ¢ &y N
PESED * LQUALITY - <
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~ STTE -

—

INPUT

BIOLOGICAL
SYSTEM

Figure 3. The process of categorization.

However, processing relevant features of
the phenomena for the purpose of cognitive
economy consequently leads to the abstraction of
the information in the representation. The more
inclusive the category is, the more abstractly it
represents the actual phenomena. The category

FACIAL EXPRESSION
VOCALIZATION
MOTOR REACTION

EMOTION is less detailed and more inclusive
than the category FEAR, and FEAR is
subsequently more abstract than its subcategory
ARACHNOPHOBIA, although all of them could
be related to the same core affect induced by
seeing a large spider on the wall. Eleanor Rosch
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and her colleagues (Rosch 1975, 1977, Rosch
and Loyd 1978; Varella, Thompson and Rosch
1991) argued that for human beings optimal level
in terms of providing optimum cognitive
economy is the mid-level of inclusiveness, called
the basic level, and categories at this level are
called basic-level categories (FEAR). The
categories which provide less detail are called
superordinate categories (EMOTION), and those
which provide more detail are called subordinate
categories (ARACHNOPHIA). The balance in
the cognitive economy drives the formation of
categorization system which stores information
about the prototypical emotional categories.

From the neurological perspective, the
categorization is functionally orchestrated by the
connections of neurocognitive structures, such as
the prefrontal cortex, with other anatomical
structures dedicated to processing core affect and
memory. These intrinsic neural networks enable
a conscious being to contextualize its various
sensory, somatosensory and somatovisceral
inputs with the prior affective information stored
in the brain in order to conceptualize the
qualities of the core affect in some form of
subjective meaning. Researchers in the cognitive
science maintain that the information about these
emergent prototypical emotional categories is
activated when people remember past
experiences, during emotion self-regulation and
simulation of the future events. They are active
during object perception, contextual processing,
in theory of mind tasks, when people make
inferences about someone’s mental state, reflect
about the decisions of another or make moral
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decisions (Damasio 1999; Winkielman et al.
2009; Feldman Barrett 2011).

Coding of the emotional

symbolic structures

categories in

The emergence of the symbolic level is
characterized with the production of symbolic
structures. The symbolic structure is the pairing
between conceptual meaning and its formalized
expression.  Subjective  meanings become
objectified and codified in some medium that is
available for interpersonal and cultural
transmission. The pairings of meaning and form
create a culturally postulated code of symbolic
structures that store and transmit expressions of
individual subjective experiences. Language is
the foremost example of such a symbolic cultural
code with semantic and phonological meaning-
form pairings. In the language code the
prototypical conceptual categories acquire their

phonological representations by assembling
form-meaning conventions. The form is
incorporated in the structure of culturally

transmitted language code and objectified in
various texts and culture artefacts. The meaning,
on the other hand, is realized exclusively in the
mind of the speakers who produce and
understand the expressions (Langacker 2008: 27;
Lakoff 1987). The formal pole thus serves as a
means to acquire, use and transmit the corpus of
culturally conventionalized objective expressions
of the reality, while the meaning pole is bound to
the subjective experience and the
conceptualization of reality.
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Figure 4. The process of symbolization.

This symbolic structure of form-meaning
assemblies creates entanglement between the
cultural expressions of reality and the embodied
cognition of reality, enabling mutual causal
relations: the form inherently emerges from the
embodied meaning, but also serves as a
facilitator for the cultural construction of
embodied meaning. In other words, language is a
mirror that reflects the mind, but is also a tool
that creates the notion of the mind. Language
reveals the cognitive categories of the human
emotion experience and enables reconstruction
of the respective culture that creates a substrate
for the emergence of the categorization.

As far as the neurological processes of
(de)coding symbolic structures is concerned, the
prominent parts of the brain that are functionally
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correlated with the production and perception of
linguistic utterances are since the late 19"
century known as Broca’s and Wernicke’s area.
The Broca’s area is located in posterior part of
the inferior frontal gyrus (Petrides 2006: 3),
while the Wernicke's area is classically located in
the posterior section of the superior temporal
gyrus. The Broca’s area was held to be
responsible for the speech production, and the
Wernicke’s area for the speech recognition.
Neurocognitive studies indeed suggest that
Broca's area plays a significant role in syntax
processing that may require a specialized
working memory system (Alboiz et al. 2008: 10).
However, neuroscience research shows that
Broca's area is also active in interpreting action
of others. For instance, observing someone
grasping the cup activates a mirror system
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functionally related to Broca’s area that
facilitates the experience as if the observer
performs the action (Fadiga et al. 2006; Arbib
2006). These mirror neurons systems can be
recruited to recognize and encode an expanding
set of novel complex actions by analyzing
another’s performance as a combination of
already known actions (Di Pellegrino et al. 1992;
Arbib 2006: 163; Gallese 2009). The mirror
neuron hypothesis and homologous functionality
of Broca’s area for praxic hand movements,
protosign, protospeech, signed language, and
speech corroborates the claim that human brain
is not modularly or genetically preprogrammed
for language, but rather that the development of a
human child in a language community adapts
various distributed brain regions to collectively
support phonological, lexical, syntactic and
semantic language faculties (Arbib 2006: 6).

Coding of the emotional experience in the
language is thus an action oriented faculty that is
developed in the processes of enculturation
(Grusec and Hastings 2007: 547) by which a
person learns to relate symbolic expressions of
culturally appropriate emotional values and
behaviors to the subjective affective experiences.

Communication of emotional categories as a
simulation and recreation of embodied
experience

Expression of emotional categories in lexical
concepts

Every language code imposes set of
lexical concepts upon the categorization of
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human emotional experiences. In the disciplines
of anthropology, linguistics, and psychology
there is an ongoing debate whether obvious
different phonological emotional labels between
different languages refer to semantically relative
and incommensurable concepts and categories or
whether there are universal constraints that result
in fundamental similarities in the semantic
structure of all languages (Moore et al. 1999).
There is some agreement on the idea that each
language classifies various domains of natural
kinds, such as animals, plants, colors, etc., in
characteristic and universal ways. But are the
emotion categories of natural kind (Izard 1980;
2007; Russel and Barrett 1999: 806)? Are
emotional categories universal prior to the
imposition of their cultural meanings?

Researchers inclined to nativistic theories
argue for the existence of many universal
emotional categories in the system of emotional
lexical concepts. These include lexical
expressions for categories like FEAR, ANGER,
JOY/HAPPINESS, SADNESS, INTEREST,
DISGUST (Izard 2007: 261; Wallbott et al.
1986; Wierzbicka 1999). Anthropologist and
linguists that are prone to cultural relativism
question the very possibility of finding exact
semantic equivalents in different languages.
They emphasize the fact that simple translation
of the emotional lexical concept, such as anger
in English language doesn’t entirely solve the
problem because the translated lexical units do
not necessary refer to the same concept due to
the different cultural context in which they are
situated. So, one could end up comparing
concept of ANGER with something that is
actually closer to the concept of IRRITATION or



OUTRAGE. Even more problematically, some
lexical concepts seem to have no corresponding
translations in other languages. For instance,
Anna Wierzbicka argues that Polish language
does not have a lexical concept corresponding
exactly to the English disgust, or that an
Aboriginal language Gidjingali does not lexically
distinguish fear from shame (Wierzbicka 1992a:
119). Parkinson and colleagues list several other
examples, such as the German word
Schadenfreude (referring to the pleasure arising
from the misfortune of others) which has
equivalents in French and Dutch, but not in
English. Their list of non-universal emotion
concepts includes the apparent absence of a term
sadness in language Piri, the exceptional nature
of the Japanese words like itoshii ‘longing for an
absent loved one’, ijirashii ‘seeing someone
praiseworthy overcoming an obstacle’, oime ‘the
unpleasant sense of being indebted to another
person’ and amae ‘a kind of sweet dependence
on people close to you’ (Parkinson et al. 2004:
34-35). Another argument for the -cultural
relativity is the fact that the number of emotional
categories varies from language to language: in
English, there are between 500 and 2,000
categories (Averill 1975; Wallace & Carson
1973); in Ifaluk, there are about 50 categories
(Lutz 1982). Wierzbicka goes on to say that:

“..in fact, there are no emotion terms
which can be matched neatly across language
and culture boundaries; there are no universal
emotion concepts, lexicalized in all the
languages of the world.” (Wierzbicka 1992b:
287)

Therefore,
expressions

translating
emphasizes  the

linguistic
problem  of

conceptual incommensurability. But, does it
mean that speakers of different languages and
cultures have incommensurable systems of
emotions? Obviously, from the symbolic
perspective, every language has different system
of lexical expressions and points to the cultural
relativity of the emotion system. The level of
core affect, though, seems to have universal
biological constrains that includes shared
cognitive and sensory structures, similar bodily
needs and inherent features of the items being
classified. It seems that the commensurability of
emotional categories relies on the theoretical
integration of different explicit and implicit
levels (Ashby and Valentin 2005) of the emotion
system that explains (away) the apparent paradox
of the absolutely biologically and culturally
constructed nature of the emotional phenomena.

The embodied cognition approach of
cognitive sciences (Shapiro 2011: ch.3-5) makes
case for the mutual influences between cultural
setting and cognitive substrate. Inherent human
cognitive and affective faculties organize the
nature of the cultural representation while the
culturally postulated categories nurture the
embodied cognition. The emergent phenomena
of core affect, prototypical categories and
symbolic structures represent the embodied
quality of perceived objects and agents within
respective cultural environment. Meaningful
linguistic expressions of the emotional category
integrate intentional awareness of the core affect
and categorization of the prototypical experience
in the lexically coded concept. Integrated
structures of core affect, prototypical
conceptualization and the lexical expression of
category form the embodied basis for the
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culturally conventionalized system of emotional
lexical concepts.

Construction of meaning of the emotional
categories

The meaning of an emotional category is
characterized by the conceptual organization of
affective  information expressed on the
symbolical level by the lexical concept. On the
conceptual level, each emotional category is
endowed with intrinsic conceptual domain
matrix and biologically driven relational
framework with other categories. In other words,
every category is in itself constructed as a matrix
of various conceptual domains pertaining to the
causally and contextually related components of
the experience. In the case of emotional domains,
qualitatively most relevant are the events of co-
occurring bodily reactions that induce features of
core affect as a result of autonomic responses
like cardiovascular changes (Nyklicek et al.
1997), facial and vocal expressions (Russell and
Fernandez-Dols 1997; Scherer et al. 2003),
startle responses (Lang et al. 1990) and voluntary
or involuntary behavioral traits. Other contextual
sensory and cognitive information of an
emotional event such as the object of emotion,
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motives, manner of expression, empathy target
(http://framenet.icsi.berkeley.edu), can provide
additional culturally motivated framework for
the conceptualization of emotional category. This
framework structures the embodied cognitive
model of an emotional category functioning as a
network that facilitates activation of specific
cognitive and affective information. In other
words, embodied cognitive model provides
conceptual articulation of the qualitative
experience of the perceived reality. In this sense,
the embodied cognitive models of emotion
articulate the framework for construction of
emotional domains that bears on the way a
conscious being perceives the quality of the core
emotional affect, and consequently the meaning
of the reality itself.

The structure of the embodied cognitive
model

The structure of embodied cognitive
model can be schematically represented as an
informational network comprising: cognitive
domains, active and inactive connections which
form the domain frames and various (idealized)
cognitive models that in turn structure the cluster
of cognitive models.
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Figure 5. Schematic representation of the embodied cognitive model.

The structure of cognitive and affective
information embedded in this embodied
cognitive network reflects the innate biological
organization as well as the specific individual’s
adaptation to the culturally situated reality. In
this sense, the embodied cognitive model is an
emergent structure of meaning that arises from
the sum of elements that are dynamically
activated and potentially rearranged within the
individual system.

The basic domains of an emotional
embodied model are related to the interoceptive,
somatosensory and visceral affective information
from the body that provides feedback reaction to
the exteroceptive stimulus. The set of neural
connections between those basic domains of

experience forms a structure that can be
conceptualized as a category with corresponding
lexical expression; for instance, the category
FEAR with lexical expression fear in English,
strah in Croatian, cmpas in Macedonian
language, etc. Consequently, the lexical concept
refers to a dynamic structure of meaning and
different expression’s scope of the conceptual
content.

The full semantic potential of the
meaning is a theoretical sum of all potential
meanings, in cognitive semantics referred as
encyclopedic knowledge (Fillmore 1977, 1982:
134, 1985: 233; Fillmore and Atkins 1992; Evans
and Green 2006: 211; Croft and Cruse: 30;
Langacker 2008: 39). In the process of
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communication, however, lexical concept
activates only partial scope of semantic potential
by virtue of contextually determined
informational connections. This active zone
reflects certain portion of the encyclopedic
knowledge and presents a profile of the
embodied cognitive model (Evans 2009).

On the symbolic level of linguistic
expression, the profiling of an emotional lexical
concept is activated by sintagmatic linguistic
constructions (Goldberg 1995: 7; Langacker
2008: chapters 6-7). Emotional lexical concepts
such as fear, anger, etc., are superimposed with
other lexical (and grammatical) units in order to
activate conceptual framework of domains that
enable profiling of the cognitive model. In such
constructions, an emotional affect, categorized
and coded as a lexical concept, becomes an
emergent entity that derives its meaning from
neurological and conceptual connections with
other domains.

Profiling of the cognitive model via the
mechanism of conceptual connection is within
the discipline of cognitive semantics related to
the theories of conceptual metaphor and
conceptual metonymy. Conceptual Metaphor
Theory is a theoretical framework developed by
George Lakoff and Mark Johnson (Lakoff and
Johnson 1980), but also associated with other
influential cognitive linguists including Zoltan
Kovecses (Kdvecses 2000, 2005), Raymond
Gibbs (Gibbs 2005), Eve Sweetser (Sweetser
1990) and Mark Turner (Turner 1996). The basic
premise of Conceptual Metaphor Theory is that
metaphor is not simply a stylistic feature of
language but a fundamental means to construct
and organize conceptual structure by cross-
domain mappings or correspondences between
conceptual domains. By virtue of metaphorical
mappings the meaning of the source domain A is
projected on to the target domain B, formally B
IS A.

Figure 6. Metaphoric conceptual mapping of domain B to domain A.

Metaphor is thus an activation of
connections among a source domain and target

204

domain in which the target domain is the one
being structured metaphorically. The source



domain is usually less abstract or less subjective
concept serving as the basis for metaphorical
projection of meaning. According to the research
of Kovecses (Kovecses 2000: 36) several
metaphorical source domains apply to all
emotion concepts. They include ontological and
spatial metaphors such as the EXISTENCE OF
EMOTION IS BEING IN A BOUNDED SPACE
(She is in fear), and EXISTENCE OF
EMOTION IS POSSESSION OF AN OBJECT
(She has no fear, mak. jas imam uzasen strav,
mak. igra otvoreno bez strav), as well as some
structural metaphors EMOTION IS A LIVING
ORGANISM (Her fear grew). Other source
domains that apply to most emotions tend to be
more specific in their metaphorical mappings,
including the domains like: CONTAINER (mak.
Mnogu mi e zal sto tolku mnogu godini ni
odzema anksioznosta i ziveeme vo grc, vo strav.),
NATURAL FORCE, SOCIAL SUPERIOR,
OPONENT (mak. Sekoj strav moze da se
sovlada), ANIMAL, BURDEN and ILLNES
(mak. ke wumram od strav; nekako bled i
beskrven...i za prv pat ne pocuvstvuva strav od
nego). Finally, some of the metaphorical source
domains occur only with a single emotion
concept: FEAR IS A HIDDEN ENEMY,
HAPPINESS IS BEING OFF THE GROUND,
BEING IN HEAVEN, SHAME IS HAVING NO
CLOTHES ON, DECREASE IN SIZE, etc.
(Kovecses 2000: 40).

Another important process of structuring
the target domain is the process of conceptual
metonymy by which one source concept can be
employed in order to identify another concept,
the target, with which it is associated. While
metaphor uses the conceptual mapping ‘A is

understood in terms of B’, metonymy is the
conceptual relation ‘B stands for A’ (Figure 7.).

MDA

Figure 7. Metonymic mapping of domain B to
domain A within a single domain matrix MDA.

Key distinction between metonymy and
metaphor is that while metaphor involves cross-
domain mappings, for instance FEAR IS
ENEMY, metonymy involves a mapping within
a (single) domain matrix. In this sense, some of
the cognitive linguists have argued that
metonymy may be more basic than metaphor and
may motivate metaphor (Barcelona 2003;
Radden 2003: 407; Riemer 2003; Annaz et al.
2008; Rundblad and Annaz 2010).

In the domain of emotions most important
common conceptualization are related to the
schematic metonymies PART FOR WHOLE,
WHOLE FOR PART and EFFECT FOR
CAUSE. Due to the embodied nature of the
emotional phenomena these metonymical
schemas tend to profile physiological reactions
of an emotional experience. For instance:
PHYSICAL REACTION OF PALENESS
STANDS FOR FEAR (hr. Problijedio je [od
straha]) or TREMBLING FOR FEAR (mak. a
nie ostanuvavme tazni gledajki go naseto
malecko kako se trese [od strav]). Metonymic
profiles structure emergent entity of emotional
category which arises when conceptual
aggregates of metonymic matrix of basic,
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concrete and objective domains attain an
appropriate level of organizational complexity.
Emergent entity has novel properties that are
irreducible and not entirely derivable from lower
level phenomena or its causal relationship:
FEAR is not PALENESS, COLD, TREMBLING
and so on. However, each domain can refer or
profile the target domain and expresses various
aspects of emotional phenomena, such as cause,
consequence, intensity, duration, pragmatic
inference, etc. Therefore, WHOLE can stand for
PART, and EFFECT for CAUSE.

Semantic potential of the emotional lexical
concept can be described only by thorough
description of metonymical and metaphoric
linguistic constructions that comprise conceptual
connections.

Corpus-based methodology of research on
emotional domain

Thorough structural description of such
emergent subjective entities like emotional
categories is possible only by studying large
textual corpora consisting of linguistic
constructions of emotional utterances. In the last
decade Corpus-based Approaches have been
increasingly introduced as a methodological
contribution to cognitive linguistics by providing
corpus-based studies (Charteris-Black 2004;
Deignan 2005; Stefanowitsch and Gries 2006a;
2006b; Gonzalez-Marquez and dr. 2007). These
corpus based approaches emphasize study of
authentic data and the empirical verification of
many of structural as well as textual, contextual,
cross-linguistic, (cross-)cultural, social, and/or
pragmatic aspects of theoretical claims laid by
the cognitive semantics.
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Essentially, there are two steps in the
contemporary corpus-based approach to semantic
analysis of emotional domains. Firstly, instances
of a certain target domain are extracted from
preferably some electronically searchable corpus.
Secondly, of all the extracted instances,
metaphorical (and metonymic) patterns are
exhaustively identified and tagged according to
the research requirements. Metaphorical (and
metonymic) patterns are multi-word expression
from a given source domain into which one or
more specific lexical item from a given target
domain have been inserted (Stefanowitsch and
Gries 2006: 66). Identification is followed by
systematic comparison between metaphor (and
metonymic)  pattern  analysis and  the
introspective method in collecting data. Although
the metaphorical pattern analysis identifies only
a subset of metaphorical expressions that
manifest target and source domain, with the
comparatively large corpus this methodology
yields the at least the same results as with the
intuitive  identification of the conceptual
profiling. Furthermore, the advantage of
metaphorical pattern analysis over the traditional
introspective approach is in the possibility of
extracting and quantifying metaphoric and/or
metonymic domains.

As a part of his doctoral thesis, Benedikt
Perak has researched metonymic constructions of
the emotional category FEAR. Two of the
electronically available corpora used in the the
metaphoric pattern analysis were Croatian
Language Repository (http://riznica.ihjj.hr) and
Croatian National Corpus
(http://www.hnk.ffzg.hr). In the Croatian
Language Repository (Repository), comprising
of 85 million words (Mw) and 1 298 850



lemmas', 12 050 expressions of the lemma strah
'fear' have been identified. Additionally, another
2 825 concordances have been identified from
the 46.8 Mw of Croatian National Corpus,
making it altogether corpus of 131,8 Mw and 14
875 identified constructions of the lexical
domain fear.

Table 1. The scope of the corpus and number of
the identified lemma strah 'fear’'.

Croatian Language Croatian Language
. . Sum

Repository Repository
Number of
words 85 Mw 46,8 Mw 131,8 Mw
Number of
lemma strah
fear’ 12 050 2825 14 875
Percentage
in corpus 0,00001417647 0, 000006036325 0,000011286039453

Out of these 14 875 metonymical patterns,
constructions that profile an embodied emotional
model of fear were identified in 2231
concordances, or 15.2%. The reconstructed
conceptual model for this corpus is schematically
represented in the Figure 8.

The claim, yet to be
experimentally verified on the

thoroughly
level of

' Of the 85 Mw 17,6 million words (Mw) are in the
literature sub-corpus and 67,5 Mw in the newspapers sub-
corpus (Cavar).

neuroscience, is that the embodied framing of the
category FEAR enhances recreation of the core
affect via the simulation of the neurobiological
correlates of experience. This embodied profiling is
essential for the communication of subjective
category of FEAR. Its cognitive necessity is
explained by the epistemological non-
commensurability: the receiver can not simulate, or
conceptualize emotional expression fear unless
he/she does not have appropriate subjective
experience, or if the expression fear does not
simulate the commensurable subjective state.
Meaning acquisition of the emotional expression
thus requires simulation of experience which is
facilitated by embodied contextual physiological
elements of affective experience.

Aside from the epistemological functionality
for the communication, certain cognitive mappings
can also drive pragmatic and ideological framing of
attention via unconsciously automatic activation of
cognitive connections and inferences. In this sense,
the metonymies, metaphors, cultural
conventionalization and storage of certain
constructions becomes the amplifier of a cultural
embodied cognitive model within larger frame of
encyclopedic  knowledge related to  the
communication of emotional categories. The
advantage of the proposed methodology is that it
can yield concrete data about the productivity of a
certain metonymic models and suggest the level of
the cognitive entrenchment.

Applying the comparative corpus-based
research of the emotional category would certainly
show different distribution of connections, which
could indicate cultural distinctions between
compared cultural models of expression.
Comparative studies could thus be focused on the
distinctive features of synchronic or diachronic
comparison of inter-cultural, trans-cultural or
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pragmatic emotional models of conceptualization,  category FEAR: metonymic profiling of the

resulting in a more complete understanding of the  physiological process of perception and reaction.

conceptualization of subjective experience.

EXPRESSION
strah

MRACNO'DARK’ 28
TAMNO'BLACK’ 33
BLUEDO ‘PALE® 31
SIVO 'GRAY’ 1
MODROBLUE’ 1
ZELENO'GREEN" 2
CRVENO 'RED’ 2
VELIKO'BIG’ 216
MALO’SMALL 15
DEBELO 'THICK' 1
DUBOKO'DEEP* 10
VIDLJIVO'VISIBLE" 94
TIHO'QUIET’ 19
CUTO ‘HEARD’ 22
GOVORENO'SPOKEN' 27
GORKO'BITTER" 16
SLATKO 'SWEET" 6
MIRISNO'SCENT" 2
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OPIPLJIVO TOUCHABLE 3
TESKO'HEAVY" 32
HLADNO'COLD" 77
BOLNO'PAINFULL" 171

MUCNO ‘EXCRUCIATING' 29
BOLEST NEKONTROLA ‘ILLNESS' 19
OTEZANO | NEKONTROLIRANO KRETANJE 'STANDING STILL, FREEZING’ 300
BJEZANJE / POJACANO KRETANJE‘RUNNING, FLIGHT, ACTIVE MOVING' 137
GUBITAK RAVNOTEZE'LACK OF BALANCE' 22

OSJECAJ ‘FEELING' 340
DOZIVLIAJ'EXPERIENCE’ 15
CUVSTVO'FEELING' 36

GLAVA ‘HEAD’ 17

KOSA 'HAIR' 14
LICE 'FACE 18
CELO 'FOREHEAD' 3
OCI‘EYES' 94

POGLED 'LOOK’ 24
USTA ‘MOUTH’ 4
GLAS VOICE 27
SRCE 'HEART’ 105
ZUBI TEETH’ 4
JEZIK TONGUE 4
GRLO THROAT 9
RUKE ‘ARMS’ 6
PRSTI ‘FINGERS™ 1
GRUDI ‘CHEST" 10
KRALJESNICA 'SPINE’ 2
KOZA ‘SKIN’ 9
ZNOJ ‘SWEAT' 20
KOST ‘BONES’ 93
KRV ‘BLOOD 12

ZILE ‘VEINS' 3
TRBUH ‘ABDOMEN’ 6
LEDA ‘BACK' 3

SRS| ‘SHUDDER’ 3
EXCRETION ORGANS 10
SLABINE ‘LOINS’ 1
KOLJENA ‘KNEES’ 4
UDOVI ‘EXTREMITIES’ 3
NOGE ‘LEGS’ 6
DAH ‘BREATH’ 1
DUSA ‘SOUL’ 30
TWELO ‘BODY’ 12

Figure 8. Results of the metonymic pattern analysis of the embodied conceptualization of
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benenuxr Ilepak
Yiorara Ha TeJIECHOTO CIIO3HABAIE BO KOHUENTYAJIU3AUUjaTa HA eMOLHOHATHHUTE KATETOPUH
(Pe3ume)

TpynoT ce 3aHMMaBa cO KOHIIENITYann3alija Ha eMOLIMOHAIHUTE KaTeropry O] MEePCIeKTHBA Ha
KOTHUTHBHUTE Hayku. OcHOBeH (uio3odcku mpobieM Ha eMOIMOHAIHATA MM0jaBa € CyOjeKTHBHATa
MPUPOAA Ha UCKYCTBOTO M CMUCTEMOJIONIKHOT MpoOJIieM Ha TPOMOPIHOHATHOCTA, IITO HaBeayBa Ha
HEMOXKHOCT Ha 00jeKTHBHA M YHUBEp3alHa Kareropusanuja. OTramy ce jaByBa morpeda 3a OTesI0TBO-
PEH KyINTypeH MOJe] Ha €MOIMOHAIHAa KaTeropu3anuja. Bo corimacHOCT co HeomaMHeIIHaTa KOTHH-
TUBHA TEOpHja Ha eMOoLUH Tpeaioxkena on Oenaman baper, cTpykTypara Ha eMOIOHATHATA KATero-
pHja ce aHanM3Mpa KaKo HEIITO IITO MPOU3JIETYBa OJf HEBPOJOUIKUTE MPOLECH (PYHKIUOHAIHO HACO-
YeHU KOH MPOHM3BOJCTBO HAa OCHOBHH BIJIMjaHM]ja, O KOM 3a BO3BpAT CE MOjaByBaaT MPOTOTHIIOBH Ha
eMOLIMOHAITHY eTN301M KOM MOXe J[a Ce KaTeropru3upaar M Jia ce u3pas3ar NpeKy jasuIHn CUMOOIMYHA
cTpykrypu. OCHOBHUTE ()EHOMEHH ILTO CE MO0jaByBaaTr, MPOTOTUIICKUTE KATETOPHUA U CUMOOIMYKHUTE
CTPYKTYPH NIPETCTaByBaaT OTEJIOTBOPEHU KBAIUTETH Ha 3a0enexanuTe 00jeKTH U MPEeJU3BUKYBaYHd BO
paMKuTE Ha COOJBETHATa KyNTypHa cpeanHa. Bo TpyInoT ce mpemiara KOpIyc o CTyIuH Oa3upaHH
Bp3 METOHUMUCKHU U MeTa(QOPUYHU KOHCTPYKIMH, KaKO IITO € Ha IPUMEp JIGKCHYKHOT M3pa3 Ha eMO-
LyjaTta Ha CTpaB BO XPBAaTCKHOT ja3WK, 3a Jla C€ OBO3MOXKM METOJIOJIOIIKK TPUCTAN 3a TOJIKYBamke Ha
eMOLIMOHAITHUTE KaTETOPUH O] CTPYKTYPEH, MET'yKyJITYPEH U HICOJOIIKN aCHeKT.

Kiyunn 360poBu: emonyja, eMOIHOHATHA KaTeropyja, KOHIENTyalHa METOHUMHM]ja, KOHIIETITYalHa
MeTtadopa, HCTpaxyBame O0a3HMpaHO Bp3 KOPITyC, OTEIOTBOpEHA KYJITYpHA KOHIIENITyalu3alyja,
CTPYKTypa Ha JEKCHYKH KOHIIETIT
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EBPOIICKHOT KYJTYPEH KOHTEKCT
KAKO EAYKATHUBHA COAPKNHA

Kayuynn 360poBmu:
TPAHCKYJITYPHOCT

eBpoIien3am,

[Ipucramor koH mnpobOiremarvkara Ha
€BPOIICKATa KYJITYPa/€BPOICKUTE KYJITYPH MOXKE
Ja Ouje pa3HOBUJEH U METOJOJIOIIKH HEBOC-
HaveH. [Ipu HEroBoTo pasriieyBame Ha TOBp-
[MHA HWCIUIMBYBAaaT TIOBEKE KIYIHH KYyJITYpO-
JIOIIKK TPOOJIEeMH KaKo IINTO ce: CBecTa 3a ,,CB-
porenzaM™ Kako XeTeporeHa KOHCTPYKIHja |
HEj3MHAaTa KOHCTaHTHA peaeduHuIMja, mpodie-
MOT Ha €BPOMOIEHTPU3MOT, €BPOIICKHOT PErHo-
HaJgu3aM, €BpOIICKaTa ypOaHOCT, MPOOIeMOT Ha
MUTOT 3a €BPOIICKHU/3aMaIcH KaHOH BO YMETHOC-
Ta ¥ KHIKEBHOCTA, Kpeonu3amyjata Ha EBpomna u
BKJIy4yBamkeTO Ha IpHata 0oja Ha 3HAMETO Ha
EBpoma, ogHOCHO TpaHCKynTypHOCTa Ha EBpomna
u ci. Ilpaktukata Ha MHCTUTYTOT 32 MakeJOH-
CKa JHTeparypa co BKIy4YyBamETO Ha OBaa eIy-
KaTWBHA COAPXHHA BO KYJITYPOJIOIIKHTE TOCT-
JUIJIOMCKHM CTYIUHM O€lie)kd PasHOBUIHH HCKY-
CTBa KOM YKa)XyBaaT O] €/IHA CTpaHa, Ha aTpaK-
TUBHOCTa M aKTYyEJIHOCTA Ha OBHWE Mpalllaia, HO,
OJl pyTra CTpaHa, TH UCTaKHyBaaT YIITE MOjacHO
TUIIEMHUTE, TeIIKOTUUTE U METOHOJOIIKUTE 3aM-
KM IITO C€ UCIPEUyBaaT Ha MaTOT HA HEj3UHOTO
YCBOjyBambe.

