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Boris M. Proskurnin

821.111 - 31.09
Original scientific paper/H36open Hayuen mpyo

MORAL CONFRONTATION AND RESPONSIBILITY AS THE BASIS
OF GEORGE ELIOT’S HEROINES’ INNER WORLDS: ETHICS OF

ALTERITY

Key words: George Eliot, literary character, ethics of alterity

The ethics of alterity in the novelistic art of George Eliot, one of the intellectually and
psychologically brightest writers in English Literature, is looked at in the paper through the writer’s
ways of character- and plot-making. In the centre of the analysis are George Eliot’s female
protagonists — Maggie Tulliver and Dorothea Casaubon as the characters, which represent George
Eliot’s ideas of the New Woman and her role in the society, which, on the one hand, oppose and are
ahead of their time, and, on the other, are closely connected with it and dependent on it. Such a
situation makes them moral insurgents and puts them in confrontation with the milieu; but their strong
sense of social and ethical responsibility seriously restricts their revolt and thus determines their inner
drama, which George Eliot’s depicts with great mastery.

Any talk about ‘ethics of alterity’ in
English Literature should be linked to the
national literary  feature, i.e. artistic
reconstructing of a character in the process of
self-knowledge and self-appraisal, even if it is
not Ich-erzdhlung. This process is given mostly
in some form of self-analysis, as a process of
thinking one’s life over. It inevitably means
synthesis of intellectualizing of the narrative and
psychological approach to a character-making.
The things we are speaking about are very much
characteristic for George Eliot.

We should attend to mind three sets of

issues, when thinking about ethics of alterity in
George Eliot’s work.

The first set is connected with the
Victorianism to which George Eliot belongs. The
new social, political and moral atmosphere of the
1850s forced literature to concentrate on the
analysis of a personage who is not a hero in the
direct meaning of the word, but whose character
refracts some essential features of an epoch that
was, as Flaubert complained, becoming
bourgeois. Those features manifested themselves
not in remarkable deeds, considerable action or
strong passions, and not in a sort of large-scale



confrontation but in everyday, ordinary life and
issues. The writers, who entered literature in the
second half of the X1X century, were guided by a
different concept of the individual, understood
and depicted not at all as a product of direct
interdependence of social determinants. As
Thackeray’s narrator puts it in The Newcomes
(1854):

I never could count how many causes
went to produce any given effect or action
in a person’s life; and have been for my
own part many a time quite misled in my
own case, fancying some grand, some
magnanimous, some virtuous reason, for
an act of which | was proud, when, lo,
some pert little satirical monitor springs up
inwardly, upsetting the fond humbug which
| was cherishing...!

This phrase of Thackeray reflects some
essential features of the realism of that time:
structurally the main interest of a writer of that
literary period lies with depicting of a character
but not of circumstances. Though circumstances
as such did not disappear, they lived through and
thought over by a character. The writers of the
epoch changed the route of literature in the
direction of enhanced psychological depiction of
a character. Many novels of that time turned out
to be a kind of psychological and analytical
investigation of inner world. The novel
concentrates on the dynamics of mental life (to
be exact — on the dynamics of psyche; in the

! W.M.THACKERAY, The Newcomes / Edited with
an Introduction by A.Sanders (Oxford University
Press, 1995). 64.

literary times before Freud, psyche and mind
were synonyms). It means that they used
literature to reveal some outside world processes
(its social, political, moral aspects), being,
figuratively speaking, run through the mind (and
psyche) of a character, deeply settled in the flow
of common life. What is more, social analysis is
carried out in the works of these writers as
reconstruction of the type of social behaviour and
social psychology, which are determined by
complex emotions, moods, motives, and, among
other things, by moral paradigms to which
individuals are subject. It’s especially important
to remember when we speak about Victorian Age
with its rigid moral values and the personages
who by their otherness protest against them at the
level of subconscious reactions predominantly,
though revealed by means of writer’s or
narrator’s analysis.

The second set of issues is directly
connected with the Victorian Age’s social, moral
and cultural values which ruled over the writers
of the period even if they opposed them and
satirized current life. When we speak about these
values, we mean earnestness, enthusiasm, the
worship of force and of a self-made man (hero
worship), entrepreneurial spirit, critical spirit and
— at the same time — great will to believe, rigidity
and dogmatism, and some others; the dialectics
of sometimes quite opposite values receive a fine
integral analysis in Walter Houghton’s The
Victorian Frame of Mind, 1830 — 1870 (1957).

The third set of issues is connected with the
world outlook of Eliot herself, with her
philosophy, her evangelical education, for
instance, and with her very peculiar atheism
based on ‘humanity religion’ formed on her deep
and thoughtful reading of Essence of Christianity



by Ludvig Feuerbach and David Strauss’s The
Life of Christ, but mainly — on her own much
complex ethical views based on her
understanding of Baruch Spinoza’s Ethics and
the works of John Stuart Mill, deep analytical
reading of the works of August Comte, James
Froude, Thomas Macaulay and others.

She is famous for her intense reflections on
social identity and the freedom of an individual
and its measure and for her deep understanding
how far from reality is any ideal construct. It’s a
very English statement of question, it reflects, on
the one hand, pragmatic approach to life, her
belief in real life; on the other hand - it shows
how far she believes that life is complex and
dynamic, and here we see George Eliot’s anti-
dogmatism. It helps to understand why George
Eliot gives her personages such strong intellect
and thirst for knowledge?, and it also explains her
personages’ serious sense of responsibility for the
place one occupies in the world. Many of her
heroes and heroines are put in the situation
described by Feuerbach in his ‘Essence of
Christianity’: ‘Every man must place before
himself a God, i.e. an aim, a purpose""’. This idea
of life full of good aims and serious purposes (in
many ways specially stressed in protestant and
puritan ethics) becomes the centre of George
Eliot’s ethical program. The idea of getting some
serious aim in life determines her female
characters’ plot-realization, which is none other
than displaying psyche of a personage in its

2 This is just the case when, by Emmanuel Levinas,
‘knowing is psyche’ (see his Ethics as First
Philosophy in The Levinas Reader / Edited by Sean
HAND (Oxford: Blackwell, 1989). 77.).

® Philip DAVIS, The Victorians (Oxford University
Press, 2004). 396.

response to the events reconstructed. Hence it
explains the ‘terror of aimlessness’, which
torments her female protagonists — Janet,
Maggie, Dorothea, Romola. Here we are not to
forget George Eliot’s thought that corresponds
with the Victorian Age’s optimism: life
nevertheless changes for the better, but these
changes for the better are impossible if human
beings are not changing for the better. And this
logically leads to the idea of the borders for
person’s identity, liberty and independence. She
shows her understanding of it by depicting her
heroines who want to go further than the
dominant ethics prescribes. The first obstacle for
bettering society through women, by George
Eliot, was the idea of thinking of a woman only
as ‘the angel in the house’. Avoiding politicizing
the Women’s Question (her reluctance to lend her
energies to the feminism just at that time
emerging is well analyzed’), George Eliot
nevertheless questions her society’s putting
chains of the old-fashioned and unfair limits upon
women’s lives, full of noble purposes. That’s
why her heroines are moral and social insurgents,
whose revolt nonetheless ends within happy
family life (though Maggie from The Mill on the
Floss finds her happiness only in the last

* See: Dorothea BARRETT, Vocation and Desire:
George Eliot’s Heroines (Routledge, 1989); Gillian
BEER, George Eliot (Harvester, 1986); Kate FLINT,
George Eliot and Gender in The Cambridge
Companion to George Eliot (Cambridge University
Press, 2001). 159 — 180; Brenda McKAY, George
Eliot and Victorian Attitudes to Racial Diversity,
Colonialism, Darwinism, Class, Gender, and Jewish
Culture and Prophecy (The Edwin Mellon Press,
2003); Barbara HARDY, George Eliot (New York,
Continuum, 2006).
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moments of her life when she is reconciled with
her brother Tom a moment before they drown in
the river flood).

What makes the story of these moral
insurgents more interesting and novel-like is not
only their confrontation with society and its
dogmatism, but their inner torments, mostly
based on difficulties of their search for the
personal places in the world. As Philip Davis
writes in The Victorians, “It was precisely their
growing recognition of the relative lack of social
purpose for women in Victorian England that put
George Eliot’s young female protagonists in the
vanguard of Victorian metaphysical
questioning”. George Eliot’s contemporary
Richard Holt Hutton wrote that the main wish of
Maggie Tulliver is to be purposefully at ‘home’
in life (we may say the same of any other female
protagonist of hers). This is one of the terms of
happiness for Maggie. But it is not in some
fantasy and dream life (ideal life) that this
happiness is sought (see Chapter 3 in Book 4 of
The Mill...). Because of priorities of life
practices, Eliot ‘puts her characters in direct
contact with the ultimate realities’®.

Here we come to one more important thing
if we want to understand George Eliot’s approach
to her personages’ ethics of self- and society-
changing. | mean the idea of reasons and causes
and their inevitability which commands any of
her ethical construct. Eliot, like J.S.Mill’s in his
On the Logic of the Moral Sciences (1843),
understands the eternity of human nature and
transcendental Laws of Necessity based on

* Philip DAVIS, The Victorians (Oxford University
Press, 2004). 384.
® Ibid.

universal experience. She is close to his idea that
‘nobody is a consistent fatalist’’. Mill’s ideas are
relevant here: a man ‘has a power to alter his
character’; ‘we can make ourselves different’;
‘our character is formed by us as well as for us’®,
Eliot has something in common with the famous
thinker and moralist Samuel Smiles: life-
education as the main source of self-education for
an Englishman®. One of the main ways of self-
education is getting experience; her personages
live and analyze the process of life with the help
of questions and answers and reveal themselves
with  the help of ‘explanation” and
‘understanding’. ‘Questions’ very often lead not
only to successes, but to mistaken answers
(illusions) and failures, and that’s life too.

Her protagonists, both male and female,
could be called, using The Prelude to her
Middlemarch, ‘ardently willing souls’; that’s why
her personages (and the more other — alter — they
are the more they feel and analyze it) are depicted
as characters, seeking for ‘the clue that will ‘link
their life together and give it a language, a
syntax, a sense of form and relationship’®.
Through experience they come to understand
‘what life was like, what life was for’™. It is one

7 See in: Culture and Society in Britain, 1850 — 1890.
A Source Book of Contemporary Writings / Edited by
J.M.Golby. (Oxford University Press, 1986). 94.

8 See in: Culture and Society in Britain, 1850 — 1890.
A Source Book of Contemporary Writings / Edited by
J.M.Golby. (Oxford University Press, 1986). 95.

° Philip DAVIS, The Victorians (Oxford University
Press, 2004). 109.

19 philip DAVIS, The Victorians (Oxford University
Press, 2004). 385.

1 philip DAVIS, The Victorians (Oxford University
Press, 2004). 386.
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of the sources of morality in her fiction and at the
same time one of the reasons why the role of the
author is crucial in her narrative: the author
knows better and more exactly of many things
and, more important, she understands the moral
weight of what happens to the characters. (By
various means Eliot tries to convert her reader to
the narrator’s position — but that is matter for
another paper.).

The character of Maggie Tulliver, Eliot’s
protagonist in The Mill on the Floss is ‘much
bigger’ than the fate that her creator prepares for
her when her only way out is reunion with her
estranged brother. This ardent wish to regain her
brother’s love preoccupies Maggie (perhaps too
much!) in the final third of the novel. Since the
world around her is totally masculine, and there
are no other ways of self-actualization for
Maggie, she chooses her brother and Dorlcote
Mill; she lives through them, she sees in them, as
Robert  Polhemus once said, ‘identity
transcending the self’, a means of ‘escape from
female impotence’*?; through them, in other
words, she seeks to establish herself as an
individual.

In this respect the model of a character
constructed by George Eliot has something in
common with Thomas Arnold’s thoughts about
contemporaries, well-known due to his book
Christian Life, Its Course, Its Hindrances, and Its
Helps (1841). (Some personages of The Mill...
are almost direct illustrations of Arnold’s book;
Stephen Guest, for example):

12 Robert POLHEMUS, Erotic Faith Being in Love
from Jane Austen to D.H.Lawrence (The University of
Chicago Press, 1990). 177; 176.

11

Many of us are very seldom in
earnest. By this | mean, that the highest
part of our minds, and that which judges of
the highest things, is generally slumbering
or but half awake. We may go through a
very busy day, and yet not be, in this true
sense, in earnest at all; our best faculties
may, as it were, be all the while sleeping or

playing®.

Maggie does not live by halves; on the
contrary, she takes everything seriously,
honestly, with sincerity and true moral
responsibility. In this respect | agree with
A.Rauch who sees in The Mill on the Floss an
example of ‘linking together determinism with
the idea of responsible action’ and stresses the
heroine’s organic search for active self-
realization in the world which does not greet it*.
Searching for the harmony inside herself, she
seeks for it in the outer world. It is not by chance
that her intense search for purport of life brings
Maggie to Thomas of Kemp and to his book, the
main idea of which turned out to be so much
close to her soul and ideas of life, especially
Thomas of Kemp’s appeal:

...if thou wilt have inward peace,
and enjoy an everlasting crown... If thou
desire to mount unto this height, thou must
set out courageously , and lay the axe to
the root, that thou mayst pluck up and

13 See in: Walter HOUGHTON, The Victorian Frame
of Mind, 1830 — 1870 (‘Yale University, 1985). 230.

4 Alan RAUCH, Useful Knowledge. The Victorians,
Morality and the March of Intellect (Durham; London:
Duke University Press, 2001). 193.
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destroy that hidden inordinate inclination
to thyself, and unto all private and earthly
good®.

Maggie’s inner world is pictured by Eliot
as the battlefield of at least two sets of morality —
conventional, i.e. socially based and formed, and
inner moral values of ontological origin; in the
case of Maggie, close to her nature and thus to
eternity. Recall the Biblical allusion of the
heroine’s name. It’s the dilemma that unites and
structures the novel, provides its unity (well
discussed in criticism®®). The brilliant example of
the splash of this dichotomy is Chapter 13 of
Book 6:

But under this torpor there was a
fierce battle of emotions, such as Maggie in
all her life of struggle had never known or
foreboded: it seemed to her as if all the
worst evil in her had lain in ambush till
now, and had suddenly started up full-
armed, with hideous, overpowering
strength! There were moments in which a
cruel selfishness seemed to be getting

> George ELIOT, The Mill on the Floss / Edited and
Introduced by Gordon S. Haight (Oxford University
Press, 1980). 289.

16 See: Critical Essays on George Eliot / Edited by
Barbara HARDY (Routledge, 1970); Elizabeth
ERMARTH, Maggie Tulliver’s Long Suicide, in
Studies in English Literature 1500-1900 (Vol. X1V,
No. 4, Autumn, 1974). 587-601; George Eliot: The
Mill on the Floss and Silas Marner. A Casebook /
Edited by R.P. DRAPER (Macmillan, 1977); Gillian
BEER, George Eliot (Harvester, 1986).

possession of her; why should not Lucy —
why should not Philip suffer? She had had
to suffer through many years of her life;
and who had renounced anything for her?
And when something like that fullness of
existence — love, wealth, ease, refinement,
all that her nature craved — was brought
within her reach, why was she to forego it,
that another might have it — another, who
perhaps needed it less? But amidst all this
new passionate tumult there were the old
voices making themselves heard with rising
power, till, from time to time, the tumult
seemed quelled. Was that existence which
tempted her the full existence she
dreamed? Where, then, would be all the
memories of early striving — all the deep
pity for another's pain, which had been
nurtured in her through years of affection
and hardship — all the divine presentiment
of something higher than mere personal
enjoyment, which had made the sacredness
of life? She might as well hope to enjoy
walking by maiming her feet, as hope to
enjoy an existence in which she set out by
maiming the faith and sympathy that were
the best organs of her soul. And then, if
pain were so hard to her, what was it to
others? — "Ah, God! preserve me from
inflicting — give me strength to bear it." —
How had she sunk into this struggle with a
temptation that she would once have
thought herself as secure from, as from
deliberate crime? When was that first
hateful moment in which she had been
conscious of a feeling that clashed with her
truth, affection, and gratitude, and had not
shaken it from her with horror, as if it had



been a loathsome thing? [458 — 459]

When we look at the images of Maggie, or
Dorothea, or Romola (and this observation is true
for her male characters too), we see that, using
the words of John Locke, personal authenticity of
these personages is authenticity of consciousness
acquired in the course of time and through
acknowledgement of their definite place in the
space. It is obvious that the image of Maggie
corresponds with the point of German poet
Novalis cited by Eliot in the novel: ’character is
destiny’ [401]". It explains the tragedy of
Maggie and closeness of the novel to classical
Greek tragedies with its ethics of fatum and
heroes’ fight with it. In the novel, Eliot wrote
further: ‘But not the whole of our destiny’ [401]:
let’s remember J.S.Mill’s idea that a man ‘has a
power to alter his character’ on which Eliot relies
quite consciously. In the endings of the novels
the heroes of Eliot, through some serious
alterations, really do overcome this
interdependence of character and destiny.

The bright example of it is one of the
greatest achievements of Eliot — Dorothea Brook
(Casaubon), one of the three protagonists in
Middlemarch. A reader can’t help noticing the
fact that George Eliot begins and finishes her
story of Dorothea with allusions to Saint Theresa
(ironical though in the opening Prelude). Saint
Theresa is a person who for many years was a
symbol of self-sacrifice and tragic spiritual

7 1t’s quite remarkable in this respect to notice that
Alan Rauch titles the chapter on The Mill on the Floss
in his Useful Knowledge. The Victorians, Morality and
The March of Intellect (Durham; London: Duke
University Press, 2001) Destiny as Unmapped River.

13

search. To some extent it sets a sort of frame for
George Eliot’s ideas put forward in this novel in
terms of acquisition of meaning of life through
suffering:

Many Theresas have been born who
found for themselves no epic life wherein
there was a constant unfolding of far-
resonant action; perhaps only a life of
mistakes, the offspring of a certain
spiritual grandeur ill-matched with the
meanness of opportunity perhaps a tragic
failure which found no sacred poet and
sank unwept into oblivion. With dim lights
and tangled circumstance they tried to
shape their thought and deed in noble
agreement; but after all, to common eyes
their struggles seemed mere inconsistency
and formlessness; for these later-born
Theresas were helped by no coherent
social faith and order which could perform
the function of knowledge for the ardently
willing soul. Their ardour alternated
between a vague ideal and the common
yearning of womanhood; so that the one
was disapproved as extravagance, and the
other condemned as a lapse®.

Certainly those acts of her life were
not ideally beautiful. They were the mixed
result of a young and noble impulse
struggling amidst the conditions of an
imperfect social state, in which great
feelings will often take the aspect of error,
and great faith the aspect of illusion. For

18 George ELIOT, Middlemarch. A Study of Provincial
Life (Penguin Books, 1965). 25.
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there is no creature whose inward being is
so strong that it is not greatly determined
by what lies outside it. A new Theresa will
hardly have the opportunity of reforming a
conventual life, any more that a new
Antigone will spend her heroic piety in
daring all for the sake of a brother’s
burial: the medium in which their ardent
deeds took shape is for ever gone. But we
insignificant people with our daily words
and acts are preparing the lives of many
Dorotheas, some of which may present a
far sadder sacrifice than that of the
Dorothea whose story we know [896].

On the one hand, Eliot would like to stress
that contemporary life is ‘dim lights” and ‘tangled
circumstances’, that moral values professed
contemporary society, do not enable these later-
born Theresas and Antigones to find some
worthy foothold for their hopes and aspirations,
that quite often their great feelings turned out to
be failures and delusions which might produce
some smile. On the other hand, Eliot is far from
thinking that these new Theresas and Antigones
tragically wasted their lives:

But the effect of her being on those
around her was incalculably diffusive: for
the growing good of the world is partly
dependent on unhistoric acts; and that
things are not so ill with you and me as
they might have been, is half owing to the
number who lived faithfully a hidden life,
and rest in unvisited tombs [896].

Eliot’s contemporary literary critics (e.g.,
Edith Simcox) were the first to notice that

contrasting Dorothea and her sister Celia,
Rosamond and Mary Garth, George Eliot
preaches tolerance ‘even while showing with
grim distinctness the ineffaceableness of moral
distinctions and the unrelenting force of moral
obligation’®®. Henry James was much more
severe: ‘It strikes us as an oddity in the author’s
scheme that she should have chosen just this
figure of Ladislaw as the creature in whom
Dorothea was to find her  spiritual
compensations’[Swinden 1972, 64]; he sees in it
Eliot’s attempt ‘to make light of the serious
elements of the story and to sacrifice them to the
more trivial ones’®. Sidney Colvin also thought
abgut the novel: ‘“There is no sense of triumph in
it" .

But it is obvious that any absolute triumph
of Dorothea would have spoiled the aesthetics
and ethics of the novel; Eliot’s wrote of common
people, ordinary ones, not heroes in Carlyle’s
meaning, who despite that firmly live through
difficulties of being unlike others and hence show
what might be called everyday bravery. This is
the main appeal of Eliot: common life also needs
such Theresas in order to be improved; there
should be found some serious moral imperatives
in everyday existence of a person. It is the force
of common life that moves the whole socio-
cultural structure on. As far as heroes are
concerned, ‘I am not sure that the greatest man of
his age, if ever that solitary superlative existed,
could escape these unfavourable reflections of

19 George Eliot. Middlemarch. A Casebook / Edited by
Patrick SWINDEN (Macmillan, 1972).45.
20 George Eliot. Middlemarch. A Casebook / Edited by
Patrick SWINDEN (Macmillan, 1972). 62.
2! George Eliot. Middlemarch. A Casebook / Edited by
Patrick SWINDEN (Macmillan, 1972).55.



himself in wvarious small mirrors; and even
Milton, looking for his portrait in a spoon, must
submit to have the facial angle of a bumpkin’
[110]. That’s why Eliot in the early parts of the
novel is ironical towards Dorothea whose mind,
she writes, ‘was theoretic, and yearned by its
nature after some lofty conceptions of the
world...” [30].

Eliot characterizes Dorothea as a person
with ‘a nature altogether ardent, theoretic, and
intellectually consequent’ [51], but *“not in the
least self-admiring” [32]. She expressed her main
ambitions as follows: ‘I should like to make life
beautiful — | mean everybody’s life’ [251].

Despite the initial irony, the plot of
Dorothea is the story of searching for vocation.
When | say ‘irony’, | mean that crucial moment
when Dorothea, the girl who pines for a
spiritually like-minded life-companion, mistakes
the old pedant and dried-up man Casaubon for
the person whose grand idea can impart meaning
sense to her life: “What a work to be in any way
present at, to assist in, though only as a lamp
holder!” [40]. Dorothea’s eagerness for self-
immolation is not a passive romantic sacrifice
and the wish to be useful and devoted just to one
person. She is sure that Casaubon’s key to all
mythology will bring humankind to a better
understanding of its spiritual roots. She pictures
her marriage to Casaubon as her only possible
means of being useful for people in the right way.
Her discovery that she has been mistaken and
that nobody has forced her to believe in him turns
her situation into a spiritual and psychological
drama, where there is no place for irony and
jokes. (It begins to be obvious when two plots —
Dorothea’s and that of Lydgate, figuratively
speaking, meet.)
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Eliot dramatizes Dorothea’s situation from
within; she shows this drama of her heroine as
the drama of personal delusions, frantically
realized by Dorothea. But at the same time the
whole context of the novel frames Dorothea’s
drama as not without some ontological social
grounds, since a woman of the time had no other
way of social self-realization but marriage or/and
charity. Because of that, any woman who wants
to overcome these limits is ‘other’, different,
alters social rules and codes. She is either an
oddity or a social outcast and violator. The
society either does not want or is unable to help
such a person to display his or her inner energy in
a social meaningful way. We see it in the novel in
contrasting Dorothea and Celia, Dorothea and
Rosamond, Dorothea and Mrs Bulstrode, and — to
a certain point and in another context — Dorothea
and Mary Garth (though they both are Eliot’s
protagonists).

It’s obvious that the writer through painful
self-analysis and self-appraisal leads Dorothea to
some ethical border while crossing which she
gains herself new and changed. In the beginning
of the novel Eliot stresses ‘the intensity of her
religious disposition, the coercion it exercised
over her life’; at the same time, it ‘was but one
aspect of a nature altogether ardent, theoretic and
intellectually consequent’ [51]. The Puritan
source of Dorothea’s energy is evident (and
perhaps it’s one of the reasons for Eliot’s irony
towards her: already in 1842 Mary Ann Evans
who 15 years later became George Eliot, declared
her atheism — once and for ever).

It is well known that the sign of divine
predestination for a protestant (and a puritan as
well) is the moment of conversion, closely
connected with overcoming some inner, spiritual
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crisis. The crash of her illusions about the great
deed of Casaubon, his death then, and especially
his insulting codicil, when Casaubon made
Dorothea’s right to inherit from him conditional
on her not getting married to his nephew Will
Ladislaw, are stages of her conversion. Eliot
writes:

She might have compared her
experience at that moment to the vague,
alarmed consciousness that her life was
taking a new form, that she was
undergoing a metamorphosis in which
memory would not adjust itself to the
stirring of new organs. Everything was
changing its aspect: her husband’s
conduct, her own duteous feeling towards
him, every struggle between them — and yet
more, her whole relation to Will Ladislaw.
Her world was in a state of convulsive
change; the only thing she could say
distinctly to herself was, that she must wait
and think anew. One changed terrified her
as if it had been a sin; it was a violent
shock of repulsion from her departed
husband, who had hidden thoughts,
perhaps perverting everything she said and
did. Then again she was conscious of
another change which also made her
tremulous; it was a sudden strange
yearning of heart towards Will Ladislaw. It
had never before entered her mind that he
could, under any circumstances, be her
lover: conceive the effect of the sudden
relation that another had thought of him in
that light — that perhaps he himself had
been conscious of such a possibility, — and
this with the hurrying, crowding vision of

unfitting conditions, and questions not soon
to be solved [532 — 533].

That’s why that quiet happiness which she
acquired in the end, does not at all seem to be a
failure, by Eliot’s ethics, because this time, in her
marriage to Will, Dorothea gets not only true
love, but the sense of absolute unanimity with her
husband, of which she dreamt on the eve of
marriage to Casaubon. This community of
interests means for her equality, being loved and
respected as an individual. Naturalness and
simplicity, candor and openness, fairness and
honesty, independence and self-criticism, faith in
inevitable improvement — these are — to name a
few — the qualities which are victorious in the
plot of Dorothea.

George Eliot thinks and writes on the
premise that to have moral influence, one of the
main aims of any writer by Victorian standard, a
writer should avoid unconcealed moralizing.
From the very beginning of her creative work she
was preoccupied with the issue of finding
effective proper ways — through form, style,
character-making and issues — to link her reader
with deep moral and ethical ideas. One such idea
was whether it is possible for an individual to
lead a full life which, on the one hand,
corresponds with this individual’s understanding
of meaningful and thus happy life, and on the
other, does not interfere with other people’s
happiness (here she is close to the key socio-
ethical thesis of J. S. Mill, fully expressed in his
On Liberty). It is a well investigated fact how
much Baruch Spinoza’s Ethics, which Eliot
began to translate in 1856, influenced her ideas of
freedom and of the limits and measures of that
freedom; of social identity and of the line



between freedom and social responsibility®.
What is more, Eliot agreed with Spinoza on the
idea of the distance between any ideal model and
reality, which logically leads to understanding the
wholeness of life as based on complexity and
mobility.