CBPOIIOLCHTPHU3AM,

CBpOHCKI/I/3aHaZlCH KaHOH, CBpOIICKa

Bo MHory akameMcku UEHTPH NOCTOjat
LIEJIOCHH MPOTPAMH 34 ,,eBPOIICKH KYJITYPHH CTY-
MU Wi ,,CTYJUU Ha eBpoIicKaTa KyiaTypa“ Kou
co crermupuIHa KOMOWHAIMja HAa HEKOJIKY ac-
MEKTH, KO TJIaBHO CTYAEHTOT ' U30Hpa Cropes
TUYHHE aQUHUTETH (Ha MpUMeEp: UCTOpHja, UM,
MOJIEPHO CIHKApCTBO, MK (puozoduja, murepa-
Typa, ypOaHU acleKTH UTH. ) ce JOOIKyBaaT 10
elHa TIOKOH3WUCTEHTHA CJIMKa Ha OHA IITO MOXE
Jia ce MOJIBEJIE TOJI OIIITHOT TEPMHUH ,,eBPOIICKA
KynTypa“. Bo HammoT ciy4aj, mak, BO caMo efcH
mpeaMeT (ce Ha ce IBaHaeceT cpeldou co mpode-
copuTe, OTHOCHO 24 yaca) CTyJeHTUTe Tpeba aa
OumaT BOBEJCHHM BO HEIITO INTO HAjONHCKY ce
ompejieNlyBa KakO TOJNKYBambe Ha (PEHOMEHOT
,,EBpoOIIcKa Kyarypa“. Ho, mpobiemaTnyHoCcTa Ha
CaMHOT TIOWM ,,eBpOTICKa KyJTypa‘“ e mpBara ce-
pHO3HA TUCKYCHja LITO IO OUYEKYBa CTYACHTOT Ha
BOBEJHHUOT YaC BO MPEAMETOT, KOj TOKMY O] THE
MPUYUHK TO JOOH HUMETO ,,eBPOICKU KYJITYPCH
koHTekcT . Co ymorpebaTta Ha TOUMOT ,,KOH-
TEeKCT HEe ce TpeTeHAnpa Ha MOHOIUTHOCT U
320KpPYKEHOCT, TYKy BO (DOKYCOT Ha HHTEPECH-
pame ce IOCTaByBa TOKMY IpaIIakeTo 3a Toa Ka-
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KO MOXE J1a ce TOBOPH 3a EBPOIICKUTE CIICIHU-
(hbMKH ¥ aKTYeITHOCTH BO OBOj MHT, M TOA BO COT-
JIACHOCT CO OHA IIITO Ha CEKOj CTYIEHT MYy IpeT-
CTaByBa MPUMAapPEH UHTEPEC, BO OCIYX CO HEro-
BHOT TpOo()eCHOHANICH W HCTPaKyBAaUKH aHTaXk-
maH. Taka KOHIUMUPAH MPEAMETOT € MaKCHUMal-
HO (hiekcubuieH U mpen ce npobneMcku. Hero-
Bara el € J1a T MOTTHKHE CIYMIATEINTE 1a TH
OTBOpAAT Mpaniamara, 1a pa3MHUCIyBaaT 3a HUB H
CO MHIVBHUIYATTHUOT KBAHTYM 3Haewma Jla ce 00H-
QyBaaT Jla TW OATOBOpaT M Ja ycIeaT aa ce
OpPUEHTHpAAT BO HAILTUBOT O] TOJKYBama U UCT-
paxyBarma Ha acIeKTHTE Ha KyITypHUTE (EeHO-
MEHHU MOBP3aHU CO CTAPUOT KOHTHHEHT.

IIpBaTa nuiseMa, Kako IITO BEKE CIIOMeE-
HaB, € CaMOTO Je(pUHUpPakE HA TIOUMOT ,,eBPOII-
cko®. O aHTUYKaTa CIMKa Ha CBETOT 10 ACHEI-
HHTE TIoTJiean 3a EBporickara YHHja, mocToene
MHOIIITBO Bapujalliy Ha TOA IITO BCYIIHOCT MO-
JKe Ja ce OIpenesu Kako ,,eBponcko®. Manky ma-
PaJOKCaHO JENyBa, Ha HpuMep, (HaKTOT MOCo-
yeH ox Bondranr lImane (Illmane, 2003: 176)
IeKa ,,caMoTo mMe 'EBpoma‘ BO TPUKHOT crap
BEK CE OJTHECYBAJIO Ha €JIcH el oJ (Taa) jyrouc-
touna EBporma, Ha cpenna ['pumja, ceBepHa I'p-
nuja, Tpakuja, Makenonuja“, a Iypu 1moToa OuIIo
MPEe3eMEHO KaKO MME Ha IETHOT KOHTHHEHT. 3a
caMuoT rmouM EBpoma, u okpaj MUTCKaTa OCHO-
Ba, CEMaK C€ CMeTa JeKa BO OINTEK BIEryBa
MHOTY TIO/IOIHA, KOTa JIATHHCKUTE XPHUCTHjaHU
Ke TIOYHAT J1a To yrnoTpeOyBaar 3a cBOja WACHTH-
¢ukanmja. Huz ucropujara mocroene mepuonu
KOTa eBpOICKaTa KOHTEKCTyalln3anrja Owma 1mo-
n3paseHa (epara Ha KOJIOHHjaJIHUTE OCBOjyBamba,
peHecaHcaTa, JBAaeCETTHOT BEK), WM TMaK Owia
MIOTHUCHYBaHa W 3aHeMapyBaHa. MmmepwujamHara
ekcraH3vja Ha EBporma ro oTBopa mpamiamero 3a
€BPOIOIIEHTPU3MOT KO€ JI0 JCHEIIeH JeH OCTa-
HyBa MoIIHE akTyenaHo. CorieayBameTo Ha €B-
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pOIICKaTa KyJiTypa Kako KOJEKTHBHA MEMOpHja
3aeHUYKA TpaaulMja € HajpaclpoCTPaHeT MO-
JIeNT Ha TIPOMUCITyBambe Ha €BPOIICKOCTa, HO TIOJ
YCIIOB TOj MOZEN /1a HE TO M3ryOu CBOETO OCHOB-
HO Hayelo Ha ,,6OAWHCTBO BO Pa3HOJIHMKOCTA®.
[Ipamamero 3a €BpPONCKHOT HAECHTUTET Kako
E€MHHEHTHO KYJITYpOJIOIIKa MpoOjeMaTHKa HeH-
30CTaBHO € TMPOCIIEACHO CO YBHU BO TOJeM Opoj
¢unozopcku  pedepeHnrH, NapagUrMaTUIHU
KHIDKEBHH JI€]la M CIHMKAPCKH OCTBapyBama IO0-
Bep-3aHM co TeMaTta EBpoma, co mTo cekoj cTy-
JEeHT 100MBa OCHOBA 33 CBOE IMOHATaMOIIHO MPO-
MUCITyBam-€ 3a CONCTBEHATa Kpearuja Ha eBpOI-
CKOCTa, 3a COIICTBEHOTO NMOMMame Ha €BPOIICKH-
OT IMarvHapuyM U €BEHTyalIHO OPHEHTHPAKE BO
OHa ITO OM 3Hauena eBpoIcKa KyITypHa Tpaju-
1Mja, a BO THE PaMKH [TOKOHIICHTPUPAHO BP3 HEj-
3WHUOT KHIDKEBEH cerMeHT. [labemeTo HU3 Be-
KOBUTE HU3 Taa TPaAWlUja, BO OBOj MPEIMET, €
COCEMa OPHEHTAIlMOHO M MOBPIINHCKO, & CE H3-
BeAyBa MPEKy OUjaxpOHUCKHU Tperie] Ha Hajuc-
TaKHATUTE CTWICKU (OpMAallMU | MPEKy CHHTeE-
TH3WMpaHa corjienda Ha OCHOBHHTE KapaKTepHC-
TUKU Ha ongenHute nepuoau. Ce mpaBu obup
Taa ompezenda Ha crenupUIHHUOT ,,[yX Ha Bpe-
MeTO" Ha OJJICTHUTE KyJITypHH Nepruoau aa Ou-
Jle U3BEJIEHa CO MOMOII Ha MCTaKHATU MPHUMEPHU
on o0acTUTe Ha CUTE YMETHOCTH, Taka MITO CTY-
JIEHTOT C€ 0CIIOCcO0yBa Jla ce OpUEHTHpa MPH I10-
HaTaMOIIIHO IPENO3HABAke Ha HEKOM OCHOBHHU
mapaMeTpu Ha KyJiTypaTa BO €BpOIICKH KOH-
TekcT. Co 0cobeHO BHHMaHHME C€ NpOocienyBa
nepuoJ0T Ha npeMuHOT o7 XIX koH XX Bek U
MpBara NoJIoBUHa Ha XX BEK, IPU LITO CE U3Y-
YyyBaaT BO HMHCTaHT(OpMa OCHOBHHUTE KapakTe-
PUCTHKH Ha HAjIIO3HATHUTE ,,A3MHU" BO €BPOIICKH-
OT KpYT, HO ¥ HA TaKBH KOU C€ MOXXEOH MOMAJIKY
MO3HATH M MOBEKE MOBP3aHMU CO KOHKPETHHU KyJ-
TYpHU CpeAMHHU, KaKo ILITO ce Ha IpUMep MOeTH3-



MOT, UPAKYHAU3MOT, 3¢HUTU3MOT HUTH. [lojaBuTe
Ha aBaHTapjaTa ce W3/BOjyBaaT KaKo OCOOEHO
WHTEPECHH 3aTo0a IITOo, criope]] 30opoBute Ha [ -
JsepMo e Tope, eeH oA HajooAafeHUTE MPOY-
YyBayl M CaMHOT YYECHHK BO aBaHTapIHHUTE CT-
pyema, BO TOj TIEPUOJ ,,eBPOIICKUTE LIEHTPHU JICj-
cTByBaar kako crioeHu cajgosu’ ([le Tope, 2001).

W nomeka BepThKamata Ha EBPOICKHOT
KOHTEKCT C€ U3BEAyBa MPEKy MPErjeaoT Ha Mpo-
MEHUTE HHU3 BPEMETO, IIPUCTAIOT KOj ce 00HuIyBa
Jla ja MOBp3€ CUCTEMaTH3alujaTa Ha KyJATYpPHUTE
I0jaBM BO €BPOICKHA KOHTEKCT CO reorpadckoro
JIOTMPAe € pernoHalieH, apeasneH. Ilpu o6pado-
TyBam€ Ha 0Baa TeMa CTyJIEHTHUTE Ce 3all03HaBa-
aT co crenuuKuTe Ha KyITYpHUTE MHJjea Ha
MenuTepaHoT HACTIPOTH HEHTPATHO-EBPOIICKHOT
peruon (Mitteleurope), Ha NMOOYHAaBCKHOT Hac-
MIPOTH CKAHJAWHABCKAOT PETHUOH, Ha 0ATKAHCKHOT
HacIpOTH 3araJHOeBPOIICKUOT... BakBaTa obpa-
00TKa Ha KyNTypHUTE pernoHu Bo EBpona e mot-
KpereHa CO WHTEPECHH M 3HAYajHU KHUTH U
TEKCTOBU, KaKO IITO CE€ Ha MpUMEp Jenara Ha
O®epuan bponen, [Ipeapar Marseesuk, Kinaynno
Marpuc, Hanmno Kum, Bampras Xasen, Munan
Kynnepa, Hun Amepcosn u ap.

Bo pocerammara ckpomMHa NpakTHKa Ha
nocTauIioMckuTe cryauu Ha MIMJI kako enHa
0] HAjUHTEPECHUTE TEMH 3a ayIUTOPHUYMOT BO
paMKH Ha €BPOIICKHOT KOHTEKCT CE IMOKa)ka Te-
MaTa Ha eBpOIICKaTa ypOaHOCT, TONKYBamkETO Ha
€BPOIICKUTE METPOIOM KAaKO HHTEPKYITYPHH
JKapuIliTa U CaMOTO ,,YUTalke Ha TPAmgoT Kako
Tekct”. Bo pamkuTe Ha oBHe AcOaTH 3a €BPOII-
CKHUTE TpaZioBU (M300pOT 32 KOU I'paZioBU Ke CTa-
He 300p, TIOBTOPHO € OCTaBEH IMPBEHCTBEHO Ha
CTYICHTHTE) CE pa3riieAyBaaT Mpalramara 3a Mo-
JEPHUCTUYKHUOT TPETMaH Ha rpagoT BO YMETHOC-
Ta TPEKy TOJKYBAaWmeTO Ha T.H. ,,praHepu3am‘
KaKo W IMOCTMOJEPHOTO cakame Ha TpamoT H

HETOBOTO pe(IeKTUpame BP3 KPEaTHBHUOT CBET
Ha YMETHUIUTE OJ pa3nuyau npodunanwn. [le-
OaTuTe mompa3zOmpaar 3aapiKyBame BP3 KYyITyp-
HUTE 3HAIlM Ha PacliO3HABamkE Ha OJJICTHH Tpa-
nmosu (Pum, ITapus, [Ipara, UctanOyn, ®upena,
Tpcr, Bunnyc, Oneca, bapcenona, Cankr Iletep-
Oypr u Iip.) ¥ HUBHOTO WHKOPIIOPUPAEKE BO TBO-
PEIITBOTO HA OJICITHA YMETHHIIM, IPBEHCTBEHO
nucarenu U punmcku pexucepu (bomrep, Ila-
MyK, [lymxkun, benn, [lojc m MHOTY nMpyTH). Jleo-
aTHTe, ce pa3bupa, CeKorail 3aBpLIyBaaT co ped-
nekcun 3a Ckomje Kako Tpaj co crenupuyeH
KYJITYPCH HJCHTUTET W 3a TBOPEHITBOTO HAa Ma-
KEJOHCKUTE YMETHHIIM BO KOW JOMHHHPA CKOII-
CKHOT Tpajcku amOneHT. HeoOn4eH kypro3uTeT
Ha OBHE Pa3TOBOPH 32 TPaliOT € TOJIKYBameTO Ha
0oeMCKHOT CcBeT M KadeaHaTa BO KYyJITypHHUTE
NPUBHKYBamkba BO EBPOIICKUTE TPAIOBH, & JO
u3pa3 goaraar M APYrH 3HAYajHH TEMHU Ha KyJ-
TypHUTE CTYAHH, KaKO IITO C€ OJIHOCOT Mery
rpajckaTa M pypajHata CpeiHa, CeKOjJHEBUETO
U TPaJIoT, MpalameTo 3a IeHTap u nepudepuja,
MMaruHapHHUTE TPaJ0BH, ,,IPAJOT KaKO COCTOjOa
Ha ayxoT (Pobept [lapk) u MHOTY Ipyru mpo6-
JIEMH OJ1 JOMEHOT Ha YpOaHUOT Tejcaxk.
CoIpXWHUATE HA TPEIMETOT ,,CBPOIICKH
KyJITypeH KOHTEKCT* MMaar 3a Iiej Jia ja Ipeuc-
MUTAaT MOXKHOCTA 32 TPaJICHkhe 3aeIHUYKN E€BPOII-
CKH KYJITYPEH HICHTHUTET MPEKY CTEKHYBambE OC-
HOBHH 3Haema 32 OBO3MOXKYBame€ OpHEHTAIlHja
BO €BPOIICKUTE KYJTYPHH BPETHOCTH, HO CO €I-
HOBPEMEHO pa3BUBamk-¢ Ha YYBCTBO 3a KyJITypHa
Pa3HOJIUKOCT ¥ TIOYUT KOH Pa3IIUKUTE U OCOOCHO
CO Tpajieke CBECT 3a morpedara ol HaIMHHYBa-
e Ha EBPONOLEHTPUYHA TO3UITHOHUPAHOCT BO
KynaTrypata. Toa 3Ha4m aeka 1MmoceOHO BHUMaHHE
My C€ MOCBETYBa Ha MPALIameTO 33 €BPOICKUOT
UMIIEpHjann3aM OJl MUHATOTO, HO W 32 PEIHIH-
BUTE Ha EBPOINOLCHTPU3aM KOH, 3a JKall, ce MPH-
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CYTHH M MOIITHE aKTHBHHU U BO COBPEMEHOTO KH-
BeeHE. 3aroa CTyAEHTUTE A00MBaaT OCHOBHU
nHpOpPMAIUK 32 MapaJurmMara Ha MOCTKOJOHH-
janHaTa KpUTUKa ¥ JOOMBaaT MOXKHOCT J1a pa3Me-
HAT MHCJICHA 32 aKTYeJHH Mpamiama MOBP3aHU
CO EBPOIICKUOT KOHTEKCT, KaKo IITO ce: Janu ce
CMueMamusupany Kyaimypume umo 2eocpagcku
npunaraam na Eepona, a ue ce ouyujanno
npusHamu kako eeponcku? [anu moogxce oa ce
paseoeapa u 3a NOCMKONOHUJATHU ACHEKMU HA
exc-jyeocnosernckume kyamypu? Kaxo oncmojy-
8a esponoyeHmpuIMom u espuguaujama/espo-
gobujama? Mooicna nu e KyimypHa Oe-esponeu-
3ayuja? u ci. Cute TUE NUIEMU CE MPOBOLIUPA-
HH CO WHTEPECHH H3BAJOLM OJ PA3IHYHU TEK-
CTOBHM KOM CTaHyBaaT OCHOBa 3a KOMEHTap M Mo-
HATaMOIIHH W3rpajyBama Ha JIMYHH CTAaBOBU BO
OJTHOC Ha ITOCTaBEHUTE Mpallamka OJ CTPaHa Ha
cryaenture. Ha mpumep: ,,)KuBeeme Bo epa BO
KOja ce MayuMe Ja ce Cro3HaeMe ceGecu Kako
EBpomnejuu. Cmerame aeka e 1oOpo mTo HOBaTa
EBpona ce obenuHyBa, HO HCTOBPEMEHO 3HaeMe
nexa 'TBpaumHaTa EBpoma‘ mTo ja co3maBame 3a
ceOc BOIM KOH CMPT M Tparu3aMm Ha WJIjaJHHULA
Azmjiin 1 Adpukaniy kou OpyTanHo ce yOuBa-
at. Ce ropzieeMe Ha cHCTEMOT Ha Giarococtojoa
pasBueH Bo 3amaaHa EBpora, HO BO HCTO BpeMe
3HaeMe JieKa TOj € M3TPafeH BP3 POICTBOTO OJ
MHUHATUTE BPEMHUIba — BP3 KOJOHH]aTH3MOT, UM-
MEepHjaTn3MOT ¥ BOJHHTE — T'O COIJIeAyBaMe Ha-
meTro 0oraTcTBO, a ja UTHOpPHpaMe CHPOMAIITH-
jaTa Ha 3eMjUTe LITO HEKOrall CM€ I'M eKCILIoa-
tupaie. Ce ropjeeme co Hamiata JeMOKpartuja,
HO WUCTOBPEMEHO (aKT € JieKa HalluTe BIAAH TH
MOAPKYBaaT HAJTOTAIUTAPHUTE CBETCKH PEKH-
MU caMmo 3apaau OeHe(uT, IT0/IeKa OIO3UIINUTE
Bo 3emjute kako Mpan, Caynucka Apaduja u Ye-
YeHHja ce oOuayBaaT Ja CTOpAT HEIITO MOBEKe
npoTuB Toa. Hue pa3BuBMe TakBa caMOriopudu-
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KaTopcka cirka 3a EBporia koja MoxeOH € HajeB-
poronierTpraHa nocera (,,KynrypHa peBomynn-
ja! Cera! - EBporckara miamnHa BO ToTpara 1o
CBOjOT UJACHTHUTET BO 21 BEK* — MO MOBOJ MOET-
cknor (ecruBanm Bo CtokxomMm 2004 romuHa,
uut. cnopen Ootal 17/18, 2004, ctp. 26). Ha va-
COBUTE IO OBOj MPEIMET IMOCTOjaHO C€ IOT-
TUKHYBa JINYHAOT TPHUCTAIl Ha CTYJCHTUTE KOH
npoOeMaTHKara, Taka LITO JUCKYCHHTE C€ OA-
BUBAaT Ha MHOTY Pa3JIMYHU HUBOA - O] Hajese-
MEHTapHU J0 HajcynTHiHu (Ha mpumep: Karero-
pujara ,,eBpOICKOCT HU3 MpHU3MaTa Ha jaBHHUOT
toaier, [locron mu eBporicka QUIMCKa eCTEeTH-
ka?, Kou gena ro counnyBaar (MOjOT) €BpPOICKU
KHIDKEBEH KaHOH? EBponckn uMaruHapuym,
EBporncku JIEKCHKOH | cI1.).

CeTo TOa MIAPEHWJIO HAa TEMH CE 3a0KpYy-
’KyBa CO JUCKYCHH 32 TpAIlaheTO Ha BOHYMET-
HUYKUTE CIEMEHTH KOU JETyBaaT Bp3 KyJITypHH-
T€ MOJMTUKU Ha €BPOIICKO TJO U BO THE PAMKH
MO3UIMOHUPAHOCTa HAa MaKeIOHCKaTa KyITypa
(mazapoT, MapKEeTHHTOT, KHIDKEBHO I0JIe, Harpa-
1, caemH, (pectuBanm). Kako u KoKy MakeqoH-
cKaTa KyJiTypa ce MpoOuBa Ha eBpOIICKaTa CleHa
€ Tpalmame Koe € 0COOEHO MPOBOKATUBHO M AK-
TyenHo. Bo oJHOC Ha KHU)XEBHOTO TBOPEIITBO
ce HaMETHYBa KaKo Haj3HayajHa mpobieMaTHKa-
Ta Ha MPEBOJIOT, €HA OJf TEMHUTE KOja CO HajTo-
JieM eHTy3HWja3aM ce AWCKYTHpa Ha YacOBHUTE MO
0BOj IpeAMET, 0COOEHO 3aToa INTO CTYICHTHUTE
ce 0OBp3aHU Jia TIPETCTaBaT MpeJl CBOUTE KOJIETH
€IHO KHI)KEBHO JIeJI0 TIO CBOj M300p 0J1 MOHOBA-
Ta MPOAYKIMja O HEKOja OJ €BPOIICKUTE JIUTE-
paTtypu M Aa TO MPOKOMEHTHPAaT M acleKTOT Ha
IPEBOJIOT.

KBaHTYMOT Ha 3Haema MITO CTYJACHTOT MO-
JKe Jla TH 100ue Ha OBHE MpelaBama € pa3oupiu-
BO OIPaHMYEH M OCHOBEH, HO LENTa Ha OBOj
npeaMeT M He € caMo TaJoXewe Ha (akTu (BII-



poYeM, OBOj IPEAMET T'M MPUIBMKYBA U T'H MPET-
MOCTaByBa IIEJI0KUBOTHUTE MCKYCTBA M 3HACHAa
Ha cryaeHture). llenra Ha 0BOj IpeaAMET € MOT-
TUKHYBambhe Ha Pa3MUCIyBame H MPOOIIeMaTH3U-
pambe Ha HEKOM acleKTH Ha HAIeTO aKTYEeITHO
KHUBCCHHC, OCO6CHO 3a CUTC AKTHBHU YYCCHUIH
BO KYJTYPHHOT JKUBOT, KAKBH IITO, BIIPOYEM, CE
U CUTE CTYJCHTH Ha Iporpamara 3a HWHTEPIHUC-
UUIUIMHAPHU CTYIWH 3a KynTypara npu MHcTu-
TYTOT 32 MaKeJJOHCKa uTeparypa Bo Ckorije.
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Sonja Stojmenska-Elzeser
European Cultural Context as an Educational Issue
(Summary)

The new European imaginary is crucified between two tendencies: to connect all the different
streams in one common identity based on the common memory and creativity, and, in the same time,
to take care about the specificity and uniqueness of all the different identities in its frames. The idea of
unity in diversity is very positive, creative and potential, but it is still very far away from its practice.
What is the correct balance between the unity and the diversity, unfortunately, it is still impossible to
say.

In such circumstances teaching literature in European context could be seen as very provocative
theoretical and practical challenge. On the theoretical level it has to combine the comparative literature
and cultural studies approaches so it could define crucial problems of the European identity. It has to
take in consideration the area studies and specificities of regions (Mediterranean, Nordic,
Mitteleurope, Balkans, East-Europe etc.). Also, it has to discuss the problem of forming the common
European literary canon, regarding the translation studies, the pragmatic aspects of literary
phenomena, the literary field, market, economy, prices, etc. Postcolonial aspects are very influential
especially regarding the minor cultures and the hybrid cultures born as results of migrations. European
cultural context as an educational topic is especially interesting in the frames of imagology: how
Europe is represented and seen by the writers from different national literatures?

On practical level, there are some moments in the literary history that are very appropriate for
European contextualization, and others which are not. For example, period of Renaissance or medieval
culture, or the culture of 20th century, can be very easy put in frames and can be researched on
transnational level. But, also there are movements that are local and it is difficult to be observed in the
wider European context.

This paper reflects the enthusiasm and experiences from the interdisciplinary cultural program
inaugurated on the Institute of Macedonian Literature in Skopje.

Key words: European Conciseness, Euro-centrism, European Canon/West Canon, European
Transculturality
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INTRODUCTION

Since Castells” critic' of science that

investigate city as a phenomena detached from
broader social processes and by which he
politicized space as always interwoven in different
interests and as historically determined by modes
of production, city was placed as a part of broader
processes of modernity’s development. Its
radicalization had to denote also the changes of
city’s functions and forms, but also relations taking
place in that built-up structure that in dialectical
process also shape that structure.

Setting the urban question as the question of
quality of life in urban environment on the local
level was part of the dialog with broader structural
developments on global level. In big part it was
marked by almost contemporaneously emerging

! About Castells' critic of urban sociology see Caldarovié,
O: Urbana sociologija. Socijalna teorija i urbano pitanje.

globalization discourse,
sustainable

transnationalism, political economy,
development, socio-cultural capital,

three crises in the seventies” of the last century that
also marked the complexities of future solutions.
Globalization that was enabled and prompted by
development of communication and transport
technologies, and economic restructuring in the
mode of neo-liberalization, flexibilization of
production, deindustrialization, deregulation and
privatization led many to talk about emergence of
postmodern city. Effects of globalization on the
local were manifested in building-up the space for
attracting desirable economic elements to the city;
first of all, for attracting capital investments for
further developments, but also the high-specialized
non-industrial and management functions that
could ensure high positions in global economy. In
big part, all that endeavors were directed toward
building-up desirable infrastructure what meant

2 Three crises are oil crises and world recession (and
bankrupt of New York that was connected to it) and an
ecological crisis that was marked by The Limits of Growth
report of the Club of Rome. These crises were seen as the
proof of global economy crises and the need of its
restructuring.
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renewal and revitalization of ruinous parts of the
city that were left after industry abandoned it and
that resulted in gentrification of space, environment
estetisation preferable for consumption, and
creation of new city image by branding its specific
and specialized function.

These development directions are introduced
as a sort of “entrepreneurial lessons” that were
given by the experiences of global cities (Sassen);
they are a new kind of cities totally adapted to
contemporary global architecture of flexible
production in that they present nodal points of
global flows, localization of streams of capital,
information, commodity and people. They are
places shaped by the transnational capital and that
makes them economically empowered in their
pretensions for independence from the state on
which territory they are located. On the other hand,
in their globally-oriented mission they introduce
new problems, particularly those social in nature
that are emerging because of high reproduction
costs.

In that context the role of urban politics gets
its importance for responding to citizens’ life
problems in period when state is losing its power as
political actor under the economic pressures of
globalization. Confronted with problems of
competitiveness that are put on the eighties agenda
by neo-liberal responses to crises of the seventies,
city is oriented toward strategic molding for
gaining economic advantages. In that sense
Petrovi¢ claims that urban question is being
depoliticized (2009) and place is shaped by the
tight relationship of politics and economy that
treats land as a commodity (Molotch, 2005). Those
influences are viewed as closely connected to and
under the influence of major transition to post-
fordist accumulation system that also indicated the

222

main management problem in the loss of state’s
important role and its ability to act as a regulation
system. That situation leads to commodification of
almost all aspects of everyday city life and in effect
neglects social problems.