The latter is very much central to the world
of her fiction, which fully reflects George Eliot’s
understanding of a human being’s existence as a
kind of the succession of choices and these
choices’ consequences. Here the idea of
responsibility moves forward and gets the status
of character-making policy in her fiction. In the
paper | tried to show how complex are the central
characters of her fiction, how far they confront
and refract the main trends of social, moral and
cultural life of the Victorian Age, a true daughter
and a severe critic of which George Eliot was.
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Bopuc lIpockypunn
MopanHaTa KOH(POHTAIMja M OATOBOPHOCTA KaKO 0232 HA BHATPEIIHNOT CBeT Ha
KHIKeBHUTe JUKOBHU HA [Jlopu Esmor: ETnka Ha gpyrocra

(Pezume)

Bo cratmjata ce pasrieayBaaT cHeUM(HIHOCTUTE Ha TPAJCHETO HAa CHXKE, a UCTO Taka
0COOCHOCTUTE Ha KapaKTepOJIOTHjaTa BO POMAHECKHOTO JIENIO Ha aHIJIMCKaTa nHucaTenka of 19-tu Bek
Llopu Ennor. Bo nenrapor Ha npercraBeHaTa aHanusa ce nporaronuctkure Meru Tamusep (The Mill
on the Floss) u {opoteja bpyk (Middlemarch), kou ru oBorutoryBaat nmpercraBute 3a ,,HoBaTa“ keHa
Y HEj3MHATa OMIITECTBEHA yiora. ABTOPOT T'M IGMOHCTPUpPA YMETHUYKUTE MPHHLUIIA U CPEICTBA CO
xou [lopy Enmor ru mokakyBa BHATpEIIHHMTE JpamMH Ha XepouHuTe. JKEHHTE BO pOMaHUTE Ce
CIIPOTUBCTaBEHM HA CBOMTE BPEMHHba, BO HEKOja CMHCIA TypU U TM HaJMHHYBaaT, a ¥ OCTaHyBaat
Hepa3OpaHu M OT(pIICHW Ol CTpaHa Ha OKOJHHOT CBeT. VICTOBpeMEHO MoceOHO ce aKIeHTHpa
rJIaBHATa €TWYKA JHUjeMa Ha XCPOMHUTEC M HAYMHUTE HAa HUBHOTO YMETHHYKO OCTBapyBame BO
pPOMaHUTE: CollMjaiHaTa U JINYHATA OATOBOPHOCT C& KOH(PPOHTHUPA CO CTPMEKOT KOH MHIMBHIyalTHaTa
crobopa, MpUPOIHOCTA U Beke 100po pa3BHEHATa ,, APYTOCT ™ Ha XEPOUHHUTE.

Kayunn 360posu: [Jopu Ennot, kHuxkeBeH MK, €THKa Ha Ipyrocra
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821.163.3-1.09
Original scientific paper/HU3eopen nayuen mpyo

JUPCKH ,, ) KEHCKHU“ PEUHTEPIIPETAIIUU HA MUTOBUTE 3A
OJUCEJ (BO IECHUTE HA AHA JUMHUIINKOBCKA M JIMAUJA

JTAMKOBCKA)

Kayunu 300poBu: pennTepnperanny Ha MUTOBH, AHa JlumuikoBceka, Jlnamnja JlumroBcka

[IpocnenyBamero Ha BpckHTE Mery
MUTOT (KaKO TPOTOYMETHHYKH M  IPOTO-
KHIDKEBEH OOJIMK) W TlecHaTa (M OHaa erckara u
OHaa JMpcKata, W JpeBHAaTa, U COBpPEMEHATa, W
OHaa 3a Teewmhe CO MpHUIpPYKOa Ha Jvpa, U OHaa
ITO ja 4YUTaMe O CTUXO30WMPKHTE WM Ha
WnTepHer) Hem30exXHO HE cOOYyBa CO JBE
Hepas[edHH Tpamama: KOM Cce KIYYHUTE
OOnuUpHU mMOuYKU — CJIEACTBEHO, KOHM C€ H
KAyuHUme pasiuku — Mely OBHE TBOPEUKH
obnmumm?

Wmeno, orpomen Opoj mucinurenu (ox
HajcTapy BpeMUba [0 JCHEC) ynaTyBaaT Ha
MHOTYOpDOJHHUTE HEPACKHHJIMBH BPCKH  Mery
MUTOT U I0€3MjaTa, MOpagdl KOH HE € BOOIIIITO
JeCHO Ja ce Jaae Op3 M KOHEYEH OATOBOP.
loBopejkn 3a MeradopuuHaTa npuposa Ha
MHUTOT, CyMHUpaHa BO Te3aTa JeKa ,,ceKoja
Meradopa ¥ METOHMMHja MO IOTEKIO € Mal
mut, yimnre [lanbGaTucra Buko 3abenexysa neka
MOETCKHOT ja3uK Ce TEMENH BP3 ,,HEAOCTHIKHATA
MyIOpOCT Ha MHUTOT®, Koja c€ JOKH Ha

MPBOOUTHUOT UJEOJIOLIKH CHHKPETH3aM.
PomanTtnuapute (on Xajue u ['ere mo Opakata
neren unu Opakata ['puM) MUTOT TO TpeTUpaaT
KaKo ,,ecTeTcKH (EHOMEH M Kako ,,0CHOBECH
OPOTOTUII  Ha  YMETHHYKOTO  TBOPEIITBO.
[loucroBeryBamero Ha MHUTOT M IIeCHAaTa €
HajeBHJEHTHO Kaj Xepaep, Koj, TOBOPEjKH 3a
3a€IHUYKOTO KYJITYPHO U KHH)KEBHO HACJIEACTBO
Ha YOBELITBOTO, ja pasrjeAyBa MHTOJOTHjaTa
Kako el of ,,lIOETCKOTO OOratcTBO Ha Hapo.-
Hata Myzpoct. Kako moTkpena Ha Te3aTra 3a
nepMaHeTHaTa BpCKa Mefy MHTOT U yMETHHY-
KOTO TBOPEIUTBO, BEPOjaTHO HAajUMTUpaHA €
mucnata Ha llenunr, cnopen xoro: ,,MuTonoru-
jaTa e HEONMXOJEeH YCIOB M OCHOBHa TIpara 3a
cekoja ymerHoct. Illemuar He camo 1ITO
yKa)KyBa Jeka ,,0e3 MUT HeMa IMecHa™ TYKy TOj
BOCIIOCTaBYBa €ICH BHJ pageHcmeo Mery OBHE
nBa (eHOMEHa, MOSHTHPAjKU: ,,MUTOJOTHjaTa €
anconymua noesuja’,

HeBpanrmunara TOuka Bp3 Koja ce
MOCTYIMpaaT mapanenure Mery MHTOT H
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noesujaTa BO TeopHcKara mMuciaa Ha XX BEK €
TOKMY ,,MUTCKHOT Ha4uH Ha MHCICHE U
qyBCTBYBame Ha cBeror (Mupua Enmjane).
[Ipexy ananu3aTta Ha OrpoMHa aHTPOIOJIOIIKA
rpara, Knon JleBu-Ctpoc moafa 10 CO3HaHHETO
JeKa ,,Kako M MOETCKOTO, TaKa M MHUTOJIOLIKOTO
MHUCIIEEe € MeTadopuyko, CHMOOIMYHO H
CIINKOBUTO".

MoliiHe CpOIHU €€ CTOKEPHUTE COTJIEH-
OM TUlacMpaHM BO KamuTajHAaTa CTyAWja
Qunozoguja na cumboruunume gopmu Ha EpHCT
Kacupep, koj ucrakHyBa Jeka ,,90BEKOBOTO
IyXOBHO TBOPEIITBO, BO INPB pEI MHUTOTBOP-
CTBOTO, KaKO HajcTap BUJ Ha TOAa TBOPEIITBO €
CUMOONUYKO (...) MHTOJOTHjaTa € aBTOHOMHA
cuMmOonuyka GopMa Ha KylTypara T.e. 3aTBOPEH
cumOonuuky cucteM”. Of TCHXOaHATUTHUYKA
Mo3MLIKja, BpCKaTa MHUT-yMETHOCT (moe3uja) ce
pasrienyBa Bp3 MEXaHH3MUTE Ha KOJIEKTHBHOTO
HecBecHo. Kapnm I'. JyHr mnoreHmupa feka:
»MHUTOBUTE c€ TIPBOOMTHH OTKpPOBEHHja Ha
nmpeTcBecHaTa JAylla, CHOHTaHM HCKa3W 3a
HECBECHMTE IylIeBHU HactaHu . IIpuTtoa, MuToOT,
Kako ¥ Toe3njata (M YMETHOCTa BOOIIIITO)
orepupa co ,,Mera(opuuHOCTa HAa apXETHUIICKATA
cumbonuka“. Ox npyra crpaHa, OJHOCOT ,,MHUT-
MecHa® € Hepas3OeluBO MOBP3aH CO KOMILIEKC-
HUOT OJHOC ,,MUT-puTyan”. Ha Toa HE ymaryBa
BH3ypaTa Ha PUTYaJHO-MHTOJIOIIKATAa KPHUTHKA,
KOja HacTojyBa Ja ro einabopupa MOTEKIOTO Ha
KHWKEBHUTE >kaHpu (0coOeHO Ha emoT u
Tparenujata) Bp3 OCHOBA Ha BpcKaTa Mery MUTOT
u puryanor. BoemHo, cmopex muiemoajero Ha
apxerunckara kputhuka Ha Hoptponm ®@paj,
HAj3HAYajHO M HajOparoleHo BO YMETHHYKOTO
JIeTI0 ceé TOKMY MHTOBHUTE W apXeTUIOBHUTE, Ia
OTTYKa M BO TMPOYYyBaWmETO Ha T[Oe3HjaTa,
apXeTUIICKUTE 0o0pacud HMaaT MPHOPUTETHO

3HaYewe. ,,PUTYaIoT U MUTOT HE CE CaMO M3BOPH
TyKy H BHaTpellHa CyIITHHA Ha T[0e3Mjara,
OCHOBa Ha MOETCKaTa UMarnHanuja’ — 3aKiIy4JyBa
Dpaj.

On oBaa cocemMa Kyca [aHOpama €
OYMIJICIHA TEHJEHUMjaTa Aa ce amoctpodupa
3HAa4YCHETO Ha MUTOT 3a MecHaTa. Ho nmamu u
MUTOT M JOJDKM HEIITO Ha mecHaTa?

Onmrono3HaTo € JeKa IeCHUTE ce
KIYYHUTE COKPOBUINTa HAa MHTOBHUTE BO
KOJIEKTUBHAaTa MeMopHja. MHOI'Y MHUTOBH, 3a
xKal, ce 3abopaBeHHM 3aceKoraml, HO MpeKy
CTICKUTE TIECHU W CTONEnTe OJ CUTE MEPHIUjaHN
(om  Enom 3a [Tureamew, Ewyma Enuw,
Teoeonuja, Unujaoa  m Oouceja hi(s)
Maxabxapama w Pamajana) 4YOBEMTBOTO ¢
VIITE T TIOMHU HOEMCKUme uHmepnpemayuu Ha
JIPEBHUTE MUTOBH.

[IpoydyBaunTe Ha MHTOJOTUUTE CO
MPaBo MOCTOjaHO HE MOTCETyBaaT JAeKa TpaaHuLu-
OHAJIHUTE MUTOBH, KaKO KOJeKmugHu TBOPOH,
HAjYeCTO WMMaar TMoBeke egapujanmu. llocTtojaT
MoBeKe ,,IPUKa3HU AypH M 3a MOTEKIOTO U
,»CEMEJHOTO CTeOI0“ Ha MUTCKUTE OOTrOBH H
XEepoH: CIOpel elHa BapHjaHTa POOUTEIUTE Ha
TOj ¥ TOj MUTCKH jyHaK C€ €IHH, a CIlopel apyra
BapujaHTa — Apyru! 3aToa, YeCTOMAaTH Ipermme
Kora BenmMme ,MHT 3a IleHenoma® wmim ,,MHT 3a
Ojnun“... BeymHoct, He TOCTOU camo eden Mum
3a Opucej, [lenenonma, Apuyna, Top, Ojmum,
Cuzug, IIpomerej mnm Apaxna. Cekoj MHT
MOCTOM BO TMOBEKE BAapHjaHTH, BO KOW HE CaMO
mro (UHECHTE BO NPUKA3HUTE U JETAUTE Ce
pa3nMKyBaat, TyKy MPHKa3HUTE MOXaT AypH 1a
UMaaT pasinyHu  (Aypy H  JAUjaMeTpPaTHO
CIpoTHBHM) enwio3n. Ha mpumep, cropen enna
Bep3uja Ha ,,MUTOT 3a Hdurenuja“, Taa e
HajCypoOBO J>KpPTByBaHa BO ABIHAA, CO LEN



Apremuza Ja WM ce CMHIYBa CO IOBOJHHU
BETPOBH Ha AXajuuTe Mpen IUIOBHAOAaTa KOH
Tpoja, HO Bo nOpyra BapujaHTa, OoXHLaTa Ha
JIOBOT U ce cMWIyBajlla Ha Kepkara Ha
AramemuoH u KnurajmMaectpa, momreayBajku 1
ro OKHBOTOT TIpeKy , KPTBEHa 3aMeHa™ co
KUBOTHO (MOIIHE CIMYHO Kako BO (haMo3HaTa
enn3ona 3a ABpaamoBarta xpTBa). Ho, xaze ru
cpekaBaMe JeHEC OBHE Pa3IMYHU BapHjaHTH H
TOJKyBama Ha  MmuToBHTE? EmHOCTaBHHOT
OAroBOp OM OWII: TOKMY BO TIeCHUTE!

HNwmeno, moerute ce crmobomHu na ja
oleBaaT OHaa BapujaHTa Ha MHUTOT KoOja UM €
HajONMMCKa WM HAjOPUKIagHa 32 HUBHUOT
CCH3MOMIUTET WM 3a HUBHaTa KHIDKEBHA
TBOpOa. MMeno, Bo XomepoBata Urujada (Bo 1X
neeme) AraMeMHOH, KaKO TeCT Ha IOMUPYBambE,
My ja Hymu kepkata WdureHmja 3a sxeHa Ha
Axuna (tyka Hecomeno Mmurenwja e xuBa).
Hacnporu Xomep, pumckuot noer-¢pumnozod Tut
Jlykpetnj Kap Bo npBOTO neewme 0 AMAAKTUIKO-
¢dbunozodckuor en 3a npupooama Ha Hewmama
TOKMY YIarTyBa Ha >KPTBYBambe€TO Ha HEBUHATa
Udurennja (Tyka Taa € HEBMHA XXPTBa) KaKo
KPYHCKH TIPHMEp 338 IPUMUTHBH3MOT, IPa3HOBE-
pHeTo W MoryOHOCTa Ha >KPTBEHHUTE PUTYald U
PETUTUCKUTE OKOBH.

Otryka, Ha MPB MOTJIe, KIy4YHa pa3inKa
Melry MHUTOT M TiecHata € (EeHOMEHOT Ha
»BapujabWiHocTa  Ha  MHTOT,  HACIPOTH
»pUKcHpaHocTa®“ Ha mecHara. llopaam ycHaTa
TpaHCMHUCHja, MHUTOT € BeKe ,,IporjiaceH™ 3a
¢romanmua TBOpOA, TOIVIOKHA Ha ,,BeUHA
mpomena“. Ho, gmamm ,dmnorantHOCTa WU
BapHjaOMITHOCTA™ MOXKE J1a TH 3a0eneKuMe U Kaj
necHaTa, Koja OOMYHO ja TpeTupaMe Kako
»puKcupan“ apredakr? Temko e nma ce nmazae
JNelUJIeH W Je(GUHUTHBEH OArOBOp, OWICjKu
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KpEaTUBHHUOT mpolec (M BO KOJEKTUBHOTO, HO H
BO MHIMBHIYAJTHOTO TBOPEIITBO) HEPETKO €
MOBp3aH CO IMpaBemhe Ha TMOBEKE BEP3UUM U
BapHjaHTH oOff yYMETHHYKOTO njeno. Kako
TBOpEeUKO Outue (zoon poetikon), YOBEKOT
ceKoraul HacTojyBa Jja TO YCOBpIIyBa OHa ILUTO
npeTxonHo ro cosfgan. HeocmopHo e geka BO
HapolHaTa enWKa M JHpPUKa HauAyBame Ha
MoBeKke BapHjaHTH Ha MECHUTE, Taka LITO
(OJIKIIOPHOTO MOETCKO TBOPEIITBO € HEpasaeiHO
ol ,,(bJI0TaHTHOCTAa™ KaKO TBOPEYKO HAYelIo Ha
KOJIEKTUBHOTO TBopemtBo. Oxa npyra crpaHa,
NpeKy KPUTUYKUTE W3JaHHWja Ha 3a0KPYKEHUTE
MOETCKH omycu (Ha TpuUMep, OHHUE O
3HaMeHHTaTa exunuja ,Ilnejanu* na 'anumap)
nobuBaMe MOXKHOCT Ja 3a0enexuMme  JeKa
HEpPEeTKO I0CTOjaT MOBEKe BapHjaHTH BO KOU €
o0jaByBaH efieH MoeTcku TekcT. OTTyKa, CIMYHO
KaKo Kaj MUTOT (KOra He MOXKeME HHKOTall CO
CUTYPHOCT Ja KaKeM€ Koja € GUCTUMCKama
éapujanma Ha TOj U TOj MHUT), Taka W Kora ce
COOYyBaMe CO MOBEKEe BapujaHTH Of] eJHA MecHa
Ha HEKOj MOeT, HUEe HeMaMme IMpaBo Ja KaKkeme
JeKa ToclieJHaTa — WM TmpBata — o0OjaBeHa
BapHjaHTa O] I[ECHAaTa € OHaa ,,KOHEYHaTa M
BHCTHUHCKaTa".

Axo nmMaMme NpeABH]I JeKa pa3IHuYHHUTE
BEp3MM HAa MUTOBUTE CE 3a4yBaHU TOKMY IPEKY
pa3IMYHMATE KHIKEBHU Jena (3atoa Pobept
I'pejBc BO 3HameHuTaTa KHUTA [ puKku Mumosu
NPEeNU3HO TW HOTHpA KHIKEBHUTE H3BOPH 32
ceKoja BapHjaHTa HAa MHUTOT), TOrall MOXXEMe J1a
pesuMupame: GIIOTaHTHATa IPUPOJIAa HA MUTOT ce
OIp>KyBa TOKMY IpEKy necHuTe!

Kako meraTtekcT Ha MHTOT, HO M Ha
KHWKEBHUTE HMHTEPIPETallid Ha MHTOT, CEKOja
MecHa HE caMO INTO MOXE Ja ce IMOTIpe Ha
PpAa3nuyHa BapHjaHTa O €ICH MHUT TYKy MOXe Ja
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MOHYJH HOGO W TIOMHAKBO KHIKEBHO MOJIKYEAHE
Ha emeH MmuT. [locouyBajkm nexka Xomep BO
Hnujaoa ve nee 3a nenata TpojaHcka BojHA, aMH
32 THEBOT Ha Axui, ymTre ApHCTOTEN
3a0eeKyBa JieKa BO elcKaTa IecHa HacTaHyBa
TpaHcdopManyja Ha METOT CIIOpeN IpupoxaTa u
norpeduTe Ha KaHpoT. T0j KOMIUIEKCEH TMpPOoLEC
Ha ajanTaluja Ha MUTCKaTa rpara, CEKako, ce
OJIBMBa M BO JIUPCKATa TOE3Hja, BO KOja HAjYECTO
He ce Hyau (Ipe)pacKkaxkyBame, TYKY (pe)unmep-
npemayuja Ha MUTOT. I[Ipeky TroBOpOT Ha
JUPCKUOT CyOjeKT MW TIpeKy 3araJo4HuTe
MeXaHU3MH Ha WACHTH(UKALMja U MPOEKIHja, BO
MECHUTE MHUTCKUTE Xepou U OOroBH Off HEKOH
JaMHEIIHH BpEeMHUIba OJHOBO J00MBaaT ,,riac.
Ha mpumep, Bo mecHara ,,Openor Ha [Ipomerej*
on Boromun [ysen, mypu u openor, unja
CEKOjAHEBHA 3aJlaya € Ja My ro jaje IpoOoT Ha
Ka3HeTHOT MHUTCKH OYHTOBHHK, ja HCKaxyBa
,CBOjaTa Bep3uja’ Ha MpUKa3HaTa 3a KOH(IMKTOT
mery IIpomerej u Sesc.

Bo coBpemeHaTa MakemoHCKa IMoe3Hja
MOCTOjaT TMOBEKE LHKIYCH TIECHM KOU ce
0a3upaar Bp3 peMHTEpIpeTanrjaTa Ha MUTOBHTE,
a BO OBaa IPUTrOAa Kako MapagurMaTH4YHH (M
KOMILJIEMEHTapHH) OM TH HW3IBOWJIEC LUKIYCOT
»Omucej“ on Ana JIUMHUIIIKOBCKA, TIOMECTEH BO
cruxozdupkata Coysemuja (1994), kako u
nukiycor ,,Tajuute conern Ha [leHemoma® of
Jlunmja /lumkoBcka, o0jaBeH BO CTHX030MpKaTa
Usepuzanu nokmu (1998).

Huknycor ,,Oaucej ro COYMHYBaaT IMeT
MIECHU BO KOU Kako JIMPCKHU CYOjeKTH ce jaByBaaT
MeTTe KIYYHH XEHCKH JIMKOBH 0f] XOMepoBaTa
Ooduceja: Antukneja (Majkata Ha Opucej),
Hagcukaja (kepkata Ha kpaynoT AJNKuHOj), Kupka
(MokHaTa BONIICOHWYKA Koja TH MPETBOpPA
conarHuute Ha Oamcej BO kuBOTHHU), Kanurco

(mpeybaBata HHM(a Koja My HyOu OECMPTHOCT
Ha Ogucej) u Ilenenona (BepHata compyra Ha

Omucej). Otryka, mOKpaj oOeauHyBaykaTa
,»KEHCKa" TIepCIeKTHBa HA CUTE IIECHU Of
OUKIycoT (CeKoja TecHa ja pPEKOHCTpyHpa

MpUKa3HATa O] MO3WIIMja HA CICH OJ] KCHCKUTE
JIUKOBHU), KAPaKTEPUCTHYHO € JIeKa JIMPCKHUTE
cyOjekt My ce oOpakaat Ha Opnucej. Taka, BO
necHara ,, AHTHKIEja” HE caMO ITO ¢©
apTUKyJIMpaHa MajurHCKaTa TPIKa 3a CyI0nHATA
Ha cuHOT (Cgemom e maka cKpoeH Oa me
yKpaoam 00 MeHe), TyKy W CO3HaHHUETO JieKa
MajkaTa ro Mo3HaBa CHHOT JANEKy Moao0po of
CHUTEC JpPYyrd OIKEHH BO HETOBHOT KHBOT,
BKJTy4yBajK{ TH ¥ MHOIIITBOTO JbyOOBHUITH:

Ho jac eoma ma ceemom ckpuwnume
JIY3HU MU 2U 3HAM.

Hlmo mu moowcam mue?
HeceeHamu 00jKU MAAOU.

Homnu 20 mojom 300p Koea copuui 60
bYboseH niam:

eOHaw camo, madcy, mede MIeKO 00
JHCEHCKUmMe 2pao.

Tlomnu,

Hypu m ©0e3 pa ce BIOymrame BO
,,[ICHXOaHAITNTHYKO * TOJKyBamh¢ Ha OBaa IECHa,
MOBEKE OJ] WHAMKATHBHO ¢ OOpakamero Ha
Antukneja (Majkata) koH Opwmcej (CHHOT) co
300poT  ,,Maxy“, Kak0 M HMMIUIMIATHUOT
KOMIICTAIIUCKA OHOC W CBecTa 3a ,,CyIepuop-
HOCTa* Ha MajKaTa BO IMO3HABAKETO Ha CHHOT BO
OJTHOC HAa JPYTUTE JXCHU Off HETOBHOT J>XUBOT,
KOJIKY ¥ Jla C€ THE NpPHBICYHM M Miaau. Huz
mpu3MaTa Ha AHTHKIIja, MajYuHCTBOTO €
MMOMOKHA BpCKa Mel'y €/IHa KeHa U MaX BO OJHOC
Ha CeKCyajHaTa BPCKa.



On mo3unMja Ha JHUPCKU CYOjEeKT, OBIE
MajkaTa CTpaByBa 3a CyAOMHaTta Ha CHHOT,
Ougejku e cBecHa 3a (aTajyHaTa AMMEH3HMja Ha
,yO0aBHTE JaMju‘, CO IITO HECOMHEHO Ce€ IMpaBH
amy3uja Ha cupeHutre U Ha Kupka: O0 yb6asu
aamju, cunko enasa 00 pamena nara. / Camo o0
Hus, Kympa, ce niawam. Bo oBaa mecHa e
0c00CHO MHINKATHBHA CIMKATA 32 MPEBPTINBUTE
KEHH, IITO MajkaTa My ja MpeaodyBa Ha CHHOT.
Cropen AHTHKIIEja, THE CE ,,JIYKAaBU MTHIU, ,,00
naamMeHu mena noo OSHOM C80j wimo ckpune /
canmu neo”.

Taa mpoTuUBpedHa ciMKa Ha jKeHaTa ¢
0ocoOEHO BIIEYATIIMBA BO TecHaTa ,,HaBcukaja®,
koja Ha Opmcej My IpU3HaBa AeKa € ,,60 Meio Ha
Odegojue 3apobena dicena ', NONEKa, BO TECHATa
»KUpKa“, MoOKHaTa BONIIEOHWYKAa ja OTKPHBA
cera CBOja KPILIMBOCT, KPEBKOCT M HEMOKHOCT
NpeA TajHUTE Ha JbYOOBTA:

Hajnocne, nexoj omxpu xoja cym jac,
3ap mu, nyxas ypay, 6o mojom memen?
Ja uexawt npecyoama becpammo cmen.
Ax, xympa moja MOK, NYCMO JHCEHCKO
meno

MU YHUWMU cé, NOXOMHO U Oeo.
Iopasom e myka, a mu mu becaut
60IULEOHUKY, U 3HAeW, 8pazy, ce2d:

be3 cpam ke cmopam cé, be3 mpouwiKka
nouum

cé 3a mgoume NOMCMEULIUBU OUU.