GLOBALIZAZION DISCOUS AND
TRANSNATIONAL PARADIGM

New  global economy  architecture
(Friedman, 2005) that is shaped by global flows
(Castells) was presumed to be the force of uniting
the world, of creating “one-world” with its new
division of labor. Or maybe it is justified to speak
of that process as a modernization of the world by
new or just radicalized mobilization channels (of
people, of capital, of information, of goods), that
was strengthen in the discourse of globalization
from the seventies; it presented globalization forces
as inevitable factor that every local has to account
for in its development direction strategies. But it is
important to account that in different contexts in
different parts of the world these strategies,
depending on position in a world economy order or
locals’ aspirations of such a position, are becoming
one of the crucial components in power struggle.
First reaction discovered other side of global —
local interplay: local was set as place of resistance.
In that way globalization processes were
acknowledged as complex dialog between different
levels. Still it retained its unstoppable quality of
necessity; to partake in the wealth of the “West”
was to accept “its” definitions of development and
of the ways of directing it.

On the national level, it could be talked
about national resistance to universalizing facet of
modernization that was actually always present as
one of the aspects of culture. The resistance facet in



the shape of nationalist symbolical reinforcement
of local elites’ political power was convicted as
cultural incapability of ‘“under-developed to
develop™. But that cultural resistance could be
viewed, as Katunari¢ does, as other facet of the
same process that only on the surface appears as
conflict or opposition; nationalism was just a
shelter from the uncertainties of disorganization
provoked by freed neo-liberal capitalism; on the
other hand, it served as justification to leave these
economies to “suffer in their own cultures”. This
was the stand of official anti-nationalism
(Katunari¢, 2003) presented by leading world’s
financial institutions and business corporations in
which they expressed their ambivalence toward
problems of the local. Rare examples of countries
that did succeed in becoming equal participants in
global economy” directed attention to strengths of
the local potentials and power of nation-state
government in directing development project.
Result of this synthesis worked in direction of
creating intercultural discourse that was accepted in
western political, business and professional circuits
that admitted continuing relevance of the state and
its role in encouraging national endogen
development projects taking in account its

> Arguments that traditional communities can not be
modernized as a consequence of their world views,
authoritarian type social structures, and personality
structures that are authority-dependent type, were used to
justify the need for incentives from the outside (Kalanj,
1994). That was carried out by the means of technical
knowledge of “financial carrot and military stick”, and
persuasion that there is no better way to future besides
market and democracy (Katunari¢, 2007).

* For example Japan did that by developing its own version
of capitalism known as toyotism. Its success, as Logan and
Swanstrom show, was a complex interplay of different
factors among witch state government policy had influential
role (Logan, Swanstrom, 2005).

specificities and above all socio-cultural capital of a
country. That set the stage for understanding social
and cultural elements as important elements with
grate symbolical power that can be used for
different purposes.

Globalization discourse was always very
successful in adopting all the resisting elements by
discarding their significance and pulling it in its
own interpretations. That could be best seen in its
critical interpretations of the globalizing effects on
the political economy of cities especially in
descriptions of the so-called postmodern city best
represented by L.A. It was described as fraught
with social problems, pronounced space divisions
that are esthetically shaped through consumer-
oriented built environment (non-places), and that
are bounded with real (video surveillance, gated
communities) and symbolic fencing that hide and
exclude undesirable, that is poor, ruin, industrial,
modern. In a kind, it is simulacrum, disnyfied space
of happy consumer consciousness (to paraphrase
Marcuse). These descriptions although critical
towards commodification processes in cities under
the influence of globalization in their pessimistic
narratives paralyze the possibilities of detecting the
real actors in the background and the possibilities
of real solutions.

As Smith has shown, that is just one of
possible interpretations in which city is modeled by
forces of economic restructuring that require only
adjustment and reaction to one-way process of
global economic pressure (Smith, 2001). Flows of
capital, commodities, information and people
create impression of unconquerable determination
of global capitalism structures. Part of these
influences is real, and has special expression
through power acting, but discourse that expresses
them is blurring (or is incapable of rendering) real
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actors that are rtunning them. There are
contextualized conditions that shape answers to
global influences that can take many different
forms and that are involved in power relations.

Globalization flows are not free-floating and
freed from structure no matter how much fluidity,
or flexibility they give to contemporary
organization of the world by compressing time-
space (Harvey, 1990), or disembedding from place
(Giddens, 1990). The radicalization of mobility
trough deconstruction of concept of social’ would
lead to loosing the concept of power. Therefore the
metaphor of network seems like the best way of
describing systemic character of the world that has
real-life actors that use it as enabling resource in
conducting their lives and in that way restructure it;
also metaphor of network does not imply complete
interconnectedness but allows the identification of
partially independent sets of relationships within
what is still the system (Giddens, 1987).

The most characteristic  of  these
developments are transnational processes that are
presenting another point of view or taking their
descriptions ~ from  different  perspective’.
Transnational processes are sometimes presented as
“from below” processes that create easily definable
actors in making of their lives, in order to meet
their economic, social, cultural and political needs,
which affect the national borders (Bozi¢, 2004).
Some of these undertakings are routine of their

° Interesting example is Urry's suggestion of social science
for twenty-first century with its main subject of
investigation in social as mobility (Urry, 2000).

® Transnational theories speak about transnational processes
as anchored, but transcending national borders of one or
more states and retain significance of borders, national
policy and national identity, so transnational practices and
nation-states are mutually constitutive (Smith, 2001).
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lives but in changing circumstances and by the
pressure of structures from different levels they
display inventive initiatives that are challenging for
the very structures and discourse that are trying to
enclose them. Transnational processes can not be
comprehended without understanding that they do
not work against some structural boundaries (like
state boundaries that migrants are trying to cross or
against state as political actor); they are actually
reaffirming each other bringing into view
limitations and need for change. That means that
transnational processes open new spaces of
(political) activity that are below or above nation-
state borders, and get their political significance
trough politicizing certain life aspects that
previously were not part of political agenda and not
part of scientific investigation because some of the
limitations of conceptual framework prevented its
occurrence in the investigation scope’. These new
transnational spaces (Faist, 2000), fields (Levitt, de
la Dehesa, 2003), formations (Vertovec, 2001)
develop new social meanings, and open up the
possibilities of conscious partaking (resistance) in
conflict of meanings by putting on the political
agenda problems not previously part of it. Cultural
elements are important elements of that kind of
politics. The only question is the pragmatic side of
real influence on political structures. Investigators
such as Faist (2000) and Smith (2001) give
examples of possibilities of transforming concepts
and political solutions to the immigrant problems
of nationality and citizenship as a consequence of
acting transnational processes.

7 Wimmer and Glick Schiller present limitations of
methodological nationalism of social sciences that
prevented their capability of understanding transnational
processes because of their concentration on nation-state as
society (2003).



Everything so far said points to the
limitations of certain concepts of social sciences
and the need for recognition of the bigger role of
micro levels in global-local dialectic. That means
viewing local not just like a place, static and
traditional, and direct attention to the possibilities
of local as a source of inventive action and not just
resisting reaction. This interpretation puts emphasis
on particularities of place, and political economy
gets localized and contextualized (Smith, 2001).
Also, in that way the question of development
becomes one of central for the local and therefore
for the localized politics and economy and not just
as a response and accommodation, but in their
transformation.

CONCEPT OF DEVELOPMENT —
CULTURAL TURN

Again we can try to see problems on
national level for the developing countries, the ones
that are just trying to get involved in global
economy as equal actors. Those countries are faced
with several possible scenarios; the most prominent
one requires accepting definition of development
that was enhanced by those that are setting “the
game” (World Bank, World Trade Organization,
G8); another one means finding their own specific
features that could suite global economy; the third
option is often discarded as unfeasible because it
requires  alternative development through refusal
of subjection to global capital and reliance on their
own strengths.

The purpose of the development definition
that was created in the eighties as growth meant
choosing the first option for the developing
countries and usually it was conducted through
commodification of land — attraction for foreign

investments by tax reductions or simply as a source
of labor force or raw materials. In the background
of that stance was justification of necessity for the
developing countries to shape themselves in
accordance with the picture of western countries in
order to accomplish their advantages; main parts of
that process implied opening to the market and
democratization. Acceptance of these
recommendations was not unproblematic and it
resulted in transitional difficulties; it become clear
that transition carries social costs and typical
response was nationalistic. Prime villain was found
in cultural incapacity of “undeveloped” nations to
convey transition. Possible solutions turned to
specific characteristics of endogen development
that actually meant leaving those nations to find
their own way of fitting into global economic
flows. In that sense, much discussion revolved the
concept of socio-cultural capital that was thought as
prime mean for amortization of the difficulties of
transition. So, culture becomes important factor
that needs to be taken into account when
considering future strategies in  orienting
development. It becomes closely related with
political economy by accentuating its function of
adjustment.  Further elaboration of concept of
socio-cultural capital was more directed toward
inventive or creative aspects of it. For example,
Katunari¢ refers to it as potential that needs to be
invested in and developed for what it is in itself and
not just for economic gains. In that way it seems
that he is challenging the very concept of
development. At least his definition of problem
seems to reveal that kind of understanding because
he is emphasizing creative element of culture in
realizing new development directions that could
enable resolution of economic problems with
simultaneous mitigation of social problems and
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without additional burden of local resources. In his
interpretation, to achieve that goal state (cultural)

politics should ensure and foster cultural
sustainable development (Katunari¢, 2007).
The basic characteristic of cultural

sustainable development is cooperation of art and
science in development that burdens the capacity of
natural reserves and existing infrastructure and
populated space to lesser and lesser degree while at
the same time encourages enjoyment in values that
stimulate attraction among people by art, science,
education and cultural games and customs
(Katunari¢, 2007). To reach this goal a lot of
preconditions need to be satisfied. And although
state has important role in promotion of cultural
sustainable development, centralization is not very
likely to lead to its achievement.

As Katunari¢ starts his discussion, culture
can be used as symbolical tool for many different
purposes. The way modern culture has progressed
shows its three faces: the one that is universalizing,
the one that is particularistic and the one that is
intercultural (Katunari¢, 2007). This last conception
is emphasized as the ideal solution in accordance
with the current times, that is period of
radicalization of modernity (Giddens, 1990).
Unfortunately, it seems that this means
commodification and politicization of cultural
elements; on the other hand, it is possible to speak
of taking economical and political subjects into
cultural domain.

For that reason, cultural sustainable
development is good example because it introduces
“enrichment” of concept of sustainable
development that is by itself an attempt of
reconciliation of problems of continuing life on
Earth and the quality of that kind of life that is so
far understood as growth. Critics refuse that
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concept because it says little about its content and it
leaves the possibility for many actors to claim
enforcing sustainable development while trying to
reach different goals. It becomes more of a
misleading concept then leading principle behind
which crucial promoters of growth hide
themselves; Clark observes that some of the
leading world economy organizations (World
Bank, International Trade Chamber...) support
sustainable development because it does not
present any challenge to conventionally understood
economic development (Clark, 1995). It seems that
the concept itself is a part of neoliberalism of the
eighties and deeply immersed in globalization
discourse of ,,one world creation* and optimistic
vision of solving world problems by refining
growth and sustainability without any renunciation.
In that interpretation that corresponds to so-called
weak sustainability, nature stays set of resources
and continuous development is justified by
optimistic fate in science and expertise (Williams,
Millington, 2004). But that actually opposes its
original meaning as ecological sustainability that
presumes subjecting other interests to the
ecological ones. Very often adoption of the concept
puts problems of ecological nature in the
background and blurs basic problems out of which
it emerged: that we live in a society of risks that are
men made and that one part of the world has
benefited from that situation.

Construction of the concept of sustainable
development set the question of humanity’s
survival and the need for evaluation of prevailing
values. It was meant as a new guiding principle like
equality or liberty and not a goal that could be
reached. That is the reason why it requires
acceptance at all levels and institutional building-
in, mutual cooperation and agreement on global
level, and also political solutions, strategies or at



least cosmetics of development projects (Kalanj,
1994). But environmental problematic is involved
in power relations and all political cooperation
attempts show that crises that shake the world are
not environmental but political (Clark, 1995). That
could be easily read out of Giddens’ Politics of
Climate Change. In that book, solutions to
environmental problems to be effective are
necessarily connected with politics of energetic
security. Main actor is the ensuring state as
strategic planner that needs to provide and
encourage development of inventive technologies.
Two main principles are principle of percentage
that requires trust in science and their projections
and constant risk weighing, and principle “polluter
pays” that puts price on polluting and even enables
selling pollution. The most important suggestions
are those of political and economical convergence
meaning that ecological problems could be best
solved if they are closely connected with politics
and economy, so ecological questions are problems
that could bring political points and also could be
economically stimulant and competively significant
(Giddens, 2009). It seems that only imaginable
solutions that could have practical effects are the
ones that are carried by economical and political
interests.

But ecological problematic has some other
effects that are very important when we speak of
local significance and real-life actors. It brought
another dimension(s) to viewing political
functioning by bringing nature as a subject to
political discourse®. In other words, it is the central
issue for many new actors that are setting nature

8 This aspect is accentuated in understandings of so called
strong sustainability or deep ecology; these understandings
concentrate on our adaptation to in meeting the finitude of
nature (Williams, Millington, 2004).

not just as right that some can claim, but a subject
that has rights on its own. That was actually
incentive for softening rhetoric of development;
first in creation of the concept sustainable
development that more and more becomes a part of
political agenda in all its wvariety pulling
increasingly to the side of strong sustainability.
And somehow paradoxically asks some new
questions. Problem can be best viewed in the city
that is probably the best expression of modernity
itself and in that way represents its characteristics,
but also that is the best expression of totally
arranged and socialized nature. That becomes
nature’s destiny: as it enters the political discourse
it becomes the object of political regulations. To
protect nature means to fence it, make it an object
that is watched. Its position becomes a position of
rarity and vulnerability. In the city, it becomes a
part of a conflict for the right to the city as element
of quality of life and by that opposite to demands of
growth. As element of attraction it ceases to exist
as nature and becomes politicized. Nature as
political question is the way of keeping its
importance as nature opposed to nature as
economic question. This conflict could be
comprehended as just another modernistic way of
trying to put a political regulation on economic
accumulation only now it is radicalized. With the
advance of commodification, politicization also
progress.

Concept of cultural sustainable development
implies this; for the politics that would encourage
sustainable development, it must be all pervading
and obviously cultural. But as already mentioned, it
also implies changing conceptions of social
sciences and some transformative routs in political
action. Because ecological problematic means
survival of human kind, it has special effect on
political agenda by connecting dispersed aspects of
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quality of life in all its variety. Important aspect of
that new politization is new actors in the shape of
new social movements.

URBAN POLITICS

If we try to make some kind of a historical
staging description of developmental processes just
as simplification and as analytical tool for better
understanding, it could be said that seventies were
the years of crises, the eighties were years of neo-
liberal response and the nineties were characterized
by turning to old practices but in somewhat
radicalized form. The discourse that tried to explain
these processes followed the same pattern: first
with optimism in creation of “one world” by
encouraging opening to the market, and than
softening its rhetoric when faced with resistance
caused by social costs of unrestrained economy.

Turning back to understate levels (urban)
politics present the same staging first in setting the
urban question and connecting the city with
broader structures and especially influence of
globalization to the question of quality of life; than
seeing it as the result of globalized flows that
diminish political significance by accentuating
question of development. Can we speak of final
stage characterized by discovery of the political
power of local in accomplishing at lest some of the
new political tasks?

Definition of wurban politics under the
influence of globalization discourse was set as
division of labor between market, political
structures and citizens so that it could reach high
degree of flexibility in economy with involvement
of all members of local community for the benefit
of development. In that, contemporary city emerges
as entrepreneurial city (Petrovi¢, 2009) that has the
task of dealing with at least four functions:
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provision of social security, ensuring social order
and discipline, regulation of local economy and
mitigation in local identity, and all sides that could
be interested in the results of that kind of politic
(politicians, economic actors, experts in urban
planning and town development, and citizens).
Recommendations given for functioning
realization of the urban politics at first were in
some interpretations shown very pessimistic.
Critics are warning about mistrust in cooperation of
economic and political contingent (private-public
partnership) that makes manager out of major who
is trying to balance different demands. Strategic
planning showed the same route as the national
level: starting from commodification of land
leading to importance of cultural and social
elements that put emphasis on the need for the
development of the local and its potentials that are
in the face of ecological and social problems
particularly related to socio-cultural potentials.
Importance of socio-cultural elements in the
life of a city was recognized very early in urban
studies; in that sense very influential was Firey’s
work from the ‘46.; it presented strength of the use
value of certain places for the lives of citizens that
can work against treating land as a commodity
(Firey, 2005). But later studies especially after the
seventies showed commodification even of this
elements: as a part of development strategies,
political economy is trying to put a use value on
history of the city (making them tourist sites), on
appearance of its buildings (trough renewal,
revitalization, gentrification and building for
consumption), on “the feel” of the city. Since it
became clear that production and consummation of
symbols and cultural objects can be profitable as
the production and consummation of goods (Lin,
Mele,2005), cultural industry and symbolical
economy (Zukin, 2005) become main elements in



recovering cities’ economies in creating images of
the city that would attract desirable elements to the
city, preferably those of creative class (Florida,
2005). Creative city is another expression that tries
to establish itself as the solution for economic
difficulties in recognizing the value of creative
elements of culture. In its emphasis, creative capital
is in opposition to socio-cultural capital that can,
according to Florida, mean closing the dialog and
establishing boundaries for those “outside” and
strengthening the sense of belonging to those
“inside”; creative capital needs special sense of the
city that has always been a part of its image as a
place of freedom, difference, cosmopolitism,
strangers and invention. It requires special social
relations of openness and tolerance (Florida, 2005).
Still in its essence, creative capital needs to be
imported and that sets the question about relations
between those that believe have the right to the city
and the immigrant elements. These elements can be
conflicting and ask: who are citizens? In that way
some of the political and economical concepts are
put in question.

Additional problem of social kind is
presented by global cities as leading cities in these
developmental processes: creative class is not only
mobile element that is coming to cities. Cities are
also places of transnationalization of labor and
formation of translocal communities and identities.
There are certain directions of those that migrate —
from poor to rich countries (South — North and East
— West). New city users and their demands for
space in the urban are being symbolically
expressed trough difference of representations of
different sectors — international business on one
side, and majority of poor “others” on the other.
They are emerging as new political actors that
create new political spaces; they are setting
problems of politics of contestation that are

embedded in specific place but are transnational in
character (Sassen, 2000).

In that cultural elements play significant role
as political means acting as opposition to cultural
elements as commodified. But because all of these
elements present parts of tasks that need to be
accounted for in strategic planning of urban
politics, it also needs to be “flexible” in a way; that
representations are politicized and need to be so
that they could have any real influence on “official
politics”. The problem is being placed in the realm
of cultural presentations and realm of conflict about
setting the issues. Those conflicts expressed in the
city have the potential to be specific in the struggle
to improve living conditions and thereby contribute
to the politicization of the contradictions of
neoliberal globalization, making them visible,
while simultaneously acting as a disturbing element
of the dominant narratives that show globalization
as a given, inevitable, and best of all (Kohler,
Wissen, 2005).

Social movements play crucial role in that
they act as dynamic form of challenging the policy
in contemporary political circumstances. Diversity
of urban movement is associated with the
experience of domination and exploitation in
everyday life and filtered through a network of new
global order. Faced with forms of domination that
reproduces the local elite and other social forces,
urban movements operate with institutions of local
development and management from different
perspectives. This makes an important link between
the expression of conflict in the cities and
cooperation with institutions of official politics.
That also shows their transfunctionality that makes
them "the right kind of resistance" (Hammel,
Lustiger-Thaler, Mayer 2005). It could be added,
the kind of politicized action adapted to reflexive
character of radicalized modernity.
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CONCLUSION

Guiding idea of this paper is the question of
quality of people’s lives or the question of use
value of place. Starting assumption is that city is
very complex place that expresses life in
contemporary world that is described as world of
radicalized modernity. To present its significance
some considerations of broader processes and
historical developments had to be made because
those were conditions that made urban politics
significant as one level of governance. That doesn't
mean that it is wholly shaped by some kind of
forces outside of it that act as determining pressure.
Close examination detects dialectic in that it
participates as networked nod; it is incorporated in
broader network connections of different global
flows and presents their localization in specific
context that is characterized by its tighter
connections (regional, national, historical).

So, the context of meaningful appearing of
concept of urban politics, the actors and the scope
of its reach are somewhat different, or radicalized
but still present same modernization solutions.
Politics appears as the management and planer of
“runaway world” forces (Giddens, 2005) that are
economical, political, ecological, and social. In
conflicting context of urban, politics must include
variety of actors for accomplishing balanced
development suitable to local. That way it is set as
sort of ideal type in complex definition that tries to
avoid prevalence of some interests and it is set as
reflexive management of locality. Defined in that
way it is just one level structure intertwined in
broader network connections and it indicates
multitude of elements that needs to be taken into
account and strategically planed so that it could
correspond to flexible accumulation.
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Urban appears as the place of conflicts
placed in  cultural domain;  symbolical
representations of economic power, cultural
identity contestation and political management
strategic planning. This opens the question about
changing character of politics in contemporary
world. Conflicting perspectives in the urban
participate in the challenge of globalization that is
now revealed as a process which leads certain
social, political and economic forces. Thus, the
articulation of urban protest, which represents the
intertwining of different spatial levels of local to
global, urban conflicts produce different but related
social movements around the world.
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Oarnna Kanenau
I'pap, nonuTuKa, EKOHOMHUja, KYJATYpA...

(Pe3ume)

TekcToT ro MCTakHyBa IpafoT Kako (peHOMEeH Ha paAuKalu3upaHa MOJCPHOCT M yKaKyBa Ha
notpebara oJ HErOBO WHTEPAUCIMIUIMHAPHO MPOydyBame. [obanu3anujata U TpaHCHAIIMOHATHUTE
MpolecH TO TpaBaT IpaJoT KOMIUIEKCEH ja30Jl KOj MMa C€ MOrojeMO E€KOHOMCKO W TOJUTHYKO
3HaYeH-€, MPOBOKATUBHO 32 MCTPaXXyBamara O[] aclieKT Ha MOJHUTHYKaTa eKOHOMH]ja, KOja BO rojeMa
MepKa € BTOTIeHA BO TI00aIH3alucKUOT JUcKypc. CoodeH co mpobieMHUTe ¥ TPOMEHUTE 10| BITUjaHNe
Ha TIPOIECUTE Ha Jeperylialyja, JeIeHTpaIn3aIja 1 MpuBaTu3amja, TpagoT Ce jaByBa KakO BaXKHO
MECTO Ha €KOHOMCKHOT, MOJMTUYKHOT W KYJITypHHOT pa3Boj. Paz0oupameTo Ha oBHe Tpamama Oapa
KOHTeKCTyanu3anuja. M30erHyBajku TW MpeTepaHUTe TeHEPaIu3aldd W MPEKPYTUTEC JUXOTOMUH,
JOKanHaTa/ypOaHa IMONUTHKA TOKa)XXyBa W3BECHHM TOTCHIUjaId KapaKTEPUCTHYHH 32 MPEKHHTE
JIOKATHO/TIO0ATHN KOHEKIIMH KOM BO KOMOHMHAIMja CO MHOIITBOTO aKkTepH Ha ypOaHaTa MOJHMTHKA
MOJKaT Ja JIOHecaT MHOBATMBHHM HpoMeHH. OI TakBa MEPCIEKTHBA, CE MOCTAaBYBa NpAIlameTo 3a
yJorata Ha KyJITypara BO 0OBOj KOHTEKCT: KyJITYPHUTE EIIEMEHTH Ce MOBEKe Ce M0jaByBaaT Kako anaTka
Ha MOJIMTHYKATa EKOHOMHja, HO UCTO TaKa U KaKo W3pa3 Ha OTIOp, W IITO € HajBaKHO, KaKo JIEN O]
pa3BOjHUTE MPOEKTH Ha JokanuTeTute. KoHEUHO, ce YMHHU JieKa CUTE MPOoOJeMH Ha KBAIUTETOT Ha
JKHBOTOT BO TpajoT (WK Oaparmara 3a HMame MPaBo Ha rpajioT) 3aBpIlyBaaTr BO KYJATYpeH KOHMIHKT,
KaiemTo ypOaHOTO MecTO JOoOMBa HajjaceH M3pa3 W CO Toa Ce IM0jaByBa M KAakO MECTO Ha
TpaHcopMaIyja Ha MOJTUTHKATA.

Kiayunn 306opoBu: ypOaHarta NONMTHKA, AWCKYpC Ha Tio0aidM3auyjaTa, TpaHCHAIIMOHAIH3aM,
MOJIMTUYKA €KOHOMH]a, Pa3BOj/OAPKIUB Pa3BOj/KyIATYpeH OAPKIUB pa3Boj, COLUUO-KYATYPEH KaluTal,
KpeaTHBEH KaIHuTal
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Introduction

From the moment when they disclose their relationship, which later resulted in the marriage,
spicy details of the relationship between the current French President Nicolas Sarkozy and a stage
singer Carla Bruni begin to fill media space. Sarkozy’s official visits abroad, for example, the media
regularly have monitored through the prism of 'living the fancy life', while the political dimension of
his work often remained in the second level, in shadow of columns designed to celebrities. It is
interesting to detect in which way a particular commercial media in Croatia recorded the presidential
inauguration of U.S. president Barack Obama a few years ago. A frame of these kinds of media
narratives was determined, for example, comparing the attractiveness of macho torso of a new U.S.
president with the (un)attractiveness of the same body part of some other political figures, Arnold
Schwarzenegger, Vladimir Putin or Stjepan Mesi¢, which was suitably accompanied by appropriate

photographs of mentioned politicians.

However, the real question is what actually
lies in the social, economic and political level, in
the background of media scenes of these kinds.
Perhaps the media constructed and mediated
Sarkozy’s identity, as a member of the international
jet set club, is the more suitable framework for a
media marketing than it is the image of the French
president who is not afraid to lightly give a decrees
to the repressive state apparatus to sharply confront
with the protesters on the French streets, who have
been motivated by the loss of their social rights and
a growing class inequality? In addition, it is

remarkable to wonder if ‘complex media
discussions' about the representative body torso of
the present Russian prime minister Putin and his
hunting trophies, are more appropriate media
content than growing, serious, and mostly racially
motivated violence in today's Russia? The
matchless example is the ex-Italian Prime Minister
Silvio Berlusconi. Worth of analyzing is the
hypothesis that the true reasons and interests for the
flood of media narratives (even in those media
which are owned by Berlusconi himself!) on
Berlusconi's intimate and sexual lives, affairs and
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orgies with underage prostitutes, hiding in a mere
profit interests of the advertising industry. With
equal interest media system follows Berlusconi
plastic surgeries — with an important emphasize —
in this case the mentioned media marketing
framework is even more evident: a media item on
Berlusconi’s facelift ideally fits into advertising
blocks on beauty products for facial care. Namely,
mentioned type of media texts are much more
suitable material for a lucrative media business and
advertisers to attract media audiences then reports
about organizing a paramilitary, pro-fascist
oriented units in modern Italy, which horribly
reminiscent some of the worst years in the history
of our civilization. We will usually read, listen and
look about these problems only at the margins of
the media. There are a lot of examples such as
mentioned, positioned within case study
framework: politics-media-spectacle-industry, and
to their interpretation is dedicated this text.
Generally speaking, 1 will follow a few
levels of analyze in this text. First, [ am interested
to detect the trends of celebrization of politics as a
visible social and media phenomenon of the past
several decades. Many theorists associated this
phenomenon with the trends of so-called
personalization of political and politicians (Corner,
Pels, 2003; Street, 2004; Van Zoonen, 2006;
Couldry, Markham, 2007). Here I will place special
focus on analysis of various aspects of political
corruption, in the broadest sense of the term, within
the media constructed world. Furthermore, the
main effort in this paper is not to show do some
media talk or not talk about the problematic aspects
of politics, but why do they often speak about
politicians and their corruption, as well as politics
in general, through supposedly non-ideological (or
even apparently over-ideological) form that could
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be mark with the syntagme media
spectacularization of the social world. Contrary to
the thesis of non-ideological character of media
spectacle, I will attempt to show that the social and
cultural form of production of media spectacle, in
examples of politicians and political affairs, is
exactly a crucial ideological intention, typical for
the era of liberal-parliamentary democracy, as well
as to its economic counterpart — the neoliberal
consumer capitalism.

The wider context of the debate: the media
construction of social reality

Before we admit into the deconstruction of
the phenomenon of politics, politicians and political
corruption through concrete examples of their settle
into profit industry, and advertising media matrix
of spectacularization' and tabloidization®, it seems

1 Although it often appears and is seen as a combination of
more recent social and cultural phenomena, social
spectacularity of everyday life, in different forms of its
manifestation, is a historical constant at least since ancient
Greece and ancient Rome. Kembrew McLeod followed this
phenomenon from a historical perspective while focusing on
the early examples of the commodification of 'celebrities',
starting with the famous emperors and conquerors such as
Cesar, and Alexander the Great, through the reformation-
Enlightenment characters Erasmus and Luther, to the political-
activist icons what were Ben Franklin and Martin Luther King
(McLeod, 2006: 650-652). Certainly important historical
particularity of spectacle society and celebrity culture, conceive
it in the modern sense of the terms, is a fairly significant role
and support of tabloid mass media in the promotion of models
mark by two mentioned signifiers. Mass media in 20™ century —
as Frankfurt School scholars and the Situationist International
clearly warning — will become an indispensable tools not only
for promotion, but also for the production of spectacle, tabloid
culture and celebrity trends (more on this in Hromadzi¢, 2010).