Cnopen XomepoBata Oduceja, Hajrole-
MHOT Jell Of JOJIroTO Bpakame ox Tpoja KOH
Uraka, Oxpucej To MOMUHAN BO MpErpaTKUTEe Ha
HuMpara Kamumco, mocTtojaHo KOMHEEKH 3a
gomor. Bo mecmara ,Kammnco“ na AnHa
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JuMumkoBcka € mnpukaxkaHa Kamumco Bo
MUTOBHUTE KOTa CE€ COOYYBa CO CO3HAHHUETO JeKa
Opucej, cemak, Mopa Ja TO TPOAOIKU
naTtyBameTo (koH [lenenona):

3Haes: ce Ke uzeyoam, Ho Ke /byoam.
Mojom ocmpog e sonueben u 3enen.
Ocmanu, senes, ymeam 1yOHU Hewma.
Ywme moorces 0a me usmamam éeumo
da me marencam, 6p3am, 0Oa He me
nywmam

HO He: cakag 00 cpye 0a me 2yuKaul.
Ceea genam beeaj. Ce beure u muna.
Benam oou a enampe pana me kona.
Tocunna 6ewe meojama umpuna:
wYoejru me, muciewe na Ilenenona.

[Tecuute ,Kupxa“ u ,Kamunco“ ne
COOYYyBaaT CO €AHA OJ HajUHTPUTAHTHUTE TEMU
on mutoBuTe 3a Oxucej: U MOKpaj JbYOOBHHUTE
BPCKH €O OOXECTBEHUTE KeHH (HUMPU U
MarerCHUYKH) MHTCKHOT jyHaK KOIHEe IO
cBojaTa compyra cMptHHuYka. OBOj mapasoKkc Ha
MuTOBHUTE 32 OnHce] € aHaIM3KUpaH BO €cejoT Ha
Wpena [lpaxyn ,Kamunco, Kupka u Ilenenona:
KEHCKO TpPOjCTBO BO (YHKIHMja Ha MaIlKarta
€IMHCTBEHOCT", BO KOj C€ MJIacHpPaHu JBE MOILIHE
3aBOJUIMBH TE3W, PEJICBAHTHH M 3a IMECHHUTE Ha
JumumkoBcka. Ilpeara Te3a rmacu: ,,Toxkmy
HUBHata norpedara on Opmcej JOKaxyBa JeKa
MalllKaTa CTpaHa O]l HMBHATa IyalHa NpUpPOJa
KOIIHEEe 3a 3aBpLIyBame, 3a 3aTBOpPamE Ha
KPYI'OT; caMo Ha TOj HA4MH, THE OM MOKelle 1a ce
HAJOMONHAT M Ja CE pealru3upaaT BO KOCMHUYKH
paMKu®“. AHTHYKHOT MHT 3a TIOTparata IIo
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€IMHCTBOTO HHM3 JbyOOBTa, Ha OBOj HAYWH, CE
WHBOJIBHPA BO OBOj LMKIIYC IIECHH 3a CBECTa JIeKa
Taa TOTpara € HeNpeABHUIMBA, OonMHa, a
yectonaTh W HeycrneumHa. W ¢atannata Kupka,
KaKo JIUPCKM CYOjeKT € HaloJHO CBECHa JieKa
Opwcej ke ro IPOIOIIKY NaTyBameTo KoH MTaka,
JoAeKa 3aBomMBata M cemokHa Kammmco (koja
uMa MOK JypH U Ja My ja 00e30enn 6ecMpTHOCTa
Ha Opucej) He caka Aa mpudata ga Ouge co
Opucej, nonexka Toj wmuciu Ha lleHenona.
Bropara Te3a Ha /[pakyi, Koja KOpECOHIUpa CO
peuHTepIperanyjaTa Ha  MHTOBHUTE, IJIacH:
»Kamnnco u Kupka ce mopasenu on mucnata 3a
[lenenona — HaBUAYM coceM OOWYHA cCONpyra,
KeHa IITO 4YeKa, >KeHa Koja MOCTojaHO Jedau
Mery CcTpaB M HEyIOOHOCT, HO, CcCemak, e
nocakyBaHaTa Kpanuia Ha Mraka m Majkata Ha
Tenemax ‘.

On oBaa mepcreKkTUBa, He HE U3HEHATyBa
¢akrtor mro wukmycor ,Onmucej“ Ha AHa
JIMMUIIKOBCKA CE 3a0KpYKyBa TOKMY CO IIeCHATa
»llenenona®. Ho, ako BO IPETXOAHUTE YETUPU
MECHHU, YUTATENIOT MOXKE J1a TO ,,CIIyIIHe" TJIacoT
Ha AHTtukieja, HaBcukaja, Kupka u Kanurmco, Bo
oBaa mecHa [lenenoma momun. Hamporus, Taa e
aZipecaToT Ha MOETCKaTa IMopaka:

Kaxos 6ocox 60 ywume, dceno, Huumo
He Ke me cnacu

mebe  6Hampe mu  neam  CUpeHu
CKUMHUYU
cmpadda O0a me earam Ccekoj Mue,
ocyodeHa cu

31U 6emposu, o4u U pemxku nmuyu.

3a pasnuka oj IleHenona o CMUIOTOT
Ha OOJuceja, KOja BOOMNIITO HE ja CTaBa MO
coMHex BepHocTa Ha Opucej, [Tenenona Bo oBaa

MeCHA € OCy[eHa Ha MPHUTAcHO CTpajame, Taka
mTo JUpcKUOT cybjekt (Omucej?, moerecata?) u
rO JlaBa CIEIHUOB COBET: NMPOCOA3U NOHEeKo2aul
CKpUwym, HUKoOj 0a He me ciyuiHe / 0ocmojana u
opcka, Ilenenono opesna / 6udu kaxea wmo cu...
u ocmanu 6epna. IlapaJOKCOT € OYMITIENEH:
MaKo BO TecHAaTa M Ce JaBa COBET Ja OcTaHe
»BEpHA" Ha MHTCKaTa W eIcKaTa MaTpulla Ha
BEPHOCTA, MOBEKE O]l OYMIJIEAHO € JIeKa OBJE Ce
coodyBaMme co enHa Hoga [lenenonal

Bo 0BOj KOHTeKCT, HUKIycoT , TajHute
coneru Ha [lenenona“na Jluauja JIuMkoBcka Ha
YUTATENUTE UM HYAU eOHa ,,anoKpudHa* mupcka
oficepBallija Ha BHATPEIIHUOT CBET Ha CONpyraTa
Ha Opucej. IlerTe coHeTH ce mM3pa3 Ha CHIIHHUOT
Oynt Ha emHa [lenenmoma koja He caka (M He
MoOXe) Aa ja mpudaTH cuTyalnmjaTa Ha ,,BEYHO
yekame . BTOpHOT COHeT HajIIacTUYHO TH
J0JIOBYBa KOHTYPHUTE M HUjaHCHTE Ha Taa MadHa
cocTojoa:

Konxy monxom 3nae da pesicu
bozosu, ne 6ee nu ceecrna!
Tu noxpusam ywume co paye
2u 3amHysam cume exa,

HO oyume, oyume me exncam
KO Kodica Ha opgejosa necHa.
Hexa 20, nexa, nexa!

Tu au cu moj wimo mu emu

8eYHOCT, a Me 3a00pasu JHcuea
ywme? /la ympam 6apem! Ho
cMpmma 00 paye He ja ucnyumaul

u mamy Hekaoe 60 myra HoK
2U Jrcueelt Moume HCUgomu
u Ha moume 60206u cu um boe.



Bo (¢uHamHUTE CTHXOBH OJf TPBHOT
COHET OI OBOj NHMKIyc Ha JIUMKOBCKa,
anymupajki Ha (aMO3HOTO BEYHO TKACHE H
pacTkajyBame Ha m1aTHOTO (Booda [lnamno Booa
Inamno / Ce napa cam 00 cebe ee3om),
[Tenenona ja oTBOpa HHU3aTa O CyOBEp3WBHH
npamama: Koj koeo ueka, koj e 6on? / Jac cym cu
6 ped. He s3nam. On?!. Taa uHTEpOraTvBHA HU3A,
Kako OEeCKpajHO TpEeIrBO, MPOJOIDKYBAa U BO
npyrute coHeru: 3owmo Ope, 30uwmo me Hema /
ywme? Bo opyea au eojra / ce Oena? Hiu,
Knem, / cu npu JiceHa Hekoja / 00 0oeosu
nomunysana? / He xon mene sere / konuesc me
eneue? Koco, / koco 0a 20 monram oa me oonece?
(Bo TpetHoOT coHer); win: Hu Ha Hezo 6eke He ce
cekasam. / Kaj mu e, Oojre, npeduromo? (BO
YETBPTHOT COHET)...

[TocoueHnnTe Ba LHUKIyca COHETH
MIOCBETEHU Ha YKEHCKUTE JINKOBU HEPA3JICIHU O
mutoBuTe 3a Opmce] ce WIyCTpaTHBHU 3a
OZHOCOT MHUT-TIECHA OapeM O TpPH aCIEKTH.
[lpBo, THe ja JeMOHCTpUpaaT TOBEKerep-
CTMIEKTHBHOCTA Ha CEKOja MUTCKA MPHUKA3HA: KaKo
Bo (amo3nnor packaz ,Bo Oyjakor” Ha
AxyraraBa, €IHO MCTO COOMTHE MOXeE 1a Oune
PEKOHCTPYUPAHO M JOXKUBEAHO O] Ppa3InYHU
no3unuy. BTopo, mpeky InecHaTa JUKOBUTE O
MUTOT J00OHMBaaT CcEKoralml HOBU oOO0elexja:
mecHaTta € CBEJOIITBO 32 TOA KakKO IOETOT TH
JIOKMBYBa THE JIMKOBH. BO TECHHTE, Kako
JUPCKU CyOjeKTH, THE JIMKOBH CTpajaaT |
KOMHeaT, JbybaT W Mpaszar, BepyBaaT H ce
COMHEBAaT, MOCTABYBaaT HE3TOAHU Mpallarma |
HyJaT  HEOYEKYyBaHH  OAroBopu.  IlowHaky
Ka)kKaHo, TOCTUTE T'H ,,BOCKPECHYBaaT * IPEBHUTE
MUTCKH JINKOBH MTPEKY CBOMTE MECHH, aBajKi UM
WHAMBUJyaJIHd YOBEUKH OOeNekja W YyBCTBA.
Tpero, moerute UMaaT ci1o00Aa BO MHTpEpIpeE-
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Tanujata Ha cexoj Mut: [leHenmonma He Mopa 1o
CeKOja IIeHa Ja OCTaHe ,BepHA*, Kako BO
MMOCOYEHUOT LUKIyC oA JIMMKOBCKa, WIIM KaKo BO
cTHXOBHTE ©0Jf mecHata ,Omice]” on bmaxe
Konecku (Humy mu moowcebu, Ilenerono, cu 2o
yekana / cexkocaui B0 HUCMU NpPePAMKU,
CMepHQ).

Bo kommapatuBHaTta cryauja Awmuy-
KUom Mum U  CO8peMeHama  MAaKeOOHCKA
KHudcesHocm, builjaHa AHTeNOBCKa MOKaXyBa
JeKa [OCTOjaT JIBa OCHOBHM MOJAENHM Ha
peuennuja Ha  MHTOT BO  COBPEMEHAaTa
KHHKEBHOCT (MOZEIMTE Ha cakpajiu3auuja u
necakpanuzanuja). VmeHo, mecHaTa MoXxe Ja
BOCIIOCTaBH adupMaTUBeH  AMjANOT co
BpPEOHOCTUTE Ha JPEBHHOT MHUT, Oe3 mga ja
HapYyIIN CaKpaJIHOCTa Ha ,,CBeTaTa MPHUKa3Ha™, HO
MecHaTa MOXKE M Ja TM HpPOHU3Upa M Jia TH
cyOBep3upa TpaIULHOHATHUTE KJIHIIea
MOBp3aHM CO COOABETHHOT MHT. M Bo 1Bara
ciydaja, IecHaTa IO NPONOKYBa ,,BEYHOTO
Bpakame Ha MHUTOT. MM, Kako MTO MOeHTHpa
AHTrenoBcka: ,,MUTOT HE MOXKE J1a C€ IeAa Kako
CKaMEHEeTa MUHATOCT 3aIlTO TOj MOCTOjaHO OXKH-
ByBa MIPEKy HETOBHUTE TOJIKYBAaYH BO CETAIIHOCTA
U CO JOXXHMBYBamETO Kako (aldynapeH mMaTepHjai
IypH CTaHyBa NpEeTIHOoCcTaBKa 3a WaHuHaTa®. On
oBaa  TIEPCIEKTHBA, HacTaHaTa BO HOBH
KHUKEBHO-UCTOPUCKH, YMETHUYKH M TOETUYKU
OKOJIHOCTH, CE€KOja HOBa IIECHAa ja JEMOHCTpUpA
BUTAJIHOCTA W HEUCHPIHOCTA Ha MHUTCKaTa
Marma. Cekoja HOBa IlecCHa MOXKE Jja IpepacHe BO
(pe)uHTEpIIpETanMja HA MUTOT.



26

Jluteparypa:

Awnrenoscka, bumjana. 2006. Awmuukuom
MUm U cospemeHama  MAaxKeOOHCKa
knudcegnocm. Cxomje: Curmaripec.

Armstrong, Karen. 2005. Kratka istorija

mita. (prev. Zorica  Dergovic-
Joksimovi¢), Beograd:  Geopoetika,
Edicija Mitovi.

Ballabriga, Alain. 2001. “Le voyages

d’Ulysse entre réel et imaginaire”, in
Eurore (Homere), No 865, 59-67.

Braunstein, Florence / Pépin, Jean-Francois.
1995. Les Grands mythes fondateurs.
Paris: Ellipses.

Brunel, Pierre. 2003. Mythopoétigue des
genres. Paris: PUF.

2004. Le Mythe de la
metamorphose. Paris: José Corti.

Caillois, Roger. 1992. Le mythe et l'homme,
Paris, Gallimard.

I'pejpc, PoGepr. 2002. [Ipuxku mumosu.
Ckomje: TabepHakyiL.

Jumumkoscka, Awna. 1994, Coysemuja.
Ckomje; Temmmym.

HumvkoBcka, Jlugmja. 1998.  Hzepuzanu

nokmu. Ckomje: Kynrypa.

MajcropoBa-CrojanoBcka, Emummmja. 2010.
»EaHa apyra Mraka: MakeTOHCKO-TPUYKH
noercku mapanenn, Bo Oduceu 3a
Oouceja (npup. B. TomoBcka u B.
Maptunoscku), Cxomje: JHAKKM nu
,2AHTHIKA®, 117-130.

MaprtunoBcku, Bnagumup. 2010. ,,Oaucen
mo OQduceja (Bo pomanute Huxoj on J.
AnmxejeBcku U Ooducej ox [l
KoueBckn)“, Bo Qouceu 3a Oduceja
(npup. B. TomoBcka u B.
Maptunosckn), Cxomje: JHAKKM u
,2AHTHKA®, 131-138.

Meneruncku, Eneazap 2002. [loemukxa ma
mumom, (mpeBon Hparan C.
MuxajnoBuk). Ckonje: TaGepHakyt.



27

Vladimir Martinovski

Lyrical Female Interpretations of the Odysseus Myths in Ana Dimishkovska’s and Lidija
Dimkovska’s Poems

(Summary)

In contemporary Macedonian poetry there are several poem cycles based on the
reinterpretation of myths, and on this occasion we would like to single out as paradigmatic Ana
Dimiskovska’s “Odisej” (“Odysseus”) cycle from her 1994 poetry collection Socvetija (Umbels), as
well as Lidija Dimkovska’s “Tajnite soneti na Penelopa” (“Penelope’s Secret Sonnets”) cycle
appearing in her 1998 collection /lzgrizani nokti (Bitten-down Nails). Ana Dimiskovska’s “Odisej”
cycle is comprised of five poems, the lyrical subjects of which are the five key female characters from
Homer’s Odyssey: Anticlea (Odysseus’ mother), Nausicaa (King Alcinous’ daughter), Circe (the
powerful sorceress that turns Odysseus’ companions into animals), Calypso (the lovely nymph
offering immortality to Odysseus), and Penelope (Odysseus’ faithful wife). Apart from the unifying
“female” perspective of all poems in the cycle - each poem reconstructs the story from the viewpoint
of one of the female characters - it is peculiar that the lyrical subjects all address Odysseus. Lidija
Dimkovska’s “Tajnite soneti na Penelopa” cycle offers the readers an “apocryphal” lyrical observation
of the inner world of Odysseus’ wife. The five sonnets are an expression of the revolt of a Penelope
that will not (and cannot) accept the situation of “eternal waiting”.

Key words: reinterpretation of myths, Ana DimiSkovska, Lidija Dimkovska
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TRAVELING IN CYPSYLAND

Key words: nomadism, Roma writers, marginalization, minor literature

1. What about nomadism?

Today in France, but not only there, it can
often be heard, including among academics, that
Gypsies are nomads, that nomadism would be
inherent to their culture, and therefore, practically,
to their genes. But nothing is less true. Academic
research, that are nowadays more detailed and
more scientific than the fancies that one could read

through to the 18th century, start to prove that all
the circulations of the Gypsies in the last decades
and even the last centuries are compelled
circulations.  The aim of all these
travels/circulations is to flee an economical
destitution or a persecution either moral or
physical.

The cliché is that there would be one gypsy
culture which would consist in travelling — this
supposing, by the way, that there would be one
unique and homogenous gypsy culture — which is
totally inaccurate. Contrary to the forcibly
displaced Gypsy groups, the vast majority of
Gypsies has been sedentary, often for decades. The

link between a gypsy culture and the travelling is
therefore complex and sometimes one says that
Gypsies travel a lot, but they do so in their head
from now on. The literature and song lyrics
consist, therefore, in internalized landscapes.
There is a paradoxical connection between reality
and fantasies. This paradox is to be questioned
here. These fantasies are those of non-Gypsies,
projecting their own ignorance. But these fantasies
can also be those of Gypsy writers themselves,
who expose a kind of ‘brand’, sometimes in the
perspective of being read by gadje (non-Gypsies).

I have to specify that I will only take examples
from literary texts written by Gypsies (and not
literature representing Gypsies), thinking this
analysis in terms of center and periphery.

What kind of position can literature adopt,
when it is written by persons who are pushed to
the margins by a center that defines and prescribes
its own characteristics? Which place can one write
from and what can one write, if marginalized?
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2. Finding space

According to Aleida Assmann, the author
who belongs to a collective identity whose
accessibility to a space is forbidden will claim
even more space. Writing attempts to create,
through literary creation, « the space where the
victims can find peace... Something which,
above all, brings individual peace'.» Gypsies,
from Spain to Russia, without forgetting Finland
or Macedonia, have extremely different political
and social histories, and it makes no sense to
speak about the Gypsies as if these approximately
ten million people had a unique history, a unique
past, a unique culture. However, they have in
common that they are being refused a space in
their society. No, let’s be more precise: on the
contrary, they are being assigned space in the
society, but outside its centers of decisions and
recognitions. They are being placed at the
margins of society.

Confronted by this marginalization, three
postures are possible: 1. One can recognize his or
her relegation to the periphery in order to demand
a right to the center, to the central culture. 2. One
can assert the particularity and superiority of
those who are at the margins. In this posture the
margins are seen as a place favourable to creation
and inner freedom. 3. A third posture consists in
treating with disdain this centripetal constellation
and consider the cultural world as a perpetually
moved away or decentered world. This third way
corresponds to an archipelago vision of literature,
which has been emphasized for several decades

' Aleida Assmann, Erinnerungsriume : Formen und
Wandlungen des kulturellen Geddchtnisses [1999]
Munich, C.H.Beck, 2003, p. 260.

by the post-colonial literary critics, and
particularly Edouard Glissant.

I would like to show here how the texts
written by writers who assert themselves publicly
as Gypsy and thematize it in his/her written
work” can be an exemplary case of a world-
literature. This vision overtakes the dichotomy of
center/periphery. Three notions enable a
definition of current gypsy literatures. 1. An
emerging literature, 2. A world-literature, 3. A

minor literature.
3. Emergent literature

Literatures written by Roma appeared only a
few decades ago and they develop in a context
where their actors represent a population that is
dominated socially and economically. They
constitute what is called an "emergent literature".
Emergent literature characterizes itself through
three aesthetic criteria: self-referentiality and
meta-textuality, heterogeneity, as well as
decentering.

Self-referentiality and meta-textuality

It is obvious that the tackled themes are almost
always  self-referential and often, even,
autobiographical. In order to exist in the world of
Culture, one has to start with being known, with

* These are the two cumulative criteria to define what
I call "Romani literatures" (see the following three
reviews on what was probably the very first
conference on the topic, Littératures romani:
construction ou réalité? (1), Paris, Etudes tsiganes,
n°36; Littératures romani: construction ou réalité?
(II), Paris, Etudes tsiganes, 1n°37; Une ou des
littératures romani?, Paris, Etudes tsiganes, n°43,
2011. All texts include a summary in English.



asserting him or herself, Gypsies write about the
condition of being a Gypsy. They are so
frequently victims of the ignorance of the non-
Gypsies that they urgently express the desire of
simply saying who they really are. It includes an
“ethnological temptation” — using the expression
of Jean-Marc Moura® —, that can make the text
lose its literary dimension. Another risk is the
wish to be so mimetic, that literature becomes a
historical testimony, as it is often the case with
memories of concentration camps. For example,
we can think about the texts of Ceija Stojka (born
in 1933) or Philomena Franz (born in 1922). In
his novel, Fiistos képek® (1975), the Hungarian
Menyhért Lakatos (1926-2007) succeeds in
combining the very autobiographical and
informative dimension of living in a gypsy ghetto
in Hungary before the Second World War with a
highly literary narrative structure. On the
contrary, one of the contemporary Hungarian
poets, Jozsef Dardczi (born in 1939), said Choli
chooses not to use an explicit referentiality in the
following poem:

UNGRIKO THEM

GROUND OF HUNGARY

Ungriko them, tu svunto, bari paca,
Ground of Hungary, You so holy, so
serene,

kathar o trajo suviol to kolin.

You with a bosom full with overwhelming

life.

> Jean-Marc Moura, Littératures francophones et
théorie postcoloniale, Paris, PUF, 1999, p. 65.

* Menyhért Lakatos, Fiistos képek, Budapest, Magvetd
Kiado, 1975.
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Si tu manro, si tu pai dosta —

You so full with wheat and living
sources—

sa bakhajven té but corre ¢have.
Nevertheless numerous are your sons
that hunger.

Bokhajven manres6ar,

They are hungry for bread,

Bokhajven godaOar,

They are hungry for reason,

Bokhajven zurales

They are terribly hungry

Pala manusipe.

For humanity.

In this case, the referential inaccuracy contributes
to the obvious literariness of the text.

Heterogeneity
We will focus on the poem of the French
manouche poet Sterna Weltz-Zigler, in order to
illustrate the second criterion, heterogeneity:
La pluie se rince de son eau grasse
Le champ du ‘gadjo’ est visqueux
Crucifié sur le drap du ciel
La charrette étend ses bras !
Au ras des crottes de poules
La violette fleurit, comme [’amour du
sang haineux du voisin
Pas un cri quand il engendre
pour faire savoir, homme pareil aux
autres
Mais non ! un ‘gadjo’ ¢a reste un ‘gadjo’
La remise pue le moisi, dans les sacs
de grains les rats se démenent et
J'enverrai ‘Peffro’ le chat (mon chat)
GITAN ! VOOLEEUR DE POULES !
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La pensée en avant comme un balcon de
résidence !

Son regard est trop bleu !

Creve donc ! pensai-je !

Tes poules sont trop blanches pour que
MA DENT les veuille’ !

In this poem, three voices are linked, and
they are difficult to separate — typography is of
no help. Probably can we recognize the lyric
voice of the poet, the one of the Rom, and the one
of the racist gadjo, where the Rom reacts to and
simultaneously echoes the gadjo’s racism. Poetry
distinguishes itself from prose primarily in the
homogeneity of a lyrical voice. This poem,
however, is characterized by a very high
coefficient of polyphony, thanks to a dialogicity
or even a theatralization of the poetic text. This
rhetorical device enables the integration of the
voice of the Other, the one who thinks he is in the
centre, or, in postcolonial terms, a participant in
the dominating culture. The polyphony enables
the overtaking of the confrontation between
dominator and dominated. These texts, penned by
Gypsy authors, as a new phenomenon, open a
new cultural space. Or, to use the term central to
the thought of Jacques Rancicre, they create a
dissensus. « Dissensus is the reconfiguration of
the relationship between [...] perceptible presence
and significance. It can be described as an excess
[...] compared to the efficient count of bodies and
meanings. In politics, this dissent takes the form
of the introduction of subjects who were not
counted and who, by giving themselves a name,
get acknowledged as apt to count the objects and

> Sterna Weltz-Zigler, Romanes, Laval, Les Editions
du Hameau, 1975, section « En sabots », p. 47.

beings being part of the community, to reshape
given situations, and to change the names given
to themselves®. » It consists in a « speech event ».
But contrary to certain cultures (the Haitian
culture for instance), gypsy cultures are not
associated to a unique physical territory or to the
claim of a nation. To that extent, they are similar
to Yiddish literatures.

Decentering

The third defining criterion of emerging
literature is decentering or off-centering. It
consists in taking into account the centre —
cultural, ideological, and political — to take it
elsewhere; not to the margins but to a new era
that will build a new dynamical field, central in
its own way. The aesthetical applications are
numerous: on one hand, to start from the centre,
means to consider the other's voice, through
polyphony, as we saw. It means, according to the
questionings of imagology’, to integrate the
stereotyped imagery that the Other carries (in a
logic that is as frontal as the other). This is the
case in the poem of Sterna Weltz-Zigler, which
confronts violently the prejudices of the gadjo
against the Rom. The decentering also consists,
on the formal plane, in investing the most
canonical forms of the dominating culture in
order to apply them to an emerging literary

® Jacques Ranciére, Et tant pis pour les gens fatigués,
Paris, 2009, page 563, and page 66 for the second
quotation.

7 On the issue of imagology see developments of
Beate Eder-Jordan in Geboren bin ich vor
Jahrtausenden... Bilderwelten in der Literatur der
Roma und Sinti [I was born thousand of years
ago... Images of the world in Roma and Sinti
Literature], Klagenfurt, Drava, 1993, p. 178-229.



identity. Weltz-Zigler resorts, for instance, to
classical alexandrines:

Gitans de la lune noire accrochée aux rayons
Guitare a la peau séche pour sablier de nuit
Marée bleue chevelure de femmes en serpentin
Rouges pétales montants comme des papillons®

We find again the problematic of the link
with the canon in all emerging literatures,
whether it be with the Afro-Caribbean poetry of
the end of the 19th century that has been through
a wave of imitation inspired by Victor Hugo,
Lamartine and others (see Charles Séguy-
Villevallaix or Oswald Durand) or with the
French-language African novel in relation to the
fixed academism of the French language of
France (see for instance Soleils des
indépendances [The Suns of Independence] from
Ahmadou Kourouma)’. If one renounces the idea
of the couple center/periphery, one renounces at
the same time an (absurd) definition of literature
as a temporal evolution of canons to which
creators would be more or less faithful. One
enters, then, like the assertions of Bertrand
Westphal, the author of a 'geocritic', in an era of
« multiple non-hierarchical centers of perception,
of reading. [...] Failing to ensure convergence on
its name, the center cracks, splits, and through its
very weakness, legitimizes the concentration of
peripheral energies, which constitute themselves
in many alternative cultural, heterogeneous

¥ Sterna Weltz-Zigler, Romanes, op. cit., p. 59. These
four verses are without punctuation.
? See Jean-Marc Moura, op. cit., p. 64.
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impulses'®. » A paradox thus becomes a reality:
centers are numerous.