2 The early start of media tabloidization is associated with the
beginnings of printing of so-called "Yellow press" in the late



important, at least in broad outline, to define a
place of the media within constructed order of
social reality. From media studies, for the last few
decades, we know that media are not a mere factor
of transmitting information, but an active agent in
the construction of social, political, economic,
cultural and every other kind of reality. From that
point of view, a pure term media, etymologically

19" and early 20" century, and to the leading media magnates
of that time, Joseph Pulitzer and William Hearst, and their
sensationalist tabloid magazines, The New York World and The
New York Mirror. The most important shift of these
publications — in direction of what will be later appoint as
media sensationalism — was highly evident introduction of
pictures, photographs and illustrations in these magazines,
especially if compare it with conventional ‘opinion making
magazines’ from 19 century, which were communicated
exclusively with words. The first news photo was publish in the
New York Daily Heraldy in 1880, but this practice results in
daily use only since 1904 after the London Daily Mirror began
with a regular photo illustrating of their sites, and this example
followed by the lllustrated Daily News from New York (more
on this in Freund, 1980). Also, an important novelty was the
use of a much larger titles in journals, which was already, from
the early beginning, in function of advertising (for more on
‘visual sensationalism’ printed at the early 20™ century in
Luthar, 1998:27-34). The beginning of media tabloidization,
and related social spectacularization, can be drawn even further
into history, to the 30s of the 19™ century in the United States,
when appeared so-called ‘penny magazines’, which difference
between production costs and sales prices covered with the sale
of advertising space (the best known journal of that kind was
the New York Sun that started print in 1833). Audience of these
magazines was consists of mostly semi-literate people, the
lower working class, and immigrants who have used these
publications to learn English. On the other hand, such
magazines offered them adequate facilities of 'light' nature
contents related to problems of everyday life, with promotion of
sensationalist approaches and avoid of any forms of political
alignments and ideological commitments, but with a clear
marketing and advertising policy in creating of mass consumer.

speaking, wrong points out its function’. At the
same time, mentioned distinction represents the key
point of difference between communications and
media studies®. It is the old question-doubt, which
implies the existence of clear divided line between
the imaginary 'objective' realities on the one hand,
and the shape of its representations, including the
media, on the other side. This is the problem
mentioned by Tony Bennett, who warned that
media is not a derivative of secondary importance,
which only passively reflect what they are served
by the mere reality, not to be an active and integral
part of the same reality. In his words, “the media
are not apart from social reality, passively

3 The term medium etymologically derivates from the Latin
medius, which means middle, one that connects or mediates.

4 Research and theoretical field of media studies has been
constituted at the junction between communication studies — as
the predominant model till the 70’s of the 20" century — and
cultural studies. The key difference between communication
and media studies is that these first largely emphasizes the
importance of media in terms of technology, taking the
individual as the main unit of analysis, where the dominant
discipline was psychology. On the other hand, media studies
positioned the media and seek for its meaning and role within
the broader social and cultural contexts. Since the very
beginning, media studies is closely associated with the
dominant direction in the humanities at that time — structuralism
(including the main particular references to structural linguistics
and structural anthropology), with an emphasis on semiotic and
semantic dimensions of information and communication
processes. The result of this connectivity is a key shift in the
perception of the media: since that moment media contents has
been view as media texts. In other words, the study of media
has been textualized, the relationship between text and context
within the culture get at focus, and understood as the totality of
ways of living. The old media communication paradigm
according to which the media are merely channels for
information and messages to the media audience was thrown
out of date, and the new epistemological paradigm in which
media is the active factor of structure of reality has been
contextualized.
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reflecting and giving back to the world its self-
image”, but quite opposite, “they are a part of
social reality, contributing to its contours and to the
logic and direction of its development via the
socially articulated way in which they shape our
perceptions” (Bennett, 1982: 286).

Already established and widely excepted the
phrase 'media as a mirror of society' can be
justified, but not in terms of its literal meaning — the
media that carry out some sort of objective, mirror
image of society. Mentioned phrase can serve as a
guide to the interpretation of media forms,
organizational and editorial policies of media
institutions, program contents and production-
consumption matrix produced by them, which
witness the spirit of particular era, and represent the
image of the current society where the media are an
indispensable and active part. Seen from, thus
defined perspective, we can say that today's media
contribute to the general spectacularization and,
briefly described above, the apparently problematic
type of de-politicization of society, touch the
tabloid trends and look for their financial interest.
Consequently, the media landscape — determinate
with program characteristics of so-called celebrity
culture’, or estradization, spectacularization,

5 The growing trend of sanctification of larger media space to
celebrities has been growing steadily since 50°s of the last
century in the United States, and decade later in the rest of the
so-called western societies. Celebrities awarded positions of
trendsetters, people who create and pave the way for new life
styles and patterns. In this context, Ellis Cashmore recognized —
as an important turning point — indicative meaningful change in
media coverage of monitoring sexual scandals of actors
Elizabeth Taylor and Richard Burton during the filming of the
famous Cleopatra in 1962. Photographic record of an intimate
embrace of these two Hollywood stars, made by Marcello
Gappetti, marked the beginning of paparazzi trend in media
coverage of celebrities, it was the one of key triggers of
celebrity culture (Cashmore, 2006).
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tabloidization, infotainment®, and infomercial’ —
becomes a mere framework for media publicity and
advertising”.

6 Infotainment is a compound term which combines self-
evident terms of information and entertainment, and is often
understand as info-entertainment or entertainment information,
create to explain the phenomenon of serious media-mediated
information in a funny way. In the context of cultural
consideration of the Internet, Manuel Castells understand
infotainment as logic of entertainment that dominates through
the audio-visual media, especially television. According to
Castells, Internet apparently interprets infotainment as a failed
communication and bypasses it (Castells, 2001).

7 Infomercial is a term used to indicate the link of information
and the commercial sector, and it is the process of creating
information susceptible to commercial interests. That process
ultimately leads to the very actual perspective - media contents
and socially relevant information becomes marginal frame for
promotion of advertising.

8 The history of this trend is not as short as it may sound.
Perhaps the best example of the programming format of media
content — according to the commercial and advertising interests
of the corporations — is an American multinational corporation
Procter & Gamble, which has traditionally focused on
manufacturing and distribution of detergents, soaps, shampoos
and related products. Procter & Gamble sponsored and
produced the first radio soap opera series (for which the genre
gets its name) in the 30’s of the 20" century (Procter &
Gamble already sponsored 22 radio soaps in USA in 1939).
They continued with the same business politics after the genre
has moved on TV in the 50's and 60's of 20" century. Add to
this, mentioned corporation sponsored production of one of the
first prime time television series (Our Private World, 1965),
and a series of television novels in Spanish language since the
1980’s to today. Interest of Procter & Gamble and related
corporations for sponsorship and produce of such media
contents should be sought in the fact that the media landscape
formed on that way is a very susceptible substrate for
commercial and marketing policies, as opposed to media
programs that fall within the sphere of informative, political, or
educational, which are not so ideal combination with profitably
orientated advertising strategies.



The narrower context of the debate: the concept
of (media) spectacle and embryo of politics
spectacle

In short, in this text the concept of spectacle
is positioning in pure essence, in habitus of
ideology of consumer capitalism. In the early
interpretations of key aspects of the social
dominance of the visual spectacle and the mediated
image, cultural critic theoreticians from the mid-
20" century, such as Benjamin, Adorno, and
Kracauer — who wrote about the bodies of the
mechanized spectacle of visual culture as a "mass
ornaments" (Kracauer, 1995) — played an important
role. In 60’s of the last century, they will be joined
by theorists like Boorstin and McLuhan, and the
epistemological foundation in understanding of
social, political and economic effects of mass
media-mediated images started to rapidly grow.

As a concept, the spectacle is almost
invariably associated with the French Situationists,
so-called Situationist International’, especially with
the most prominent member of Situationist
International Guy Debord, and his book T7he
Society of the Spectacle. Debord interpreted the
spectacle precisely through a complex ideological
matrix that included both, social-class (thesis
numb. 184: “The end of the history of culture
manifests itself in two opposing forms: the project

9 Situationist International, whose best known members were
Guy Debord, Raoul Vaneigem, Michele Bernstein and
Alexander Trocchi, was formally existed between the 1957 and
1972. In the first issue of their eponymous magazine,
situationist is defined as “a member of the Situationist
International who is theoretically or practically involved in the
processes of constructing situations”. Situationist International
has become the one of central and leading force in setting up
social and cultural events in May and June of '68.

of culture’s self-transcendence within total history,
and its preservation as a dead object for spectacular
contemplation. The first tendency has linked its fate
to social critique, the second to the defense of class
power”.), as well as cultural perspective (thesis
numb. 192: “...since the spectacle, whose function
is to use culture to bury all historical memory....”).
The primary focus of the Situationists' critique of
consumerist capitalism is dedicated to the concept
of the spectacle, which has been extended to all
spheres of everyday life as an ideology that
promotes the values of possessive individualism,
with a tendency to remove the distinction between
truth and plagiarism, reality and illusion.
Situationists will put in the center of social
problems the trends that will be recognized as the
key aspects of those phenomenon in the decades
after they promoted their thesis: in realized social
spectacle immediate life experience is being
replaced by an endless series of media-advertising
messages, and active civic participation, including
the political, replaced with the culture of passive
gaze, which ultimately leads to social alienation. As
Debord, extending this issue to the economic
sphere, in 193rd thesis of his book wrote: “as
culture becomes completely commodified it tends
to become the star commodity of spectacular
society” (Debord, 2006).

Murray Edelman — who dealt with the
comparative analysis of the US The New York
Times and the Indonesian Kompas in the 80’s of the
last century on examples of media representations
of symbolic political reality of 'Gulf Crisis' - does
not negate the fact that the political elites seek to
construct a spectacle and manipulate its meaning in
a certain contexts. However, Edelman introduces
another important aspect for a more complete
understanding of the concept of political spectacle
— a permanent open reception level, reflected in the
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experience of the audience who consume this type
of media narratives. His thesis is that “the tour of
stances from which people construct political
spectacles deals in uncertainties, interpretations,
and  contradictions, not n conclusive
generalizations” (Edelman, 1988: 123).

Christopher Lash signs book The Culture of
Narcissism, classic work published for the first
time in 1979, which is based on the concept of
historical interweaving of the politics, spectacle,
and advertising propaganda. According to this
author, the hub of mentioned variables creates a
profound problem: when politicians and managers
have no other aim beside to 'sell’ their leadership to
audience, they deprive of clear standards that can
determine the specific objective of the particular
policy and assess the success or failure. It
consequently leads to circumstances that crisis
management skills owe its entry into fashion to the
combine of politics and spectacle (Lash, 1991: 78-
79). Lash applied the thesis of politics as spectacle
to examples of American presidents Kennedy and
Nixon. The idea that a decisive factor was the
obsession to handle the crisis and impressions of
using the media, Lash tested on examples of
political media spectacle like the Kennedy’s
presidential ~ inaugurated  speech,  Nixon’s
tragicomic understanding of politics and, in his
opinion, the greatest spectacle of the sixties - the
war in Vietnam (Lash, 1991: 79-81).

Zizek will say that Nixon was a tragic figure
of the last classic American president. With Regan,
it means with the era of rearticulating of neo-liberal
capitalist model'®, enters the scene 'postmodern’

10 In the early 80’s of the 20™ century — when Reagan won
power in the U.S., and Thatcher took the political throne in
Great Britain — several key contours of neoliberalism
significantly overlaps: the political trends (the so-called
Thatcherism and Reganism), economic characteristics of the
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president of whom nobody expect to keep his
promises and formal programs (Zizek, 2010: 47).
An additional, at least symbolic, but certainly
indicative factor for the thesis that on the example
of Reagan — as a high-ranking political figure — is
possible to establish a link between economic and
political neo-liberalism, cultural postmodernism
and media spectacularism, is the fact that this is a
president who arrived in the White House directly
from Hollywood. Such tendencies in American
politics, as we know it, not only stop at the example
of Reagan. Arnold Schwarzenegger — the popular
actor of the action genre from the 80’s and 90’s —
based his campaign politics of ‘strong governor’
(supported on physical staging of the candidate!)
with the essential elements which irresistibly
reminded the promotion of his most famous
cinematic alter ego — Terminator. Symbolically
speaking, it was important subsequent to
Schwarzenegger’s political career (he was governor
of California from November 2003 to January
2011) (more on this in Garoian and Gaudelius,
2004: 302-304).

Basically, to discuss the phenomenon of the
spectacle as the media and socially mediated
concept, it means to put it in the context of political
and economic social structure, to articulate it as a
constitutional part of ideology of postmodern
culture within the model of neoliberal capitalism.
Neoliberal model (unsuccessfully) try to position

so-called post-industrialism or post-fordism (cognitive
capitalism, the dominance of ICT and service production
activities, precarious work, flexible capital accumulation...),
social characteristics of more significant individualism and
cultural dimensions of postmodernism (mass media supported
spectacularity and aestheticization of everyday life, the triumph
of sign and practice of signification, a highly developed
advertising industry, professionalisation of marketing and
advertising... (more on this in Slater, 1997: 9-11).



itself aside of traditional political ideologies'',
within the wide space of political center, beyond
the traditional political positions of right and left. It
is the ideology that does not speak in the classic,
traditional political and ideological terms. At a
fundamental level, every manifestation of the
spectacle is based as construct which has no a value
in itself, but it is a complex blend of individual and
collective valuable variables (economic, political,
social, cultural...). These wvariables crucially
important constitute the very habitus of the
presented construct and thus model of spectacle
draw its final look.

The rise of media-constructed political spectacle
and defeat of the idea of politics

In spectacularization of the world today —
importantly supported by the media itself —politics,
as an inevitable social sphere, paid its tribute to the
universal cultural and social celebritization and
tabloidization. Douglas Kellner appointed trend
named celebrity diplomacy, borrowing the phrase
by Andrew Cooper who used that term to mark the
policy of Bill Clinton as a global political superstar
(Cooper, 2009). Kellner applied Cooper's analysis
to the example of the current U.S. President Barack
Obama. According to Kellner thesis, Obama
received the presidential election only due to his
ability to effectively mobilize the media spectacle,
with the conclusion that “in this world of media
spectacle there may be pressure for politicians, as
well as celebrity diplomats, to substitute spectacle
for substance and engage in symbolic politics

11 The paradigmatic example of articulation of the neoliberal
ideology, that announces the end of the ‘classic political
ideology’, is a thesis about “the end of history” by Francis
Fukuyama (1992).

rather than the hard work of diplomacy, policy
formations and debate, compromise, and then the
laborious work of implementation” (Kellner, 2010:
123). Kellner dealt with linking themes of media
spectacle, media propaganda and high politics in
several of his works, with special emphasis on the
analysis of the U.S. presidential election in 2004.
For example, his thesis is that mass media coverage
of U.S. invasion of Iraq in 2003 produced hitherto
unseen media spectacle and it served to Bush
administration as a key propaganda tool in the
elections that followed the next year (Kellner,
2004). Kellner has completed his insights in the
book Media Spectacle and the Crisis of
Democracy, where he explores the rapidly
changing role of American media after September
11, 2001. With an analysis of the many levels of
this phenomenon, Kellner shows how narratives of
the spectacle begin to dominate the media covers
and contents, and it resulted with deterrent attention
from the real and substantially important public
issues (Kellner, 2005).

Already mentioned Bill Clinton, this time
within the context of a sexual affair with Monica
Lewinsky in the mid 90's of the 20" century, was
the subject of the analysis in text by Jodi Dean. The
author presents an insight how this affair connected
the media spectacle and public speeches, which
was completely stripped of classic standards and
criteria for critically intoned public debates. Jodi
believes that ‘Lewinski affair’ replaced tedious
media-political narratives with easy digest, piquant
and intriguing, with sexual insinuations
embroidered story. In his opinion, it demonstrates
why the public sphere pass through failure to
democratically and politically weighed in a global,
technologically networked society of late
capitalism (Jodi, 1999).
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In short, the key point — which helps us to
defend a thesis on the structural background of
contemporary politics as a mechanism involved in
the (post)industrial and mass media supported
production of the spectacle and celebrity culture
based on profit interests — rests on a turning off the
principles of classical Aristotelian conception of
political: the abandoning idea of the politics as a
mechanism of good, successful governance based
on law of the state, has opened the way for the
conception of politics as a good opportunity to
achieve career, private financial and business
interests. With advanced managerization of politics
and politicians, politics loses its substantive
essence, the crucial source which helped it to
traditionally definite itself as a social field which
promotes public interests. For example, using the
practical terms, previous thesis deals with
politicians who sit on supervisory boards of banks
and corporations, with the certain prospect that,
after their political careers end, they would find the
functions as well-paid consultants or managerial
personnel of privatized state-owned companies
whose privatization themselves contributed during
their term of office. A numerous examples of
political corruptions witnessed that such a system
of values constitute a serious threat to the political
order'?. In this way, politics as serious profession
seems as dead activity, and political parties take on
the characteristics of typical interest groups. Also,
political action become more and more
technocratic, which ultimately results in a current
and acute crisis of parliamentary representative

12 There is an indicative example of the three members of the
European Union parliament, Adrian Severin, Ernst Strasser and
Zoran Thaler, who fell for the provocation of British Sunday
Times magazine in March 2011, and accepted a false offer of
100 000 euros in bribes for lobbying in the EU parliament,
regarding to update of the laws on banking operations.
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democracy, symbolized by the phrase about the
lack of real, true choice in the political party
spectrum, and increasingly vociferous demands for
direct articulation of the democratic model of
participatory politics'*.

Here we again due to a blend of media and
current political trends. It is a crossroad where
corrupt political scandals often are produced and
perceived through the lens of the media trends
previously explained with the concepts of
spectacularization, tabloidization, and promotion of
celebrity culture. Many examples of this kind are
hard to miss. For example, in the midst of scandals,
deeply involving corruption activities, and abuse of
authority of the former Austrian financial Minister
Karl Heinz Grasser, the media did not miss any
opportunity to pass on details about Grasser’s hair
style when he appeared in the front of court. These
are media contributions that are debated whether
Grasser combs his hair and on which side, who is
designer of his suit, or what claimed his
controversial wife'*, marking the beginning of the
investigation against her husband... These kinds of
media  narratives and  approaches  are
complementary — and inextricably linked — with
broader social trends, celebrity culture and politics
infected with the symptoms of show business'”. It

13 Movement “Occupy Wall Street” — began in New York in
September 2011, and first expanded across the U.S. and then
globally to the rest of the world — is only the most indicative
example of this type so far.

14 Wife of Karl Heinz Grasser metaphorically associated the
process of judicial investigation in connection with financial
fraud of her husband, and the start of his hearing, with the
pressures that Marilyn Monroe was experienced in the years
before she committed suicide 1962.

15 Non problematize notion of the 'logical' connection between
the financial business circles, politics and celebrity culture
trends will allow, for example, to Swiss banker and chief
executive of Deutsche Bank to answer a reporter's question —



is always actual example of already mentioned,
recently former Italian Prime Minister Silvio
Berlusconi, and his outrageous conduct that was
openly deprive all the dignity of classical politics.
Zizek will interpret the case of Berlusconi in the
allegorical key — as diabolical political figure who
resembles on the character of Joker in film Batman
— the (ex)politician who “wantonly and openly
exploit the power of government to protect his own
economic interests”, with the important addition
that gives the spectacular media contribution to the
whole story, “dirty laundry of his personal marital
problems, according to style of the reality show,
washes in a front of the eyes of millions of
television viewers” (Zizek, 2010: 47). It is
important to emphasize that — behind the pile of
tabloid media narratives about Berlusconi's
intimate and sexual lives, affairs and orgies with
underage prostitutes, which have enormous
commercial and media sensationalized potential —
in the background of all these stories remain his,
obviously criminogenic, business activities,
manipulations and pressures.

From this perspective is interesting to note
duality of the media coverage of the arrest of
former Croatian Prime Minister Ivo Sanader in
December 2010. On the one hand, media have been
engaged, and are still engage, about political and
corruptive side of the story, but such narratives are
usually supplemented by trivial details of this
affair. For example, an item on Croatian national
television has been based on interview that reporter
had with invisible anonymous detainee through the
cell window, in which we — after the introductory
questions and answers related to detainees’ chance

what are personal achievements that justify his earning of 15
million euros in 2010 — with statement “so many, if not even
more, earn Hollywood star Julia Roberts too”.

to meet Sanader in prison — sooner found out
something about 'spicy' details of the story, such as
guessing whether Ivo has the same menu as the
other prisoners in custody... Then we had a chance
to get so 'important' details as: of what kind is the
interior decoration of Sanader’s cell or ethically
completely unacceptable 'crucifixion' of his family
through the stories of their closest neighbors, a
typical example of media-mediated gossip... A
kind of current highlight of this affair, spectaculary
covered by media, beautifully symbolizes the
television trailer which, in the manner of a dynamic
docudrama genre, euphorically announced 'national
tragedy' — trial to Ivo Sanader, who is the only
European (ex)premiere to be tried on suspicion of
accepting bribes. Also, there are numerous texts
about this affair from the Internet portals that are
rich with descriptions such as “(Sanader) appeared
in the courtroom polished as he was arranged by
fashion stylists all night long”. It is significant that
mentioned forms of media representations of this
case, but also many closely related to it, are not
limited to commercial media, but they deeply
determined production of media narratives of the
public media services, especially national
television.

Instead of conclusion

So, what the media tell us when the essence
of political corruption scandals frames with the
sensationalist tabloid-damaging information from
the benign and routine everyday life of their
players? On the one side, media testify the 'the
spirit of our time' in which any social phenomenon,
not even political corruption, is exclude from the
production of spectacle. It is the appropriate
content, contribution to consumer-advertising and
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market-advertising  reality = of  consumerist
capitalism which we live.

However, as noted Sighard Neckel, a
sociologist from Vienna, the general public opinion
is that curve of corruption is growing up today, that
it has been more than before, but this is a false
impression. According to Neckel, corruption has
always been, just as today, but in a time of
universal medialization of the world, we are more
exposure to talk about it in shorter intervals'®... Of
course, we should take a clear distance here, and
point out that the reason for that is not because
media is a 'good spirit' of society, the guardian for
the protection of the general social values and
similarly. No, it is evident fact that corrupted
abuses in politics simply have an enormous
journalistic value, the potential for spectacularity
and financial interests, which makes a closed
circuit with the above thesis on marketing and
advertising media-constructed reality of the world
which we live. Exactly this connection between
spectacular media representation of politics and
market-advertising machine makes a media
spectacle as pure ideological form of our so-called
post-ideological world. It is the ideology that is not
related to politics and political, but an ideology in
the service of capitalist market interests.
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Xajpyann Xpomanuk
IHouTKaTa N MEIUYMCKHOT CHEKTAKI
(Pe3nme)

TeKCTOT € IMOCBETEeH Ha TeOpEeTCKaTa U KBAJIMTATUBHA aHaju3a Ha (DEHOMEHOT Ha T.H. CIIEKTa-
KyJapu3alja, Tadouan3anyja u ,,cenedpusanuja (celebrity culture) Ha monmTukara u moauTUYapU-
TE Ha paMHHHATa HAa MEIMyMCKaTa KOHCTPYKIMja Ha OMNINTECTBEHATA PEATHOCT BO PAMKUTE HA KOH-
[ENTOT Ha OMIITECTBO HA CHEKTaKIH. [IpuToa, TOMONHUTENICH aKIIEHT € CTaBEH BP3 MPUMEPHUTE HA MO-
JIMTHYKATE KOPYNTHBHH CKaHIAIU U adepy KaKo MOCeOHO HHTEPECHH BO PAMKHUTE Ha CEH3aI[HOHAJIKC-
TUYKOTO U TAOJIOUTHO KOHIMITUPAHUOT XOPU30HT HA MEINYMCKH KOHCTpyupaHuot cBeT. Co Taa HaMme-
pa obpaboTeHa e HM3a Ha KOHKPETHH MPUMEPH Ha HEKOJIKY CBETCKH, HO U XPBATCKH, TOJTUTUIKU (pu-
rypu u adepu Bp3aHu 3a HUB. KilyuHaTta Te€3a BO TEKCTOT - CIPOTHBHO OJ HEKOM HACTOjyBama Me-
JUYMCKHOT CIIEKTaKJ Jla ce MPHKaKE KaKo HEeHJeoNomKka (Iypyu U Haauaeosonka) hopma - € Kako
OIIITECTBEHUTE W KyJATYpHH oOpacuy Ha MPOAYKIHja Ha MEIUYMCKH CHEKTaKIM Ha MpUMEpPHUTE Ha
MOJIMTHYAPHUTE U MOJIMTUYKHUTE adepd, BOJCHH OJ Mpo(UTHATA JIOTHKA HA MapKETHUHINKO-OTIacyBad-
Kata MHAYCTPHja, TO CUMOOJIU3UPAAT TOKMY CHPOTUBHOTO: YHCTATa MJIEOJOIIKa (hopMa KapakTepHc-
THUYHA 3a epaTa Ha JTudepaiHaTa JeMOKpaTHja i HeOMUOEpaTHUOT HOTPOITYBAaYKH KaITUTATIH3aM.

Knyuynu 300poBu: OIMTHKA, ,,cenedpu3anuja’“, MeAnyMcKa TaOJIOMIN3a1Hja, OMIITECTBO Ha CIIEKTAKI
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Cultural studies emerged as a form of radical inquiry which went against reductionism and

economism, which went against the base ad superstructure metaphor and which resisted the notion of
false consciousness... The return to a pre-postmodern Marxism as marked out by critics like Frederic
Jameson and David Harvey is untenable because the terms of that return are predicated on
prioritizing economic relations and economic determinations over cultural and political relations by

positioning these latter in a mechanical and reflectionist role.

Visual Consumer Society

In the contemporary Cultural Studies the
theory of visual society shows that visual images
(digital and analog forms) are not completely
‘free’ and play a primary role in trade within
modern societies. Today, it seems that art is
expected to have (thick) financial value to supply
the art market. By this logic, visual discourses
have a primary role in the functioning of
commercial strategies of the ads. Images take a
central role in visual commodity society (culture)
and its artistic ‘value’ depends on the constant
production of goods, on behalf of their
‘function’. Such visuals advertising images are

Angela McRobbie (1992)

central to the construction of cultural ideas,
lifestyle, images of ourself, daily life culture,
celebrity, glamor.

Marita Sturken and and Lisa Cartwright in
Practices of Looking: An Introduction to Visual
Culture (2005) say that marketing is always the
constructed image of things that are desirable
for life as it should be. Hence, the contemporary
discourse of visual displays necessary social
values and ideologies of what it means ,,beautiful
life’” which is a fundamental shifted paradigm in
order to invite the viewers i.e. consumers to put
themselves within the world of advertising and
marketing. Especially today, the functioning of
the world is conceived and depends on the
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virtual abstraction, which is potentially an idea
for the subject that should not be situated in the
present, but in the imagined future. This idea
promises consumers that the ads show a future to
the subjects they should have, their lifestyle in
which they should participate. Advertising/ad
project always speaks the language of the future
on behalf of the global communication. We are
faced with the context of our daily life: in

newspapers, magazines, television, movies,
billboards, public transportation, clothing,
fashion, World  Wide  Web (www).

Advertisements indicate strategies with a wide
range of voices. Companies create ads on behalf
of designing visual corporation identities,
products, services. In today's complex world of
media reality the ads are constantly ‘updated’ in
order to increase public attention to
customers/consumers. In the coherent world of
advertising the images can be presented as
science, art, industry, documentation or personal
memories.

In fact, the ad is a basic component in
consumer society and capitalism, today (in a
manner of capitalism as an economic system in
which investment and ownership of the means of
production, distribution and exchange of material
goods - are primarily in the hands of individuals
and corporations). The ad is one of the primary
means for exchanging the goods. Consumerism
(consumer society) shows that the subject is
constantly confronted by changing the terms of
spending with the development of mass
production and urban centers (for example, the
streets in capitals, internet, facebook, twitter,
myspace, electronic commerce, e-bay, window
shopping - become wide forums for advertising).
The need for visual consumption is an important
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part of the consumer ideology strategies. In
humanities, like many other humanistic
practices, ad industry, as mass art, includes
dichotomy as: valuable art (beautiful/good) and
worthless (ugly/bad) art. Philosophical aspect
signifies advertising industry that requires initial
identification, and then - comment. The purpose
is to indicate something about the nature of
comprehension (in opposition to its social
properties). Noel Carroll (1998) rejects the view
that the difference between high and mass
culture is arbitrary. According to him, it is a
convention that is articulated in the interest of the
views of social and economic power. In this
sense, advertisements could be explained in a
way which are produced / reproduced and
circulates through the mass media. In a manner
of Carroll, if ads are mass/light art then, the ease
way with which it is consumed is not failure but
a designed element that is based on the mass
function of art as an instrument for addressing
‘mass audiences’.