A completely different connection between
cultures is established, a connection that has been
observed for about twenty years and about which
literary texts written by Roma seems to be an
exemplary case.

4. World-Literature,All-World
Literature

The dichotomy center/periphery, seems not to
be valid in a world that no longer has a unique
center and that constantly develops many mobile
centers. Applying the notion of world literature
to the French language, a notion that comes from
Goethe's Weltliteratur, Michel Le Bris speaks of
a « littérature-monde » that currently develops
itself, a true globalization of culture, where the
earth is no more pyramid-shaped but at last round
since the decolonization. We would have entered
a world, where intertwining of cultures are much
more defined than ever, where « a generation of
immigrant writers, instead of flowing into their
adopted culture, intend to make their oeuvre from
the starting point of its plural identity in the
ambiguous and moving territory of this
friction''. » Michel Le Bris takes, among others,
the example of Salman Rushdie, who is the
reigning English language author of Indian
origin. And yet a Rom who chooses to take pen,
if he or she is to work as a writer, is the

1% Bertrand Westphal, « Quelques observations sur la
théorie de 1’émergence », in Poétique de l'émergence,
op. cit.

" Michel Le Bris, Pour une littérature-monde, Paris,
Gallimard, 2007, p. 33. This is my emphasis.
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transcultural writer par excellence; the majority
of Gypsies cultivate a twofold cultural affiliation,
the one of the country where they live and which
is theirs, and an ancestral Gypsy culture. The
later, it should be noted, succeeds in the miracle
of a minimal of acculturation given the number
of centuries spent without a "compact territory"
primarily by maintaining a living Romany
language'>. On the other hand, they are not
immigrants from a specific country”.

Edouard Glissant, which has developed in
various works what he calls a "poetics of
Relation", that is to say, a poetics that emphasizes
a whole world, a multiplicity of diverse cultures
according to a non-hierarchical archipelago,
dedicated in his Introduction a une Poétique du
Divers (1996) a few pages to Gypsies: he
explains that this people is a prime example of
the cultural richness he is calling for. It is
exemplary of an "opening to the world" by its
"métissage" and its "créolisation"(as opposed to
acculturation) '*. For Glissant, Roma embody

"2 The Romani language is a language with a complex
grammar and a rich vocabulary. It is almost by chance
that Istvan Valyi, a Hungarian student residing in
Leyden, discovered the Indian origins of the Roma
language (Source: Heinrich Grellmann Die Zigeuner,
1783, Dessau und Leipzig). Romani is an Indo-Aryan
language, as well as Hindi or Bengali.

" Even if a nostalgic fantasy of the home country,
India, or on the contrary, the racist argument of 'go
back to your country, namely India' sometimes occurs.
This argument, which is at the origin of the quadruple
murder in Oberwart in 1995 with the sign "Roma
zuriick nach Indien", is an argument that contradicts
the Nazi theory of Aryan: Gypsies do have Aryan
origins...

'* Edouard Glissant, Introduction a une Poétique du
Divers, Paris, Gallimard, 1996.

better than any other a people of diversity that
has no territorial boundaries and claims none, and
which conveys several cultures. So to Glissant,
Roma naturally utter a "multilingual speech."”
While they are, for the vast majority of them, not
at all nomads. In fact, their cultural identity,
which is ontologically diverse, makes their
literature what Glissant calls, in a laudative way
and inspired by Deleuze and Guattari, "the
thought of wandering." This expression has to be
understood in the most positive sense.

Alongside this enthusiastic vision of Glissant,
one must nevertheless remember, with Benedict
Anderson, that the notion of a people is linked to
national or nationalist claims that are almost
nonexistent among Roma activists and one must
also remember, with Shlomo Sand, that the
concept of people is linked to a dimension of
mythic narrative. In fact, the notion of "people"
applied to Gypsies is common since the narrative
and thought of the Nazi have systematized in an
attempt to instigate the idea that Sinti in Germany
and Austria would not be members of the
"German people”, but of another "people". The
idea persisted, and now, at the beginning of the
twenty-first century, many people insist on the
idea of a "Gypsy people".

More recently, in the postcolonial trend of a
world-literature, Ottmar Ette, a German literary
critic in Potsdam, advances the idea of a literature
that would firmly be in the cracks, in the
interstices, that he calls ZwischenWeltschreiben
(Writing-between-worlds)"”. According to his
theory, there are “literature-without-fixed-
residence” (Literaturen ohne festen Wohnsitz),

S Ottmar Ette, ZwischenWeltschreiben,

Kulturverlag Kadmos, 2005.

Berlin,



which have developed worldwide since the
Holocaust. These literatures correspond to
authors in transit, without a univocally assignable
national identity. Far from an approach of texts
by national categorization — an approach that
Erich Auerbach in his time had already
condemned in favor of a global approach to
creative writing — "literature-without-fixed-
residence", according to Ette, contains the key
concepts of the postcolonial theory that puts at its
core the notions of exile, diaspora, migration and
interlanguage. It touches transareal, transcultural
and translingual literatures. And yet, as wide-
spread as this literature is today, Ottmar Ette
made the observation that "it will be a long time
before these literatures without fixed residence
shall be recognized as something other than a
peripheral and marginal part of world
literature'®". We see that the vision of the theorist,
however rhizomatic, is much more pessimistic
than Glissant's and more prophetic than
descriptive. But for Ette, contemporary literary
critics lack the conceptual tools to construct a
poetic of the movement -corresponding to
“literature-without-fixed-residence”, knowing
that the third space of Homi K. Bhabha, as
hybrid as it is, does not correspond to a poetic of
the movement, but to a poetic of space, as it
becomes fixed in a third space'’. It is therefore
very surprising that thinkers of the world
literature — which has been developing in an
archipelago manner for a while —, including Ette
who develops a notion of literature in constant
motion, did not think to give literary texts written
by Roma as an example of their theses.

'S Ottmar Ette, id., p. 36.
'7 Ottmar Ette, id., p- 18.
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The third point of my argument regards the
only territory remaining when all geographic
territories have disappeared or, regarding Roma,
when a location is denied to them, which is

language.
5. The choice of language: minor literature

Postcolonial literatures, that is to say,
literatures written 1in contexts of cultural
oppression and developing what Jean-Marc
Moura calls an "aesthetics of resistance" are
distinguished by the fact that they are "literatures
of disquiet regarding the language'®." For the big
question that remains, in a new dynamic that
attempts to exceed the frontal between dominant
and dominated cultures, between center and
periphery, is the choice of language in which to
write. We know the pages of Deleuze and
Guattari on the use of German by Kafka that
allows them to develop the concept of litterature
mineure (minor literature). Two meanings of the
term are possible: one expected, the other set up
by the two philosophers. First sense: The Gypsy
authors write either in Romani or in any language
of the country where the writer lives. When the
Roma author, all the more bilingual as he is a
scholar, chooses to write in Romani, that is to
say, in a language that the majority of people, the
gadje, do not know, he deliberately stands at the
periphery, unless he relegates the gadjo to the
periphery, or he wants to move the center.
Because while it is marginal, Romany is a
language spoken over a wide geographical area,
beyond the centers and margins. In this fashion,
literature written in Romani resolutely exceeds

' Jean-Marc Moura, op. cit., p. 55.
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the idea of literature-nation.

But we know that Deleuze and Guattari
understand the concept of minor literature
differently: "a minor literature is not that of a
minor language, rather it is a minority literature
using a major language'." Remember the three
characteristics of minor literature: "(1) The
language is assigned a high coefficient of
deterritorialization, [...] (2) Everything is
political, [...] (3) Everything takes a collective
value. "And indeed, without exception, Romany
literatures meet those three criteria. One can read
the first pages of a story written by the Austrian
writer Stefan Horvath, Katzenstreu™ (Cat Litter
2007), to illustrate this: Horvath says in the first
chapter that serves as the pact between the reader
and writer, that he feels driven by an unknown
force compelling him to write the story of the
racist crime that caused the death of four young
people in his camp. Horvath/ The narrator is
obsessed almost hallucinatorily with the exact
time of the attack, a very personal tragedy, since
he lost one of his sons. However, while trying to
write this personal drama:

"At the same time a huge

concentration camp has suddenly

arisen. It was surrounded by highest
barbed wire, and behind the barbed

wire, I saw my people. And suddenly

Roma started talking to me, telling

me about their pain and they

demanded of me that I do not

" Gilles Deleuze et Félix Guattari, Kafka. Pour une
littérature mineure, Paris, Les Editions de Minuit,
1975, p. 29.

0 Stefan Horvath, Katzenstreu, Oberwart, Lex Liszt,
2007.

condone any of this, as did other
Roma before. At first I thought I was
suffering from hallucinations. [...] |
closed my eyes and after a short
while [ reopened them. But the
concentration camp was still there,
with all prisoners who kept yelling
at me. [...] I felt suddenly a charge
was imposed on me and I had to

carry that weight’!."

The three criteria of Deleuze and Guattari
are met here: The individual voice is
superimposed on a choir voice, and is its
spokesperson. What is important to report is a
major collective political event, that of the Nazi
genocide, which made about 500 000 victims and
which some still deny or have trouble
remembering today. Finally, there is a
deterritorialization of both voice and literary
genre that oscillates between autobiography,
historical evidence, lyrical effusion and multiple
focus. Each chapter changes focus to alternate
between the points of views of the father of one
of the victims, of the murderer, of the murderer's
parents and of guests of a hostel who embody the
vox populi.

Conclusion: On the roads of the All-world

Thanks to the imaginary and fantastical
nomadic identity”, thanks to the willy-nilly
linking of territories and of stories, though totally
different, which is an archipelago of cultures, and

2! Stefan Horvath, id., p. 6.
*2 Certainly, today there are nomadic Gypsies, but
they represent about 1% of all Gypsies!



thanks to a bilingualism that lets you choose one
writing language or another, without one being a
centripetally  attracting force towards a
linguistically dominant center (since it is the first
language) and the other being nation specific, but
exist beyond all national routes; thanks to these
different characteristics, literatures written by
Roma are the model par excellence of the modern
meaning not of literature without borders —
literature always needs to draw frontiers to exist
— but of a world-literature™. Beyond national
boundaries, the world-literature offers a
permanent shift, a poetic movement.

And yet it is the quintessence of all
creative writers, whether Rom or not, to try to
deterritorialize him or herself or, in the words of
Deleuze and Guattari in their book on Kafka, to
try to "become the nomad and the imgligrant and

n

the Gypsy of his or her own language™".

Bibliography

FIRST:

FRANZ Philomena, Zwischen Liebe und
Hass: Ein Zigeunerleben, Freiburg,
Verlag Herder, 1985.

* The Postcolonial notion of "world literature" must
still be used in turn with caution, because the
singularity it conveys could extend to a centralized
and hierarchical conception of literature and culture.
Edouard Glissant and Patrick Chamoiseau prefer to
use these concepts in the plural or the term "All-
world", preserving and praising the plurality and
cultural diversities.

** Gilles Deleuze et Félix Guattari, Kafka. Pour une
littérature mineure, op. cit., p. 35.

37

HORVATH Stefan, Katzenstreu, Oberwart,
Lex Liszt, 2007.

LAKATOS  Menyhért, Fiistos  képek,
Budapest, Magvet6 kiado, 1975.

STOJKA Ceija, Wir leben im Verborgenen.
Erinnerungen einer Rom-Zigeunerin,
Wien, Picus, 1988.

WELTZ-ZIGLER Sterna, Romanes, Laval,
Les Editions du Hameau, 1975.

SECOND:

ANDERSON Benedict, Imagined Community.
Reflections on the Origin and Spread of
Nationalism, London, Verso, 1983.

ASSMANN Aleida, Erinnerungsrdume : Formen

und  Wandlungen  des  kulturellen
Geddchtnisses [1999] Munich, C.H.Beck,
2003.

BHABHA Homi K., The Location of Culture,
New York, Routledge, 1994.

DELEUZE Gilles et GUATTARI Félix, Kafka.
Pour une littérature mineure, Paris, Les
Editions de Minuit, 1975; Kafka: Toward
a Minor Literature, 1986.

EDER-JORDAN Beate, Geboren bin ich vor
Jahrtausenden... Bilderwelten in der
Literatur der Roma und Sinti [1 was born
thousand of years ago... Images of the
world in Roma and Sinti Literature],
Klagenfurt, Drava, 1993.

ETTE Ottmar, ZwischenWeltschreiben, Berlin,
Kulturverlag Kadmos, 2005.

GLISSANT Edouard, Introduction a une
Poétique du Divers, Paris, Gallimard,
1996.

GRELLMANN Heinrich, Die Zigeuner, 1783,
Dessau und Leipzig.



38

HANCOCK lan, The Pariah Syndrom. An
account of Gypsy Slavery and
Persecution, Ann  Arbor, Karoma
Publishers, 1987.

KOVACSHAZY Cécile (éd.), 2011, Une ou

c{es littératures romani ?, Paris,
Etudes tsiganes, n°43.
KOVACSHAZY  Cécile (éd.), 2009,

Litteratures romani : construction ou
réalité ?, Paris, Etudes tsiganes, n°37.
KOVACSHAZY  Cécile (éd.), 2008,
Litteratures romani : construction ou
réalité ?, Paris, Etudes tsiganes, n°36.

LE BRIS Michel, Pour une littéerature-
mondParis, Gallimard, 2007.

ENEL Jean-Dominique, « Les sources sous la
mer. Pour une phénoménologie de
I’émergence en littérature », dans
Poétique de l'émergence, Paris, Presses
Universitaires de Paris-Sorbonne, 2009.

MOURA Jean-Marc, Litteratures
francophones et théorie
postcoloniale, Paris, PUF, 1999.

RANCIERE Jacques, Et tant pis pour les
gens  fatigués, Entretiens, Paris,
Editions Amsterdam, 2009.

SAND Shlomo, 75757 237 83037 7817, When
and How Was the Jewish People
Invented?, Tel-Aviv, Resliyng, 2008.

WESTPHAL Bertrand, « Quelques
observations sur la théorie de
I’émergence », dans Poétique de
l'émergence, Paris, Presses
Universitaires de Paris-Sorbonne,
20009.



39

Cecnia KoBauxasu
IHaryBame Bo Iluncuiaeny

(Pezume)

Homaansmor ce noBp3yBa co Pomute 6e3 pazmuciyBame, a THE MHOTY Y€CTO CE CEJeHTapHH,
Oypu U CO ACUEHHWM, Taka IITO TaTyBamara M NpEeNeNuTe BO poOMCKaTa JHTepaTypa, U OCOOCHO
noesuja, ce IMaruHapHU. PypanHuTe mejcaku Bo oBaa moesuja ce HajuecTo (aHTasuja, a HE peasHu
npoctopu. Bo 0BoOj TekcT ce pasriienyBa TOKMY TOj MapaJoKCcajieH OAHOC TMOMery peajHHuTe U
n3Mucieante npocropu. CTyamjata ce moTmupa Bp3 Teopuute u craBoBute Ha XKunm [Jenes, Exyap
I'mucan u Ot™map Ere.

Kayunu 300poBu: HomMaau3am, nucarenu Pomu, MapruHanusanyja, Maina JuTepaTypa
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Review article/ Ilpeeneden nayuen mpyo

KYJTYPHO ITPOOPUIUPAIBE HA IIPOBJIEMATHUKATA HA
TEJOTO MW TEJECHOTO: HEKOM IHPETIIOCTABKH HA
AYXOBHOCTA HA UCTOKOT IIPEKY 3AJIOBOJIYBAIETO HA

CETUJIATA

Kuy4ynu 360poBu: €CTETHKA HA TEIOTO M TEJIECHOCTA, ()EHOMEHOT Ha TEJI0TO, HOYMEHOJIOTH]a
Ha TEJIOTO, MPa3HO-MIpa3HUHA (BO KVIMYPHO-eCImemcKuy U (huio30@cku KOHmexcn), TAKTUITHO,
XalnTuKa, TaHTpHU3aM, OXaKTH jora, Tao, BUHaja, BaullHaBm3aM, Benu, body-art

HamecTo BoBex

Ako ja 3ememe mipenBu/ 3a0enenkaTa Ha
JaHukujeBuk neka ,, KHMBOTOT € BO roiemMa mepa
paGoTa Ha KOMYHMIHMpamaTta™, Toram e
OYUTJICNHO JIeKa Mepemara IITO TM HW3BEIyBa
KUBOTOT, BO HajrojieMa Mepa, TOj TM H3BEAyBa
MpeKy CcBojaTa HY)KHA U CYIITECTBYBayka
mageHoctr — Temoro (U menechocma).
[IpobnemaTrkaTa Ha TEIOTO/TEIECHOCTA CTAHYBA
yIITE TIOKOMIUIEKCHA aKO C€ 3eMe MpeIBui
(hakToOT neKa maa, nocmasysajku 20 Ha nocedeH
HaQuuH U npodAeMOm HA UOEHMUMEMmOm,
0osedysa 00 NOCMOjaHU pedeUHUPArbd HA

! Jasna Janicijevi¢: Komunikacija i kultura; sa uvodom
u semioticka istraZivanja, lzdavacka knjizarnica
Zorana Stojanovi¢a Sremski Karlovci, Novi Sad,
2007, ctp.9.

npooIeMAMUKAmMAa HA UOEHMUMemom, d HU3
npociedygaremo  Ha  ,ucmopujama  Ha
noumarwemo Ha menomo ‘. Co apyru 300poBH, ce
MOEBUACHTEH CTAHYBa PACMENCOM HA Kyamyp-
HUOmM Oncez OKONY pegrexcuume HA MeIOMO.
[Ipamamero Ha udenmumemom, MaK, NPETCTaBY-
Ba moceOHa W, MCTO Taka, KOMIUIEKCHa cdepa.
Camo 3apau NOIJIaCTUYCH YBU, Ke 3a0elIe)KuMe
neka ncuxoananutryapot [lon Iunaep koHcTa-
THpan 3a ,,ClMKAaTa 3a TEeNoTO™ Jeka — Kako
OCHOBa Ha ciukama 3a cebe — ce PazIuKyBa O]
aHaTOMCKaTa CTBApPHOCT M € HWHTCH3UBHO
obenexxaHa €O HacoHcka cuia (HAPUUCOMIHA,
nMUOUIHA, arpecuBHa)’.

% Paul Schilder: L ‘Image du corps, Gallimard, Paris,
1980.
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He w™oxejku, 3HauM, Aa TH MOPOMH-
cilyBaMe — IypH HUTY Jia TH €BHICHTUPAME CUTE
aTpuOyTH IITO TO YUHAT KYAMYPHUOM MeleceH
ced (YMJIITO OTCET, PEKOBME, KAKO OUHAMUYKA
Kamezopuja pacme), BO OBa H3Jarame ke ce
3alp)KUME CaMo Ha HeKOU NohacyuHanmHu
npumepu BO KOHTEKCTOT TeJ10 — KyJarypa. Taxka,
Kako MomHe (aCIMHAHTHA — a BO KOHTEKCT Ha
MPETXOIHHUTE 3a0€JeIIKH, CE YNHU U MPUKIaJHa
¢ MpoMUCIIaTa Ha TOIEMHOT HHTYUTHBEH MajcTOp
W TIOeTCKH reHuj, Bunujam bnejk (kako eneH of
MOBEKETO  MPHOAW KOH  IpupomaTa  Ha
pernomernom Ha menomo) — 3a NOEMCKUOM 2eHUj
(on HeroBuoT 3HaMeHUT 3anuc Cume penueuu ce
Eona), noum co xoj biejk ja o3nauysa ,,0ywama
KAaKo 6HAmMpeOsuUdCeuKly 408euKu NpUuHyun ",
W3elHAYYBajKH ja TpuToa (Oymara) — CO
menomo. nyn, nutupajku ro Bunujam briejk:

Eouncmeeno  Ioemcxkuom Tenuj e
PeanrHuom yoeex — moa 3Havu, (moj e, 1.3.)
Hez080mMo meJo, uiu HadgopewHa hopma, Koja e
Ooupexmen oepusam na Iloemcxuom [lenuj. Ha
ucm Havuw, hopmume Ha cume Hewlma camo ce
Odepusamu Ha  HueHume I enuu, xouwmo, opes-
HUmMe Hapoou 2u umeHygane Kaxko aHzesu,
demonu,oyxoeu.’

Wmm, xako INTO Toa Ha caMoO HeMy
CBOjcTBEH  (DUIIOCO(PCKO-TIOCTCKU, aBTECHTHYCH
Ha4WH, Ke TO IpoKoMeHTupa npogecopot Depuy
Myxuk:

Cnopeo  bagjk,
HAnpoCmo  UHKAPHUpPAua

Hawemo meno e
KOHCEK@EHL{I/lel HA

? ®epun Myxuk: Hoymenonozuja na menomo,
Tabepnaxyn, Cxomnje, 1994, crp. 18. bong, P.I1.

UMasuUHamMuUeHama eusuja Koja 2o oapa cegjom
peanumem u Koja mMoj C60j peanumem 20
0C80Jy6a camo HU3 KOHKpemusupana gopma. (...)
menomo e eOUHCMEEHUOM KOHKPEMHO 0CMBapen
obnuxk na nawuom Iloemcku ['enuj, oomocho
Hawama eOuncmeena opma Ha nocmoerve. N

Enen gpyr nam 3HameHUT ¢unozod,
€CeUCT M, Mpex ce, ecrerndyap — MpodecopoT
UBan Ilemapocku, uCTakHyBajku ja TecHaTa 3a
Tueapom (om uctuot aBTop, Bumujam brejk),
nocouyéa  Ha  gacyunammumocma: U Ha
6036uuieHama  meecHOCHm/nojagnocm  Ha
mueapom — u Ha, 00 CMPABONOYUMYEAbE
ecKanupanama 60CXUMmMeHocm co Koja mTo Owmi
BIaXHOBEH camuoT moeT. / ['panmejku ja
noeTckarta ciuka, biejk ycrmean 1a HH ja JOJIOBH
U merecHama conocmaseHocm, —penainmjara
., cynepuopsocm  —  uHgpepuopHocm® 80
Hej3uHama menecHa OUMeH3Uuja; CyIepuOpHOCT,
KOja BO cexoja opyea COOOHOCHOCHL € 00pamuo
nO3uyUOHUpana: BO TIPWIOT Ha 4YoBekoT. U
TOKMY Taa eIHOCT, TOj MmeneceH UCKIYHOK 60 KOj
WMo mueapom e HenpuKoCHOGeH, TO BO3TUTHYBA
1o ,,00xkectBeHoct. / IlpomomxyBajku Bo Taa
HacOoKa HE MO)KEME a Ja He T'0 HCTaKHEME H
MaKEeIOHCKHOT BEPOjaTHO HajeMaHHpaH (KakKo

HajupeBeyBaH u HajHarpaayBaH Ha
,,AHO3EMHUTE™ ja3ullk) aBTOp, aBTOp OA T.H.
,CpeOHa  cemepayuja“ Ha  MAaKeOOHCKUmMe

nucamenu, TUCATeI W BPBEH HHTEICKTYaJel,
YHUBEP3UTETCKM Tpodecop M TMperaBad Ha
MIOBEKE EBPOIICKU YHHUBEP3UTETH, XaUKy-MajcTop,
TBOpPEI-CHHEACT M My3u4ap (WieH Ha KyJITHHUOT
oenn Hoonu) — Anekcanpmap IIpokomues. He
MOXKE€ J]a OCTaHe HECBUACHTUPAHA aHMPONO-

* Ucro. bong, P.II.



yeHmpuuHama 6usypda BO HETOBOTO TBOPEIUTBO
BO KOe ITO Yosexom, Kako KPeKo U /bYOONUmHo
Cywumecmeo, mMoKMYy NpeKy ,, HeNpeKuHIueama
uepa‘ ja epaou u cogpemenama ecmemuxa Ha
eOHa wYOOnUmMHA uepusocm — cpeoe ypoanuom
Haumaepyencku  nasupuum,  cpadom. U
YOBEKOBOTO CYILITECTBYBAalE € HEPACKUHIMBO
MOBP3aHO, IYpH menecHo hogp3ano (Kako
HYXXHOCT) KaKO CO MamepujaiHama, Taka u co
KYIMYPHAMA  apXumeKmonuka Ha epadom. A
3HAaYCHETO Ha cerujara, BO CeTa CBoja
Pa3HOOOPA3HOCT — CMAHY8A C€ NOGEKe BAICHO,
IYpU YIMUMAmMUEHo BaXXHO: 0e3 orjiel nanu ce
pabotu 3a TpaMBaj WIM ToYaK (BEJOCHIIEH),
NpeKyMepHaTa KOHICHTpallMja Ha Ccyapyp H
jaraepogeH  MOHOKCHI WM (4ecTO  MaTu
MPHUHYJHO) 3janame BO OJIECOKOT Ha pa3IMyHHUTE
eKpaHH, MOHUTOpPHU, ceMa(opu HIU peKIaMH —
CeeHO, cemuaama busaam ,, MOPMO3€eHU *“, UCTO
OHOJIKY KOJIKY IITO IOMaraat ‘‘mopmo3eremo "
da 6ude oodbecnamo. Op npyra crpaHa mue ce
,, Hauuom xowmaxm ‘. Kaxko co y6agomo — Taka
CO 2poomo, Kako CO NpujamHomo — Taka U CO
Henpujamnomo (BO €ICH JCH, HEKOTall U camo
BO HEKOIKY 4aca O0603MOJCEHO HU e
3aoogoacmeomo da 2o caywame Illonen, 3a
BEJHAII I0TOA Od CIyIIHEME COYHH MIOCTH,
YKpHUIICha Ha TYMH, ypllakha Ha CHPEHH —
BUCTHHCKA Kas3Ha 3a Cemuiomo 3a CIyXom).
Hemrrara ce peuncu MAEHTHYHH U CO JPYTUTE
CeTuna...