Rhetoric Turn of the Capital and Ads

Ad industry is signified and strongly
supported by the detailed analyses by the
Glasgow Media Group (1980). Ads could be
signified as a necessary feature of all capitalist
economies and power to signify not a neutral
force in society, but signification that is entered
into controversial and conflicting social issues as
a real social force. In the Cultural Studies, the
rhetoric turn of the capital (as a frequency
method in the history of the humanities in the
twentieth century) is the clue point for detecting
the wvisual culture society in a broader
epistemological context by, the turnover of



everyday life (Mukeriji & Schudson 1991). From
distanced perspective, this ,,turnover’’, probably
has not that degree of coherence, as have some
other relevant epistemological turnovers in the
twentieth century. The turnover of everyday life
offers spectacular coverage that is important
crossing over humanities in the 21st century. The
turnover to everyday practices of consumer
culture seems to be expanding across various
disciplines in cultural studies, starting with
different disciplinary locations, in different
configurations of institutions, knowledge, power,
and shows its strength in the totality of the
discourses of these disciplines. Stuart Hall
(2006) argues that the change of the development
of capitalism, more or less permanent, marks a
cultural battle that focuses on exploration of
popular culture and its transformation into a
consumer culture. The capital required in such
reform efforts, popular culture (traditionally) is
indicated through strategies of resistance, and
thus have constantly to be disciplined and
remodeled. Changes in culture are just
euphemisms for active marginalization of some
everyday cultural forms and consumer practices.
Hence, ads culture is not univocal structure of
the resistance neither of the imposed form. In
this duality, it is a primary area of
transformations that take place in capitalism.

The power of media is in penetration into
the daily life where consumers are involved in
the interpretation of art, they comment on, love
it, buy it, resell it. Cultural capital is access
opportunity to cultural resources from which the
content could be drawn. If such capital is not
used, then it is dead (McRobbie 1992). Ads
industries are based on exploitation of
intellectual property rights of all previous

generations, all images, words that occurred
previously. Hence, ads culture and new market
conditions is a combination of creation,
production and commercialization of creative
contents which by their nature, are untouchable,
intangible and cultural. Advertising culture
occurs in conditions of servitude in between
renaming, cultural resources offered by
capitalism and everyday life. Everyday life is
profiled through consumer practices of ads and is
marked by creativity, through the use of
resources offered by the system. Everyday
practices have generally available material and
are motivated by a double pleasure: the pleasure
of producing meanings (on the basis of their own
social experience) and the satisfaction of
avoiding social disciplines (imposed by the block
of power).

Cultural studies show that advertising
could not be explained without strategies of
political economic foundations and context of the
cultural practices. As N. Garnham points out -
the political economy of creative industries has
never argued that all cultural practices are either
determinate by or functional for the mode of
production of material life (2000). But it has
argued that capitalist mode of ads production has
certain core structural characteristics — available
material and symbolic resources and depends of
circuits of commodified cultural production,
distribution and consumption. Advertising
represents the battle between the forces of
confinement and the forces of openness between
homogeneity and heterogeneity preferred
significance of its reading. Ads products create a
battle between the ‘disciplined power’ of the
social order and multiple resistance to it. Hence,
the meanings of ads products are created based
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on its interwoven with everyday life. In fact, ads
as texts (products, artifacts of popular culture
goods) are unfinished and incomplete articles -
until they engage in everyday life. That is
circulation of social meanings. Ads as ‘popular
items’ are intended for consumer culture and
work only on behalf of the social circulation of
meanings and pleasures.

The circulation of ads products is opened
through  different  intertextual, causing
interdisciplinary interpretation (and production)
which is realized in different contexts, in
different ways. Capitalism as a formation of
mass culture is filled with empty spaces. Later,
we transform these empty spaces into products of
popular culture, thus we legitimate our resistance
to the dominant origin of social power.
Production of the ads is moved to consumption.
Consumption ads culture is a culture where ads
have a basic cultural importance. Ads as artifacts
are bought and sold in the social system of
exchange. Ads have their own function through
the principle of ‘commodity self’ indicating that
the subject is mediated and constructed through
consumption and use of goods. Take the ads for
»Scotch Wisky’’. Always it is a part of a
campaign to attract certain type of people,
profiled through their profession, interests,
hobbies, favorite books, favorite beverage. The
general impression is that the ads are designed to
successfully sell products through branded
names and corporate logos. Renowned Marxist
term 'commodity fetishism' suggests that mass
produced goods are deprived of significance
during their production and are filled with new
meaning which gives mystified value to the ad
product. At the end it is returned back to the
market as a fetishistic artifact product. Fetishism
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commodity is perceived as an inevitable result of
mass production and distribution of commodities
in relation to different consumers. Commodity
fetishism is a kind of mystification system that
empties objects of importance to their production
and meets the commodity status. Fetishism
operates through commodity reification as a
process by which abstract ideas are turned into
concrete and actual. In advertising industry this
means that objects need to acquire ,.human
traits’’ (objects are, sexy, romantic, for example)
and human relations are significant ,,objective’’
but without emotional meanings. For example,
Chanel No.5 (2009) perfume ads pretends to
refer to ‘high’ status and class tradition (hence
require such consumers), while Calvin Klein ads
always refer provocative minded sexual status
and attract such consumers.

The banal serial production of everyday
life and the imposition of commodity fetishism
could be seen in the historic example of Andy
Warhol - Cans of Soup (1962). This project fits
Warhol proactively differences between art and
design and aesthetics and repetition of the
celebrates mass culture. Multiplication of soup
cans refer to the excessive production of
commodities and dominance repetition. The
project is controversial because at the same time
it is a gentle affection for the artist and for the
consumer. Viewers and consumers are becoming
typical subjects whose product is targeted
advertising. Ads manipulate our fantasies, our
mysterious desires, i.e, they are articulated across
social imagination, including us as subjects of
communication.

This suggests that the other dimension of
the ads culture is something that Stuart Hall calls
as ,longing place" (2006). With a language of



philosophy of ad industry it could be said that
desires in ads represent their objects as good
things to have: ,,If I have a desire for x then x is
represented as a good state of affairs, one that
should obtain. But then, desires can be
epistemically defective. And desires that are
epistemically defective and that have favourable
implications for some practice of domination can
be called ideological desires’ (Caroll, 1998,
384). In this sense I intend to say that an
advertisement might be misleading and it might
falsely represent something as something good to
have. Should we take these representations on as
our own, our desires would be epistemically
defective. =~ Moreover, if possessed of
epistemically defective desires that are either
tenets of or that have favourable implications for
some practice of social domination, they would
be ideological. We talk about affective
dimension of ideology here and the stress is on
epistemic defectiveness that does not render the
ineffective in addressing issues of emotion and
desire.

In advertising industry desires forms are
forms of public imagination and all advertising
industry itself is understood as one big collective
dream. Mica Nava (1987) speaks about
consumerism and its contradictions, and in this
sense ads culture is a kind of escapism, running
of the subjects not from one place to another, but
it is an escape from our Utopian selves. Cultural
practices for advertising strategies have the
function of dreams, articulated as collective
(repressed) wishes and desires. Therefore, this
imposes euphemistically, a version of the
advertising cultural criticism, because if there is
a crime of ads culture that is because it takes our
dreams, packs and sells them back to us. That is

its power, because it brings lots of different
dreams which, in other circumstances, are hardly
know. Mass market varies because of the
standards imposed by the global economy. Take
for example - Nike or Coca-Cola. What these
companies actually do? They do not make shoes
or drink. The products are random produced but
they offer a lifestyle. Companies as Nike or
Coca-Cola do not govern the factories and
companies but the story, with longing, and the
language they wuse is not non-subjective
analytical or intuitive and aesthetic, but it is the
language of the storyteller, entertainer and artist.

Today, it is obvious that in the context of
the contemporary advertising industry, rigid
dichotomies: science-industry, culture-business -
are outdated and serious obstacles to modern
revision and social regeneration of the essential
problems. And art itself. In the era of creative
arts practice in everyday culture, there is no rigid
distinctions  between the  creativity of
entrepreneurs, scientist or artist. All this shows
that the role of the artist is changed. The artist is
no longer a loner with ,,magical” esoteric talent,
protected by their sponsors. Artistic creativity
becomes a stable part of the everyday culture, a
professional activity.

Media, Viewers, Consumers.
More glamor, please.

Culture Studies use speculative approach
for interpretation of the ads industry. This
approach could be defined as cultural, political or
social. Cultural approach in ads industry means
that trivialization of (high, elite) culture into the
ads is a result of the dissemination of the mass
culture associated with the ‘new’ media. Political
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Parisienne / Yves Saint Laurent (2009)

aspects of ads industry integrates the
vulnerability of the masses to the false appeals
propaganda and influence of the media, because
media effects are not direct but mediated by
other social processes. Social perspective shows
another view, it is the exposure of the masses to
the commercialized influences, via the media.
Advertising images are interpellated in the
viewers / consumers. Interpellation (Althusser) is
a process which can be distinguished itself in the
position of subjects being offered in a particular
team or product. Ads speak through the modes of
address and intend to involve itselves in the
viewers. This is familiar to ads because
advertising is a process by which ideological
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systems call out social subjects (viewers) and tell
them their place in the system. Interpellation in
ads industry refers to the ways that ad project
(products) address their consumers (viewers) and
recruit them into a particular ideological
position. Images can be said designate the kind
of a viewer they intend to them to be. The ads
speak the language of representation through
images. Some of the advertisements for perfume
in perfume advertising promotes different
perfume that will smell differently for each
customer. In the theory of the Frankfurt School
this concept is known as pseudoindividuality, as
a wrong idea of individuality.
Pseudoindividuality is means with which



consumer culture sell the shape the
homogenization to the consumers, while
reassuring them that the product will produce
individuality. . Pseudoindividuality describes the
way that mass culture creates a false sense of
individuality in cultural consumer. This refers to
the advertising that addresses the
viewer/consumer specifically as an individual, as
in the case of advertising actually claiming that a
ad product will enhance one’s individuality,
while it is speaking to many people at once.

In  Stuart Hall perspective, the
conventional approaches to advertising content
have assumed the strategies of exclusion,
selection, editing of ads content, constructing of
an account into a ‘story’, the use of particular
narrative types of exposition, the way the verbal
and visual discourses of, say, billboards or TV
are articulated together to make a certain kind of
effect, are all merely technical issue. But, from
point of view of the signification, there are all
elements of elementary forms of the social
practices in ads industry. They are the means
whereby particular accounts in visual industry
are constructed. Signification is a social practice
within media institutions, because a particular
form of social organization has evolved which
enabled the producers (broadcasters) to employ
the means of meaning production at their
disposal (the technical equipment) through a
certain practical use of them. In fact I explain
that combination of the elements of signification
in ads industry in order to produce a product (a
specific meaning of the ads).

The specificity of ads presentation lay
precisely in the way a social practice is
organized, so as to produce a symbolic product.
Ads are placed between the product ratio

(meaning, signified / signified) and mark
(signifier). The product is sold as a cultural
significance. When we consume goods we
consumed them as commodity signs, such as
significance that should encodes. The ad uses
specific codes and conventions to reach viewers.
Some ads shock, some only produce meaning,
some create brand products. The brand is
created through a campaign. The game is crucial
in branding the product. For example, the bottle
for the drink Absolute Vodka (Warhol 1985)
resembles the novels of Mary Shelley. This ad is
an instant recognizable, even those who have not
tried vodka know its brand name. On the other
hand, the brand has been transformed in art —
advertising. ,,Vodka" support Andy Warhol,
Kenny Screw, Keith Haring, Ed Rusha that
besides working on the issue and ad book which
specializes in the campaign. For ads product to
be the brand, they should contain artistic value.
Ads are governed by the principle assumption of
meaning (presumption of relevance) that it
increases the essential meaning and power to
persuade. For example, the impression that the
appearance of someone's hair is a key factor in
changing someone's life. Or, let’s say the use of a
shampoo will help to attract the desired subject.
Such statements are absurd in the real world but
the world of advertising work in a perfect sense.
All ads speak with the language of
transformation, namely, products that are
produced will always beautify one's life / style /
decisions / look / work. This is because the main
princip in ads is the - princip of imagination. The
world is shown in the ads is fiction, artificiclen
world. There are two principles here. The
presumption of principle and the principle of the
fiction - suggest the existence of equivalence
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between the elements in the ad world, between
the product and its label. Take the ad Parisienne,
Yves Saint Laurent (2009). It is created a highly
sophisticated equality between the woman (Kate
Moss) and roses whose semantics are bound to
mystery, passion, making love, sensuality
associated with the softness of petals that are tear
/ have squeezed the black bedding. In the
language of feminism this is a metonymic
mechanism along a chain of connotative
signifiers. Roses (white and pink) are a dramatic
contrast of black leather dress, black makeup,
black car, black hotel room with dark curtains. In
fact, there is the politics of signification here
because the power involved in the visual
discourses is an ideological power, i.e. the power
to signify events in a particular way. An
important part of advertising visual discourses
concerning the fashion industry, -clothing,
consumer industry, glamor, the layout. However,
in the dominant context, the visual sensuality and
eroticism of the women in ads, or the
representation of their external beauty, emphasis
on the female body in some way - suggests that
gender asymmetry suggests that the woman is
primarily icon object. While it is a representation
of the world of women, however, it insist
masculine  technical strategies of visual
objectification of women. Ideology, according to
this perspective, has not only become a ‘material
force’, but it has also become a site of struggle
(between competing definitions). It give to
ideology a relative independent of ‘relative
autonomy’. This means that ideology can no
longer be seen as a dependent variable, a mere
reflection of a pre-given reality in the mind, but
depends on the balance of forces in a particular
historical conjuncture, on the politics of
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construction and signification. This theory of the
‘no necessary class belongingness’ of ideological
elements and the possibilities of ideological
struggle to articulate/disarticulate meaning was
an insight drawn from Gramsci’s work and
developed by Laclau (1977). In masculinism
frames, it is probably impossible to avoid macho
formal strategies for creating ads, and it is
impossible to indicate semantic real clue of the
‘woman’, hence there is a dangerous and specific
position i.e. superficial representation about the
‘feminine’ in world of history of creative
industries, about which react feminist theorists of
British Cultural Studies.
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Cenka AHacTacoBa
Busyesanara pexkjaMHa MHIYCTPHja M CTYIMMTe HA KYJTypaTa
(Pe3ume)

OBa ucTpaxyBame T NMPOydyBa HAYYHHTE CTPATETHMH Ha WHTEPIPETAIIUH BO pEKIIaMHaTa WH-
JyCTpHja M BO CTYAMHTE Ha KyiTypa. Ke ce akTyanms3upa MHTEpIHCIHIUIMHAPHOTO IPOYdyBamke HA
CIICIHUBE MPOOJIEMH: ,,[TIeAame’/ ,,IoCMaTpame* Kperpame BU3yeIH! KOPIOPAaTUBHH CyOjeKTH, OpeH-
JIOBH, MTPOIYKTH, IPAKTHUKU. BO JEHEITHUOT KOMIUIEKCEH CBET Ha BU3YEIHO MOTPOIIYBAYKO OIIITECT-
BO M MEIMyMCKa ’CTBapHOCT', PEKJIaMHUTE Ce MU3ajHUpaaT coO LeN Ja ro MpHuBleYyaT BHUMAHHETO Ha
riefaynte (KOHCYMEpHUTE), Ma OTTYKa, K€ ce MpOoydyyBaaT IUXOTOMHYHHTE pPesIalliy MOMery MacoB-
HaTa‘ M 'BUCOKAaTa‘ YMETHOCT, PETOPUIKHUOT OOPT Ha KyJNTypHHUOT KamUTal, 33I0BOJICTBOTO Ha MPOU-
3BeAyBame '3HauecHme . OCHOBHHTE MPOOJIEMH Ke Ce aHAIM3UpPaaT HU3 TEOpHjaTa Ha perpe3cHTaIlr]a
BO COJIEjCTBO CO HAyKATa 3a YMETHOCTA, eCTETHKATa ¥ KpeaTHBHATa eKoHoMmuja. Ke ce mpencruTyBaat
PUTHMAHUTE TUXOTOMHUU: HayKa-UHAYCTpH]ja, KynTypa-ou3Huc. OBoj TEKCT ke MOHYIM HUBHA KPUTHUYKA
WHTepIpeTanyja u pesnsuja. llocTon mena moiMTHUKa Ha perpe3eHTanrja U UACONOIKa MOK HHBO-
JIBHpaHa BO BU3YEHHTE IUCKYPCH, a Toa 0apa OJHOBO peakTyalH3upame Ha METOJOIOTUUTE U eTHCTE-
MOJIOTHHTE BO KOHTEKCT Ha TEOpHjaTa Ha CEKOjIHEBHETO U Ha KpeaTUBHUTE WHAYCTPHH, ICHEC.

Kiayuynan 30opoBuM: pexiama, KyJITypHH CTYIOWM, KpEaTHBHU HWHIYCTPUHW, TOJUTHKA Ha
penpeseHTalyja, IoTPoLIyBadKa KyJITypa
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JaBop Ilnckau

VIIK 316.723(436):821.163.42(436.3)-1.09
Original scientific paper/H3zsopen nayuen mpyo

MOTKYJITYPHUTE KOJIOBU HA 3BUPKATA IECHU
JAYKH HA MATE MEPILIUK MUJIOPAIUK

Kiy4nu 360poBH: TOTKYATYpHHU KOJOBH, Mate Mepiuk Munopaauk, KyaTypHa XereMoHHja

Temama Ha o6oj mpyo e oa ce npezeHmupa OYHMOM KOH OOMUHAHMHAMA A8CMPO-YHeAPCKA
KVAMYPHA Xe2eMOHUjd Had MOj HAYUH WMo 80 KYJIMYPHAMA Xe2eMOHUja ce 8HeCY8a NOMKYIMYPeH KOO.
Taka, co moougpuxayuja na Kyimypuama mpaouyuja, ce pazjacuysa Hekoj KOHQAUKM u 60e0HO, 60
npoyecom Ha KOMYHUKAYUjd, ce ROCMAgy8a MONCHOCMA mMoj KOH@auKkm u da ce paspewu. Kaxo npu-
Mep 3a 080] npoyec ce Hagedysaam Moouguxkayuume 6o noemckama 3oupka Jauku na Mame Mepuiux
Munopaoux u ce omkpusaam Ha4yuHume Ha KOU Moj CO30al C80j CONCMBEH NOMKVAMYPeH KOO U KaKO
Moj NOMKYAMYpPeH KOO CIMAHAN eOHa 00 ChneyupuuHume Kapakmepucmuku Ha epaoutudancroxpeam-

ckama Kyaimypad.

Camoro nehuHHpame Ha MOMMOT KyITypa
HE € BOOIIIITO JIECHO HUTY €IHOCTABHO, I1a TaKa
KyJNTypatra MoXe, Mel'y OCTaHaTHTEe NeHUHUIIUH,
Ja ce chaTh ¥ Kako OJpe/icHa CTaHAapau3alija
Ha BHATPEIIHOTO W HAJBOPEIIHOTO OIHECYBakbE
Ha mnoexuHiuTe W ommTectBoTo (Ilic, 1991).
BeymHocT cranyBa 300p 3a u300p of1 IenuHaTa
Ha Hay4YeHOTO OJHECYyBamke KOE ja IpeHecyBa
rpyna jyre co 3agaHuU4Ka Tpaaunuja. Toj u3oop
I'¥ Moapa3bupa: YMETHOCTa, HayKaTa, peliurujaTa
u ¢uozodujaTa U CUTE TEXHUKHA U TEXHOJIOTHUH
KOM TIOMaraar BO peaji3aliijaTa Ha Koe OMIIo 1mo-
npadje Ha Kynrypara. Ce BepyBa jeka JIyf'eTo BO
OIIITECTBOTO TOJNKY JOOPO I'M HAy4yBaaT CBOMTE
KYJATYpPHH OOpaciiy, IITO IOTrOJIEMUOT AC O
KYJITYPHOTO OJHECYBak€ Ce OJIBUBA Ha MOTCBEC-

Ha pamHuHa. Ho, BO cBojaTta kHura Kyimypa u
auunocm, E.B. Coxonos (Sokolov, 1976) ucrak-
HyBa JleKa KyJITypaTa He € caMO O0jeKTHBEH (e-
HOMEH, TyKy Tpeba ma ce HaOJbynyBa BO KOH-
TEKCT Ha OJTHOCOT Ha YOBEKOT KOH CaMHOT cele,
OJIHOCHO Taa € ,,MHJMBUyaTHa BPEIHOCT KoOja
ja moapasbupa cnoboaara Ha TMOSAWHENOT: KyJ-
Typara ¢ ¢bopMa Ha pa3BOj U CaMOIOTBPIyBAkE
BO OIIITECTBOTO, HO M MpPEJ CAMHOT ceOecH.
Kyntypara e  onmrecTBeH  CHCTEM
(Luhmann, 2010) xoj uma cBoja dopma U CBOj
MenuyM. Ja3uKOT € MeJUyM 3a Pa3Boj Ha KyJTy-
para BO paMKHTE Ha ONIITECTBOTO, a (hopmara ce
U CUTE CEMHOTHYKH OJHOCH KOW MOXaT Ja ce
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BOCIIOCTaBaT BHATPE BO MC,Z[I/IyMI/ITe.l [Nonaramy,
aKo ja3UKOT BO CBOjaTa CYIITHHA € CEMHOTHYCH,
a Kako MEIUMyM TOj € M HYXXEH 3a Pa3BOjOT Ha
KyJATypara, TpOW3JIeryBa JeKa CEMHOTHYKHOT
KPUTEPHYM Ha jJa3WKOT € €IICH OJf TEMEIHUTE
KPUTEPUYMH 3a Pa3BOj Ha T.H. CUMOOJIMYKA KYJI-
Typa.2 CuMOOIMYKHATE aCIeKTH Ha KyJITypara
MOJKaT HajlIecHO Ja ce caraT Kako crnenupuaHu
KOJIOBH KOU ,,HE C€ YCIOBEHH OJf TCHETUYKHOT
KOJl, HUTY YOBEKOT C€ para Kako KYJITypHO
ouTthe, TyKy KyaTypara ce Y4, IMpH IITO Ce BOC-
MOCTaBYBaaT Pa3IMYHU OOJHIIM HA KOMYHHUKAI[H-
ja, kKako BepOajHM Taka W HeBepOamHU, a Toa
yueHle IMOojpa30upa COBIAIYBakE Ha OJIPEICHU

PEIMIUCKH, HAyYHH M YMETHHYKH KOJOBH'
(Becanovi¢, 2010). KomoBute BCymHOCT ce
CUMOOTHYKU KyJITYypHH reHepalu3aun

(Luhmann, 2010) xou o eqHa cTpaHa ce pe3yd-
TaT Ha ONIITECTBEHHOT pPa3BOj M CTAaTyC, a O
Jpyra CTpaHa ce TeMeJaT Ha KYJTYpHHOT U300p
Ha noeuHenoT. FIMeHo, celekTuBHATa yrnoTpeda
Ha ja3WKOT Ha MOEIUHENOT MOXe J1a ja MoIudu-
LMpa CeMaHTHKaTa Ha CUMOOJMYHHUOT KYyJITypeH
KOJ ¥ J1a My npuaaje o0enexja Ha COTICTBEHHOT
HICHTHTET,” a Jany TOj KOJ ke ONCTaHe, 3aBHCH
caMo O] Toa Jaiii ke ce npudaTh BO KOMyHHKa-
LIUCKUOT MPOIEC BO PAMKHTE HAa CHUCTEMOT Ha
OIMIITECTBOTO . AKO He ce mpH(aTH, KOIOT OTy-

1
3a omgHOCOT Ha (JOPMHTE M MEAUyMUTE BHATPE BO

OMINTECTBEHHUOT cocTas: Luhmann, 2009
2 Kynrypata Moxe Ja ce MOZGNH HA HENOCPETHA U
cumbonuuka Kynrypa. Hemocpennara kynatypa e 30up Ha cute
MaTepHjalHi COCTaBKM M IMOCTallka CO Koja Ce MeHyBa
MpUpoIaTa, a CUMOOJIMYKATa KyITypa € 30Mp Ha CHMOOINYKH
u cemuotuuky Barjanmja (Kloskowska, 1985).
> VIHAMBHIyamHHOT KOJA TO TOTBPAyBa HICHTHTCTOT Ha
MOC/INHEIOT, BHATPE BO HEKOj COCTAB.

UYoBeKOT BO KOHTEKCT Ha CHCTEMCKara Teopuja e
JICTIOHMOMITHA CBECT KOja TMOCTOjaHO CE BKIydyBa H CE
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MHpa, a ako ce mnpudarth TOj MOYHYBa JAa ja
MPOHUKHYBA IeNlaTa KyJITypa, 11a Ha TOj HAYWH |
MMOCTMHEYHUTE 00eIeXkja Ha HICHTUTETOT MOXKAT
Ja ce MmpoHajaat Bo Kyiartypara. Ho uHTepecHo e
Jla ce pasriiefia IMTO Ce CIlydyBa Kora OJielHa
KyATypa He caka na mpudaTH HEKOj IMOSIHEI:
HeKoja T.H. qucnonnGunHa ceect?” IllTo kora ce
CIIy4yBa TaKOB TUI Ha KOH(IUKT?
[Icuxomorujara TBpAM aeKa BO KOH(IHUKT-
HU M aHKCHO3HH CUTyallud Ha HETUPamke Ha WH-
JIUBUyaIHOTO, TIpeJl C¢ c€ pa3BHBa ,,cBECHOCTA™
Ha TOEeIWHEIoT (ce TMojaByBa OJeqHAIl M HeHa-
JIEJHO), a TEMEIIHOTO TIpallame KOe MOSAMHEIOT
TOTAIll CH TO TOCTaByBa ceOecH € MpallamkeTo 3a
nuanata cinobona (Cubela, 2003). Cera e unTe-
pecHO J1a ce pasriena Kako MOeAWHEINOoT ja pas-
pellyBa cuTyalujata BO Koja BO paMKUTE Ha JI0-
MHUHAaHTHaTa (XEreMOHHCTHYKA) KyJlTypa My ce
orpann4yBa ciobonara. imeno, toram ,,0cBec-
TEHUOT" TIOCJUHEIl Pa3BUBa KOH(IUKTHA CUTYya-
IIMja U BIIeryBa Bo 00pOa MpOTUB KyJITypHATa Xe-
TeMOHHja, OHaKa Kako IITO My Hajara COIICTBe-
HOTO YyBCTBO 3a MpaBenHOCT. EjeH o1 HaunHuTE
Ha OCTBapyBamC Ha MPAaBEIHOCTA € IaBAETO OT-
MOp Ha HauYMH KOj MaHMITyJUpa CO KOJIOBHUTE Ha
KyJITypHaTa XereMoHwja. Toraml IOeInHEeNoT,
KaKo BO GOpeuKaTa BEITHHA aHKHI0,’ M Ipese-

UCKIIyYyBa OJ KYJITYPHHOT CHCTEM Ha OHIITECTBOTO.
WunuBuayymMoT He npumara HUTY Ha €I€H CHCTEM, HO
HCTOBPEMEHO CE Haora BO MHOTY, 3aIlITO IIOCTOjaHO OajaHcupa
nomery cure. Toj mpe3eMa W HalyllTa yJIOTH BHATpE BO
CHCTEMOT, T.€. C€ BKIydyBa MM C€ HCKIydyBa O CHCTEMOT
(Luhmann, 2010).

> JIMCTIOHHGIIIHA CBECT € BCYLIHOCT OCAUHEILOT CO CHTE CBOM
TICUXWYKH U TyXOBHHU 00elexja.

® Aukuoro e MojiepHa OOpedKa jarloHCKa BElITHHA BO Koja
MOCAMHENOT HU3 JIBIDKEHE, ja Ipe3eMa eHeprujata Ha
MPOTUBHUKOT U Taa €Hepruja ja KOpUCTH 3a Jia To OO/



Ma KOJIOBHTE Ha KYJITypHATa XereMOHHja' M Ma-
HUITyJTUpa CO HUB, CO IeJ KyJATypHAaTa Xeremo-
HHja na ce ToOeau Wik Ja ce ITUCKPEAUTHpA
(Butler, 2007).® HajexHocTaBeH HAUMH /13 CE OCT-
Bapu moOefa € MpHUAaBamke Ha APYro 3HAYEHE
(pecemaHnTH3amMja) Ha KOJOBUTE Ha KyJTypHATa
XEreMOHH]a.

OBoj TpyZ ke ce 3aHHMaBa TOKMY CO TIOH-
MUTE TOTKYJITYPHU KOJIOBH M OTIIOP Ha KyJITYp-
HaTa XereMoHHja Ha mpuMmepoT Ha Mare Mep-
muk Munopaguk (1850-1928), rpaaruirgancku
XpBaT KOj pa3BUJI COICTBEHU MOTKYITYPHH KO-
JIOBH 3a JIa Ce CIPOTUBCTABH Ha XereMOHHjaTa Ha
aBCTpO-YHTapckara KynTypa. iMeHo, aBcTpo-yH-
rapckara KyJATypHa XereMOHHja ja Tylieia Cio-
6oxara Ha Mare Mepimmk Munopaaik Taka mTo
HEOMpPaBJIaHO W HEMpPaBeIHO I'0 MaprUHAIH3Hpa-
na. CeTo Toa ro HaBeJO Aa Pa3BHE CONCTBEH MOT-
KyaTypeH cucteM. llogorHa, MOTKYIATYPHHOT
KOA Ha MepIUK BO TpaWIIYaHCKHOT CHUCTEM
CTaHaJl IMUPOKO NpudaTeH KaKO JAUCTUHKTHBHO
o0enexje Ha TpaJUIIYaHCKOXpBAaTCKaTa KyITypa,
IITO 3HAYM JIeKa IMOTKYJITYPHHOT KoJa Ha Muio-
pamuk craHall KyJITypeH KO M ce 3adyBall c€ JI0
nenec. CtanyBa 300p 3a Toa AeKa MOTKYJITypHH-
TE€ KOJOBH, KOU MepIIHKk 'l pa3BHBa BO COTICTBE-
Ha o0paHa, ce pa3BUBaaT BO BUCTUHCKO BpeMe H
Ha BHCTHHCKO MecTO (mouyeTok Ha 20 Bek, BO
I'pagumrde, Bo ABcTpuja), Ta HaumwIie Ha puda-
Kame 1 0100pyBame Ha OKOJMHATA (OJHOCHO O

7 [Iymur Batnep Bo nonemukara co Cnasoj Xmxkek u Eprecto
Jlaknoy 1M o0jacHyBa  CTeleHHTE Ha  KyJTypHaTa
XEreMOHHCTHYKA JIOMUHALMja Ha eneH mon Bp3 apyr (Butler,
2007).