3naun menomo mperctaByBa conditio
sine qua non Odywama, OyXOm... MeOUMAmMU6-
Hume nocmanku (M pe3yimamu), CUTE BUIOBU
anmepuamueu (BO  Meduyunama, joeamd,
MPAancomuyHomo...) — ycloB 0e3 Koj ¢
HEBO3MOJICHA KAK68A OUN0  JHCUBOMHO-PeaHa,
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BHUTaJHAa er3WCTCHIUja Ha CcyOjekmom —
auunocma — Ha oHa Jac. BeymHoct, H3HeHany-
BAaYKH € PEUNCH HEITOCTHIKHO BUCOKHOT ,, TUMHUT
— aKo BOOMIITO MOXEME Ja TOBOpUME 3a
,, HEKAK08 deqpunupan  aumum’ —  Ha
ModcHocmume Ha menomo u
menecnomo/Tenecnocra. Bo mpopomkeHue Ha
OBa W3Jlarame, HAJjIPBUH, K& C€ 3aJpKUME Ha
HajCyIITECTBEHUTE M, 3a HAC, HAajUHTEPECHUTE
OJpEAHUIM Ha TEIOTO M TEJIEeCHOTO — BO
cnenHuoT onaen. llpuToa ke 3abenexume jaeka
MOCTOjaT pa3iMyHU TOJKYBala Ha Y08EUKOMO
nocmoerse (BKIydyyBajku TO TyKa M (DEHOMEHOT
Ha Menomo u melecHocma), Mery KOH, Kako
paauKajgHa CIPOTHBCTABEHOCT HA TOJNKYBAHETO
3a EOHOCT HA melomo u oywama, Ke TH
HaBEIEME pAasHume peiusuo3Hu CMOjaltuuima 3a
KOM dyuiama e enmumem He3zasucer (O TEIOTO)
— CHTUTET HeOrpPaHHYeH O] TeJ0To0 H
»0e3Bpemen . Criopen Tue cTojanuiiTa, /Jywama
— Kako He3aBHcHa o7 Teromo (Koe € OrpaHUuueHo,
pacmaiiMBO W HECOBPILUEHO) — e mpajHa u
npoooadicysa ,,0a dxcusee’’ u no meiecHuom Kpaj,
Mo cMprTa. A, CaMHMOT HAauYMH HAa KOj dywama
e23ucmupa, € pasidueH BO  Pa3lIUYHUTE
PEIUTHO3HU TIPUOJM KOH OBa IMPAIIamkhe.

CamoTo parame HYKHO ja MpETHoc-
TaByBa W CMpPTTa, CMpTTa 3Ha4u implicite e
3ayHaTta BO KUBOT(0T). MOKTa Ha PEIUTHUTE, BO
rogjemMa MepkKa, Cce€ TeMenlu Bp3  elIHa
MPETIOCTAaBKa, HO BO CIIPOTHBHATA HACOKA — JieKa
U CMpPTTa, BIPOYEM, HPEMNOCmagysa pararve,
MTOBTOPHO parame: pe-UHKapHUpame,
METEMIICUXO03a... HEWMO WMo MexXHU4KU He 20
npekuMysa — mpaerwemo - HaA  cyOjekmom.
Tpaewmero (BO Koe mMapTULUUOMpaaT ,,CUTE
BIIOTOBH Ha Cy0jeKTOT oOdodexka mpae) —
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npoaoJukyBa... M Jomeka MNPBUHOT HCKa3 ¢
OYMTJICIIHO HEMOOWBIUB, BATUAHOCTA HA BTOPHOT
OoCTaHyBa Jia ce Kpemm Bp3 J0-Bepba, BepOa,

Bepa, Ouzaejku, 3a XKaJl, HHKOj HE Yycmeal
apryMEHTaTHBHO Ja ja TMOTBPAM HEroBaTa
BHUCTHHUTOCT.

Hamemnysarwemo/npugpakarwemo TokMy
Ha B03MOJCHOCMA 00 HENpeKuHAmo mpaerse Ha

cybjexmom, OBO3MOXYBa ,,co30a6arve ‘-
.npeonazarbe  (koe  cmemuduKMTe  Ha
penanujata  cyOjekm  —  3aeoHuya,  TO
TpaHCMyTHpaJe ,»T0a npeonazarse™ BO
., hipughararee ™), CJIC/ICTBEHO, 3HAaYW, U
, hpugharare” — . mpaere” (Ha npudateHoTo).
OBa ¢ rpy0 TmpuWKa3 Ha OINIITECTBCHATA
KOHOTalllja HAa  PeJUTHO3HHMOT  o0pa3sen

(KOMIIO3uIIMja), KOjJIITO, OTKAKO KE Ce eMpeicu
BO JIaJICHOTO OMNIITECTBO, CEKAKO, HACTOjyBa U Ja
oncmou BO TOA OMIUTECTBO, MPH LITO, HOPMATHO
€ Jla ce IpeTnocTaBaT U npodiieMu (paboTuTe co
BOCTAHOBYBAaWETO HA PEIUTHUTE U CEKTUTE —

3 Pemuruure u CcC 3acHoBaarT TOKMY Bp3

AOrMAaTH3UPAHU Y4Yera, BO HAMIMOT KOHTEKCT —
penanmjata ,Jpemnarame” u ,Ipudakame” (Ha
npeiokeHoTo). Ha npednoscenomo mopa na my ce
BEpyBa OJ MOMEHTOT Ha HEroBara NnpojaBa/u3jaBa Ha
TIPOPOLHTE, BUJIOBHUTHTE.... 3apagd  HHUBHATa
HEOCTIOPHA MOK, BO KOja, CEKaKko, MapTHUIUINPA U
HUBHAaTa JAapOuHa Ha MNpuGATIMBH MEIUYMU;
MOTPEOHN CE€ M COOABETHM OIIITECTBEHH YCIOBH 32
THE 1a Ounar npudareHu (OZHOCHO HUBHUME YUerbd-
usjaeu Ma CTaHAT AOTMH), CIHA OJ Haj3HAYAjHUTE
paboti e The nma OMmar W CWwIHO NMOTpeOyBaHU OJ
rmorojeMa 3acaHuIA Ha Jyre (mpea ¢é BO COTIacHOCT
CO OKOJIHOCTHTE BO KOW Ce 3aTEKHaJIa Taa 3aeJHHUIIA,
puau: Imanuel Velikovski: Svetovi u sudaru, Prosveta,
Beograd, 1982: mpumepot co Mojcej).

JaJieKy OJ Toa JieKa
IJIaTKO ™).

,,C€ OJIIBUBAJIC CEKOoraIil

Jlyfero, cymTecTBYBajKH KaKO OCHOGHU
eounuyu Ha moxma (HEj3MHU HOCHUTENH), KaKO
uHOUsUdyymu, HaCTOjyBaaT Jla ja OJp»KaT MOKTa
npeky peiamuute (MeryceOHO W CO JAPYTUTE
cybjexmu) BO €AHA YIUTE MOMIMPOKAa MaTpuUa
Koja € W HajobemHama (MaKO MOXEOH He U
HajcunHama) onuimecmeena Mampuya: CTaHyBa
300p 3a Kyamyprnama mampuya. Bo xyimyp-
Hama mampuya pedIeKTUpaaT U noIUMUUKUmMeE,
eKoOHOMCKUme, 00pasosHume, ymemuuukume U
ap. Kodosu (TIOKpaj penucuosHume), acriek-
TUPajKM ja UCTaTa W MCUYMHYBAjKU ja HEj3UHATA
HEMOBTOPJMBOCT M aBTEHTHYHOCT.  3aToa,
UCTPaXYBamkbeTO Ha KYJTypHaTa MAaTpHIa
MPETIIOCTaByBa UCKIYYUTEITHO CIOKEH MPOILEC U
NpeTIoYnTa KOMIUIEMEHTapHa METOJONOTHja.
[IpoOnmemor Ha TEJOTO — Kako OCHOBHA
eounuya/Hocumen Ha CYWmMecmey8arbemo Ha
CeKoj e0eH uHOueudyym, IpakTUIHO € PUCYTEH
BO CHUTE W3JIE3HM TNO3MIUU Ha  eleH
KyJATYPOJIOIIKK MpoOieM, MPeTIOCTaByBajKH ja
MOXHOCTa (M moTpedata) 00 mnpucycmeo TpHU
CEKOE eIIHO K)VIMYPaIHO UCHUMYEAIbE.

Tenoro e nocumenom u Ha mpodie-
MaTHKaTa Ha Koja 1 OOpHyBa MoBeke BHUMaHUE
apropor Ilackanotro’ — mpamamero Ha
npa3HoTo W mnpasHuHata. Toj ¢eHoMeH e
oco0eHO 3HayaeH Ha mojero Ha McrouHata

KynTypa, co 3a0enemika JieKa Hez208ama
PUN030¢hcKO-KyIMypHa W emuuKo-eCmemcKa
NPOHUKHAMOCT nompebysaam MOIIMPOKO

® Bumm: Pandordo Paskvaloto: Estetika praznine.

Umetnost i meditacija u kulturama Istoka, Clio,
Beograd, 2007.



uznazare, 3eMajki ja TPEABH] KOMIUIEKCHOCTA
Ha caMOTO IIpallame.

[lokpaj kyamypHo-perueuosnume pas-
JU4ja HA OBOj MPOOJIEM YMM MpacTapd KOPEHH
Joceraatr M JI0 Mped-HAmaiHuom nepuod Ha
IUBWIN3UpAalkEeTO Ha homo sapiens-or, Tmpo-
OeMOT Ha HAIIeTO H3Jaramke HYXKHO Kopec-
MOH/IUPA U CO HCTOYHUTE MECIUTATUBHH TEXHUKH,
CIIEICTBEHO W MPAaKTHKH, IITO AOMOJHUTEIHO ja
3araTHyBa HamiaTa mnpoOJieMaTHKa, a Koja,
0e30py20 3aeadouna, Beke TOIONT TEPHOA ja
npuBiekyBa 3amanHaTta (ocobeHO W mpenm ce
eBpOICKaTa) KyATypHa creHa. Taka, Onmkejku
KOH Mpo0JjeMaTHKaTa co Koja MITO TO 3araTHaBMe
oBOj Tpym: omHocoT Temo-Jlyx(oBHO) Kako
BOHTEJIECHO TOTKperieH ofn PamuoHamHoTO-
TENIECHO, WJIM, aKO cakaTe — IEHETpUpama BO
HaOcemunHume  c¢hepu  CO  TIOMOII  Ha
Meoumamuenuom  praxis, OIMKUME U KOH
CBpPLIETOKOT Ha OBOj BOBeleH Jel. Bo 0Boj
Clydaj TpHKa3HATa HABUCTHHA MPOJOJDKYBA...! —

CO TOa WITO NEIMME KOH KyJATypalHaTa
olicepBallMja TOKMY Ha  pe3yimamom  Ha
MeOumamueHUoOm praxis, BO HAIIAOT CIy4aj
penanujata Temo/TenecHocT —  MeauTanuja/
NOXHUBYBaWke: TNpoduiianuja Ha  UHTEPAUC-
Kyp3WBHa MIPOHUKCHUCT Ha emuyKo-

ecmemcKomo 1 meopujama Ha aumepamypama u
yMmemHOcmume €O  IPYTUTE  AWCKYP3UBHU
npaktuku. Hamrata cutyanuja ta morpeOyBa
MOBEKETO OJ] HHB: U TIICHXOJOIIKaTa u
COLIMOJIOIIKATA, ¥ PETUTHO3HOTO MPOHUKHYBAE,
Kako M pasriendaTa Of acleKT Ha POJOBUTE
TEOpUH U AUCKYPCOT MojepHa-noctMoaepHa. Co
3a0eemka JAeKa 3a meopujama Ha Jaumepa-
mypama UEHTPATHUOT MpoOJeM Ha HalleTo
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UCTPaXXyBambe TEIIKO MOXE JIa Hajae npocmop 3a
uumepghepenyuja!?

®DeHOMEHOT HA TEJIOTO: OCHOBHH 3a0e/IeIIKH 1
npopunupame Ha NpodJeMATHKATA Ha
menomo u mejiecHomo

[IpoOnemaTu3auujata Ha TEJOTO
MpEeTCTaByBa apxawyeH (PEHOMEH W HEroBOTO
CMECTyBame (M CMETHYBamb€) CO IEjOPATHBHUTE
InpeOynur Ha YOBEKOBUTE KYVIMYPHO-PEAUSUOIHU
— a ToToa H Quio30(CKO-payuoOHAIHU WIH
coyujanno-noaumuyky (A MHOIUTBO  JPYTH)
»(pabpukauu, omm BO 4YEKOp CO camara
nuBwin3anuja. Ho, nanu BakBOTO TOKUBYBaHkE U
OIIHECYBaE CO MeIomo W menecHocma uma
HABUCTUHA W3JIPKJIMB MMATOC — MU Ce paboTH 3a
cnequpuuHu  ,KYITYpHH  pUKomIeTHpama“?!
CMeram Jieka MOXKeMeE Jia ¢e JAPKUME [0 ,,HEIITO
momery“, o0ocoOCHO ako ce 3eMaTr MpPenBUj
pa3BojHUTE crenu(UKN Ha IMBHIK3AIUjaTa,
HEj3WHATa €BOJNIYIMja — IITO HE MOpAa Ja 3HAYM U
HyJicer Kyamypen Hanpeoox. Ila ce motceTume
caMo Ha (PaKTOT Aeka cCrope] MOoJaTOIUTE Ha
HEKOM WCTOPUYAPHU, BO MOCICIHUTE JIBACCET U
MEeT BEKOBH OJ CBOETO IOCTOCHE Y08EUlmeomo
munano Huz 1400 eodunu Ha 6ojHU u nozonemu
800pYIICEHU cyOouparba. A, ako ce 3eMaT MpenBu
cume GOOpyJceHU cyoupu, ce oobuea yuime
NOJICATIHA CIAMUCTUKA — CROpeo Hea ,,00 NPeKy
3300-me 2o00unu Ha ucmopujama NO3HAMA HA
yogekom, Ha 6ojHu omnaraam nogexe o0 3100
200unu, a camo 200 eoounu na mupom*. "U na

7 V. M. Chikavadze: Borba za mir — neodolimoe
dvizenie sovremennosti, Moskva, 1969, ctp. 3 .



46

He 3a00paBHMe — YOBEUKOTO TEJIO € UCTO TaKa M
HYJICeH (uako He U  0080jJeH) YCI08 60
peanuzayujama Ha 6oenume cyoupu. Toa e
HEMPUKOCHOBEHO OpYX]je.

MeryToa, 3a cpeka, TEOTO/TENEeCHOCTa €
co3Ja/leHO U 32 JbYOOB, JbyOOBTa € HHTPUHCHYHA
BPEJHOCT M MpPETCTaByBa UMIIEPATHB — HE CaMO
Ha OICTOjOT HA YOBEKOT, TYKY M HA BO3BHILECHUTE
HUBOAa Ha 4YOBEKYBamEeTO BO KOj JbyOOBTa ¢©
CYIITECTBEH WHHIMJaTOp HA  KPEATUBHUTE
AKTUBHOCTH Ha JyreTo: chepr BO KO UOBEKOT,
HUCTOBPEMEHO U KAKO CYulmecmeo/meopey Ha
Ybasomo, u kaxo cywmecmeo/peyunuenm
nommuxkHysano 00 Ybasomo — coobpa3yBa co
Jby6oBTa, Kako Hajeossuwien akm Ha Yoaeomo.
A, co oryien Ha KOMIUIEMeHTapHocTa Ha Etukara
u Ecrermkata, Ha HUBHaTa CYIITHHCKa
noBp3aHocT: nobnecta u Jodporo conejcTByBa
co Y0aBoTO, HajCHJIIHO TOBpP3aHM BO HHMBHATA
WU3BOPHOCT — UHMYUmMueHomo/4yecmeernomo. Bo
TOj KoHTeKkcT, Ha JloOporo m Y0aBoTo MM ce
npuKIydyyBa W BucTHHaTa, TpHUIApTHTCH
KBaJIUTET KOj IITO € KIVYOM HA codicuseauxama,
3HAerbemo-meopeumeomo-KpeaTuBHOCTa u
OCHOBHA MpETNOCTaBKa Ha Hampemokor. Toa e
Taka ymre oJi HajCTapu BPEMHUIba.

N nosropuo: Urto e ,,renoro*? amu
LETOCHO MOXKEME Jia ce UAECHTU(]UKYBaMe npexy
menomo WM, TaK, MoxeOM Tpeba mga ja
npudaTMe 3a BaKeuKa AUXOTOMHjaTa (BOBEICHA
on Jekapr), oucmunxyujama meno-oywa (Kaxo
JIBA Pa3IMYHU SHTUTETH KOU CE BO KO-/I¢jCTBUE)?
3a Tenoro u [ymara Mmoxe aa ce 300pyBa camo
TOKOJIKY ja MPETIIOCTaBUME HUBHATa
cniomenocm 6o eowocm. Ha wucrara mosuuuja,
YHHAM, COCEMa UCIPaBHO, Oecenn u mpodecopoT
Myxuk, Kora Belu JeKa:

Tenomo e euonue [yx, a [yxom e Hesuoauso
Teno!? (...) Tenomo e camo Kusa Ihwa,
Mamepujanuzupana u  ogopmena rwa —
Cmpmen Obnux na  JKueomom (eden, 1.3.)
€OUHCMBEH KOHKpemu3upan eud ocusom! (...)
Hema osoerwwe, nema mecmo 3a Huxakeo ‘“‘u’
wmo Ou 3acmanano HoMery Hus, Kako 0a ce mue
oge Hewma, OONOJHUMETHO CHOEHU 80 eOHO!
00 npeuom mue mue ce eono! JJo nocreonuom!

Bo TOj KOHTEKCT TOBOpU M MPOYYyECHUOT
n-p Pymond Ilrajaep (OCHOBOMONOXKHUK Ha
aHTponocodujata), €ICH OJ  HajrOJIEMHUTE
MUCIUTEIN-MUCTUIII W  MHCTHLIH-XyMaHHCTH,
W3BOHpPE/IEH MT03HaBay Ha YOBEKOT, HAa HCTOYHATA
KynTYpa, Ha penurujaTa... HABUCTHHA
¢acuuHaHTeH Gopmart:

(..) Hosexom uma mMpuU CHMPAHU 60 CBOEHO
cyumecmaeo (...) Heka ce obenedicu moa myKa co
mpu 360pa: meno, oywma u oyx. (...) Kako meno
MyKa ce 3emMa npedsud OHA  npeKy Koe Ha
yogekom My ce oOmKpueaam cmeapume Ha
He2060mMo oKpyJcysarve (...) co 36opom oyma ce
VKADICY8a HA OHA WMO cmeapume 2u 006e0y8a 80
8DCKA €O CB0€mMO NOCMOerbe, OHA CO Koe ce
uyecmeysa Oonararemo u Heoonarar.emo,
npujamuocma u Henpujamnocma, paoocma u
ooaxkama. Co 300pom 0yx ce Muciu  Ha  OHA
WMo ce MaHugecmupa 60 408eKom Koaa, cnopeo
T'emeogume 300posu, eneda Ha  cmeapume

3 g
,, CLUYHO HA 00XHCeCmEeHO cyuimecmeo .

8 , .
®epun  Myxuk: Hoymenonozuja na menomo,

Tabepnaxyn, Ckomje, 1994, ctp. 8. bonn, P.I1.

’ Rudolf Steiner: Theosophy, Anthroposophic Press,
RR 4 Box Al, Hudson NY 12534, 1994, ctp. 24.
bong, P. I



3HauM, YOBEKOT CYIITECTBYBA MPEKY
mpunapmumua Eonocm, nepackunnusa Exnocr,
YOBEKOT CE€ COCTOM OJ meno, oyuia U Oyx —
cnopen Pynong Illrajuep. Peumcu wmcrata
KOHCTaTaIluja, camo U3I0KEHA MpeKy
HEMOBTOPJMBOTO  BOJIICNICTBO  HAa  peuTa,
MpUCYTHA € U Kaj ['ere, KoMy, 3apaau ybaBHHATa
Ha KaXaHOTO, K& My MOCBETHME MaJIKy MOOOEMeH
poCTop:

LImom uogexom Ke 3anouHe O0a eu nepyunupa
npedmemume oKony cebe, (moj, 1n.3.) co
npaso eu Habmydysa 60 OOHOC CHpeMA CaAMUOM
cebe, budejxu 00 moa daru (mue, 1.3.) My ce
donaraam unu He (My ce, 1.3.) donaraam, 0anu o
npugnekysaam umu 20 006usaam, OaIU My
KOpUCmam uiu My Haumemyeaam, 3a6uUct cema
Hezoea cyoouna. Toj, 60 nomnoaHocm npupooex
HAYUH HA NOCMAmparse U Ha pacyoysare 3d
cmeapume uzeneda maka ieceH KOJKY WMo e u
nompebewn, a, cenax, NPUMoOAa 4HOBEKOM e U3-
JIOJICEH HA WIjadHuyu 3a61y0u, Kou 4ecmonamu
20 NOHUdCyeaam u My 20 3azopuyeaam
arcueomom. Ha oanexy nomewxa onesna paboma
ce Hagaraam oHue, YUU HCUE HAZOH MelCHee 3d
NO3HAHUEe HA npeOMemume Ha Npupooamd, a Ho
cebe u 60 HUGHUME 3aeMHU 0OHOCU, 3aUMO mue
Habp30 Ke 3abenexcam 0exa Hema Mepuilo Koe Ke
um 6ude 00 nomows 000eKa Kako Jyre 2u
nocmampane cmeapume 60 0OHOCOM CHPeMA
cebe. m nedocmacysa mepuinomo 3a oonarare
u Hedonarare, NPUGTUYHOCIL U OO0OUBHOCM,
KopucHocm u  wimema. Toa mpeba Hanoano oa
20 ocmasam, nompebHo e da mpazaam u 0da 20
ucmpasicyeaam OHA WMo e, a He OHA WO UM
200U, CO PAMHOOYUWIHOCH U peuucu  Kako 0o-
Jcecmeenu  cywmecmeda. (..) Kako  wmo
Conyemo ce mamu u océemnysa, maxa u moj
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(vosexom, 1.3.) mpeba co Cauden MupeH nozieo
cé 0a nocmampa u 0a pasenedysd, U Mepuiomo
3a moa no3Hanue, nooamoyume 3a pacyoyearse —
He 20 3ema 00 cebe, MYKy 00 OKPYICEHUEMO 00
HabbYOyeanume cmeapu.

AKO Manky ce pa3MHCIH, K€ c€ BUIHU
JIcKa Haj3HAYajHU CE OHUE IMO3HAHU]ja, KOWIITO
YOBEKOT ,,CIMYHO Ha OO0XKECTBEHO OurtHe  TH
CTEKHYBa 3a HeIlITaTa — Toa € OHaa TAWHCTBEHOCT
MTO MYy C€ OTKpHBa O] JEIYyBamkETO H O
MOCTOCHETO Ha The mpeaMeru. / [IpBara rpyma
Oca OHUE TPEIMETH Ol KOW, TPEKy HErOBUTE
CEeTWJIHM TIOPTH HENpPEKWHATO My Hajoaraa
,»A3BECTYBama™“, KOM TOj TU OJonupa, 6Kycyeéd,
crywa, enreda M mupuca. Btopara rpyma ja
COUYMHYBaa  BIIEYATOIUTE CO KOM  INTO
MpeaIMEeTUTe pedIieKTHpaaT BpP3 HEro, Kako Ha
npuMep  donararwemo U HeOOnararbemo,
nocaxky8arbemo uau 000U8HOCmMAa — TP TITO
EIHUTE MY C€ CUMNAMUYHU, A& JPYTUTE
aHmMunamu4Ky, CIHUTEC KOPUCHU, A JIPYTHTE
wmemnu. Taka (QYHKIMOHHpPA YOBEKOT IPEKY
CBOjaTa TEIECHOCT — HErOBOTO TEIO HE HOCH BO
cebe HHINTO ,,BMETHATO, TOA € MOBEKEeCIIojHa
KOMIUIEKCHOCT ~ HEpPacKMHIIMBa  3a  cebe.
Hoymenonorujata (,,no0 cebe”) 3Ha4m Jeka
Menomo HOCU HeKOjad CKpUeHOCm, HeKoja
,, HOUMAHEHMHOCM *“ O He20 CAMOmO, 60 WIMO
denec, 60 epama Ha cajoep-mexHorocujama e
mewko 0a ce nogepysa. Mako, Kako CKENTHK,
HHUKOTalll HE BelaM AenHJAHO ,He“. Moxkebu,
HEKOTaIl...

" Hcro, crp. 22. Bong, P. I1.
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TakTHIHOCTA H AYXOBHOTO

Ha mnpB mormen, co orimenq Ha
BOCTAHOBECHHTE BeEpyBama M JOKUBYBamba Ha
menomo U menecHocma Kako OaHallHH, MPBUTE
aconujau Ha Teromo — ONIITO 3EMEHO W
HajuecTo ce pedieKCHH Ha HErOBHUTE GUMAIHU
@yHKkyuu, BKIy4yBajKM ja M TIOJIOBOCTa U
MOJIOBUTE OAHOCH (YHja CyIITHHA, IOBTOPHO —
KaKo 6uUmManHa, € CO3IaBAlkETO MOTOMCTBO — T.€.
pasmMHOXyBamero). [lonatamy, Ttpeba nma ja
3a0elieKUMe M pOjIoBaTa AMCTHUHKIIHMjA MaXK —
JKeHa, T.C. HCj3MHUTE OIILITECTBEHU pedieKcuu
Ha IIOJIOBOCTa: MAIIKO(CT) — JKEHCKo(CT),
CTUYKUTEC HOPMHpama IITO MpPOU3JIEryBaaT oOJ
TOa, ,,A3MEHETHTE COCTOjOM (BO TOj ciiem) U
AQHTAarOHU3MOT HOMery OHUe WMo ce 3a HUBHO
npugararee U OHUE WMO He ce 3d HUGHOMO
npugararse, UTH.

3Hauu, MPBUTE BIEUATOIM INTO HU TH
HaMeTHyBa ()eHOMEHOT Ha TEJIOTO MOTTHKHYBaaT
U OCTpa MAHWCTUHKIHja TIOMelry ,,0Ha INTO ¢€
TEJIECHO“ M ,,0Ha IITO € HUHTEIEKTyalHO —
OokeM cTaHyBa 300p 3a JBE pabOTH KO eaHaTa
CO JpyraTa c€ CTPUKTHO pa3ja4eHd W
HEMOBP3aHU. A KOJKY W KAKO, BIIPOYEM, THE CE
MOBP3aHH, MOXKE JIa CE€ COIJIe[a OJl M3JIOKCHUTE
MPOMUCITYBamkha, MOSHTH W 3a0€NEIIKU BO OBO]
tpya. [lpem ma ce mocimyxuMme €O JBa-Tpu
MPUMEPH, YHCIITO H3JIarakbe Ke HU OJraTHE
OapeM  HemTO MaJKy Of  3araTHarata
mpoOJieMaTHKa, Ja TO TOCTaBUME MPAINIAETO!
Hasucmuna nu  Odonuparwemo, xako menecen
KOHMAKMm, e Npeou3eUKaHo (uiu npeou3suxysa)
UCKTYYUBO CUMPIUGUYUpanu — 0a He peyeme
npocmu  — 3a00801Y8ard HA UCMO MAKA
cumnauguyupanu nompeou? Wnu, TaKTUI-

HOCTa, cemak, He € camo mpocra Gopma Ha
KOMYHHKalHja, 1a o]l Hea He OM MOXKENo Ja ce
OYEKYyBa U Hewlmo noeexe, H € W T O MHOTY
MOKOMILJIEKCHO OJf OHa INTO BOOOMYAEHO Ha
donuprocma U ce ,JJenu U ja eTukerupa?