8 Kaxo mro mcrakaysa Eprecro Jlaknoy (Laclau, 2007) Bo
cBojata monemuka co CraBoj Xmkek u co [lymur Batnep:
,,CCKOja XEreMOHHCTHYKA TBOpOa MMa COICTBEHA, BHATpEIIHA
JIOTHKA KOja He € HUIITO JPYTO TyKy 30Mp Ha ja3HYHN UTPH KON
€ MO)KHO BHATPEILHO JIa CE Urpaat*.

KYJITYPHHOT CHUCTEM Ha TPaJUIIYaHCKUTE XpBa-
tH). brarogapenne Ha Taa mpudartenoct, Mate
Mepmmk Munopaauk craHan MKOHA Ha TPaJnIl-
YaHCKOXPBAaTCKOTO HApOJHO IEeHme M Toa BO
CHUTE CerMEHTH Ha KyJTypara: oJ AETCKara U
ymetanuka moesuja (Crnkovié, 1990), ma mo
CUTE KyNTypHH MaHH]ecTauuu. 3HauH, MOTKYJI-
TypHUTE KOo#oBM Ha Mare Mepmmk Mmuopa-
UK, OnarojapeHue Ha HUBHATa MOETCKA KOIU-
¢ukanuja ¥ OmarogapeHue Ha TOTOAHUOT MO-
MEHT BO MCTOpHjaTa Ha TPajuIIYaHCKUTEe XpBa-
TH, CTaHalle KyJTYpHH KOJOBH, a IO CETO TOoa
noara 3apasnu xenbara Ha Mare Mepmmk Muso-
paauk Ja ja couyBa JuyHaTa ciio00/a, 3aTo ca-
MO CJIOOOJHHOT YOBEK € CBECEH 3a COIICTBEHUOT
uneHTureT. Toj € efeH oJ] OHUe Jyre KOW MMaie
3Haewme, XpabpocCT U CHjla 1a T peCeMaHTH3HpPa-
aT KyJITypHHUTE KOJOBH.

[lo mOmWMPOKMOT KOHTEKCTyaleH BOBEI,
BO OBOj TpYZ, ke ce oOmuaeMe Ja MOKaxeMe Ha
KOj HauuH MMJIopauK 3alovHal Ja TM MEHYBa
KOJIOBHTE Ha aBCTPO-YHIapcKaTa KyJITypHa Xere-
MOHH]ja K0ja ro oT(pinia, Ha KOj HAYUH TO CO3-
JlaBajl CONICTBEHUOT MOTKYATYPEH KO U KaKo TOj
NOTKYJITYPEH KOJ CTaHal KyJITypeH KoJ 3a Tpa-
JUIIYaHCKUTE XPBATH.

KynatypHoncTOPHCKH KOHTEKCT

Mare Mepmuk Munopamuk (1850-1928).
Ponen e Bo ®pakanasu Bo I'pagumue, byprep-
JIaH[ Kako INTO Ha TepMaHCKH ce HapeKyBa ['pa-
JUIIYe, Ha KpajHUOT MCTOK Ha ABCTpHja, a Ha
rpanuia co YHrapuja. Herosure sxurtenu ce Ha-
pexyBaar rpajgumryanckn Xpsati.” I'pajuimya-

% Bapamy TypCKHTE OCBOjyBarba, TONEM e Ha XPBATCKHTE
rparanu on Jluka, KpGasa, Kopmyn, Banouure, 3amagna
BocHa, T'opckn Kortap u CrnaBoHuja ce cenar Ha JICHEITHOTO
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HEll, CBEIITCHUK, HAYYHUK U TIOET, IPUIBIKYBaH
O]l COTICTBEHATa MPUPOAHA MapOa 32 BOOUYBAKE
Ha TIPUPOJTHUTE W JIyXOBHUTE aCHEKTH Ha II0C-
ToewmeTo, Mare Mepmnk Munopaauk ja ocBec-
THJI peaTHOCTa Ha MHOTY XKHBOTHH IOJpadja: of
Hay4YHU TOJKyBama Ha boxjoro neno u bubnuja-
Ta, 10 HA4YeIoTO Ha TMOCTOCHETO Ha MaTepHjaj-
HHUOT cBeT. Kako cBemreHuk u ¢puinozod co Har-
JaceHa Hay4Ha (acIHAlMja W apUCTOKPATCKU
KJIACHYHO JIOTUYKH Hay4yeH IOTJe] Ha CBET, TOj
HE Ce BKJIONYBaJl COCEMa BO TOTALIHUTE TEOJIOMI-
ku koH1enTH (Zenko, 1989). bunejku kako Hayd-
HUK OWJI CKJIIOH KOH TPEYEKOpYyBame Ha TpaHU-
LUTEe, a HAJMHOTY 3apajgu Hepa3OupameTo Ha Ha-
IpeneHnuTe, Oui (3a Ka3Ha) IOCTaBeH Ha MTOMAaJIKy
BITMjaTeITHU TO3WIIUHN BO 3a(pIIEHUTE U PYypaTHH
Mecta. CBeceH 3a CBojaTa BPEIHOCT, TOj OwMII
PEBONTUPAH, a MOHEKOTall IypH M MaJOAyIIeH,
HO HUKOTaIl JOKpaj He ce obecxpadpwi U ce-
KOTall OCTaHaJI MCKPEeH KoH cebe. MiMeHo, xako
Hay4YHHK CO KJIACUYHO 00pa30BaHKe, U3BOHPEICH
MM03HaBa4 Ha KJIACHYHHUTE jasulIld, a MOXEOW |
yiTe 1mojodap MateMaTHdap, HE MOXeN Ja To
MOTUCHE COTNICTBEHOTO YYBCTBO Ha cji00o0ja, ma

nojpadje Ha rpaauirdanckure Xpsatu Bo Ascrpuja. Joceny-
BambETO Ha XpBAaTHTE IOYHYBA /1a ce CiIydyBa okoiy 1530-Tara,
10 YHUINTYBAKETO HA HHUBHUTE JOMHILIIHM HAcelOH BO
XpBarcka u bocHa, co Typckute oOcCBOjyBama. bunejku
TypcKaTa OIacHOCT He IIOMHHYBAJIA, JOCETICHOTO HacelIeHNe Ha
nosipadjeto Ha I'panuirde moYHANO Ja ce ONOMAakWHYBa M
HaOp30 I' IPEKUHAI0 BPCKUTE CO CTAPHOT KPaj 0J1 KOj OTHUIILIE
BO TIporoHcTBO. OJ1 TOj MOMEHT HOYHYBA i HUBHOTO KYJITYPHO
JudepeHurpame, OHOCHO 3all04YHyBa CO3/JaBabe Ha OHA IITO
JICHEC ce HapeKyBa KyJITypa Ha rpaauiyanckure Xpeatu. Tue
IO cOYyBaJlle XPBAaTCKHOT ja3WK BO KOj TI'M OOEIMHYBaaT
YaKaBCKUTE, INTOKABCKUTE M KajKaBCKHTE EIEMEHTH, CO TOa
IITO IIPEOBNIAAyBaaT YaKAaBCKUTE EJICMEHTH, 3a pa3ihKa O
OIMIITOXPBATCKHOT CTAHAAPJEH ja3sWK KOj ce TEeMelmd Ha
HajpacrpocTpaHeTaTa XpBaTCKa ITOKABIITHHA.
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TOKMY TEXKHEEHETO 3a clobolJa My CTaHalo
rnaBeH noaBmwkHUK (Benci¢, 2000).

JlocneiHOCTa U UCKPEHOCTa BO JKUBOTOT
Ha Mare Mepmmk Munopanuk mporoBopuie of
pa3iMYHU acleKTH Ha HeroBaTa JIjHOCT, Ia Ta-
Ka, ¥ TOKpP3j CHJIHHTE aBCTPUCKH W YHTapCKU
BIWjaHMja, OWJI JIOCICJACH U KOH XPBaTCKUOT
jasuk Bo koj e poaeH (Jembrih, 2000). Bonen ox
CBECHOCTa M TPHUNAJHOCTa Ha XPBATCKHUOT Ha-
UOHAJICH KOPITyC, OJf MICOJIOIIKH, HO TpeJ ce
O]l IparMaTUYHU MPUYHHHU, TOCISTHO YyHaTyBal
Ha mpoOiieMaTHKaTa, pa3BojoT M peopMHTe Ha
XPBaTCKHOT ja3UK W €JMHCTBOTO Ha XpBaTCKaTa
kyntypa'’ (Vidmarovié, 1993).

Co moetckara 30upka Jauxu (TIECHUTE ce
penuTHpale, HO M ce Teelie) YIITe eJHall J0C-
JIETHO TH TOTBPAMI CONCTBEHUTE CTaBOBH KOH
ja3MKOT M Moe3ujaTa U OTBOPHII MOYKHOCT 3a CHC-
TEMCKa aHajJn3a W WHTEepIIpeTalyja Ha TaKaHac-
TaHarata noetuka.'' VimeHo, Jauku TM Haarpay-

10" Mneonommkure mnpuuMHM IpOM3NEryBaaT OX HETOBOTO
XPBATCTBO, a MpPAarMaTH4HUTE Of (HAaKTOT JeKa JeIyBall KaKo
YPEIHUK Ha HEKOJIKY BECHHIIM HAJIBODP Ol XPBATCKaTa jasHM4Ha
MaTHIA KaJe jasMYHUTE Mpallamka ce MOCTABHIIE KAKO HyXKHA
moTpeba 3a XOMOICHHM3aIMja Ha XPBAaTCKHOT jasuk. Kako
JIApOBUT HaOJbY/yBa4 I' BOOUMII HEJOCTATOLUTE U BO IIPBHOT
YeKop ce OOHWIen Ja I'M KOMIICH3Mpa HACO4yBajKH ce KOH
MaperuyeBata rpaMaTHka HalMIlaHa 3a MOTpeOWTE Ha
rumHasuute. Co BTOPHOT 4Yekop, chakajkyl ja YaKaBIITHAaTa
KaKo eJIeH 0J1 MHOTYTe XOMOT€HH3UPayKy ja3nuHy (hakTopu Ha
XPBATCKUOT ja3WK, CO COHETOT Va staru dob TH mocraBui
TEMEJIUTE Ha XpBaTCKaTa YakaBcka noesuja. COHETOT € BaxkeH
10 TOA IITO € HAMMILIAH Ha YaKAaBCKHM, HO JIMIICH O YaKaBCKaTa
ABTEHTUYHOCT, 3 ILITO MOBEKE J]a CC MPUJBIKU KOH HIIHHOT
CTaHIapJeH jasUK aHTHIWIHPAJKA TO Taka HErOBHOT
HEMHHOBEH HacTaHoK (Stojevic, 1992; 1997).

" Ha mp. co coHeroT Va staru dob, He poOyBajku UM Ha
HpepacyiuTe, I'M IPeYeKOpyBa TPAHMIUTE Ha TOTALIHHTE
ja3MYHM HABMKM M CO3/[aBa COICTBEHAa (DyHKIMOHAIHA
noetnka. DyHKIMOHANHA, BO CMHCIIA HAa HETOBHTE JIMYHH



BaaT TEMEJIUTE Ha YaKaBCcKaTa XpBaTcka Moesuja,
CBeIoYaT 3a CBecTa W motpedara oJf pa3Boj Ha
XPBaTCKHOT ja3WK, OJ KHHXKCBHOMCTOPUCKA H
KHIKCBHOTCOPHCKA aHANIM3a W WHTEPIpeTalija
Ha TakBarta rmoetuka (Jembrih, 2000).

[Noerukara Ha moerckara 30upka Jauku ce
TEMeJH Mpe] c€ Ha pa3OUPIMBOCT U €THOCTABHO-
ct. Taa 360pyBa 3a MepLIK Kako €pyAuT, CIO-
COOCH Ja HamWiie COJAPXHHCKA M 3HAYCHCKU
CIIO)KEHH CTHXOBH, HABHIYM €JIHOCTaBHH, PEUH-
CH HapoJHH, HO BCYIIHOCT 3aXPEBHHU, HA MECTa U
XCPMETUYHHU, CO CKPHCHH HPOHUCKH 3HAuCHA.
Bo cBoute mecHu He cakaji Jja ce MPETCTaBH ca-
MO KaKO XPBAaTCKH IOET, TYKY U KaKO KpUTHYap-
KOMEHTATOp Ha CBOETO BpeMe, HAYYHUK M CBEIII-
tennk. Cakanm ja ro ymTaar, pasbepaT M Ja To
coarar (sic!). Tokmy Toa ¥ ro mocturaan apup-
MHUPajKl CE€ CO COINCTBEHATa IOETUKA, KOoja Ce
yIITe HE € JOOpO UCTpaKeHa W BPEJHYBaHa BO
KOHTEKCT Ha XpBaTCKara rmoesuja. 3apaju CBOjOT
Hayd4eH IOTJIe] Ha CBET, 3apaax I0CIeTHOCTa Ha
MUIYBakE HA XPBATCKH ja3WK, a HAJMHOTY 3apa-
I OTIIOPOT KOH HaJpeJCeHUTE BO aBCTPO-YHIap-
CKaTa LpPKOBHA M KYyJITypHa XereMOoHHja, OuBa
MapriuHANU3UPaH U MPAKTHYHO OT(PICH, 3aIlTO
HE MOXeN aa Momud. TokMy Toa oTdprname ro
MOTTHKHAJIO HAa pa3BUBamE Ha JIMYEH MOTKYITY-
PEH cHCTeM, OJUIMYHO MPE3eHTHPaH BO HEroBaTa
ronema 30upka Jauxu.

Bo 30upkara mecHu Jauxu pa3BuBa HU3a
MOTKYJITYPHHA KOJIOBH 3a Jia C¢ CIPOTUBCTABU HA
XereMOHHjaTa Koja Omia mHandepenTHa, HeKpea-
THBHA M HEAKTHBHA KOH IIOMMOT XPBAaTCKU HIEH-
TUTET, HCTO KaKO M KOH Hay4YHaTa OCBECTEHOCT.
Toa Owna HeroBata MoOyHA, Ma HYXHO CTAIIII

notpedy Jia MPOrOBOPH 3a CONCTBEHHOT JKHBOT, HO W BO
CMICIIa Ha TToTpeda o1 pa3Boj Ha XPBATCKUOT ja3uK.

BO OTBOPEH KOH(MJIMKT CO KyJnTypara Koja Io
orpamna. [leHec KOZOBUTE KOU I' TOCTaBHJI Ka-
KO TIOTKYJNTYypHH, CTaHajlleé BUCTHHCKH HOCHTEIN
Ha TpaJuIIYaHCKOXpBaTCKaTa KyJITypa — HE3ao-
OMKOJIHU Ce PEYUCH BO CUTE IPUTOAU: KAKO IOET
MIPUCYTEH € BO PEUNCH CUTE TPaIUIIYaHCOKPBAT-
CKM YUYWJIUIIHHN Y4eOHHIU, BO HAy4YHATA JICJHOCT,
na c¢ 0 coOMpHTEe Ha rpaJHIlIuaHCKUTE XpBaTu
Ha KOU HETOBHUTE CTUXOBH PEIOBHO C€ IeaT U ce
penuTHpaar.

Konduankror
HOTKYJITYypaTa

KaKo NMOKPeHyBa4 Ha

Peuncu co curypHocT MoXkeMe 1a Kaskeme
JieKka KOH(QIMKTHUOT HaYMH HA OJJHECYBAamE BO
OIILUTECTBOTO € OJpeNeH MoKa3aTesl 3a HeKpea-
TUBHATa M HeaKTHBHA KyiuTypa (Bozovi¢, 2006).
Kongmukror momery Mate Mepmmk Mumnopa-
UK U aBCTPOOYHTapcKaTa KyJITypHa XereMOHH]ja
HacTaHaJl 3apajy Toa ITO MUIOpaauK He cakal
Ja TH IIPEMOJIdyBa HAyYHUTE HEBUCTHHHU KOU TO
YHHEJIe TEMEJIOT Ha aBCTPO-yHrapcKara KyJITyp-
Ha XereMOoHHja.

Toj 3Haen meka AOKOJIKY KOHQUIUKTOT ce
NPETBOPH BO arpecHBHO CHPOTHBCTABYBambE,
cTaHyBa OECIIOJIE3HO TpOUICHE Ha EHepruja Ha
IparoT Ha COICTBEHOTO CAMOYHHILUTYBamkE U
CTaHyBa KpajHO HEKpeaTHMBHAa CHTyauuja. 3a
KOH(IMKTOT KOj Ce MpeTBOpa BO HACWIICTBO He-
Ma HMKaKBO ONpaBayBame. Toramr moTeHu]janm-
T€ Ha MPUKPHUEHUOT KOH(MIMKT CTaHyBaaT HEIITO
KaKo OIOMEHA: BCYIIHOCT HEOIACHH, HO TPUCYT-
HU. Munopaauk 3Haen JeKa MPUKPUEHUOT KOH-
(JIMKT BO TakBH CUTyallH € 100penojaeH. 3Haen
neka 0e3 KOH(QIMKT HeMa HUTY HalpenoK, Mpo-
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MEHa Ha TIOMHAKBO H 1o106po. > HoBoTo mparma-
€ €: KaKO KOH(UIMKTOT MOKE Jja ce MPHUKpPHUE 32
Jla He ecKaJupa BO OTBOPCH CYIHP M KaKO KYJTY-
paTra Ha HACHJCTBO MOXKE J]a CTaHEe KyJITypa Ha
HEHACUJICTBO?

Hajno6puoT HaumH Ha chpedyBame Ha
KOH(QJIMKTHTE C€ Haora BO KOMYHHUKalldjaTa
(Bozovi¢, 2006). Kyarypata 1 KOMyHHKanujara
ce Hepa3felHM JEJOBH Ha CUTE KyJITypHH IBH-
xema. KoMyHukanmjata MmoBp3yBa W CIOjyBa,
pa3BUBa BPEIHOCTH U ja MOTTUKHYBA HHTEPAKLIHU-
jaTta Mefy pasnuunoctute. Jla ro mapadpasupame
BaxTuH: cexkoja KynTypa ce OTKpHBa BO OYHTE Ha
Ipyra KyiTypa, a CMHCJIOBHaTa Ajga0o4yrHa Ha
TOA OTKPHMBAKHE CE TEMENM Ha KOMyHHKaIHjaTa.
M Bo cmmcia Ha pa3jacHyBame Ha KOH(JIHMKTOT,
OCMHCIICHaTa KOMYHHUKaIMja CTaHyBa caMO KOH-
CTPYKTUBHO HETHpame KOE OTBOPAa HOBHU MATHIII-
Ta ¥ MOKHOCTH. 3aT0a, KOH(QJIUKTOT MOpa Ja Ou-
Jie KpeaTHBEH BO CMHUCJIa HA MCHYBambe Ha KOMY-
HUKAIMCKUTE KOJIOBHU 3a Jla C€ M3peue COICTBE-
HHUOT CTaB, a IPUTOA HE Joara JI0 3arpo3yBame
Ha Koro 6wno. Enen on HajmoOpure HauyMHHM Ha
TaKkBaTa KOMYHHKalldja ce Haora BO HWrpaTta,
3alITO Urpara ro MperBopa KOHMIMKTOT BO pH-
BaJICTBO, OCOOEHO aKO WIPAYUTE € MOJCTHAKBO
cumHU. Toram 4OBEKOT - WUrpad cTaHyBa OHa
mrto ce kpue (Bozovi¢, 2006). 3amro, ako Hema
urpa, He OCTaHyBa HUILTO JPYTo, I1a Urpata cTa-
HyBa Ipaliame Ha ciobojara. Bo cmucna Ha
paspelryBambe Ha KOHQIMKTUTE, BEPOjaTHO Haj-
no0pa e urpata co ja3uKOoT U BO ja3UKOT, CO yIIO-
Tpeba Ha xymop. Co XyMOpOT MOKAT Ja ce MpH-
KpHjaT UpOHHUjaTa U CapKa3MOT KaKO €BUACHTHH
Ha3HaKM 3a KoHQuMKTOT. HO, HUIITO HE MOXe Aa

12 Criopenn: (Bozovi¢, 2006)
13 Criopex: (Bozovié, 2006)
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ce caTu Kako KOHEYHO MPOMHCIYBAaE, 3aIITO
CEKOTaIll TOCTOM MOXHOCT | 33 IOMHAKBO TOJKY-
Bame. Toram KOH(IMKTOT Beke HE € KOH(IHUKT
TYyKy CTaHyBa NMPUKPHECH KOH(IUKT, U3pa3 Ha ja-
suyHara kynrypa (Bozovi¢, 2006). UpoHujaTta u
CapKa3MOT c€ KOHKPETHH EJIEMEHTH Ha TaKBHOT
koa. Ho mpamameTo € Kako TakBUTE KOJOBH Ce-
ra MOXar Jia ce TOBP3aT CO MOTKYJITypaTa?

Bo Taa cmucna HajmoOpo e ma ce mpuKIIo-
HUME KOH MOIW(UKalMja Ha KyITypHaTa Tpau-
1yja, 3amTo KyJATypHaTa TpajWlidja TH 4YyBa
ommTonpu(aTeHuTe BPEIHOCTH, HO €THOBpEMe-
HO € TIO/JIOKHA B Ha npoMeHH. CeKako, KyJITyp-
HaTa TpaauIKja MOXE CHIIHO Ja Ce CIPOTHUBCTA-
ByBa Ha TpOMEHAaTa, Ma JOKOJIKY KyJITypHaTa
Tpaaunuja ce charu Kako HETPOMEHIINB CUCTEM,
HYKHO BOJIM KOH H30Jiallfja KOja MOXKe Jia JIOBe-
JIe ¥ 10 CAMOYHUIIITYyBakhe Ha KyJITypara. 3apaau
TOa, KyNITypHaTa Tpaauirja He Tpeda aa ce cda-
ka OyKBaJJHO KaKoO HEMPOMEHJIMB HOpMaTHBEH
€JIEMEHT, TYKy KaKo ITOJJIora IMO/IJI0’KHA Ha Kpea-
tuBHU TpomeHu (Bozovi¢, 2006). Kynryphata
TpajJuiiFja ce KOJupa co KOJIOBUTE Ha KyJITypaTa
0]l KOja TIPOM3JIETYBa, & KOJOBUTE Ha TPaAULHU]ja-
Ta, 9YeCTO, C€ MHOTY OTIIOpHH Ha mpomeHu. Ox
Jpyra cTpaHa, JOKOJKY BO KyJITYPHH KOJOBU Ha
TpaJulKjaTa ce BHECe MPOHHWja WIH capKaszam,
THE C¢ YIITe MOXaT Ja ja dyBaaT cBOjara IpH-
MapHa CeMaHTHKa, HO Ce TOJIOKHU Ha peceMaH-
TH3aIja - J0OWBaaT HOBU M TIOMHAKBH 3HAYCHA.
Taka TpaJWIIMOHATHUOT ja3WK Ha HEKOja KYJNTY-
pa MOXXe Ja cTaHe IBO3HAYEH: O]l €lHa CTpaHa
MOXeE J]a TH 9yBa TPaJUIMOHATHUTE BPEITHOCTH,
a oJ1 Apyra Aa BHECyBa HOBHU 3Hauema 0e3 HEKOj
MIOTOJIEM CTPEC 32 3aeIHHUIIATA.

3a TakoB HaYMH HAa KOMYHHILpame ocole-
HO ce TOrojHu moerckure obmuim. [Toerckure
M3pa3u ce TeMelaT, HajMHOTY BO HapOJHATAa KHU-



JKEBHOCT, Ha cTabmwiHu hopmu, Gopmynu kou ce
MTOBTOPYBAaaT M CO THIU3UPAHU MUKPOCTPYKTYPH
Ha cTujoT. MIcTOBpeMEeHO, TOKMY BHECYBAaH-ETO
Ha HOBH MHUKPOCTPYKTYPH, BO TPAAUIIUOHATHHOT
MMOETCKH 00pa3err MOXaT Jia ce BHEcCAT OJlpe/leHI
MPOMEHH, a THE Ja He OupaT 3abele:KaHu Kako
KOJA KOj TO HapyllyBa TPaJULHOHATHUOT MOET-
cku obmuk. Bo wucTopujaTa Ha KHIKEBHOCTA
¥MaMe MHOTY TaKBH IpHMepH. |

Ilonatamy ke ce pasriemyBaar ABa MOT-
KyITypHU KoAa kou Mate Mepiuk Munopaauk
I'M TIOCTaByBa BO CBOWTE IECHHU, a Ha HEKOj Ha-
YWH ro oape€ayBaar LECJINOT HETOB XMUBOT: 3HAYU
TOA € acHeKTOT Ha KOJOT Ha KyJTypara u peiu-
rHjara u acreKToT Ha KyJlTypaTa U HayKara.

Koncrpyupame Ha
NOTKYJTYypaTa BO I0e3HjaTa Ha
Mepumuk Mujiopaguk

KOIOBHTE HaA
Mare

Tpeba na ce pa3nuKyBa HACIOBOT HA 30Hp-
Kara necHu Ha Mwunopanuk - Jauku, on ,jacikh*
BO IpaJuIIYaHCKOXpBaTCKaTa KyiTypa. MMeHo
O]l KYJITYPOJIOIIKH aCIEKT, jauyKH € rpaulliyaH-
CKOXPBAaTCKO UME 3a MECHU KOU CE€ PEIUTUPAIe U
reeie BO pa3Hu Mpuroau. Menoaujara Ha jauku-
me HajuecTo € Mo0po Mmo3HarTa, ma Taka Ha eaHa
MeJIo/Mja MOXar Jia ¢e OTIeaT MHOTY TIECHHU, He-
ITO CIMYHO Ha 6Gekapyume (becarcima®) Bo

' BeM6U3MOT Ha TIp, 071 €THA CTPAHA HE ja HAPYIIIMIT KyJITypH-
ara TpaJuLHja Ha NEeTPapKCTUYKOTO MECHE, HAIPOTUB, M 3all-
BPCTYyBa IIETPAKMCTHYKUTE TIOETCKK (hOpMH, HO OZ1 JIpyra cTpa-
Ha jioara 0 IPOMEHA BO CMHCIIa Ha MepLeniyja Ha 0eMOM3MOT
KaKo JICKaJICHTEH METPapKU3aM - KaKo HEIITO IITO ¢ Ha CAaMHOT
3ame3. Taka MaHHPHUCTHYKHOT OeMOM3aM BO HCTO BpeMe ja
3acHiIyBa II€TpapKUCTHUKaTa IIO€3Wja, HO MOBEIyBa W 1O
HETOBHOT Kpaj.

' Becarac e 06K Ha HAPOJHA TIECHA CO TIOTEKIIO O] PypaITHa
CraBoHHja OJ1 KaJe IITO HEroBara IIOMyJapHOCT Ce HPOLIU-
puita Bo jy>kHa YHrapuja u Bo 1iena Bojeomyna. Bo o6k e Ha

XPBaTCKOTO MY3WYKO(OJIKIOPHO HACIEICTBO. 32
pasiuka on OekapuuTe, jadKUTE UMaaT MEJIOIU-
ja, HO HUBHHOT Opoj € JajieKy ToMall OJf CAMHOT
Opoj Ha MECHMW KOM MOXKaT J1a ce IeaT Ha TakBa
Mmenonuja. Haramy, jaukute ce MHOTY BaxKeH
YCHOKHIDKEBEH OOJIMK KOj TO MIOTTUKHYBA YYBCT-
BOTO Ha 3a€JHUIITBO M MPHUIIAJHOCT, a UCTO TaKa
ce ¥ MHOTY Ba)KCH HM3BOp 32 UyBambe Ha KOJEK-
TUBHAaTa MeMopHja. M3BOPHHOT KOI Ha jauykuTe
ja mMa TokMy Taa (hyHKIHja: 1a ce codyBa Tpa-
JIUIHjaTa ¥ 9yBCTBOTO Ha 3a€IHUILITBO, 8 TeMeJ-
HaTa CeMaHTHKa UM € MpErNo3HaBame Ha KUBOT-
HaTa MyJpPOCT BO CEKOjTHEBHETO. 3aT0a, TAKBUOT
KOJl € MHOTY CTaOWJIeH, HO KaKO IITO Ke ce BUAM
OJl IPUMEPOT, BOEAHO U NOAJIOKEH HAa MCHYBAIbE.