TokMy BO TEKCTOT WITO cleaud Ke ce
obuaeMe Aa ro MpHKakeMe 3aTCKPHUEHOTO JIHIE
Ha Jlomupor, oHa mmITO, MpU OEraM BHIYyBamba,
camo ce Hasupa ,,3a0 3apom”!? BcymHocr,
donupom OBO3MOXKYyBa MHOTY TIOBEKE OJf OHa
ITO  MHO3MHCTBOTO 32 HEr0 CH IO
NPETIOCTaByBa, Kako ,,[IOCIEAHO II0 PaHTOT
ceTwno”. A HHUe, TNPHUKaXyBajKu ja HeEromaTa
yJiora — HA OMAJIKy HU MoBeke — Bo cepaTta Ha
OyXOBHOCTa, Ke ce o0uaemMe Toa M Ja Tro
MOTBPIUME.

Co ornen geka HM3aTa OJ HpPUMEPH €
MPEMHOTY J10oJra 3a Aa Ouje 1eaocHo ondaTteHa u

CBUACHTHpPAaHa BO OBa HU3JIarame, Ke ce
3a10BOJINMCEC (¢10) onucom Ha HeKou 00
Hajeneuamﬂueume u HajemamaHmHu

NPAKmuKy8arba HA MaAKmMuiIHOCmMa 60 (QyHKyuja
Ha OYXOBHOCA U OYXO8HUME AKMUBHOCMU HA
npakmuxawmume. A, Tpeq a TpeMHUHEME Ha
oBaa 3amada, OM OWIO IIOXKEIHO Ja TIH
eBHJIEHTUpaMe OapeM cieTHUTE 3a0eIeIIKH:

e  Oonupom‘ e KIy4yeH TpU NPaKTH-
KYBaWkETO Ha €JeH BUJ PEIUTHO3HO-MUCTHYKO
NPOCBETIIyBamke, BO KO€ OJonupHocma ce
OJIHECYBa Ha CEKCYaJIHO OMIITEHE¢ (BKIYUYUTEITHO
W KoIlyjJalnMjaTa), Kako HajBO3BUIIEH aKT Ha
NaTOT Ha MPOCBETIYBAaWmETO: cTaHyBa 300p 3a
elIHa O] To3HauajHuTe VICTOYHM pENUTrHO3HH
IIKOJIK — MIKoy1aTa Ha TAHTPUCTHYKOTO yUeme;

® makmuiHocma € HYXKHa W TpHU
u3Ben0aTa Ha jappa meoumauuume;

® BO jgo0aTa BO KoOe KuBeeme, 100a BO
KOja ce BeIH NIeKa cajOoep-mexnono2ujama eexe



CMaHana npaucmopuja 60 0OHOC Ha OeHeuHume
KOZHUMUGHU HAYKU, KOHCTUTYHpaHa € enHa
HOBa, TIpel C€, ecTeTcKa MUCLHUIUIMHA —
XanTHKaTa;, MOXeMe Ja KaxeMe JeKa
»xantukara (haptikos) e Hayka 3a MUIKambETO U
JONHMPAkETOo, 3a KokaTa (Koja € HajroJIeMHOT U
HAjTe&KOK YOBEKOB Opras, J.3.) Kako OpraH 3a
NEPLIUNHUPAKHETO U TBOPEIITBOTO, 32 TAKTUIHUTE
o0MuIIM Ha JIjCTBYBaETO W  CaMOH3pasy-

W nonartamy:

® TeJIOTO MOXe Aa Oufe u ,,IOAUyM 32
OupekmHu yMemuHuyky u36e0ou’‘, w, 3a na ja
KOHKpETH3HpaMe BO IITO MOIJIACTUYHA Hapauuja
OBaa KyJlTypallHa OIpEIHHLA, K& HaBelAeMe CaMo
HeKou (07 MHOIUTBOTO) KpEaTHBHO-YMETHUYKH
npHUMepH, a Kako (opma/men o HUBHHOT, UCTO
Taka meopeuky, HO ToomndareH U CO Toa
MOKOMILJICKCEH KYJITYpPeH CymepopaMHAaT: tatoo
YMETHOCTa, piercing-oT (KOj MOIIHE YecTO OIU
BO KoMOMHaluja co tatoo-to), body-building-ort,
XHPYPIIKO-€CTETCKUTE H3BEAOU KAKO aKmu cO
KpeamusHO-meopeuxa OumMeH3uja, yMeTHOCTa Ha
hair-styling-otr,  crajnuHror/obpaborkata  Ha
HOKmume, 3a0ume, WTH, 3HA4d, TOBOpUME 3a
TEJI0TO KaKO HenocpeoeH KyImypeH akmep, cO
3a0eremka Jeka BO OBOj CIIydaj, TeJOTO, KakKo
yIITe MOoCTeNU(pHUeH YYECHHK BO KYIATYPHUOT
YUH  npemcmagyéa  niamgopma Ha - Koja
Oupekmno ,,ce cayuyea‘’’ HeKkoe KYIMypHO
dejcmeue, €O TOA INTO mod Oejcmeue umd
YMEemHUYKY  apmuKkyiupawa —u  6p3  cebe
nocmaserna kpeayuja. Enen sua na body art-or.

® TeJIOTO MOXE MPEKY CBOjOT OICET 01
TEIECHH MOXXHOCTH (OCeTH W TEpLENIHH)

" Muxann Enmrrejn: @unosoguja mena, Geopoetika,
Beograd, 2009, ctp. 29.
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,[TOBTOPHO Ja OHJE CTaBeHO 60 KOHMeEKCcm",
HENMOCPeIHO W TIOBTOPHO CO YYECTBOTO Ha
cemunama u nepyenyuume — HO ce2d 80
@dyHkyuja Ha Hexou Opyau NOCMUSHY8AFA, KAKO
Ha TIPUMEP: YMETHOCTa Ha PaKyBambeTO CO MEY
(KaKko BEIITHHA) MPAaKTHKYBaHA JI0 COBPIICHCTBO
Ha Jlaneunuor McTok, ymeTHOCTa Ha CTpelame
CO JlaKk, MeauTanujata (BO Koja MOXxe Oa OmmaT
KIY4HU menechume npemnocmasku)... lloroa
TyKa ce manyom, Oanemom, YMemHuuKume:
JU32ard, NIUGard, CKOKAa — 60 8004, HA CHez,
Ha NeCOK... YMEMHOCMA HA 800eremo /by608, Ha
000m no nUCmMa (MAHeKeHcmeomo), YMemHocma
Ha  nawmomumama, — Meamapckomo WA
CUHeACMUYKOmMoO Npemcmagyéarbe, WTH. WTH.
Cexkako, Ouio ymoraTta Ha TEOTO Aa € HOCpeoHa
WM  noMaiky nocpeoua (,noduym™) WM
“nenocpedna’‘, Hamero BHUMaHUE Tpeda na
ondaru eaHa MOMKMPOKO aTpUOynpaHa MpeTcTaBa
OTKOJIKY IITO € TOA CaMO CO ecrmemcKomo, Uin
ecmemckomo W emuyxomo (bopbata co
CaMypajCKHOT Med IMO3HAT MOA MMETO Kamawua),
NPOHUKHYBajKM Ha TOKOMIUIGKCEH  HAYMH,
MIOBEKEKPAaTHO BO ,,JIpeTCTaBaTa Ha TEJIOTO —
00e30eMyBajku  Taka €IHA  HOUCYPNHA U
NOU3OPAHCIUBA KYIMYPATHA GU3YPA HA MEIOMO U
menecnomo. BeymHocT, Taka, BO COTJIaCHOCT €O
,KYJITYpHUTE HUIIAHH, OM MOXene Ja TH
3aJI0BOJIIME U KVIMYpaiHume nobapysarba — a
Kor, implicite ce MOOOEMHHM M OBO3MOXKYyBaaT
noeeke aziu Ha 2nedarse 6p3 PeHOMeHOm WMo ce
Hab/bYOyea, IPETCTaBa BO KOja npeama GUOIUHA
My e 0odelleHa Ha Meaomo.
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TanTpuszmor:
CHHTe3a

TEJECHOTO U JAYXOBHOTO BO

[lpen na mpeMuHEME Ha TpalIameTo 3a
mybosma U  OYX06HOMO BO PAMKHTE Ha
HcroyHOTO KYyATYpHO HACHEICTBO, ke 3alere-
KUME CAMO HEuwmo MAixKy ,, 00 Opy2ama cmpaa
Ha ‘umasunaprama npezpaoa‘’’ — 3abenewiku 00
m.H. ,,3anaona cmpana Ha ceemom ‘. Cropen
eIeH O] HajcTapUTe MHUTOBH 3a IMOTEKIOTO Ha
YOBEYKHTE CyIITeCTBAa (MHT 3a KOj TOBOpH H
Apwucrodan, Bo mpouyeHoro aeno Ha Ilmaton —
T036a), 1yremo 60 npacmapume 8pemurba umaie
no uemupu paye u Ho3e co Wmo ja 3a2po3ysaie
xecemonujama na 6oeogume. Toa Oui0 MpUYKHA
TO OOrOBUTE CE€ peIluiie JIyI'eTo a I'H pa3jenar
Ha ABe MOJIOBMHH, HaMallyBajkKu MM ja Ha TOj
HAauYMH HUBHAaTa CBUJICHTHO OrPOMHA MOK.
Ortroram — crmopex TpeNaHuero — Jyrero
3alovHalIe J1a TaJKaaT 1o CBETOT, BO MOTpara Io
CYIITECTBO MTO KE& UM ja  HaJIONOJIHH
Hamemnamama  pasiuxa/ocpanudysarve. Oco-
OCHO € MHTEpEeCHO LITO YIUTE IMpEd TOBEKE O]
2000 romuHU, npawarbemo Ha myOoema (u
MenecHomo KaKo Hej3uHa cooOpasHocm) 0Ouno
onadoko npomuciayeano. Vlmeno, yire Bo Toa
BpeMe C€ TIOCTaBWIC W3BECHH JUCTHHKIUH
noMery .syboema, nomamnocma (cmpacma) u
epocom, co 3a0ernelka Jieka epocoT QIyKTyHpa
HEKaJie IoMery .byfoema u nomamuocma (Kako
mTo Toa € obOpa3noxkeHo Bo IlmaroHoBaTa
To36a). A  poToram, TpEICOKPATOBCKHUTE
¢uno3opu co TOMMOT epoc TH O3HAUMIIE
MIOPUBHTE KOU CUME CYUIMECHEa 60 NPUPoOama
HA2OHCKU 2U NOMMUKHYBALe KOH HUGHUME Yelu,
BKJIY4yBajKU TU TYKa U CHEYUDUYHO HOBeuKume
nopusu 3a CHeKHysamwe U 3a nocedyearse.
Meryroa, co Cokpar padOTHTE 3HAUUTEITHO CE

npomnabouyBaaT, a noumom epoc Oumysa
NPOHUKHAT CO HPOONAbdOYEeHa MOPATIHOCH
3acHosana ep3 dobnecma. COKpaT yIITe MOBEKe
ro mnpoduiaupa OBOj MOUM, TIOBP3YBajKH IO
JOTIONIHUTENTHO U €O yuervemo (LITO COOIBET-
CTBYBA U CO 00pa308aHuemo), Kora BeIu dexa U
camuom moj 06a yuemwe 20 000Ul 00 Npopo-
yuyama /uomuma). Cnopen Juomuma, epocot
npercTaByBa cmpacm Koja He MOXe Oa Oupae
3aJI0BOJICHA OJf HUKAKOB TOEIUHEYEH MpenMerT:
/Yb0gHUKom OUBa BO3AWUTHAT 10 ,,JbyOOBTa KOH
ybaeomo no cee — Kako Kpaen cmaouym, BO KOj
dywama 20 00CecHala MOKMy 000pomo no Koe
mpazana“. A, BO TOj TpOIEC HA NOCHMANHO
Hanpedysarbe (KO€ OYWIICIHO UMA MOPAIHU
UMPIUKAYUY), TIOYETHUOT CTaAuyM, Kako ILITO
MPETXOJHO 3a0eNekaBMe — € OHOj CTaJluyM, BO
KOj IITO ,,/bYO0GHUKOM UMA, Hezyéa by008
cnpema noeouHeyHume yobaeu npeomemu u
ayre”! 3naum 3amagHaTta MECIOBHA TpajWIIvja,
Koja € Jameky onx ,,JIPUMHUTHUBHA™ WM
cuMmIuinuLrpana, uUMa ceoe  CHeyupuuHo
sudyearbe Ha npawaremo 3a smybosma u 3a
0yx06HOmMoO, €O TOAa IUTO eCmemcKomo Uu
emuukomo (Beke on ngobara Ha Cokpar)
MerycebHo ce npOHUKHY8aam.

CaHCKpUTCKAaTa KHHKEBHOCT € IMPErno3-
HaTJIMBA IO CBOjaTa jAoyira M Oorata Tpajuidja
Ha ybosHama noesuja, 3a Koja Ou MoOXKene Ja
KaXeMe Jieka € TMPOHUKHATA U CO MOKHA
CEeH3yanHoCcm — Kako U co eOHa O01aboKa
nospsavocm co npupodama. Taa e mpenos-
HATJIMBA U 110 CBOjaTa UCKITyYUTEITHA OTBOPEHOCT
Mo TMpaliamaTa Ha JbyOOBTAa: BO CAHCKPHTCKATA
JbyOOBHA TIOE3Uja MENeCHOmo peyucu 6e3
UCKTYYOK € HeOOMUHIUBO, A 3a ejlecHume
nocakysara ce Iee cocema cino0onHO, 0e3



MOpAJIHU TIpeapacyu, CTPACHO M CO pa3dupame
3a HeroBaTa mnpupopHocT. Co oriex Ha LeNO
€IIHO MOpE 071 0OJICKOTHO-CKOKOTIMBH CTHXOBH —
Oucepu, KOM Jojira HH3a BEKOBH ja OpaHyBaat
uctopujata Ha McTOYyHaTa KHMIKEBHOCT, K& TO
onberneme (Qaxrorpadckoro KOOpAMHUPAE,
3apXyBajku ce Ha OHa N0 Koe Ke HE JoBere
KOMHLMAECHTHOCTA. T0a OTTaMy mo cekoj cmux
Ke 20 0ade nompedy8aHuom npuioe 60 HAUUOM
xonmexcm. Cekako, 3a HEKOM pabOTH ke Mopa
MIOCITMKOBHUTO J1a ce KoMeHTupa. Ha mpumep,ona
LITO € O/ TOCE0HO 3HAUCH:E 3a HAILETO H3JIarame
— cemunrHocma u /byb608ma 60 pamKume Ha
Bauwmnasckama penucuosna wxona (3eMEHO 01l
acneKmom Ha MmejnecHocma — OYX08HOCMA), Ou
Tpebao ga ce IeTepMUHHMPa MaJIKy MOON(aTHO.
Taka, ke wucTtakHeMe JAcKa jywayume Ha
CaMCcKpum- ckama noesuja, BO TIOYETOKOT Ouie
HajBHCOKO ONIITECTBEHO PAaHTHPAHUTE JTHYHOCTH
— KpaJIeBUTE W HUBHHUTE JaMH, 3a TIOIOIHA TOa J1a
CTaHAT JuKogume 00 XUHOY-Mumonozujama.
OcobeHo e BaxkHO da ce 3al0enexu J1eka,
napajenHo co MpojaBaTa HA MACOBHAMA KYImypa
(aexazme oxkomy XI-0T BeK 0 H.€.), OBa JBIKECHE
BO KyJTypaTa C¢ MHTCH3WBHPA, a KAKO KYJITHH
JUKOBU U BO bY0O0BHAMA noe3uja, OOMuHupaie
epxosnume 6ooxcecmsa Kpuina u Paoxa."” Ho, 3a
HHB K€ TOBOPHME MAJIKy MOIOIHA.

Criopel  TaHTPUCTHYKUTE  YMaTCTBA,
NPaKTHKAaHTUTE Ha jora Tpeda 6e3 oepanuuysarsa
u be3z zabpanu ,,0a 2u chojyeaam 6o Eono(cm)

12 OBme 60XKecTBa, BO 3aBHCHOCT OJl KOHMEKCHOM 60
Koj ce manugecmupaam, ce TIO3HATH IOl TIOBEKE
nmuma. Ha npumep, Kpumna e nozHar u noxp
nmumwara Bumny, ['oBunga, Mykynaa, Xapu, Pawma,
I'onan, I'opanxra, ITypymorama...
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cume 08ojcmea, cume OHMONOUWIKU U MOPATHU
KOHMPAUHOUKAYUU CBOJCMBEHU HA HO8eUKUme
cymmecmea“n. OcHOBHaTa TEHJACHIMja BO
TAHTPU3MOT € jocunom 0a He 20 NpPOYeHysd
CB0EMO Y0BEUKO NoCcmoere, Oudejku moa He e
Humy 000po Humy J0wio, moa e. ,,moj 20
npugara 6o ceojama CeGKYNHOCH OHA WO
Modice 0a ce Hapeue ‘mponararbe’ Uiu MOKMY
cnpomusHo '6aazocnos’, 3a 0a ou ce 0ciobooun
00 HegUOUBUME AJKU KOU WO 20 OPHCAM B0

o ge «il4 2 :
He3Haewemo — avidja'’. OpOuBajku nma ja
ordpnu scenbama (3a pa3nuKa Of MOTOIEMUOT
el WCTOYHM W 3alajHi  JUCUHIUIMHH),

TAaHTPU3MOT BO Hea ja TJe[a TOKMY OHaa CHIIa,
EHepruja co 4Mja MOMOLI Modce da ce 0cn0600u
oHOJ wmo ycnean da ja osiadee! Bo Kynapuasa
manmpa CTOM 3alUIIaHO CIIEIHOTO:

Benam oexa joeunom He Mmoowce Oa
yarcusa (60 ceemom), a, NaxK, OHOj KOj 80 He2o (80
cgemom, J1.3.) Yacusa e moodice 0d ja 3anosnae
Jjoeama, no, na namom kula (npunaonuyume Ha
m.H. 1e6a paka), ucmospemero nocmou u bhoga
(yorcusarve 80 3a00804cmeama) u joga.

Criopeql TAaHTPUCTHYKATA KOHIEMIINjA HA
BUCTNIUHCKOMO 3A0080JCcME0 mpeba 0a My ce
0803MONCU A ce pawupu, 0a neHempupa i HA3
CBETOT M HHU3 TENOTO — 3HAYH HEBHUHOCTA CC
npudaka eouHcmeeHo co yer 0a ce HAOMUHe
(cebe). CnenctBeHo, cmobomata BO TaHTPU3MOT
3HAUU da ce Oude cloboder — KaKo 00 cemo OHd
wmo 20 npysica ceemom, maka u 0a ce seme
ucmomo moa wimo 20 npyxca ceemom. A,

" Jean-Michel Varenne: Taumpusam, NIP Deje
novine, Gornji Milanovac, 1990, ctp. 46.
" Hcro.
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MPUTOA da ce ocmawne clobo0eH 3a 00 cemo mod
0a modicewt 0a ce 008ouul. 3HAUN:

Tanmpume ja cunmemu3zupaam jocama
€O 3a0080JCMBOMO 80 €OHA WUPOKA anoozuja
Ha cunama, npeod Qu3UOIOWKU Od ja npuMeHam,
bnazooapenue  Ha ~ €OUHCMBEHA  MeNeCHd
mexnuxa."”

Beke ce nasupa ymorata Ha menomo u
menechocma ~ TPU  HPOLUECYUPABETO  HA
TaHTpUCTHYKaTa (prino3odpuja u TexHuka. TemnoTto
BO TAHTPUCTHYKMAOT KOHIENT HAIMKyBa Ha
uzeecna nabopamopuja, BO KoOja ,,TAHTPH3MOT
eKCIIEpUMEHTHPAJI M TO TPOBEPYBAI UOdeHmU-
memom Ha 2nobanHama céecm W CHEprHja

(bapem TOram Kkora YyCJIOBHUTE 3a OBa
‘cTomyBame’  OWie  WCIOIHETH BO  IOT-
nonHoct).' 3Haum, oOBa BO MHOTY HeIITa

KOpPECIIOHIIUpa CO pabomuama Xunomesa Ha
COBpEMEHaTa HayKa, BO KOja c€ MOHMCTOBETEHU
MaTepujaTta u JyXor.

Co ornen Ha Toa JieKa Hac HajMHOTY HE
MHTEpecupa AacleKTOT Ha TEIOTO U HErOBUTE
pediekcun BO TAaHTPU3MOT — a HE MAHMPUC-
muykama  Quiozogpuja  umu  mucmuxa  (BO
JeTand), HHE W CE 3aJpKyBamMe TMOBEKe Ha
acnekmume Ha MeNeCHOCMA 60 MAHMPUIMOM.
Beymnocr, kako mTo Benu u Tantra tatva —
,»NOUMAILemo Ha CHa2ama, 3a OHOj IITO OU caka
Ja ocerHe sadhana, € MHOTY TIOCUTYPEH BOAWY
O]l Maznogumama uoeja Ha 0yxom-.

Ha TaHTpHU3MOT, OYUTJICIHO MY MpHJera
n EnmrejHoBuor w3pa3 »unozopuja Ha
menomo . A JeKa menecHomo u OYX08HOCMA

" Hcro, crp. 47. Bong, P. I1.
' Ucro, ctp. 48.

MOXeE J1a ce TOJNKYBaaT Kako EoHocm, Haorame U
BO maousmom. VIMEHO, e€OeH yduTen BO
sHaemero vinaja'! Kkoj ce Bukanm Yuan,
noceryBajku ro Hui Hai, ro 3anpaman: ,,Jlamu ce
Hamperam JofeKa IO MPakTHKyBall MNaTOT
(tao)?“. ,Jla, ce HamperamM™ — My OATOBOPHI
yuutenor Hui Hai. ,,Kako?“ — 3ampaman Yuan.
Toram, yuurenor Hui Hai my oarosopun: ,,Kora
CYM TJaJieH, jadam; Kora CyM yMOpEH, cnujam.
Ha Toa, Yuan moBTOpHO 3amparuai oaiu cume
61100ICY8AATN UCM HANOP KAKO He2o (yyumenom
Hui Hai, n.3.)?! OaroBopor mro ro Jo0WUnI of
Hui Hai 6w ,, ve na ucm nauun “, 006pa3ioxeH Ha
cnenHuoT HauwH: ,,Kora jamat mue mucnram wua
CMOmuHa pasHu nompeowimuny, Kora oiaT aa cu
MOYUHAT PA3MUCTY8AAM 3a4 UNA0A PA3IUYHU
6udosu newma. Ilo Toa THE ce pa3nuKyBaar OX
mene”."® Co ornen Ha Toa Jeka craHyBa 360p 3a
cloXeHa  mpoOiematnka ox  ¢uino3odcka
MPOBUHHEHIIN]A, K€ ja HCTaKHEME CaMO KIy4YHaTa
noeHTta, ympocreHo. CranyBa 300p 3a
TAOUCTHYKA HEMPHUCTPACHOCT, TMPOHU3JIE3eHa Of
BEPYBamHETO Je€Ka BO CBETOT eOQUHCINBEHO
MOCTOjaT eOUHCMBEHU, UHOUBUOYATHU CIBAPU O]
KOM ,, cexoja e camama Ha cebecu mepa” — u He
Modice 0a cyou 3a Hekoja Opyea cmeap, BpP3
OCHOBa Ha COIICTBEHUTE JUYHH CTaHIAApAU (CUTE
CTBapH ce MoAenHakBo BpeaHu). lloeHTtaTta e
YOBEKOT J1a HE T'M 3ary0H CBOHMTE BPOJIEHH MOKH
(te) xou ce map Ha TA0-TO U da 3anoyHe 0d
3asucu 00 cmeapume. Tyka, HOGMOPHO NPEKY
menechocma (caMo ITO cCera Taa He mpeba Od

" Vinaja mupercraBysa Bun Ha Byducmuuxu

OUCYUNTIUHCKU KOOEKC, BU]] MOPAJICH KOJICKC.

" HuiHai: The Zen Teachings of Hui Hai
on Sudden Illumination, John Blofeld, mpes., London:
Rider and Co., 1962, ctp. 95-96.



nponadHe 80 3aMKama HA 3A6UCHOCMUME),
YOBEKOT MOXKE JIa TO JIOCETHE CO8PULEHCMBOMO,
T... npoceemienocma. / 3a TAHTPU3IMOT U
TaHTpUUKata Tpakca, 3a J[pykma Kymnej kako
BEPOJATHO KVIMHA MAHMPUYKA JUYHOCH, BUIN:
Tubemancku Goxcancku nyoax. " Vcto Taka n
Vatsjajana: Kama sutra.”

JlyxoBHOCTa Ha AONMHUPOT MJIH — 32 ,,CeTHJIATa
KAaK0 PeJIMTHO3HH MOTIHPKH* BO paMKHTe Ha
Banmnagsckara KyJaTypa

Beke cnomeHnaBMe Jexa HIIEHTH(UKA-
IMjaTa Ha MeT CeTHJIA, MTOKpaj Toa IITO € APCBHA
€ W TPAHCKYJITypHa, a CIOpEN XHepapxujara Ha
pacnpenenba Ha OBUE nem cemuid — HA JTBE O]
HUB (BUJIOT U CIIYXOT) UM € JOJIeNICH CTaTyCOT Ha
,[TOBHCOKH* CeThia, JOJieKa OCTaHATHTE TPH
(MHpHUCOT, BKYCOT M JOMHPOT) C€ OJ ,,IOHM30K"
panr. /la He momKMME CO HHMBHATa HATAMOIIIHA
KapakTepusanuja Ha ,Malllkh‘ © ,,)KEHCKU
ceTWjia, Ha HHUBHOTO WJCHTHU(PHUKYBAmE W
,»OIUCKOCT (MM HE) CO PAayuUoOHAIHOMO W
UHMeENeKMYaaHOmo — BEIHAII Ke peMUHEMe Ha
cemunomo 3a oonup, T.¢. TakTUiIHOCTA. (VHaKY,
0ONUpPoOm UM RPUNAra HA OHUE CeMUId NOBP3AHU
co menomo u co Quauukume 3a0060jcmea,
MOBpP3aH € CO T.H. JHCEHCKU 8PEOHOCHIU: eMOYU-
Jjama, uyecmeenocma, cyojekmusHocma...).

Ho, Temko neka Om Moxene TyKy-Taka,
Mo HEeKoja ,MHEepIHja Ha MOMYIHUCTUUYKHTE

19 Zoran Pavlovi¢, npes.: Tibetanski bozanski ludak,
Grafos, Beograd, 1987.

%% Vatsjajana: Kama sutra, Vuk Karadzi¢, Beograd,
1967.
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BPEOHOCTU™, Ja ce CIOKHUME CO PAHTHPAmbETO Ha
MAKMUIHOMO KaKo TOCIEAHO, Haj0aHaJHO WU
HajHenpeduHeTo ceTuio. M BakBUOT cTaB He OM
Ooun  pedmexcmja  Ha  ,,HOBOOTKpHEHHTE™
BPEOHOCTH HA CemuIHOmo, BKIYydyBajKH ja TyKa
U Xanmukama Kako PEJaTUBHO HOBA €CTETCKa
JIVCLUUIUIMHA — HaNpOTHB, Ha TAaKTHJIHOCTa Ce
rIefano M co APYT'H O4YM, YIITE O HajcTapH
BpeMuma. Jla ro cmoMeHeMe camMo ApHUCTOTEN,
KOj BEJH:

be3z donupom He mooice da uma Hueoew
21
opye 8u0 3abenedicysarse.

Wnn ymire noseke:

Bo opyeume cemuna wogexom 3aoc-
MAanyea 3a0 MHO2YmMe JHCUBOMHU, HO WMO ce
oonecysa 00 Oonupom, moj OaneKy au
NPeso3MOCHY8A CNoped UCMEHYEeHOCMA HA mod
cemuno. Tokmy 3amoa, 4o8eKom e Hajpa3yMHOMO
HCUBO CYIMeEcmeo. =

On poceramnuTe pasriendu Ou Moxene
Ja KOHCTaTHpaMe JieKa Ha penaudjaTa moMery
MaKmuiHomo ¥ O0YX06HOMO WMa ,,0TBOPEH
MPOCTOP* W 3a TOCTaBYBAWE HA APUPMAMUBEH
3Hax nomery nus. Bo Taa Hacoka ke ja
npercraBuMe M jappa-meaurtanujata. llpm Toa,
BEJCKaTa KHIKEBHOCT CEpUO3HO HE Mpeaynpe-
IyBa a BHUMaBaMe Ha IIapJiaTaHCKUTE 2ypy-uU H
naxxkHute manmpu. Criopen HajrOIIEMHOT MO3HA-
Bau Ha Benckata Baumnascka xyntypa — Hlpu

2 Apucroren: 3a doywama, Marop, Ckomje, 2006, ctp.
120.

2 IIper3emeno ox Muxamn Emmrejn: @urozogduja
mena, I'eonoetuka, beorpaz, 2009, ctp. 27.
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Mpuman A.Ll. bxaktuBemanta CBamu Ilpadxy-
naxa, manmpama Hare Krsna e HajBo3BHIIEHATA
MaHTpa (TO3MLMOHHUPAaHA KaKO HaAjeo3suuieHa M
BO HAjIpOYYEHOTO BEACKO Jeno bxacasam
Tumxa, xoe e TpuHaeceTTaTa KHUTA O MOXXeOH
HAjOpOYyeHHOT €l Ha CBeTcKaTa KyTypa,
MaxabxapaTa). Bo T0j KOHTEKCT, mMeemeTo Ha
Maxa-mMantpata Hare Krsna e HajemHocTaBeH
npolec Ha camocrno3HaHuero. Y Tyka 3amodnyBa
W apryMEHTHPameTO Ha Hamara I[IeHTpaiHa
MoeHTa: aeka Bo Bauwmasuszmom (Kako egHa OX
Haj3HauajHuTe LLKONMM Ha XMHIYH3MOT) — MPEKy
KOMILJIEKCHATA PeJIMTIH03HO-puIo3odcka Mmar-
PULIA HA HPAKMUKYearwemo HA 064 yuerme,
NPAKMUyYHO ce 6KIYYeHU U 3a0060J1y6arsama Ha
cemunama (cuTe CceTHIAa Kako ,,TelecHa
MOJJIPIIKA* U ,,3aCHIyBambe” Ha BIMjaHHETO Ha
caMoTo yudeme). Hakyco, ke Tu eBUACHTHpame
cume ,,cemuiHu  3adosonysarba’ (KOM BO
pPaMKHTE Ha perucUo3HUOm Kodekc UMaar,
CEKaKO, UHAKBU 3HAYerbad U MOJKY6arsa), o Toa
mTo moceOHO BHHMaHHE ke My OOpHeMe Ha
makmuanomo  (HajHAaraceHO TpU  jappa-
MEIUTALUUTE).

Moja conctBeHa 3adenemnika — cooopa3Ho
CO MPETXOIHUOT CTaB — € OeKd Ha MOj HauuH ce
HOMMUKHYEA yuime e0eH CepUO3eH MexXaHu3am
00 NCUX0JI0UWKA NPOGUHUEHYUJA: TOA € METOAOT
Ha aBTOCYTeCTHja KOj MOXKE Ja ecKajaupa Jo
aBToxumHo3a. Cekako, €/lHa BakBa TMOTMHPKa Ha
peTUruo3Ho-hr030pckOTo yueme — a Bp3 Koe ¢
(GoKycHpaHO HaIETO W3Jarame, OH MOoXKena
agpupmamuero da ce npomoKyed, Ho, c¢ NoJeKa
pabotute ,He HaBue3aT 6o cgepama Ha
U36ECHOMO MACO6HO KOHMPOUPArse, 0OHOCHO
doodexka He ce npeHnebpecHe cl10000Hama 6ouja
na npakmuxanmume. Hekoj moxe na 3abenexu

Jeka ,,i Bo BaumiHaBckara KyaTypa, T.e. Bo [llpu
Hwonanuwad® cTon aeka: npoceemiysarbemo ce
nocmueHyéa mokmy npeky cemunama. Cekako,
CO TOa INTO MHTEPECHUTE Ha ceTruiara mpeba da
ce npexacodam 00 HUGHO JIUYHO 3A0080JIy8AIbE
— 60 HueHa ynompeba (MpPaHCYEHOEHMATHO
CEMUNHO NPAKMUKY8arbe U epexmu) 3a cyncerpe
na Iocnoounom (Kpuwma). Hamarta moeHta e

neKa U HpeKy  MamepujarHomo — CeMmuiHO
npakmuxysarbe  (3adogoicmeama  3a  KoOu
eosopume npu  Bawwnasckuom  penueuosen

npakcuc) — ce NOMKpesa CMeneHom Ha 8p3aHoCm
3a maa peaueuja. Hue HemMa BO OBa M3JNarame jaa
Ce CIyXHME CO CEPHO3HU IMCHUXO0-aHATUTUYKH
MPOHUKHYBakha W aHAUTHKA, Meryroa Ke 2u
npukasceMe — cemuaHume — NPAKMuKu  (Kaxo
3a006071Y8arba) HA ,,MEIOMO U MenecHomo “ n
HUGHOMO  epeKmyupare 60  peIUCUO3HO-
dunozopckuom Konmexkcm — Koe e egUOEHMHO,
0e3 orien Ha cTeneHOT Ha BiMjaHue. Cekako,
HAQjUpBUH Ke 3alloyHEeMe CO OHa IITO BEKE IO
MPUKA)KaBME — TAKTHITHOTO.

[TocTojaT ABa OCHOBHM HAYMHHM Ha neerve
u Maumparpe:

® . THBKO MaHTpame" Ha OpojaHUIIa Koe €
dbopmMa Ha auuma mMeoumayuja U CE€ HapeKyBa
Jjappa;” n

® _TiceHhe Kora dpyeume nogmopysaam,
Koe ce HapekyBa kirthana. BooOuuaeHo e
KHpTXaHaTa Ja Oujae MpUApYKEeHa CO MY3UYKH
WHCTPYMEHTH H CO TUIECKAE.

3 Jappa, BCYIIHOCT, € GPOjaHHIIA COCTABEHA OJ CTO M
JICBET TOJIEMH JIPBEHH TONUMWIbA (HAj9eCTO O APBOTO
HHUM, HO MOXE U O]l TYJIaCH — KO€ CE€ CMETa 3a HajcBeTa
OniKa BO MaTEpHjaJHUOT CBET), O KOM MaHTPAamETO
ce uzBenyBa gp3 108-me monyursa, nonexa 109-tata
ro mpercraByBa OokecTBoTo Krsna u Bp3 Hea HeE ce
MaHTpa.



Ha Toj HauuH, npeky medumamugHuom
npaxcuc ce 3aJ0BOIYBa CETHJIOTO Ha 3BYK H Ce
aKmueupa cemuiomo 3a 6Kyc — HO 60 Opyed
Hacoxa, cTaHyBa 300p 3a MpPAaHCYEeHOEHMAeH
éxyc (o0eTe ceTusia AUPEKTHO), 3a TIPEKy HUB Ja
ce 3a/I0BOJIM HAa TPAHCUEHIEHTaJeH HAYMH YMOT
(MHIOMPEKTHO).

To cranyBa co CeTHJIOTO 3a AONMHP
Mpu MaHTpameTo Ha pama?! Crnopen nmpaBuiarta
(koM ce MoOIIHE ACUMAHU) — 3a 6peme Ha
Manwmpareemo  Opojanuyama ce OpiCU 80
dechama paxa (BO MOCEOHO TIATHEHO BpEKUYe),
a TPOLECOT 3alOYHyBa 00 NPEOMO Monye nocie
, Kpwnunama®“. Op  ocobeHa BaXHOCT ¢©
MoOnuUrbama 0a ce Opaicam nomery naaieyom u
cpednuom npcm, u Tyka nema ucknyvoyu.”t Ha
ceKoe Tomue ce nee (TJIaCHO, THBKO HIIH BO cede)
manmpama Hare Krsna 1.e. Maxa-maHTpaTa, a
dodexa ce , nee” MONYUEMO HENHCHO CAd 6PMU
(pomupa) nomery naneyom u CpeoHUOmM NPCHM.
Co To0a, MOKpaj meemeTo Ha MaHTpaTta (Ha Koe My
€ JalieH npuMamom npu O0dHCUBYBATLEMO HA
MPAHCYEHOEHMATHUOm 6KyC), Cc€ W3BeAyBa U
MAKMUAHOMO RPUOPYIHCHO O00IHCUBYBAILE KOE,
CeKaKko, 20 HOMCUNY8A CE6KYNHUOm edexkm.
3Haum, mocera TO EBUACHTHPaBME ,,33/I0BOJIY-
BameTo“ Ha: CETWJIOTO 3a 3BYK (CIyXOT),
,»BHATPEIIHOTO CETHJIO 3a MPAHCYeHOeHMAeH
exyc’, T.e. paca (pa3a) U CETWUJIOTO 3a JOMHP
(TakTHITHOCTA).

ITo ce ciyyyBa co ocTaHaTUTE ceTUa?
Cekako Jaeka W THE, Ha OIPEACH HAYMH, BO
OIIpEACHO BpEME W Ha OAPENECHO MECTO — ce
BKIIy4EHHU BO NPOYECcom Ha 0002iCy8arbe wmo 20

** Bo ciyuaj Ha onpeseieH MHBATHINTET, OB MOXE
Ja Ouje U3MEHETO — HO CaMO M MCKIIYYHBO CaMoO CO
00360714 U CO OONOJHUMENHU HANAMCMBUJA 00 2ypy.
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npakmuxyeaam  noceemenuyume  (HapeueHH
oxaktu®). [Ipu cexojuHeBHUTE nyuu (YTPUHCKH
W BeuepHH crenuPuyHn 00OXKyBama, HajuecTo
CO HyOere Xpana u Hanumoyu, Ha pasHoOojHU U
MUPUCHU — 60 2aplaHO CHIAemeHu YeeKurvd,
»hpeobnexysarsa Ha boxcecmeama‘ — KOM IMaaT
LUEeTd KOJIGKIMH Off COOIBETHM alUIITa...) —
HOBTOPHO Jl0afa JI0 3a0060.1y6éarbe Ha cemunama
Ha npucymuume noceéemenuyu. Ho, cera ,.ce
CIydyBa“ peuyrCH eKCTaTHYHO 33/0BONTyBambe: Ha
CeTMNOTO 3a BHX (IPEeKy pHUTYalnoT Ha
npeobneKyBamke Ha  OoxecTBaTa €O ,,J0
nepgeximja n3paboTreHaTta pa3Ho00jHa
obneka®“), Ha CETWJIOTO 3a MHpHC (IIPU CHUTE
000)XyBama, IOTOYHO NpU CeKOe HPUCYCEO 60
Xpamom — ce nanam M.H. ,,UHCEHcU“, Ha 4uj
wmo  Keanumem ce OOPHY8A  UCKILYYUMETHO
6HUMAHUE), U HA CETHIIOTO 3a BKyC (peuucu 0e3
HUCKIy4OK BO XpaMOT c€ HyOu XpaHa — T.H.
npacadam, CEKorall BereTaphjaHcka, 3adrHeTa
Ha 0COOCH HauYuH CO MHO2Y 3a4UHU TIO TIOTEKIIO
o1 OpHEHTOT — WTO pe3yaTHpa co HocedHu
6KyCo6U KOu 0803MOdCysaam u ,,no01a00Ku u
cneyuguunu memopuparmwa*). Bo npunor Ha
nomeHyuparbemo Ha cnomexHamume egexmu 6p3
cemuiama u CemuHOCma, ce MPaKTUKyBaaT U
YEeCTH — a TIOHEKOTall U JONTOTPajHu — MOCTOBH.
3HauM ce NpaKkTHUKyBa U aCKemu3mMom IUITO,
CEKaKo, MOBJIEKYBa OAPEICHU (JMYHO CMETaM U
npeosuoeHU) penepKycull.

Ocobeno e 3aHuMIMB (aKTOT IITO
Bauwmnasckama xyamypa — Kako apxawyHa
Beocka xynmypa, Bo npBUTE ELIEHUH O BTOpATa

* BxakTH — BO OYKBaJeH NPEBOJ 3HAYH 6/bYOEHIK,
cayea Ha 6oea, IO HETO OBOj BH jora TO TOOWI UMETO
bxaxmu joea.
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nonoBuHa Ha XX-0T Bek,”’ 0KHBea HeBUIECHA
ekcrman3uja Ha OKCHIEHTOT, eKCIaH3Wja Koja
kynmuaupa Bo CAJl. 3a 0BOj HCKIIyduTeNeH
KyamypeHn ¢eHomer OTPOMHa € 3ailyrata Ha
IlIpuna IIpabxynana, auapuja’’ ¥ IPONOBEIHHK
Ha Mcrounara peauruozHo-puio3ocka KyaTypa
Ha 3amamor. [lorceTyBajkm ce MOBTOPHO Ha
HallaTa MOeHTa, T.C. ,,[I0CTABYBAKETO Ha 3d00-
601Y6AEMO HA CEMUIama 60 peiucsUo3HO-
Qunozoppckuom  Kyamypen — KoopOuHameH
cucmem, KaKo He206a nomnupka“ — HUE TPAK-
TUYHO TOKa)KaBMe e0HO 3HAYAJHO ACneKmuparbe
Ha mMenomo u menecHoCma, 60 pamKume Ha
HUGHAmMA KyJ1mypHa oumen3uja.

3akiay4ox

IIto ce omHecyBa JO TPETXOAHOTO
u3narame, cocemMa Ou Owia  U3APKIMBA
3a0erenkara 3a KopechoHOeHyuja CO CHHTarMara
Ha Muxaun Enmrejn nexa ,, gpunozopujama na
menomo”  —  0COOEHO  Tpallambero  Ha
MaKkmuiHomo (xanmuxkama) — JONpBa JHoara.
Cmeram jgexka u300pOT Ha ,KYImMypHama

26 Ilpu Ilpuman A.Ll. bxakruBenanta Cpamu

[Mpabxynana, MHXXEHEp 10 XeMHja, OCHOBaY — adapHja
Ha MerynapogHoro apymrBo 3a CBecHocra 3a
Kpumina; ja mpesen u ja TonkyBan bxarasar I'urxa, ru
npesen 10-te Toma ox lllpuma bxaraBatam-ot U ymre
MHory Bencku crimcn. Crimen camo ABa-TpH daca BO
JeHoT. M3BoHpenHO MopanHa, oOpa3oBaHa |
ITPYUCTUYKH HACTPOEHA JIMYHOCT Of TIyo0ayieH
dopmar. Ke ocrame TpajHo 3abemexaH  BO
IUTaHEeTapHAaTa KyJITypHa MEMOpH]ja.

7 Auapmja — OCHOBOIOIOKHHK Ha BeIcKkoTo ydeme
Ha npocmopu Kade maa Kyimypa He Ouna
3abenedcumenta.

susyuparocm " Ha MAKMuIHOCMa BO OBOj TPYIL:
Taumpuszmom n Bauwnasuszmom — kaxo MicTounn
BapHjaHTH Ha TAKTHJIHOTO MPAKTHKYBambe,
MpEeTCTaByBaaT MOIIHE 3aHUMJIMBA  aHTHTE-
TAUYHOCT Ha 3amagHoTO KYJITYpHO TO3HIIH-
OHUpame Ha makmuinocma. Toa pasmuyje e
0cOOCHO TIOTEHIIMPAaHO BO OHAaa TOYKAa Ha
LapeMocT mTo Mcrounata Kyatrypa ja
uzepaouna W mnpemnocmasuia BoO cdepara Ha
TaKTUJIHATA CETUJIHOCT — KVIMYPeH HpemMocm
nomery menechomo u oyxoenomo. Kynrypata
Ha TAaHTPU3MOT TOa I'0 pa3BWJia Ha IOJIETO Ha
syboema u by606HUOM HUH, NOACKA, TaK, BO
pamMKuTe Ha BAHNTHABU3MOT (xako
MOITYJINCTUYKA BapHjaHTa Ha Benckara kynrypa),
TaKTWJTHOTO C€ BO3JUTHYBa 10 cdepara Ha
c6emomo W HPaKmuKyearee Ha c8emocma MpeKy
PUTYaTHUOT 4YHH Ha jappa meoumayuume.
Kopucrejku ce co KOMIIapaTHBHHOT METO[I,
noaraMme 10 MOIITHE MHTEPECHH CO3HaHM]ja, Mely
JPyroTo, U 110 3abenemkara aeKa ,,lI03UTHBHUOT
oAroBop* Ha 3amagHarta KyaTypa (II0 MpamameTo
Ha MAKMUIHOCMAa M HEJ3MHOTO BPEAHYBAmbE), BO
cnopenda co lcrodHata KyiaTypHa MpaKTUKa,
JOITHU TIOBEKE CTOJIETHja. 3a €IHO TaKBO
,»TIPEBPEIHYBAkE HA KYIMypama Ha OONupom,
CEKaKo, JIeKa Off TojieMa BaKHOCT € BOOUYBAHETO
U BOCTAaHOBYBAaH-CTO HAa HEroBaTa ecmemcka
OumeH3uja, co Toa IITO HEe OW cMeene aa TO
3200MKOJIMME OTPOMHHOT IMPHUAOHEC IITO BO TOj
KOHTEKCT ro JaBa Muxawmn EnmrejH.
KynTypuuor ,,Bior Ha Tenoro, mokpaj
TOa ITO € WMIIPECHBEH, CTaHyBa U C¢
noondaren. IIpeky Tenoro ce ooacusysa, co
HEroBa TIIOMOLI ce y4Yyecmeysd, HETOBOTO
MIOCPENICTBO 0603M0J4Cy8a... HaBuCTHHA € TemKo
JeHeC J1a ce HalpojaT CHTE ecmemcKu
NPOHUKHY8AIbA VI emUu4Ku Npakmukysarea u



nompeOysarba Ha  TENOTO, CUTE HETOBH
pediekcun, U a ce 3a0KpPYKH MPHUTOA LETOCHO
HETOBHOT KyATypeH omcer. Paborata ce
YCIOXKHYBa ako IpuToa ce olbuaeme ,Ja ce
JoceTUMe™ 3a CUTE HETOBU KYJITYPHH MOXHOCTH
BO BpEMHIbATa INTO CIIEAAT: JANH TEIOTO Ke
atpodupa (3eMajku TO TpPEABHI LUBHIN3A-
OUCKHOT Ox) WiIWM, CcOo orjegq Ha OHoO-
TEXHOJIOTHjaTa Toa Ke CTaHyBa CE MOCOBPLICHO;
nanu (o)eekTuTe MTO Ke HacTamaT ke Ompat
celekmueHy WIN Ke BaXkaT 3a cume, ... WTH.?
Enno e, cemak, jacHO — Ha meiomo u
menecHocma um npemcmou 6ozama, Ha2o0pHa Uu,
MOHCEOU HAJUHMPULAHMHOMO: HENPeosudIuea
60 sapujanmume — Ky1imypHha nepcnexkmueéa!
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Radomir Popovski
The Cultural Profiling of the Body/Bodily Issue: some Assumptions of Eastern Spirituality
through Satisfying the Senses
(Summary)

This text deals with “cultural story of the body*, suggesting that some kinds of sexual practice
(like Tantrism) provides spiritual enlightenment — especially in the culture of the East. Obviously, we
can accept the claim that ,,body is not only a cage for the spirit“, but much more than that: it allows
the bridging directed towards the enlightenment. For example, teachings in the eastern culture
sometimes could be transferred even by the silence. Taking into account the tactile and spiritual,
in the second half of this article I do think the eastern experience of “sexual practicing
through the door of enlightenment* — illustrate important strands of cultural features, different by
the same strands in “opposite direction: Occidental culture.

In further consideration,  attempts to enter the subjective world of Vaishnavs — meditations,
taking them seriously on their own terms, are evident represented. The tactile is the bridge
to the spiritual enlightenment.

Key words: Aesthetic of the body and physical, The body phenomenon, The noumenon of the body,
empty-emptiness (in cultural-aesthetic and philosophical context), tactile, touch, Tantrism,
Bhakti yoga, Tao, Vinaya, vaishnavism, Vedas, body-art
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A BRIEF SURVEY OF COGNITIVE LITERARY SCIENCE

Key words: cognitive literary science, cognitive disciplines, mind, interpretation, metaphor,

prototype

Cognitive science, or the group of
cognitive sciences began to form at the end of the
1950s. Cognitive science

epitomizes a new concept of science as a
kind of science which is not only highly
multidisciplinary but also what we call
transdisciplinary,  which  seeks  to
penetrate the greatest possible depths of
the mind by means of creative
interconnecting various disciplines. (...)
It does not only focus on the cognitive
processes in its narrow sense, such as
perception, learning or judgement, but
also on mental operations in its widest
possible sense: rational as well as
irrational  behaviour,  intentionality,
memory, creativity, and last but not least
— consciousness. (Petrti, 2007, 18-19).

Though examining the mind, cognitive
science is not a kind of ,,mentalism®, as it builds
on the assumption that the image of the human
world results from the interaction between outer
stimuli, information and our inner physiological-
mental processes. The cognitive U-turn to the
embodied mind thesis was caused by
dissatisfaction with the answers which were then
provided by the limited formal-logical models
following Cartesian dualism body versus mind.
(Damasio, Czech 2000, orig. 1994). As a result,
the sense of the term ,,cognitive” changed
around the mid-20th century, too.

Originally, it distinguished the rational
from the emotional and impulsive aspect of
mental life. Now it is used to refer to (...) all
information processing activities of the brain,
ranging from the analysis of immediate stimuli to
the organization of subjective experience. In this
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later sense, ,,cognitive” includes such processes
and phenomena as perception, feeling, emotion,
memory, attention, problem-solving, language,
thinking, and imagery, most of which are ex-
cluded from the earlier sense, or even opposed to
it. ““ (Tsur, 2008, 595).

Cognitive science uses the current
knowledge to give new answers to long-standing
epistemological questions about the origin and
the nature of consciousness, experience,
knowledge, thinking. The scope also includes
literature-related  questions  about literary
awareness, about its origin, agents, elements,
outputs, results and purposes. Cognitive linguists
were followed by cognitive literary scientists,
who challenged the romantic assumption made
by the previous literary science that literary
thinking is a creative activity of particularly
talented individuals. Nowadays cognitivists state
and prove that literary processes are some of the
essential functions of the human mind. Therefore
cognitive literary science does not settle for what
the text alone has to offer but it wishes to take
account of the whole of the human mind as well
as its material basis. In that sense cognitive
literary science belongs to the group of cognitive
sciences; which is not a reason for disregarding it
as a literary science, though.

Cognitive literary science -
origin, opinions and objectives

Literature, writing and reading are
undoubtedly rich sources for cognitivists’
research. But on the other hand a number of
literary scientists also realized a few decades ago
that ,,observing the cultural production of

meaning always includes cognitive as well as
communicative aspects. (...) Why should
systematic-theoretical literary science uncritically
maintain the idealistic classification of texts,
cognitions and bodies? (Moserova, 2007, 13) If
we decide to study a text, a mind and a body in
mutual context, we surely have to assume and
identify common premises and methodology of
cognitive as well as literary research. In the first
place there arises a question whether we
acknowledge that it is in our own interest to grasp
the (literary) world in a way that is as complex as
possible, even at the expense of the cognitive
expertise and the literary expertise not being
exactly the same and at the expense of
continuous forming and verifying the identity and
reliability of the terms in use, the theses and the
interpretation outcomes (it was the cognitive
experiments that proved that people are able to
tolerate vagueness in communication to a certain
extent), or we will keep ourselves absorbed in our
disciplines and insist on the partition and the
purity of ,,our own" outputs.