Wmano, Munopaiuk ja KOPUCTH CTPYKTY-
para, oopmara u QyHKIHMjaTa HA jaUKUTE, HO UM
JI0J]aBa ja3udKH Hecnelnu(GUIHN MHUKPOCTPYKTY-
pH, HQJMHOTY HPOHH]ja U capKa3aM MMOTECHIMPajKH
ja HuBHaTa xyMmopuctuuHocT. Co nonaBame Ha
THE MHUKPOCTPYKTYPH TO MOJETHpa ja3U4KHOT
KOJI, T1a Taka THE HE OCTaHyBaaT caMo IIECHU CO
¢yHKIMja Ha 3a4yByBambe Ha KOJIEKTHBHOTO Ce-
KaBame M 3aCTHUIITBOTO, TYKYy CTaHYBaaT OPYK-
j€ 3a BHECYBam€ Ha HOBAa CEMaHTHKA: IOOyHa
MPOTHB JOMUHAHTHATA XETEMOHHUCTHYKA aBCTPO-
yHrapcka Kyiarypa. bunejku BCymiHocT craHyBa
300p 3a cyOBep3WBHA, MPUKPHUEHA ICJHOCT BO
MOJpavjeTo Ha TpaJWIIYaHCKOXpBAaTCKaTa KyJl-
Typa (XyMOpPOT BO jayKHTE C€ KOPHCTH KakKo ,,I1a-
paBaH®), MIOTKYATYPHUTE KOJOBH, 0€3 HEKOH TI0-
TOJeMHU TELIKOTHH, MOXKeJe Ja ce arIuLupaar.
HMmeHo, ako KynTypara WIM HOTKyITypara, ja
neduHUpaMe NPeKy HEj3UHUTE KOJOBH, TOTAIll

JIBOCTHX KOj € COUMHET O JIBa JISCEeTePLM YUHU JBA MOCICIHU
300pa ce pumyBaat. Bo jaryapu 2011, YVHECKO ru Brmmian
Becarace BO CBOjOT TONMKUC HAa HEMATEPUjaTHO KYJITYpHO
HACJIe/ICTBO Ha YOBEIITBOTO. W3Bop:
http://hr.wikipedia.org/wiki/Be%C4%87arac
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OBJlc CTaHyBa 300p 3a TMOTKYJTypa Ha MOOyHa,
MIPUKPUEH KOH(IHUKT KOj My OBO3MOXKYyBa Ha
MMOSAVHEIIOT KOMYHHKaIlMja €O HajIImpoKaTa
Maca 0e3 cTpaB Jeka ke Ouae Mpe3peH HiH
otr(dprieH, a cé Mo Mackarta Ha pa3BHBame HA
xyMopuctuuHocta. Jleka ce pabotm  3a
MOTKYATypa 300pyBa U (pakToT aeka Munopaank
CHCTEMCKH TH MEHYBaJl TIOTKYJATYPHUTE KOJIOBH,
Ma peyrcH CHUTE TMECHU ce O00eJeKaHW HIH CO
WPOHHja WIH CO capKazaM M CO HEKOH CIMYHH
MHUKPOCTPYKTypH. Bo mpmior Ha BemTOTO
BMETHYBambe Ha MOTKYJITYPHH KOJIOBH T'OBOPH U
(hakTOT &EeKka THE TECHU, W TIOKPa] €BUICHTHATA
pasiuka BO KOJOT, TO NPOHAILIE CBOETO MECTO
BO KyJTypara Ha TpaJiIIYaHCKuTe XpBaTH KaKo
MoIudHKanyja Ha TPaJUIUOHATHUOT OOJIHK, HO
0e3 4yBCTBO JA€Ka JOLLIO [0 HapyllyBame Ha
KyJATypHaTta Tpagunuja. iMeno, cemanTukara Ha
OyHT MOXejla MHOTY JIECHO Ja c€ 3aMEHH M
WHTEPIIPEeTHpa Kako U3pa3 Ha KUBOTHA MYJIPOCT,
LITO € ¥ TeMETTHA TTOCHTa Ha jauKHTe.

Cera Ha HEKOJKYy IpPUMEpHU Ke ce TOKaxe
KaKo TOTKYJITYpHTE KOJOBH Ha MMIIOpaauKk ce
BTKaCHH BO TEJIOTO HA jayKUTE W TOa Mpexd ce
MPeKy OJHOCOT Ha MMIIOpaZfik KOH KyJITypHUTE
KOJIOBH BO c(hakameTo Ha pelurujaTa U HayKaTa
BO aBCTPO-yHIapcKaTa MOHApXHja.'

Bo Taa cMmucia, nHTEpecHoO € aa ce pasrie-
Ja mecHata Ha Munopaauk Bog va nami.

Bog va nami

Bog clovika ne zanori,
Svakomu nam sam govori!

16 36mpkara Ha Munopamuk Jauku conpxu noseke o 400 mec-
uu. [ToronemMuor 6poj Of HUB COAPXKAT KYJITYPHO IOTKO.IH-
pame. OBle ce HaBelyBaaT camO JIBE IMECHH Kako JIOOpH
MPUMEPH 33 TAKBO KOJUPALE.

262

,,B0g va nami* nij norija,
Pocne bit i se razvija.
Premda razum mnogo bludi,
Zato vindar ga ne kudi!

Sve Ca lize k zviSenosti,
Hodi put po okolnosti,

Sad ovako, sad onako,
Ugodat se nece svako!

No¢ pregazi, pride k zori,
Nut izajde sunce gori:

Sada razum spozna blude,
Spozna si i prave sude!

Hiti razum iz Parnasa,

Nij ve¢ nam na svitu spasa;
Ako razum ne rasudi,

Na sve vijeke smo va bludi-

Bor co Hac

Bor woBeka He T0 mpenaxysa,

Ha cexomy ox Ham cam my roBopu!
,,bOr CO Hac*, He € JyIOCT,

[lounyBa ma OuayBa U ce pa3BUBa.
WNako pa3ymMOT MHOTY I'peli,

3aroa BUHApOT He ro Kyau!

Ce 1ITO TeKHEE KOH BO3BUILEHOTO,
I'o m30myBa MATOT MO OKOJTHOCTHTE,
Cera Baka, cera Taka,

[a ce mpunaroau Hema cekoj!

Hoxkra nperasysa, npuora KoH 30para,
Beke omu, coniero ropu:

Cera pa3yMoOT T'l CTIO3HA TPEIIKUTE,
['u cio3Ha ¥ BUCTUHCKUTE CYI0BH!
Wra pasymor on IlapHac,

HU HEMa Ha CBETOT CIIac;

AKoO pa3yMoOT HE pacynu,

Ha cure BexoBU ke mMa camo 3a0ITyau.



Bo oBaa necna Mate Mepmuk Munopa-
UK TO TpobieMaTu3upa TOYHO OJHOCOT Ha pe-
nuTHjata u pasymor. Toj BoommTo HE ce COMHe-
Ba jieka bor ce Haora BO CEKoj YOBEK, TypH Toa
ro TOCTaByBa KakKO HECIOpeH (TPaIuIlUCKH)
(hakT, HO BO TOj CIIEKTap CeIak rOBOPHU 3a pasy-
MOT KaKO KaTeropuja Koja, UCTO TaKa, CE CTPEMHU
KOH pa3Boj u Bemu: ,,Sve Ca lize k zviSenosti,
Hodi put po okolnosti“. Toj e cBecen 3a
OrpaHNYyBamaTa Ha pa3yMoT, HO CelaK My JaBa
MOK 3a Joarame [0 HEKOW Ba)KHH 3aKIy4OLH.
Utpo 3ao00mkomyBa AWPEKTHO Jla TO W3pede
CBOJOT CyI 3a HEMOpEKINBaTa BAXXHOCT Ha
pa3yMoT 3a pa30upame Ha KUBOTOT U HA KPajoT
O]l TIECHaTa pa3BHBa MOTKYJITYpPEH KOJ BO OOJIHK
Ha MPOHHMCKH MOAYC Kora Benu: ,,Hiti razum iz
Parnasa, Nij ve¢ nam na svitu spasa;“. Co
MOMOIIl HA Taa MPOHHUja TO Pa3BHBa KOHTPACTOT
moMery BepyBameTO M Pa3yMOT W arenvdpa 3a
37paB pa3yM (Ha MOEIUHEIIOT), CAMUOT Jia chaTh
mTo OM OMJI0 MCIPaBHO BO PasyMHOTO TOJIKYBa-
€ Ha JKUBOTOT. MOXeOHu 3aKIIy90KOT Ha UHTEP-
mpeTaryjaTa OM MOXeJ Ja ce M3BeAe BO CMHCIa
Ha MOCIAEIHUTE CTUXOBH: ,,Ako razum ne rasudi,
Na sve vijeke smo va bludi!*“. BeymHocr, T0j
MOCJIEJICH CTUX JiaBa CMHCIa Ha WpPOHHWjaTa Ha
Musopanuk: pa3yMoT € BayKeH €THAKBO KOJKY H
Bepata, na ce ¢gpau au pasymor on llapnac (ue
Ce JIM COYyBa Kako BaKeH (pakT BO YOBEKOBHOT
JKUBOT), HAIITO MOBEKE HE MOXKE Ja HE CIacH,
3aceKoram Ke OCTaHeME CHpPOMAIIHU CO IyX.
3Hauu, ¥ TIOKpPaj BEpyBambETO, Pa3yMOT HE MOXKe
Jla ce MCKIYYH OJ IIPOMHUCIYBAakETO Ha CBETOT.
Bunejku xako (ka3HeH) Hay4YHUK HE MOKEN JH-
PEKTHO Jia TO uU3Hece TOj (akT, pa3BUBa MOTKYJI-
TypeH KOJ W CO HEro TOBOpPHU JeKa M TOKpaj OT-
MOPOT Ha TEOJIO3UTE, Pa3yMCKOTO paz0upame Ha

BepaTa € eJHAKBO Ba)KCH MPOIEC KaKO M CaMOTO
BepyBame (Stojevic, 1997).

HarnmacyBamero Ha pa3yMOT He JOBeAyBa
o ogHocoT Ha Mare Mepumk Munopaguk KoH
KyJTYpHUTE aclleKTH Ha Haykara. MMeHo, TOj
0w JocTa KpUTHYEH M KOH OIMIITO IpudareHnTe
co3HaHMja oJ] EBKiIMmoBaTa reomerpuja Koja
TOTAlll ce IIeHeNa U ce cMeTana 3a Hayka (Kovac,
2006). I'maBHHOT HenpHUjaTeN HA HAyKaTa € caMo-
M3MaMaTa JIeKa CBeTOT Beke € U3peueH U JeKa He
Tpeba moHaTaMy JAa ce HCTpakyBa, 3aToa IITO
Baka ¢ mo0Opo. C¢ e Beke MO3HATO - TOYHO OBaa
uzeja Mepmuk ja Hanara.'” Mare Mepmuk Mu-
JIOpaJIuK JIOKpaj € CBECCH 3a TaKBaTa IO3UIlHja
Ha HayKaTa M 3a TOa BO IIOBEKE CBOM IECHHU I'OBO-
pu MHOTY jacHo. Ho, Ounejku 3a Toa He MOXKe
JUPEKTHO J1a TOBOPHU, TO KOPUCTU TOETCKUOT ja-
3MK 3a Ja pa3BUe CICHUPUUHH MOTKYITYPHH KO-
JIOBHU U 3a 1a U3peye OTIOP KOH IIOCTOJHUTE KYJI-
Typosomiku morneau. Camo 3a Ja ce MOCOYHd
npuMep, OBAE Ke ce MHTepIpeTHpa eHa HeroBa
HCCHaIS, Ha FEsxnud, BO Koja akIEHTOT Ke ce
CTaBH Ha KpUTHKAaTa Ha KYyJTYPHOTO Hepa-
30Mparme Ha HayKara.

'7 VImeno, kora Haykata He ja 3aBpIiIyBa CBOjaTa 3314 CIIOPE/T
COIICTBEHUTE HAYesia, CamO ja TOTTHKHYBAa OINIITECTBEHATA
HEOJI'OBOPHOCT, & KOra OIITECTBEHATA OJrOBOPHOCT Ke
M30CTaHe, Ce IO0jaByBa Hecno0omaTta M HEBUCTHUHATA KaKO
HOpMaTHBHA BpeaHocT. Toramr ce JOBedyBa TOJ Mpallarbe
Xerenosata MuCia KOja BENM JIeKa BHCTHHATA MOXE 1A
€r3UCTUpPA EMHCTBEHO BO CBOj HAYUEH CHCTEM.

18 Bo Jauxu nva HajMaiKy 47 NeCHH CO KPUTHYKA TEMATHKA Ha
TOTalIHOTO COBPEMEHO HAYYHO CIIO3HAHHE, HO O] MPAKTUYHU
NPUYUHY TYKa CE HAaBE[yBa Camo eJIHa.
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Euklidi

Drugi tebe s mjerom miru,
Ku na sebe zimlje svaki.
Kukcu dobro je va siru,

A pijancu spat va mlaki.

Ca se drugim dobro vidi,
Budi im po miloj volji!
Ti po njevom Euklidi
Nit si gori nit si bolji.

Bo oBaa mecHa ce mocTaByBa mpamameTo
3a pa3iadyBamke Ha BUCTHHATA OJf HEBHCTHUHATA.
»Apyrure” BCymHOCT € 300p LITO TM 03Ha4YyBa
JIOUINTE KyJITypHU HAaBUKH KOM CE€ BKOPEHETH BO
pamMKuTe Ha Hekoja 3aeaHmua. Hartamy, Tue
LAPYru ce kako ,.kukca u siru“ wm ,,pijanice u
mlaki“. EqHocTaBHO, HE ja TIenaaT BUCTHHCKATa
ctBapHocT. Kora Munopaauk Benu aeka EBkina
HE € HUTY TOJIONI HUTY mojo0ap o1 APyTHTE, ja
KPUTHKYBa E€BKIUACKATAa aKCMOMAaTHKa W BCYIII-
HOCT ja HarJiacyBa HEYKOCTa Ha KyJTypaTa Koja
HE ja TMpemo3HaBa EBKIMICKATa aKCHOMATCKa
3abnyna (Kova¢, 2006). ABcTpo-yHrapckara
Kyatypa tu apupmupana EyknmuaoBute akcuomu
KaKo TeMeJ Ha COBpeMeHaTa Hayka. Muopaauk,
HACIIPOTH TOA, BO CBOWTE HAYYHU CTAaTHU 300-
pyBa 3a eBKIUACKUTE aKCUOMH U HaBeIyBa JicKa
EBknmumoBata reomerpuja, BCYIIHOCT € ,,[eOMe-
TpHUCKa Ka3yHCTHKA*, a HE HayKa. YIITe MOBeKe,
Benu neka EBKIIMIOBUTE akCHOMHU HE craraaT BO
reoMeTpujaTa, 3aToa INTO HE COMPIKAT HUIITO
MIPOCTOPHO, TYKy TH JOHECYBaaT MOYCTHUUIKUTE
anre0apcKu 3HaeHa Kako IITO TOa I'o MpaBaT U
ennoctapaute paBenku (Kovac, 2006).
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Ha EBxiujg

Hpyrute Tebe co Mepka Te Mupar,

Koj Ha cebe ja mpe3ema cexoj.

Ha MHCEeKTOT BO cHpemeTo My € 100po,
A Ha nujaHUIaTa Ja cIime BO rpada.

[ITo Ha npyrute 100po UM ce Tiena,
WM e mo muna Bomja!

Tu no mvuBHO EBKNIHAE,

Hwuty cu monom HuTy momobap.

3akiaydox

3nauu, Mate Mepmmk Musopanuk e cBe-
CEH 3a KyJITYpPOJIOIIKHOT TOTJIE/ BO KOj ce Haora,
OJTHOCHO 3a aBCTPO-yHTapcKaTa KyJITypHa Xere-
MOHHja BO KOja HE My € JO3BOJICHO CII00OJHOTO
MUCJIEHE, a YIITE OMaJKy CI000IHO H3pa3yBa-
BC Ha HAyYHUTE, PHII030()CKUTE M TEOIOMIKHTE
uzen. 3apajau ceTo Toa, Ha TaKBaTa KyJTypHa Xe-
reMOHHja I ce CIPOTHBCTaByBa CO OTHOpP U ce
o0unyBa 1a ja adpupMmHupa COICTBEHATa ciao0oaa
HHU3 pa3BHBambe Ha CHCHU(GUYHU TOTKYITYPHU
KozmoBH. Bo Taa cMucna pa3BrBa BUCTHHCKH MPH-
KPHEH KOH(JIMKT U € CBECeH JeKa PEUUCH HUILTO
HE MOXXKE€ OTBOPEHO Ja CMEHH BO PaMKHTE Ha
BlasiejaykaTa KyiaTypHa xeremonuja. Co3masa
COICTBEH HNOTKYJITYPEH KOJ| KaKo H3pa3 Ha 1o0y-
Ha, a TOj KOJ c€ TeMeJH Ha BemTa ynorpeba Ha
TpajuiyjaTa, TPUKPHEHA CO BMETHYBambe Ha
MOTKYJITYPHHA KOJAOBH BO TPaAWIMOHAHATA TOE-
3Wja, OJHOCHO CO BHECYBam€ Ha CEMaHTHKaTa Ha
upoHujata u capkazMor. Co ceTo Toa arenupa Ha
00pa30BaHMOT YMTaATEN Na ja caTu pasiukaTa
nomery BHCTHHAaTa M HeBUCTHMHaTa. HajuHrepec-



HO € LITO TOj HETrOB KOJ OJJMYHO € IpHudareH BO
IpaJIMIIYaHCKOXPBATCKaTa KyNTypa. 3apaau Toa,
Mate Mepmmk Mwtopaguk co €aHa IOcCTanka
pemmn aBa mpoOiieMa: OJ eaHa CTpaHa MpOHa-
IIOJT HAYMH J]a T U3pa3u CBOUTE HAYYHH WJICH U
Jla ja m30erHe IeH3ypara, a OJ1 Ipyra cTpaHa, Ka-
KO MQJIKYyMHHA, 3HA4YajHO ja 300raTwi KyJTypaTa
Ha rpaauiryaHckute XpBaTh. Bierom Ha mana
Bpara, HO M3JIETOJ] HHU3 CIABOJAKOT Ha TpajiMIl-
YaHCKaTa Mmoe3uja.
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Davor Piskac
Sub-cultural Codes of the Collected Poems Jacke by Mate Mer$i¢ Miloradi¢
(Summary)

The theme of this paper is to present a rebellion towards dominant Austro-Hungarian cultural
hegemony in a way of insertion sub-cultural code in to dominant cultural hegemony. In this way, by
using of the modification of cultural tradition, conflict is clarified and resolved by communication
process. As an example of this process are set out modifications to the poetry collection Jacke by Mate
Mersi¢ Miloradi¢. This paper will reveal the way in which Miloradi¢ created its own sub-cultural code

and implanted that code as one of the specific characteristics of Burgenland culture.

Key words: sub-cultural codes, Mate Mersi¢ Miloradi¢, cultural hegemony
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THE PHARAOH COMPLEX
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“The City of Kanbalu is situated near a large river in the province of Cathay, and was in
ancient times eminently magnificent and royal. The name itself implies ‘the city of the sovereign’; but
his majesty having imbibed an opinion from the astrologers, that it was destined to become rebellious
to his authority, resolved upon the measure of building another capital, upon the opposite side of the
river, where stand the palaces just described; so that the new and the old cities are separated from
each other only by the stream that runs between them. The new-built city received the name of Tai-
du... In the centre of the city there is a great bell suspended in a lofty building, which is sounded every
night, and after the third stroke no person dares to be found in the streets...”

(The Travels of Marco Polo, the Venetian)'

Nicholas Sarcozy is obviously a man who  However, since he gained the right to be the
wants to be remembered. The President of the  main guy, Sarcozy has tried to show that he is
first country in the world which, via the the main guy. The media attention that follows
Revolution, fulfilled its [liberté, égalité et  his public and private appearances indicates that
fraternité civil maxim, he still bears more he has the need to constantly prove himself that
resemblance to a Napoleon semi-parody of a  he manages quite well there. One of these
ruler than to an elected representative of the  glamorous announcements of his is “the new

equal citizens (what about Berlusconi?!). face of Paris”, with skyscrapers higher than the
Eiffel Tower, with a subway that will rise above

the streets of Paris, expanding the existing
(broad) avenues and streets. ..

! Crnopen: Wright, Thomas. Ed. The Travels of Marco Polo,
the Venetian. London: George Bell & Sons, 1886. (pp. 181,
184).
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The history, since the pharaoh pyramids,
has given numerous examples of rulers-
constructors. In France, for example, Francois I,
the old Leonardo’s patron, a passionate
constructor of castles and an unfortunate loser in
the battlefield, demolished the old hunting
pavilion building, which had existed outside the
city walls since the XII century and built the
Louvre castle instead. Afterwards, thanks to the
line of king Luis-es, followed by Napoleons, it
grew into the most precious art collection, and
since 1848 it has been the most famous national
museum in the world. The learned (and
lecherous) Russian queen Catherine II created
the Hermitage (according to the French word
ermitage, the hermits’ home) which, despite its
paradoxical name, immediately started to collect
a striking collection of most valuable art works,
nowadays containing those of Rembrandt, El
Greco, the European XIX century, etc...

Kublai Khan had built a whole New City,
as Marco Polo wrote. This powerful man ruled
those Mongolian horsemen who, as Borges
states, “wanted to turn China into an endless
pasture, and then grew old in the cities that they
had wanted to demolish”. Still, this passion for
construction with the steppe conqueror could not
match the one of Alexander of Macedonia, who
created numerous cities through Egypt, Persia
and India, and facing the lack of time, this most
efficient army leader in the world history ordered
his soldiers to erect the city walls, and then he
moved on, leaving the colonists to plan and
complete the interior of the city. Out of those
numerous conceived Alexandria-s only the
Egyptian one, established in year 331 BC, with
the biggest library in the Old World and the
lighthouse of Pharos flourished as a real
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Hellenistic metropolis. There are numerous
examples of big and small dictators through
history who had the pharaoh complex — Hitler,
Ceausescu, Kim El Sung, Saddam Hussein. On
the other hand, the enlightened absolutists such
as Pericles or Peter the Great immortalised their
rule by creating complete capital cities according
to their own taste.

The Roman emperors and kings are a
separate story. The first of them, Octavian
Augustus is believed to have said that “he had
found Rome as a city of bricks and left it as a
city of marble”. The imperial authority had to be
confirmed by public constructions and
monuments! Some of those typical Roman
architectural and sculptural inventions — the
forum, amphitheatre, triumphal arch, big
horsemen figures — have later become the
customary power presentation of numerous
European rulers of various types, although most
of the original Roman constructions were
(semi)destroyed. For example, only the statue of
Marcus Aurelius has not been melted, only
because it was considered to represent
Constantine, the emperor who cancelled the ban
on Christianity. The Skopje story about the
melting of the bronze horsemen Petar and
Aleksandar Karadordevi¢ at the entrance of the
Stone Bridge fits well this Monty-Payton
historical concept — they were used to build the
partisan monument of the Skopje liberators.
Today, the same “horsemen” place at the Stone
Bridge is taken by the new bronze horsemen
Goce and Dame.

Let me return to the older story: the
impressive Flavian royal architecture which
started with Augustus became an obsession of all
emperors, regardless of the essential differences



in their rule. From the egomaniac Nero to the
cosmopolitan Hadrian (whose personality was
the inspiration of Marguerite Yourcenar’s
“Memoirs of Hadrian”, one of the most
impressive portrait novels of the XX century), a
whole gallery of despots and reformers, lunatics
and philosophers ruled and built (more than they
demolished), not only in Rome, but throughout
the whole empire. Numerous magnificent
buildings have been built.

The imperial architectural model of the
ancient Roma — the Forum: the mid square spot,
with the administrative buildings, filled with
monuments (horsemen), where the main streets
of the city flow in (with an arch de triumph or a
pillar here and there), the Coliseum: the big
football stadium (panem et circenses!), the
Pantheon: the Museum of the National Heroes
(the “gods” of the nation) — has become the
prototype of numerous later ambitious rulers’
capitals.

I am far from thinking that the ancient
leaders and the current politicians are (among)
the wisest people in the state. On the contrary,
they have been of all kinds. Stupid, crazy, weak,
bloodthirsty. The illusion of the noble, smart
ruler, despite rare exceptions, is one of the
collective stereotypes such as all Blacks are

musical, and all Jews are smart. However, the
politicians in power grow, among other vanities,
from the one of the constructors, the pharaoh
obsession, sometimes initiating the creation of
buildings (and monuments) of a longer term
significance. Their desire to leave a firm,
architectural argument about the importance of
their rule could also sprout a building that could
later become the pride of the next generations.
However, it is most important that the ruler
recognises the value of the constructor. This is
because the goals of politics and those of
architecture are fulfilled in two different fields.
Both Sinan and Brunelleschi served the state
interests, although in the first case it was the
huge sultan’s empire, and in the second the
Medici city-state. Nevertheless, the architectural
result is excellent in both cases. Unlike many
architectural  flaws  channelled by the
capriciousness of the rulers.

Thus, sometimes no matter how farcical
the cocky Sarco and the contemporary
megalomaniac politicians similar to him, maybe
there will be a place for a talented architect or
sculptor in their self-centred plans. Maybe...
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Aunexcanpap Ilpoxonues
DapaoHCKUOT KOMILIEKC
(Pe3nme)

Bo o0Boj ecej aBTOpoT ce 00OMIyBa KyJTYpOJIONIKMA Jla OCBETIIM €IHO MHOTY IIPUCYTHO
HACTOjyBarbe Ha BJIACTa JIa TO HATIACH CBOCTO MOCTOCH:C MPEKY M3rpaada Ha ToJIeMH CIIOMEHHIIA BO
[EHTPATHUOT TOIMOC Ha TPajoT, TPaACKUOT miomTan. OBaa ,MHUIMjaTHBA™ UMa CBOja TPAAUIMja O
HMIIEPHjaTHATE BPEMHIbA HA CTAPUOT PUM, HO MOJKE Ja ce JIOIHMpa YIITe BO BPEMETO Ha ErHITETCKUTE
(dapaonu. CBOEBUIHHOT CIIOj MEl'y MOJIMTHYKATA MIPAarMa U apXUTEKTOHCKATA U CKYJIITypaHa IejHOCT
JIaBa BOCIIOCTABEHH, YECTO MIAOJOHU3UPAHH PE3yJITaTH, TOTTUKHYBAYKH 3a KYJITYPOJIOIIKA aHAITH3a.

Kﬂy‘lH]{l 360p0BI(l: I/IMHCpI/IjaJ'IeH APXUTCKTOHCKU MOIECJ, apXUTEKTOHCKU apryMCeHT 3a BAXKHOCTA Ha
BJ1aCTa
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Terminological clarity

Relatively speaking, it is only in quite
recent times that the appropriateness of the use of
the concepts of “human” and ‘“animal” in
scholarly writing has been called into question.
Previously, at least according to the current
literature on the matter, the categories of
“human” and “animal” were more or less
unconcernedly employed by scholars in their
texts without too much introspection (c.f. Wildau
2001: 94) into their suitability. However, after
the publication of ethological research (e.g.
Griffin 1984) that disrupted what have often
been taken to be lines of ‘natural’ difference
between “humans” and “animals” this has
changed. At the same time, scholarly writing
within the social sciences and humanities has
pointed out the wide variety of meanings that
have been infused into the seemingly innocuous
classificatory labels of “human” and “animal”.
For example, in the edited edition of “What is an
Animal?” (Ingold ed 1988), a number of scholars

from a variety of disciplinary backgrounds have
explored the meanings invested into the terms
“animal” and “animality”. In one account by
Midgely (1988), she argues that previously the
terms “brute” and “beast” were used to describe
what are most often termed as “animals” now.
She points out that in the English language, the
term “animal” had its first entry in the Oxford
English Dictionary in 1398, and only started to
be substantively employed in the 17" century
(Midgley 1988: 36). In her historical overview of
the term “animal”, she makes the point that
nowadays the term “animal” is used in an
ambivalent sense that rests upon two different
meanings. Firstly, it is a classificatory ‘class to
which we all belong” (Midgely 1988: 36) and
secondly it ‘names one to which we do not
belong, and whose characteristic properties can
be used to supply a foil, a dramatic contrast
lighting up the human image’ (Midgely 1988:
36). Thus, according to Midgely’s (1988) line of
argument the “human - animal” relation is one

271



that has been considered and presented in terms
of both continuity and oppositionality.

Yet, although there is the presence of this
“ambivalence” (Midgely 1988: 35), in much of
the current writing on the relation between
“humans and animals”, scholars have most often
chosen to place their focus of interest on the
negative inferences that are made when the
labels “human” and “animal” are placed in
relation to one another. For instance, Ingold
(1988) argues “every attribute that it is claimed
we uniquely have, the animal is consequently
supposed to lack; thus, the generic concept of
“animal” is negatively constituted by the sum of
these deficiencies” (Ingold 1988: 3). It is because
of these negative inferences that some scholars
have argued for a need to rename these
categories of thought with labels that are more
neutral in character. In particular, they call for
them to be replaced in order to avoid making any
implicit connotations of hierarchy and difference
that they suggest are implied when the labels
“human” and “animal” are placed side by side.
Subsequently, in recent times, one can find an
increasingly audible call for the replacement of
the terms human and animal with other terms,
such as ‘nonhuman’, ‘nonhuman animal’,
‘non/human’, ‘companion animal’ or
‘companion species’.

In this article, however, I am going to
question this call for replacing the terms
“human” and “animal” with a set of alternative
labels or concepts. 1 do this for two reasons.
Firstly, as I outline through an analysis of the
alternative labels or concepts that have been
proposed, each label or concept sets up this
relation [between “humans” and “animals™] in a
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particular way. Thus, it would seem to me that
any attempt to replace these terms with another
terminological uniformity has the potential to
reshape the “human” and “animal” relation into
another fixed form. Coming from an
anthropological perspective, the problem I see
with this is that it may not be appropriate for the
particular ethnographic context in which it is
being employed. As Borkfelt (2011) has
considered in her discussion of the labelling of
particular animal species “what is thought of as
the proper way of treating a rabbit may differ
remarkably depending on whether we have
labelled it as a ‘pet’, as ‘vermin’, as a ‘food
animal’ or as a ‘research subject” (Borkfelt 2011:
120). She goes on to say “when naming, for
instance, an individual animal or a species, we
not only choose how we want to represent that
animal, but also how others are to represent and
perceive it: we lay the foundations of
representations and perceptions to come”
(Borkfelt 2011: 117).

My second reason for questioning this call
to replace the terms “human” and “animal”,
which I discuss in detail in the second part of this
article, is that when contemplating these calls for
replacement labels or concepts I have the
impression that they all set out to employ
concepts that stress the lack of “difference”
between “humans” and “animals”. Although one
can fully concur that this is a much needed
remedy to those scholarly accounts that take the
analytical starting point of there being a natural
difference between humans and animals, when
one considers this through Strathern’s (2004)
account on the concept of “scale”, I feel that



there is a hazard' that any trope that emphasises
the lack of boundaries between “humans” and
“animals” is in fact a ‘reverse move’ to the one
that is being questioned. One could say that
instead of scholarly analysis taking the difference
between “humans” and “animals” as being the
bona fide analytical starting point, it is the notion
of sameness that has now taken its place.
Considering Midgely’s (1988) point that the
concept of animal is one that is marked by deep
ambivalence, and one that incorporates both the
notions of continuity and oppositionality, I am
therefore concerned that any call to label the
relation between “humans” and “animals” in a
way that reinforces an impression of sameness
might perhaps be an analytical venture into the
other side of this relation. As I describe at the
end of this article, through a discussion of the
treatment of another label that has also come
under much criticism, the Balkans, it would seem
to me that it might be analytically more gainful
to consider ethnographically when and where
these different labels are being employed. I
would suggest that any scholarly insistence on

terminological ‘uniformity’ in the relation
between “humans” and “animals” has the
potential to submerge points of analytical
interest.

‘Nonhuman’, ‘nonhuman animal’,
‘non/human’, ‘companion animal’ or
‘companion species’....

In terms of the labels that have been
suggested to replace the concepts of “human”

! This is particularly the case when one bears in mind
Latour’s (1993) discussion of the ‘modern’ treatment of
nonhumans. He argues that ‘moderns’

and “animal”, the term “nonhuman” is perhaps
the most visible. The employment of the terms
“nonhuman” or “nonhuman animal” is
particularly visible in the body of literature (e.g.
Singer et al 2006; McKenna & Light 2004) that
deals with the notion of ‘animal rights’. For
example, in reference to the term “nonhuman
animal”, Nussbaum (2006) explains that
although he will use the term “animal” in his
texts, it should be understood that this is
“shorthand for the longer and more accurate
term” (Nussbaum 2006: 445) of “nonhuman
animal”. As I discussed earlier, not only is the
employment of the term “nonhuman” an attempt
to move away from the human-animal
dichotomy, but it also is an attempt to readdress
the apparent imbalance in the human-animal
relation. For instance, in a Note about the legal
regulation of cosmetics that are labelled as
‘cruelty-free’, Winders (2006) writes
“Throughout this Note I will use the term
“nonhuman animals” to draw attention to the fact
that humans are animals and an unscientific
human/animal dualism has often operated to
subordinate nonhuman animals” (Winders 2006:
454).

Nevertheless, whilst some  scholars
consider the term “nonhuman” as being a remedy
to this apparent dualism between “humans” and
“animals” and a way to avoid the negative
meanings implied when using the term “animal”,
for other scholars the category “nonhuman” is
also problematic. In particular, they argue that
the prefix ‘non’ infers that there is something is
missing in “animals”, which “humans” possess,
and that this is especially the case when the term
“nonhuman” is placed in relation with the term
“human”. Kirksey and Helmreich (2010) and
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Nibert (2011) have both considered the label of
“nonhuman” in relation to descriptions of race.
Referring to a personal communication with
Susan Leigh Star, Kirksey and Helmreich (2010)
write that the act of describing an animal as a
“nonhuman” is like describing a black person as
being non-white. They write that “The category
of “non-human” is also grounded in human
exceptionalism—the foolish notion that Haraway
pushes us to move beyond” (Kirksey and
Helmreich 2010: 555). A further solution that is
offered by some scholars to circumvent this
“problem” regarding the label of “nonhuman”
and its relation to humans is to emphasise the
hyphen or slash between the words “non” and
“human”. For instance, in reference to the title of
the book “Queering the non/human” Giffney and
Hird (2008) write “the use of the word
‘non/human’ in this book’s title is both deliberate
and precise; deliberate in our employment of
‘non/human’ rather than human/nonhuman’ and
precise in our strategic placing of the slash
between, as well as, making it part of ‘non’ and
‘human’. They write that they do this because the

slash opens out onto — facilitates even — explorations
of literal, figural, metaphorical and material
relationships, transmigrations and hybridisations
between the Human and the nonhuman (Haraway
2003; Hurley 2005/2006; Mills 2003), its positioning
marks out the impossibility of applying a hermetic
seal to the distinction between — however temporary
and shifting — what gets to count as Human and
nonhuman (Haraway 2006) (Giffney and Hird 2008:
2-3).

Thus, the slash is employed as a device
that highlights the permeability of the
human/animal boundary. Other authors have
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considered further devices, such as the hyphen.
For instance, Kohn (2007) argues the following:

As social theorists, we inherit a pervasive (but usually
implicit) linguocentric  framework that often
reproduces a dualistic division between the material
and the meaningful even when it seeks to overcome it.
The hyphen, as a solution to the problems raised by
this framework, of course, is a placeholder, and it
points to very real connections of which we need to be
aware (Kohn 2007: 5).

Some scholars, however, have argued that
the best way to avoid the reproduction of any
form of dualism in this relation is to move away
from using the terms “human” and “animal”
altogether. Most notably for example, Haraway
(2003, 2008a, 2008b), has proposed the phrase
“companion species”. Rather than the relation
between “humans” and “animals” being fixed
and static, she argues that it is a constant
“becoming” where there is “no ontological
starting or stopping point, neither order nor
disorder, boundaries nor boundary violations”
(Haraway 2008a: xxiv). Although on the surface
it may appear very similar to the term
“companion animal”, she argues there is a
critical difference. Discussing its origins in
veterinary scientific research in the 1970s, she
writes that the term “companion animal” is only
one step away from the term “pet”, where
“companion animals can be horses, dogs, cats, or
a range of other beings willing to make the leap
to the biosociality of service dogs, family
members, or team members in cross-species
sports” (Haraway 2003: 14). In contrast, she
proposes, that “companion species” is a bigger
more heterogeneous category that must include
‘organic beings, such as rice, bees, tulips and



intestinal flora.” (Haraway 2003: 15). Haraway’s
(2003) notion of “companion species” is, I would
argue, the most far-reaching of all the proposed
‘alternatives’ due to its quality of open-
endedness where the actual ‘species’ within the
relation are neither defined nor labelled.

However, rather than discussing the
appropriateness of all these labels, it is the fact
that there are discussions such as the ones above
that I want to consider here, and I want to do so
with an eye on the wider context in current
scholarly knowledge practices. Within the social
sciences and humanities in general there has
been a concerted move away from considering
relations in strict binary oppositions to viewing
them in more fluid and less bounded terms. For
many scholars, this knowledge practice of
organising one’s perception of the world into
binary oppositions has a long history in ‘Western
thought’. For instance, in Cloke and Johnston’s
(2005) account of the role of binary oppositions
in the field of human geography they write that

Our starting premise in this book is that binary
thinking is widespread in human geography and
remains a persistent and powerful force in the shaping
of landscapes of understanding (Soja and Hooper
1993). Such a dominant position is unsurprising given
the place of key binaries in the history of Western
thought, which has been shaped by dualistic thinking
in terms of self/other, mind/body, culture/nature,
male/female, active/passive, truth/illusion, and so on
(see Pile 1994). (Cloke and Johnston 2005: 11)

Indeed, one could say that one of the
principle activities of what has been broadly
described as ‘post-modernism’, has been to
deconstruct such binary relations in order to

draw out the fluidity and lack of boundaries
between previously considered rigid categories
of thought.

It is because of the challenges to this form
of binary thinking that it is perhaps therefore to
be expected that the tidy conceptual division
between “humans” and “animals” has now also
come under scrutiny. As is visible in a wealth of
literature, where scholars examine practices in
the natural sciences such as the cloning of
animals (Franklin 2007) or xenotransplantation
(Papagaroufali 1996), the possibility to draw a
definitive line between humans and animals even
in strict discourses of mononature (c.f. Vivieros
de Castro 1998; Latour 2002) is now under
serious question. Even within the natural
sciences, which one might say are less exposed
to discourses that challenge mononature,
previously settled lines of division are now being
called into question. For example, Helmreich
(2003) has discussed the issues raised by the
‘discovery’ of lateral gene transfer (c.f. Doolittle
1999), where scientists have found that in some
bacterial species genetic material is not only
passed horizontally between the different
generations, but also horizontally and intra-
generationally. As he writes ‘the taxonomic
untidiness such microbes have introduced
through their lateral gene transfer reaches beyond
issues in phylogeny and molecular systematics
into arenas adjacent to kinship concerns and
biopolitics. The scrambling of the biogenetic
phylogenetic signal that these creatures enact has
implications for the integrity of Darwin’s link
between genealogy and taxonomy...” (Helmreich
2003: 341). Thus, in this current scholarly “age
of deconstruction”, it is possibly no wonder that
the labelling of the relation between these
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previously more stable or certain categories of
conceptual thought “humans” and “animals” is
now of issue or interest.

A Return to Ambivalence...

Nevertheless, although scholars are
debating which labels would be the most
efficacious in terms of circumventing this notion
of difference in the relation between ‘“humans”
and “animals”, it is also possible to see within
the writing on this relation that this rigid duality
has not always been present in scholarly analysis.
As I pointed out at the outset of this article,
Midgely (1988) has argued for the deeply
ambivalent quality of the term ‘“animal”. But, I
would suggest, this ambivalence is also visible in
a disciplinary sense. Although the disciplines of
ethnology and ethology are now parts of quite
separate disciplines, this has not always been the
case. Within anthropological writing, for
example, both Ingold (1998) and Kirksey and
Helmreich (2010) refer to Morgan’s (1868)
analysis of beavers. In this earlier
anthropological work, Morgan (1868) offers a
detailed account of beavers and their activities,
which in current times would perhaps be
described more as being a work of ethology than
ethnology. Thus, it would appear that in previous
times this strict disciplinary division between the
study of “humans” and the study of “animals”
was not so prominent. For example, in their
discussion of “multispecies” ethnology, Kirksey
and Helmreich (2010) point out:

Many of Morgan’s contemporaries engaged in

what might be regarded as comparative multispecies
ethnology. Take, for example, naturalist A. T. de
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Rochebrune, who in 1882 launched the field of
“ethnographic conchology,” a subject devoted to
studying “the use of Mollusks [snails, clams, and
octopus], whether as objects of adornment or industry,
or as substances used for food, dyeing, textile fabrics,
etc. among ancient and modern peoples” (Clement
1998:175). Among a diversity of related
interdisciplinary formations emerging in the late 19th
century, only a few, like ethnobotany and
ethnozoology, have endured (Kirksey and Helmreich
2010: 549-550).

In a sense, one might be tempted to say we are
“returning” to previous forms of disciplinary
organisation.

One further important area where the rigid
duality between ‘“humans” and “animals” in
scholarly thought is called into question concerns
what has most often been described as Darwin’s
(1890 [2009]) evolutionary continuity between
“humans” and “animals”, particularly in his
account that examines the expression of
emotions in “humans” and “animals”. Darwin
(2009 [1890]) posits that to understand “human”
expressions of emotion we need to consider the
expression of emotions in the “lower animals”
(Darwin 2009 [1890]: 13). Thus, he argues, we
need to put both expressions of emotion in
“humans” and in “lower animals” in a
comparative position, where although he
maintains a hierarchy between humans and other
animals he has blurred the emotional species
divide. This is a divide that Crist (1999) argues
has been reinforced by the “mechanomorphic”
writing of some branches of recent scholarship
on the “human” and ‘“animal” relation. Crist
(1999), in an analysis of the role that language
has played in scholarly descriptions of animal
practices, has argued that as a result Darwin’s



writing has been often been criticised for being
anthropomorphic. As she argues “Overall,
Darwin’s predilection for rendering animal life in
what have been widely regarded as ‘“human”
terms is dismissed as a quaint relic of a past
epoch, reappraised as metaphorical, or ignored as
irrelevant next to his major contributions’ (Crist
1999: 12. emphasis added). This is a point that
Cavalieri (2001) has also made where she writes
“Having been for so long—and with so little
justification—kept in the background, the
Darwinist idea of a mental continuity between
humans and nonhumans reemerged, thanks to
Donald Griffin. (Cavalieri 2001: 18. Emphasis
added)”. Midgely (1988) has offered a similar
appraisal, where in reference to Darwin’s ideas
of continuity, she argues ‘Soon after his death,
however, the tide turned against all such
thinking and until the development of ethology in
the present century, almost all of those scholars
whose studies brought them to the species-barrier
united in insisting that the gap should be viewed
as unbridgeably wide’ (Midgely 1988: 38.
Emphasis added).

In my mind, such accounts highlight the
presence of a movement in the way that
“humans” and  “animals” have  been
conceptualised in scholarly thought, which is at
first difficult to reconcile with those accounts®

2 One example of such an account is the following from
Waldau (2001):

Eliminating this deeply-ingrained habit is nothing short of
extraordinarily difficult. Historically, the phrase arises out of a pre-
scientific dualism that is an integral part of the religious and
cultural values that we have inherited from the Greek and Christian
cultural traditions. This heritage is so central in our culture that the
alternative phrases I have used in this article, such as “humans and
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that present the “human” “animal” relation as
having been conceptually treated as oppositional
since the beginning of ‘Western thought’. And
this to me raises the question of how one might
reconcile this movement with those accounts that
present this duality in such certain terms? One
possible way, | suggest, is to consider it through
Strathern’s (2004) discussion on the concept of
“scale”. As in cartography, where scholars (e.g.
Kraak 2001, Cosgrove 2005) have stressed the
importance of scale in shaping cartographic
representations, Strathern (2004) argues that the
scale of perspective taken in anthropological
writing and analysis is also critical to the shape
or form such accounts will take. For instance, if
when studying a society or culture, one takes a
smaller analytical scale, and ‘zooms in’, more
information will be gained thus producing what
is at first glance a seemingly more complex
impression. This is what she has termed the
‘multiplier effect’. Yet, if one takes a larger
analytical scale, and ‘zooms out’, information
will be lost as a result of this ‘wider’ perspective,
and certain relations will seem less complex.
This, she calls, ‘information loss’. But what
Strathern (2004) proposes is that irrespective of
the scale one uses, the relation between certain
“features” or “points” will remain the same. She
gives the example of irregular coastlines, where
she writes “Probably the best known exemplar is
that of the irregular coastline. Whether one looks
at a large-scale map or investigates every inlet

other animals,” “human animals,” or “nonhuman animals,” can
grate. Indeed, anyone who uses alternatives to the standard
“humans and animals” sounds aggressive and dominated by a
political agenda far beyond that of a fastidious insistence on
scientifically accurate terminology (Waldau 2001: 94)
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and rock on a beach, the scale changes make no
difference to the amount of irregularity.”
(Strathern 2004: xx). Thus, irrespective of
whether one is looking at a large or small scale
map, if one focuses ones gaze on the irregularity
of the coastline one will “see” it. Strathern
(2004) writes that ‘as the organisation of
perspectives on objects of knowledge and
enquiry, scale (one might say) behaves the same
whatever the scale. Points on a scale can also act
as different whole scales” (Strathern 2004: xvi).
In terms of the apparent movement in the relation
between “humans” and “animals” in terms of
their treatment in scholarly thought, I would
suggest something similar is occurring. I would
argue that the notions of opposition or continuity
in the relation between “humans” and “animals”
is in fact the product of the employment of
different analytical scales, which is in part
reflected in these calls for the use of different
terminology in scholarly writing. One might see
each set of labels, or label, as being a different
scale. Thus, a scholarly account that employs the
term ‘companion species’ will draw out a
relation with an absence of boundaries between
“humans” and ‘““animals”, or as Haraway (2003)
has described “a becoming” between species,
whereas an account that employs the terms
“human” and “animal” might draw out a relation
that is based on difference and hierarchy. As a
result, I would argue that it is not possible to
state that the labels of “human” or “animal” or
“companion species” are more or less accurate or
more or less appropriate. Rather, I would suggest
that by taking a different scale, they foreground
or submerge a different aspect of an
ethnographic relation. It is because of this that |
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question the need to replace the terms “humans”
and “animals” with a set of alternative labels.

“The Balkans”

I want to illustrate this further by taking
another concept or label, which has been the
focus of much scholarly interest and criticism:
the Balkans. I have chosen this label for two
reasons. Firstly, due to the level of scholarly
interest in it there is a considerable wealth of
writing about it. Secondly, the debates
surrounding this label occurred more than a
decade ago and this difference in time affords a
perspective that includes the ‘benefit’ of
hindsight. As I will draw out here, although the
label of the Balkans may at first seem quite
unrelated to my discussion on how to label the
relation between “humans” and “animals”, I see
a number of parallels in the scholarly treatment
of these terms’.

Within anthropological scholarship, some
scholars writing on the notion of anthropological
regions (Fardon 1990) have made the
observation that regions within anthropological
scholarship tend to become known for specific
features, and concerning the Balkans, it seems

3 In her account of the naming of animals, Borkfelt (2011)
has also made a connection between the naming of places
and the naming of animals. She writes

When dealing with the naming or re-naming of newly encountered
lands and peoples by Europeans as an act of power over (the
perception of) what is named, it seems there is an obvious
comparison to be made with the relationship between humans and
other animals, since we both name other Animals (specifically and
generically) and demonstrate our power over them in a number of
ways (Borkfelt 2011: 121).



almost trite to make the observation that the
region has become infamous for being a place of
fragmentation and conflict. Although the term
Balkans was first employed to describe a
geographical area, it has since then become
‘synonymous with violence, conflict and
fragmentation” (Allcock 2004: 2). Mestrovi¢
(1994) has pointed out that the term
‘Balkanisation’ has even crept into English
language dictionaries to describe a process of
fragmentation, where the fragmented pieces are
hostile to one another. In earlier writing, where
West’s (1947) account Black Lamb and Grey
Falcon: A Journey Through Yugoslavia can
perhaps be held up as an exemplar of this genre
of literature, the Balkans appears to be a place
full of scenes of violent blood revenge (c.f
Tomasic¢ 1946: 43-47). In addition, an image has
been formed where this “troublesome” part of
the world appears to have the potential to
impinge on the lives of those living outside of
this Balkans. King and O’Brien (1947) write

The turbulent Balkans may be thousands of
miles away in distance and even farther in customs
and manners from the average Western home, but
they are nevertheless a political and strategic frontier
with which every man and woman should be familiar
who is interested in permanent peace. The intelligent
citizen of the Western world may know little of the
Balkans’ jumbled dynastic history in detail, but he
cannot with safety remain unacquainted with the
world forces at work there (King, and O’Brien 1947:
4).

Although the above examples come from
an earlier era, it appears that this impression of
the region has remained largely in place. For
instance Whittaker (1999) offers

Now, for almost ten years, Yugoslavia has
been the cockpit for the most sustained and vicious of
internal conflicts. Nothing so terrible and barbaric has
been seen in Europe since the worst of the Second
World War, with an entire nation at each other’s
throats. This is an ethnic contest more elemental and
savage than anything seen in El Salvador, South
Africa, Cyprus or Israel. (Whittaker 1999: 94)

However, in her account Imagining the
Balkans, Todorova (1997), has argued against
infusing such negative meaning into this label.
She writes

“Balkanization” not only had come to denote
the parcelization of large and viable political units but
also had become a synonym for a reversion to the
tribal, the backward, the primitive, the barbarian. In
its latest hypostasis, particularly in American
academe, it has been completely decontextualized and
paradigmatically related to a variety of problems. That
the Balkans have been described as the “other” of
Europe does not need special proof. What has been
emphasized about the Balkans is that its inhabitants
do not care to conform to the standards of behavior
devised as normative by and for the civilized world.
(Todorova 1997: 3)

In her argument against this perspective,
she states that it is ‘a convenient substitute for
the emotional discharge that Orientalism
provided, exempting the West from the charges
of racism, colonialism, Eurocentrism and
Christian intolerance against Islam’ (Todorova
1997: 21). In a similar vein to Todorova’s (1997)
argument, the majority* of anthropological

* Although scholars (Allcock 2004; Kideckel and Halpern
2000; Verdery 1999) repeatedly point out that the latest
conflicts after the break-up of the Socialist Federal Republic
of Yugoslavia were not as a result of ‘ancient hatreds’, the
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writing (e.g. Hammel 2000; Kideckel and
Halpern et al 2000; Povrzanovi¢ et al 1996) on
the break-up of the Socialist Federal Republic of
Yugoslavia argues the point that the wars were
not the result of ancient hatreds. Thus, it would
seem that due to the widespread and positive
reception of Todorova’s (1997) argument
concerning this unthinking use of the term
Balkans in both scholarly and popular literature,
there is a need to move away from employing it
at all.

Nevertheless, before one does this, I
would argue that it is necessary to consider
Green’s (2005) discussion on the concept of the
Balkans. In an account that also considers the
concept of the Balkans through the notion of
‘scale’, Green (2005) has argued that the concept
of the Balkans has a sense of movement to it. In
a discussion of literary descriptions of the
concept, she points out that some authors have
described the region as being enveloped with a
fog that lifts every now and then, which creates
this impression of movement. This movement
was something I observed during my fieldwork,
which was based in Rijeka in Croatia. When I
asked persons how they would describe Rijeka in
geographical terms, they would offer a range of
different answers was ‘in the Balkans’, on other
occasions I heard that it was ‘in Europe’, ‘in
South Eastern Europe’, ‘in the Mediterranean’,
‘in the West’, ‘not in the West’, and ‘in Eastern
Europe’. However, there were moments when
persons resolutely said that Rijeka was in the
Balkans. For instance, the nervousness that some
persons said they felt during the N.A.T.O.

former Socialist Federal Republic of Yugoslavia has been
described as ‘an ethnic shatter zone’ (Hayden 1994), and
compared with Humpty Dumpty (Allcock 2004).
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bombing of Serbia in 1999 was one such
occasion. When I would ask someone why they
were feeling nervous about what was happening
in Serbia, they would often respond that it was
‘because we are in the Balkans, anything could
happen’. This feeling of nervousness was also
present during the summer of 2004 during the
debates over international borders in the Bay of
Piran, or Bay of Savudrija. A number of persons
expressed their concerns about the prospect of
there a potential conflict with Slovenia because
of the reported daily tussles between Croatian
and Slovenian fishing boats about fishing zones.
When I, again, asked why they were concerned,
that it did not seem probable to me that conflict
would start because of a small bay, they would
say ‘that it was what we thought last time. This is
the Balkans’. What I observed was a definite
correspondence between those moments when
persons were in agreement that Rijeka was ‘in’
the Balkans, and when there was the threat of
conflict. However, Rijeka was not always in the
Balkans. At other times persons would state that
Rijeka was in Europe, Here, they would
highlight the ‘Austro-Habsburg’ history of the
city, where they would argue that Rijeka had
never been a part of the Balkans because it had
never been a part of the Ottoman Emmpire.
According to the narratives 1 heard during
fieldwork about Rijeka’s ‘geographical relation’
to the Balkans, sometimes it was in opposition to
the Balkans and sometimes it was a part of the
Balkans. Thus, the Balkans seemed to appear and
disappear in these narratives, and this is an
observation that adheres very closely to the
following point made by Green (2005). She
writes



“The Balkans” is relatively recent as a concept
and a name, and its history of appearance,
disappearance, and reappearance is neither circular
nor linear—nor does it involve a straightforward
assertion of ‘“backwardness”; it is, in its current
hegemonic form, as fractal as what I have been
describing for Pogoni, which is not coincidental”
(Green 2005: 14).

In a further consideration of the discursive
appearance and reappearance of the Balkans in
terms of the concepts of similarity and change,
she posits that “it is not whether things stay the
same or change that is the main issue here
(though it will be elsewhere); it is the manner in
which change and sameness are constituted and
understood, and the relationship between them,
that is the issue” (Green 2005: 14). As a result, I
would suggest that to abandon the concept
Balkans altogether would also involve
abandoning the possibility to see how change
and sameness are constituted and understood
through the employment of this concept.
Therefore I would say that Todorova’s (1997)
ground-breaking contribution in  scholarly
analysis on the Balkans was to wedge an
analytical separation between the Balkans as a
geographical area and the Balkans as a concept
to describe a set of practices. The effect of this
has been to open up an analytical gaze that
focuses one’s attention as much on how this
concept is being employed [and by whom] as it
has on what is being described with this concept.

Returning to the discussion on scholarly
calls to replace the terms “human” and “animal”
with alternative labels, I would suggest that one
could argue something similar. The recent
scholarly focus on how animals have been

positioned in an oppositional relation with
humans, in a similar form of othering as
Todorova (1997) has argued about the Balkans,
has also placed an analytical wedge between the
notion of “animal” as species and the notion of
“animal” to describe a set of practices. Accounts
such as those offered by Midgely (1988),
Haraway (2003, 2008a, 2008b), and Borkfelt
(2011) have opened up an analytical gaze that
focuses one’s attention onto how these concepts
are being employed. However, bearing in mind
Green’s (2005) writing on the concept of the
Balkans, the potential pitfall I see with those
increasingly audible discourses that insist on
terminological accuracy, particularly in the
literature on animal rights, is that it might
analytically foreclose from the outset any
observations into when and where persons are
describing the “human-animal” relation in terms
of binary opposition.

To briefly sum up, in this article I have set
out to question the call to replace the terms
“human” and “animal” with alternative labels. I
have done this because in my mind the current
scholarly interest in the ‘sameness’ between
“humans” and “animals” may steer scholarly
discourses into a not-quite-replication (Strathern
2004) of previous work that has stressed the
difference between ‘“humans” and “animals”.
Through a consideration of the treatment of the
concept of the Balkans, I have argued that to
insist on using a fixed set of terms to describe the
“human” and “animal” relation could have a
restrictive effect, especially when one takes into
account the present analytical interest in
highlighting the lack of boundaries between
“humans” and “animals”. [ would argue that a
question of considerable analytical interest,
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particularly in the anthropological project, is not
whether Rijeka is in the Balkans or whether
“humans” and “animals” are different or the
same, but when do persons consider Rijeka to be
in the Balkans and when do persons consider
“humans” and “animals” in terms of “difference”
or “sameness”. By tracing out the different points
of scale in the nonhuman’, ‘nonhuman animal’,
‘non/human’, ‘companion animal’ or
‘companion species’ relation, and the relations
between these points, in Borkfelt’s (2011) words
‘may help us better understand our relationships
with them’ (Borkfelt 2011: 124), and also one
could say their relationships with us.
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Capa YepHu

»/KHBOTHH U ,,JIyFe®, ,,Heayre®, ,,;KHBOTHHU 32 MPHAPYK0a*, ,,IPUAPYKHH BHIOBU®, ,,He/Tyre*:
HCTPaKyBame Ha NP00GJIeMOT HA eTHKETHPAHETO

(Pe3ume)

Bo 0B0j Tpya ce pasrienyBa MpaliameTo 3a ,,eTHKETUTE CO KO HAjuecToO Ce HMEHYBA OJTHOCOT
,»9IOBEK-)KMBOTHO . Kako 1mito HarmacyBam, BO TIOHOBO BpeMe MMa 3HAYacH HayueH MHTEpEC 3a TOa
KOja TEPMHUHOJIOTH]ja € HAjCOOABETHO Jia ce ynoTpeOu Kora ce onuinyBa oBoj ogHoc. Cekoja eTukera
MPUBJICKYBa €JICH OJPE/CH acleKT Ha OJIHOCOT KOj € BO (okycoT. Taka, YHHOT HA CTHKETHUPAILE €
MIpaKTHKa Mo cebe MpeKy Koja OBHE peranuu Mery ,,BUmoBUTe hopmupaatr nupcta hopma. Crenejku
ja muckycujata Ha CrtpartepH (1991) 3a KOHIIENITOT HAa pa3MepHd W KOMITAPUPAJKH TO OBOj aKT Ha
CTUKETHpAmkhe CO HAYMHOT Ha KOj pa3Mepure ce ymoTpeOeHu Bo KapTorpadujata, ce MOKaXKyBa
HUBHATa KOPUCHOCT 32 aHAIUTHYKUTE COTJICTyBara HA OBHE OJHOCH KOU IO MOMECTYBAaaT HAIHOT
(bokyc Ha MHTEpeC OJ1 MPAIIAmbETO 3a TOA KOW €THKETH Tpeba a T ynoTpeOuMe Ha MpaliameTo Kako
M KOTa THE ETHKETH Ce YIOTPeOCHH.

Kuryuynu 360poBH: )XUBOTHH, JIyfe, He-Iyle, IPUAPYKHU BUAOBU, bankan
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