Especially the traditional literary science,
which oscillates between forming the correct
meaning, objective value and structural
(generative) principles of literary works of art
and criticizes their ,,flaws“, but also the
impressionable literary science both regard the
current cognitive studies as a serious challenge.
A similar challenge in the last half-century was
presented by post-structuralism, which noticed
(anew) that language and speech are not just
neutral means of information but also tools of
power and manipulation in relations between the
speakers and the discourse of the communication
act.  Post-structuralism pays attention to a
framework, outer, especially power and



institutional tools of constituting a work of art, its
value and price. Another approach challenging
traditional structuralist studies of literature was
deconstructionism, which dealt with so called
power influence of the designators on the
position of the referents in their mutual relations
and consequently pointed out the designating
writing, a text as the marked element in the pair

speech/writing.
In a wide, most complex sense,
fundamental  assumptions,  qualities  and

manifestations of human perception, thinking and
experiencing were not taken into consideration
until cognitive literary science did so'. Its origin
dates back to the 1980s when the first conceptual
results of the research were published. The works
by Lakoff and Johnson (1980, Czech 2002), R.
Tsur (1987a, b), M. Turner (1987), G. Lakoff
(1987, Czech 2006), N. Holland (1988) or R.
Beaugrand (1980) have to be mentioned. The
basis of cognitive research of literature is not a
closed work of art, but it is a work of art as a
manifestation of the creativity of the human mind
in general, its elements and processes. The
literary (artistic) process makes use of the
methods and processes more or less identical to
those of mental coding, the same cognitive
architecture, and the functions of short-term,
working and long-term memory as everybody
uses in common speech and life. Figurativeness,
imagery is the essential part of our thinking and
language in its full range. Therefore cognitive
literary science does not emancipate “beautiful®

' The terms cognitive-oriented literary science,

cognitive-focused literary science and cognitive
literary science are used as synonyms.
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literariness, or literary discourse per se. It is more
appropriate to call it literary intention (generative
processes) and/or literary  (metaphorical)
interpretation (interpretation processes)’.
Cognitive perspective does not accept the
traditional view stating that it requires an
unusual, special transformation of a common
language and its literal meanings to create an
autonomous metastructure of the literary
language and its figurative meanings. Therefore
the general task of cognitive literary science, its
goal is to identify and explain common principles
of the text, fiction and thinking (e.g. one of such
principles is metaphorical transmission as a
conceptual pattern, which produces a metaphor as
well as a metonymy, irony, allegory, symbol,
leitmotif and affects composition). Following the
set purposes, the whole literary process is studied
ranging from the author (originator) through the
literary text, a corpus of works and their social-
historical and cultural contexts and especially
focusing on the recipient and the nature of human
experiencing and evolution. Inspiring
predecessors of cognitive literary scientists were
in the first place analytical philosophers and
pragmatists, then L. Wittgenstein, Russian
formalists, Prague structuralists, L. S. Vygotskij,
Moscow-Tartu semiotics, J. M. Lotman, A. R.
Lurija, Tz. Todorov, N. Frye, reception
aestheticians and others. The first cognitive
literary science textbook focused on the field of
cognitive poetics was published by the English
cognitive stylistics expert P. Stockwell under the

* If e.g. a computer program is the source of ,,a
poem® it is up to the recipient whether he/she
regards the text as literary or not.



64

title Cognitive poetics in 2002. Apart from other
things he deals in his textbook with certain
terminology problems so that cognitive and
literary scientists could understand each other
while it turns out that ., new terms make us create
new conceptualization“3 (Stockwell, 2006, 9),
that is ideas about phenomena and processes.

Cognitive levels and disciplines

Cognitive studies of literature is build on
several theoretical approaches and levels of the
collection of cognitive research, or sciences and
their methods (Hogan, 2003a, 29-34). The first
cognitive discipline is neurobiology. The most
closely associated discipline is connectionism,
which makes models of the human brain, its
cognitive architecture (structure, contents,
processes). Connectionism adds a partly mental
aspect to mneurobiological, physical-chemical
research, applies it to the human mind as well.
The human mind is fully in the centre of attention
of intentionalism. This cognitive specialization
tracks experience as such, raises a question what
it is like to be a person, individual, human being.
It deals with our feelings, beliefs, desires etc.
Radical constructivism as a more specific
cognitivist theory tends to closely relate to
intentionalism. It rejects the knowledge of the
reality as an ontic category, however it reflects on
the reality as the production and organization of
knowledge in a certain defined self-organized
system, where even a so called outer stimulus
(from the beholder’s viewpoint) is regarded as a
mere stimulus or an element of the inner

> “nowe etykietki zmuszaja nas do odmiennych

konceptualizacji®

structural reduction, selection or interpretation. In
order to achieve a reasonable reliability of the
reality construction, we have to communicate
with others and take their experience into
consideration for epistemological reasons.

That means that our own experience is
also reflected by us and, made an ,,object” which
is to be grasped and understood. Here we find
ourselves at the level of representationism
(experimentalism). Representationism
experimentalizes with common, so called folk
hypotheses, reasons and evidence of our
everyday experience which explains people’s
behavior and acts (why someone does what he
does at a certain time). Representationism revises
intentionalism in a more objective and wider
context of reality. Lakoff’s experiential realism
has gained a significant position in this field. The
holistic cognitivist George Lakoff (2006)
accented totality of human experience including
anything that plays an important role such as
human physicality, genetically inherited qualities,
modes of existence in the world, organization of
the society etc. Lakoff then formulated theories
of meaning, truth, knowledge, reason,
categorization etc. The central issue is that of
meaning. How come the expressions and notions
of human language have meanings?

If objectivism defines meaning as

independent of thinking beings, Lakoft’s
experientialism characterizes it through
embodiment. ~ Pre-notional  structures  are

immediately meaningful because they are directly
and repeatedly experienced through our
physicality, through modes of existence of our
bodies in a certain environment. The notional
structure arises from pre-notional physical
experience and is interconnected with it. Abstract



notional structures are indirectly meaningful.
They are understood thanks to their systematic
relation to the structures, which are directly
meaningful.

According to Lakoff, such understanding
of meaning makes it possible to characterize:
l.understanding through meaning, 2. truthfulness
through understanding, 3. concluding through
truthfulness, 4. knowledge through truthfulness
and understanding; and finally 5. objectiveness
through understanding how we understand and
grasp things. In principle classical literary science
(except for some results of structuralism and
receptive studies) operates in the first four level,
which are of interpretative nature, because it
cannot understand the specific way we
understand and grasp a text, is not able to
interpret what happens inside a human being
during the creative and receptive stage of the
literary process. It asks questions what and how
but it misses the point why literary texts as well
as their interpretations are the way they are (in
relation to human cognition). Theoretical
interpretations of literature can make an
impression that they are exact and truthful
reflections of a work of art, but as long as they do
not clarify and explain the specific consequences
which arise from their supposed objectiveness,
they cannot claim to understand the text in
question. E.g. an interpretation of a poem mostly
making use of prototypical notions of the
existential meaning will be exact, truthful and
appreciated if the recipient understands and
describes/transcribes the text of the poem using
the attributes of the introduced prototypical
notions and situations. That means in this case
the correctness, truthfulness of the interpretation
is conditioned by specific criteria related to the
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definable processes and structures of human
thinking. However that means any other
interpretation of the given work of art constructed
with a different intention, from a different
position and through different, perhaps more
complex processes and structures of another
recipient’s mind may as well claim to be
accepted and assessed; and it is the explanation
of the particular receptive processes and their
sources and reasons that can demonstrate an
emergent meaning and contribution of the
alternative interpretation as opposed to the
former, so to speak translatory, that is one that
transcribes literature (translated language) into
interpretative style (translating language), so the
literary theory interpretation becomes in a sense
synonymous with the meaning of the work of art.
All that a decent literary scientific translation of
literature requires is the interpreter’s rich
encyclopedic knowledge, however in relation to
the human world it is more important to
recognize the art and analyze the conceptual
forms, which then make it possible to interpret
and explain unknown phenomena, too.

Stating and recording the ambiguity of
the literary text is easy but it is also necessary to
study the reasons and mechanisms of its various
and inconsistent interpretations. In literary
science it is a rare exception for the
interpretation of meanings to be the analysis of
biological ,,bearers at the same time. It is no use
of speculating about an obvious ambiguity of a
literary text and inconsistent interpretations as
neurophysiological research has discovered that
the cerebral processes include a principal facility
which is a fact that mutual interconnections
between outer stimuli, information are not
completely identical, furthermore they need not
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happen at all or they may contain various shifts,
contradictions, they are asymmetric, unstable.
Therefore the conceptual structure matching it,
that is meaning is unstable, too. The created gaps,
furrows are bridged by either conventional or
innovative methods; the innovative ones are
practically inexhaustible. Creativity of filling up
divisions and differences between various floors
of perceptive level (e.g. change in preferences,
classifications etc.) disrupts the impenetrability
of the hermeneutic circle and its showcase is
literature which takes the cognitive role such as
manifestation, type of binding conflicting,
unidentical representations. Undoubtedly, an
equal importance as consciously targeted (say
structuralist, historiographic, post-structuralist
etc.) interpretation of a work of art is attributed to
the answer to the question what happens in the
process of reading and what the physical-process
background of the final reading/interpretation of
the text is like.

The focus of non-cognitive literary
studies and traditional criticism on finding
meanings, autonomous text principles and value
categorization of literary works of art can then be
opened and reassessed by the research of
understanding processes, which create literariness
of the text (Miall, 2006). Here, intuition
undoubtedly becomes involved. Not only that of
an artist but also that of a literary scientist.
Intuition is partly a descent to the pre-categorial,
non-articulated, instinctive level of the
information; the information in question may be
transmitted further by the human capability of
abstract thinking, which functions on the basis of
conceptualization. As it is already known from
Lakoff, the metaphorical projection from the
structures of physical domain are connected to

those of abstract domain and its role is also
played by the ability to formulate complex
notions and general categories while using image
schemes as structural elements. The categories
are not objective and absolute but they are
features of the human mind, which realizes the
categories. While perceiving and interpreting a
text what is crucial is not only its structure,
however dynamic, but also the connecting
cognitive processes and abilities of the
communicating mind because it is them which
give the text structure its ,probability”,
instability, flexibility, non-linearity, openness,
vagueness, selectiveness, fragmentariness,
variability, anomalies and so on. As early as
Tynjanov and Jakobson drew our attention to the
fact that disclosing the immanent causalities of
the literature system being organized does not
explain their timing and the choice made from
various developmental ways; extraliterary factors
operate here. From that point of view,
extraliterary factors besides other also include the
author’ as well as the recipient of the literary
work of art. Therefore they can never be
effectively excluded from the text-forming
process (just as e.g. post-structuralism has tryed
to do in its own way). That means apart from
literary-scientific formalization and interpretation
(of representation or ,,translation*) of a piece of
writing, the study of competences in broadly
defined literary process proves to be crucial.
Besides the competence as a system of literary
knowledge, facts and skills, also procedural

* The originator does not only mean the
author(s), it may refer to any source of the text,
e.g. computer, see note 2.



competences are important such as memory,
attention, emotions and so on, let alone the
processes of creativity and originality. Cognition-
based literary theory refuses principal boundaries
and differences between cognition as a rational
mental activity and emotions as irrational
reactions of an author or a reader. It claims that
emotions are also man’s cognitive
manifestations, although compared to the more
specialized rational thinking they organize
impressions in a less precise way. At the same
time it points out that although people have the
same knowledge, they use it differently. The
cognitive perspective clarifies how selection,
segmentation and structuredness, that is encoding
literary material by an author, his composing the
work of art matches/does not match with the
decoding, conscious as well as unconscious rules
(abilities), which are used by another individual,
reader. It also demonstrates that there is no
quality difference between common and genius
creativity, between literary and non-literary
languages. The difference only lies in the
intensity, degree or scope. If we extend the
system of literary knowledge (cognitive literary
science does not refuse approaches and results
non-cognitive literary science a priori) by
procedure competences, we get a more flexible
approach and methodological apparatus to
analyze literary discourses, their organizations
and perception shifts, to study literary
understanding and its types, realization of those
involved in the literary process (author, character,
reader), to analyze the reasons for popularity of
certain works of art and the values attributed to
them etc.

At the present time cognitive literary
science consists of several relatively distinct
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disciplines: cognitive rhetoric, cognitive poetics,
cognitive  narratology, cognitive receptive
aesthetics, cognitive literary history and
evolutionary literary theory ( Lozinskaja, 2007,
8).

The unifying figure of cognitive rhetoric
is Mark Turner, who was one of the first
scientists to forge cognitive perspective in
literary theory. Turner, originally a linguist,
parted with Chomsky’s syntactic linguistics in
order to connect human conceptual and linguistic
activities with sensomotoric basis (embodiment)
(1987, 2005). Cognitive rhetoric deals with
rhetoric figures and includes fundamental works
of G. Lakoff and M. Johnson as theoreticians of
the conceptual metaphor (Czech 2002, orig.
1980; Lakoff, Czech 2006, orig. 1987).
According to Lakoff and Johnson, the perception
and processing of literature depend on our own
complex mental processes, conceptualizations,
which  establish  relations  between the
encyclopedic and linguistic  information.
Moreover, the majority of our conceptual system
is thoroughly metaphorical. For instance many
scientific models are metaphorical. In addition,
some kinds of our experience cannot be
expressed in a different way but using a
metaphor, i.e. a certain ,,thing® is understood and
experienced by means of terms referring to
»things* of a different kind (e.g. experiencing
time by means of space schemes; expressing
emotions by means of other phenomena etc.).
That means conceptual, cognitive understanding
of a metaphor is based on common human
thinking, so the way autonomous literary science
knows and practices the metaphor (as an original
example of linguistic ingenuity of specific
pictorial nature) is further conditioned by other
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criteria. The literariness of the metaphor is
handled from the cognitive point of view by e.g.
G. Steen. The idea is to bring the metaphor (or
rhetoric studies) into the environment of the
processes of the human mind and body because it
represents a mental pattern, the essential method
of categorization, conceptualization as well as
grasping the reality. The important part of
cognitive rhetoric is also conceptual integration
theory formulated by M. Turner and G.
Fauconnier.

The leading figure of cognitive poetics is
Reuven Tsur. His literary research builds on
neurobiology, Russian formalism and Prague
structuralism. Apart from the expressive and
structural aspects of human thinking he deals
with the affective aspects, their manifestations in
the literary process ( 2008). The area of cognitive
poetics also includes P. Stockwell’s (2006) and P.
Hogan’s research on narrative universals,
emotion prototypes and prototypical stories in
various cultures (2003a, b). These authors do not
hesitate to continue in the research and
knowledge of the previous stages of the literary
studies development, in the belief that both of the
scientific  approaches, ,interpretation and
explanation are important, and neither can be
eliminated” (Hogan, 2003a, 208). Hogan gives an
example:

Sometimes the treatment of lower-level
Structures in terms of higher-level
Structures (e. g., the identification of
a particular sort of stimulation of the
amygdale as fear) is referred to as
‘interpretation’. Conversely, the
treatment of higher-level structures in
terms of lower-level structures (e. g., the

identification of fear as a particular sort
of stimulation of the amygdale) is
referred to as ‘explanation’. (the same
source).

A satisfactory definition of literariness on
the basis of all possible interpretations and their
comments has not yet been provided and it can
hardly be expected following the logic of
Hogan’s example, so it is obvious why cognitive
literary science set itself a task to systematically
provide explanations on interpretations in order
to get to a generally acceptable definition of
literariness and literature (as man’s cognitive
activity).

Cognitive  narratology ~was formed
especially under the influence of the works by
M. Ryan, M. Fludernik, M. Turner, D. Herman,
M. Jahn. It developed the terms such as
framework, scenario, script (a story), it is
concerned with mental representations and
cognitive processes, which help us understand
narrative texts (Emmott, 1999). Cognitive
narratology does not omit formal-logical
conceptions of so called possible worlds or text
worlds. Besides them there was formed the
cognitive conception of mental spaces and
mapping by G. Fauconnier (1997). Another well-
known cognitive narratologist is U. Margolin
(2008).

Cognitive receptive aesthetics deals with
mental processes while reading literature and its
respected representatives are E. Scarry, E.
Esrock, as well as R. Tsur and D. Miall (2006),
who focus on the issue of specific perception of
text literariness.

Cognitive literary historicism studies the
work and poetics of authors through the



projection of biological processes in the human
brain (E. Spolsky, 1993). This part of cognitive
literary science, unlike the majority of cognitive
arts scholars, does not distance itself from post-
structuralism, deconstructionism and new
historicism but it amends the knowledge of their
formalism through the research of the material
basis of consciousness. This area is overlapped
by some of R. Tsur’s and N. Holland’s research
(1988).

Evolutionary literary theory studies
literature from the viewpoint of man’s adaptation
mechanisms in the evolution process. It asks a
question why humankind produced a kind of
activity like literature (P. Hernadi).

If we take into consideration the textbook
classification of literary science into theory,
history and criticism, the present overview does
not contain literary criticism and traditional
literary history only appears to be marginal here.
Since cognitivists do not restrict themselves to
only interpreting the meanings of literary works
of art and their flawlessness, it is possible to draw
some conclusions and instructions for literary
criticism only secondarily, for example when
doing theoretical research of genres (Hogan).
Literary history interests cognitivists especially in
comparative context (Spolsky). In terms of their
specific tasks, individual fields of cognitive
literary science may become more anchored in
the sphere of the human mind, or in the
environment of cerebral and other physical
processes. At the same time there is nothing to
stop them from tapping other cognitive sciences
and theories such as neurobiology as well as the
natural world studies.
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Essential conceptions, procedures
and approaches

Conceptual integration (aka conceptual
blending) belongs among the most influential and
best developed conceptions within the whole
scale of cognitive literary science (Turner,
Fauconnier), which can be worked with in the
domain of linguistic expression through imagery
system, narratological notions, as far as to
reader’s judgments and explanation of the artistic
world’s ontology. Conceptual integration theory
tries to explain how a new meaning is formed
during metaphor projection which cannot be
attributed to the immediate transmission of the
source ,thing®, or its certain structures to the
target ,,thing. This is the reason why instead of
the source and target conceptual areas the
conceptual integration theory introduces the term
mental spaces (i.e.. partial, temporary and unique
information sets, being formed in the actual
process of thinking and speech), which serve as
construction material for other mental spaces,
called integrate or blend with a new, more
complex emergent meaning. Conceptual
integration makes it possible to identify
meanings, form new categories, however our
primary, as well as complex sensory adoption of
the phenomena in the surrounding world depends
on this cognitive mechanism, too.

What is also generally well-received and
used is the concept of the idealized cognitive
model and the related idea of the prototypical
member in the category (Lakoff, 1987, Czech
2006). The prototype is the best or the most
typical example of a particular class of objects or
phenomena and results from our changeable
reception of the surrounding world, it is a



70

standard case, while its averageness stems from
meaningfulness. For instance, the conceptual
metaphor is a prototypical example of analogical
thinking  (Turner, 2005). The prototype
conception proves useful in studying languages,
literary motifs as well as in cognitive theory of
genre and art movements; prototype conception
is to a great extent related to the category of a
literary work per se, assessing the literary value
of a work of art etc. Another significant cognitive
conception is scheme (scenario, framework,
script) (Johnson, 1987), which reaches so far as
e.g. the theory of representing the world in a
work of art (Werth, 1999). In general, cognitive
literary science also studies dichotomies
text/context; language/speech, or other cognitive
tools; semantics/pragmatics; literal/figurative
meaning etc.

Since man does not perceive and
experience the world as an objective reality but
experiences its structured constructed version,
when reproducing reality (events and facts) as
well as a text we connect, modify or omit
information. We do not only do so consciously
for some reasons, for instance ideological ones,
but also as a consequence of personal amount of
knowledge stored in our memory. ,,All of man’s
cognitive events are fundamentally conditioned
by memory functions.” (Schwarzova, 2009, 65)
Semantic lexical records which represent the
basis of a literary text analysis are stored in the
long-term memory inside the memory aparatus as
so called lexical inputs, which are theoretically
represented and studied as feature sets (feature
model theory) or as networked knots (network

model theory), or in the holistic format
(prototype models). The unit of mental
organization which is supposed to store

knowledge is a notion. Notions are stored in the
long-term memory in complex connections,
schemes — so called frameworks, scenarios or
scenes. For example, scheme/scenario eat
includes the eater, eating, food, canteen ... Owing
to the schemes, we can add information, that
means we also understand an incomplete
statement to a certain extent, which can be the
case of any non-realistic literary text. As soon as
the first word has been identified the universal,
for example syntactic, processing of the
information begins. Apart from the upward
processes, downward strategies are used at all
levels of information processing: ,,sounds are
easier to recognize in a lexical and syntactic
context, words are easier to identify in a context
of a sentence, sentence analysis is easier in
pragmatically appropriate contexts and sentences
are easier to interpret within the framework of a
well-known subject matter”. (Schwarzova, 2009,
123). That means the outcome of processing and
interpretation of a text is a mental representation,
the content of which is richer than the initial
linguistic  information. The final mental
representation is influenced by the input data,
knowledge and procedures of the long-term
memory (from the literary point of view, the
prototypical narrations, prototypical emotions are
important), the operations of the working
memory (e.g. repetition of a perception loop or
its visual-spacial outline, metaphor procedures
and conceptual integration /blending/ are also
significant) as well as situational and contextual
factors of the reception time (those are related to
the systematization of selected and segmented
percepts into more complex goals and purposes).

There is a need to interconnect literary

studies with language and speech as a



manifestation of our human conceptual apparatus
as well as material of literary production. That is
done, for example, by R. Tsur. He has worked
his way from studying acoustic sensations in
human speech, encoding them onto the
phonological level to clarifying cognitive
procedures creating aesthetic effects. Within the
literary process man is not exposed to changes or
even real dangers of the surrounding world,
therefore s/he is focused on the designating rather
than the designated, by which the actual act of
processing the information is deautomated and
the ways it brings effects ,,appear to man'’s
consciousness. It is this thesis, identical with
those made by Russian formalists, that R. Tsur’s
experiments build on. He wants to find out how
the poetic language is formed during the overall
processing of information through encoding it,
modifying it to ,,raping® it and what the purposes
of literature are within our human thinking and in
relation to the mechanisms of adapting to the
environment changes. Following the example of
R. Tsur, a cognitive scientist should be familiar
with literary theory and cognitive science as well
as linguistics and (receptive) aesthetics.

Even the knowledge of psychology is
welcome, especially amongst literary
cognitivists, who deal with  the issues of
»thinking through reading (mind-reading) in
relation to human emotions and empathy.
Empathy is perceivable as an automatic reflexive
process in the brain (mirror neuron theory),
however in mind theory identifying other
people’s thoughts, emotions and intentions by
appearances is considered to be man’s social-
adaptive skill. Owing to empathy, the reader can
identify him/herself with imaginary characters of
a literary work of art, can use the bodily
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characteristics to fathom out the emotional states
of the heroes etc. (Zunshine, 2006).

Literary process is a suitable opportunity
to study all the issues related to man’s thoughts
or emotions across various cultures because there
are so called literary universals formed
independent of each other in various literary
traditions. They are, for example, systems of
conventional images, assonance, alliteration,
circle sujets, romantic tragicomic prototypical
stories, narrations with synchronic fabula and
sujet, outnumbering untypical asynchronic
narrations etc. P. Hogan deals with literary
universals. He is not interested in differences (of
national literatures, periods of time, movements,
schools, genres etc.), he uses the cognitivist
method to assess widely common phenomena,
which are also studied and classified by the
theory of myth and ritual (N. Frey). Hogan’s
contribution is the interpretation of universal
prototypical stories/schemes (romantic, heroic,
transcendental, sacrifice story) in terms of human
prototypical emotions (being in love, fear, anger,
delight and want to eat).

Hogan’s outputs belong among many
other which overcome objections that cognitive
literary science is actually just a cognitive
science, which deals with literature in order to
prove its cognitive models, which brings nothing
new to literary science itself. First of all,
cognitive literary science is not founded on
speculations, it gives empirical answers to the
question of literariness, literature. It requires new
ways of disputing, which can be found in R.
Tsur, perhaps the most uncompromising critic of
the theories formulated by his colleagues
Stockwell, Lakoff and others. The concept of the
human literary mind (M. Turner) is a context,
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where the ,,specificity of literary works of art
does not disappear, on the contrary, getting to
know it helps study more general thinking
processes just as a major modification of any
phenomenon enables a fuller disclosure of its
structure”.’ (Lozinskaja, 2007, 28). In the
Central-European territory we can lean on
Central-European formalist and structuralist
traditions and their cognitivist and
interdisciplinary overlaps. It may not be
necessary to note that formalism featured an
irreversible cognitivist setting in the 1960s when
it was required to provide explanations of
structure patterns inconnecting a work of art with
human thinking and reality. Here especially Jurij
Lotman’s work deserves credit.

According to P. Stockwell (2006, orig.
2002), cognitive literary scientists have two ways
of approaching a literary text at their disposal: 1.
When reading, a typical reader forms the
primary, rough interpretation without making any
considerable efforts to analyze the work of art.
Cognitive literary science should find out and
explain how the text was understood in this case.
It does not make any initial prognoses, it does not
influence the interpretation. So the initial reading
appears to be ,,non-principal®, ,,infinite, open. 2.
The other approach, on the contrary, builds on
certain verified cognitive rules established
beforehand, which would be left unnoticed,

5 ,»CIICITU(HKA JTUTEPATyPHBIX MPOU3BEACHUN HUKYIA
HE WCcYe3aeT, Hao0OpoT, e¢ HM3yUCHHE IOMOraeT
HCCIAEHOBAaHUIO  Oojee  OOIIMX  MBICIHMTEIIBHBIX
MIPOIIECCOB, IMOCKOI'BKY OoJee sSpKHE BHIBI KaKOBO-
00 SBICHHS IIO3BOJISIOT IIOJHEE BBIIBUTH €rO

CTPYKTYpY*

pushed back in ,,unconsciousness* by an amateur
reader. Cognitive literary science is productive
here, it precedes interpretations to some extent
and is involved in it. It may be stated that in the
latter case cognitive literary science functions as
the organizing and defining factor.

Conclusion

Cognitive literary science sees literature
and literary process as a subsystem of human
cognition. Studying literary process through the
representation of the language system equals
studying human mind. Cognitive literary science
tries to group the recorded and analyzed
elements, structures, procedures and the studied
processes of producing and perceiving a literary
text as well as literary life in a functional and
holistic way. Its holistic (general cognitive)
approach is also supported by a fact that it is
transdisciplinary, which means that in order to
form its own hypotheses and theories it needs and
makes use of the knowledge of other scientific
disciplines.
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Jana Ky3mukoBa

KpaTok nperyien Ha KOTHUTHBHATA KHHKEBHA HayKa
(Pezume)

CrymujaTa TpeTcTaByBa TMIperiie]] Ha KOTHUTUBHUTEC KHIDKEBHU CTYIUH, HUCTPAKYBAUKH
MporpaMu, TUCHHMIUIMHM W mpuctanu. OmmTara Il Ha KOTHUTHBHATA KHIDKEBHA Hayka € Jia ce
UICHTU(UKYBAAT 3aCTHUYKUTE MPUHIUIHA W TPOLECH HA KHIDKEBHUOT TEKCT, MMaruHaIujara |
Pa3MHUCITYBaETO, a TOA 3HAUH Jia Ce Jajic KOTHUTHBHO 00jaCHYBakhE BO BPCKa CO (PYHKIIMOHUPAKETO,
CEerMEHTHTE, METOAMTE M IICTUTe Ha KHUXKEBHAaTa mporec. KOTHUTHBHATA KHIKEBHA Hayka TH
HaJMHUHYBa IEIMTE Ha TPaJUIMOHAIIHATA KHWXKEBHA Teopuja (poKycupaHa Bp3 rpajcikhe Mperu3Hu
3HauYeHha BO €OHO YMETHUYKO JEJI0, Bp3 MPHUHIMIIUTE HA TEKCTOT, HETOBUTE KPUTUKH U
KJIacupuKalyja BO OJHOC HA YMETHHYKATa BPEMHOCT. AKO TH JONaJeMEe Ha TOa U aBTOPOBHUTE H
MPOIEAYPATHUTE KOMIIETCHIIUN Ha PEIUIHEHTOT ( KaKo IITO CE aMETeHhe, BHUMaHUE, EMOIIUH, UTH. )
ke ce 3mo0ueMe co mojgo0pu METOJOJIONIKA WHCTPYMEHTH 3a aHajiu3a Ha KHUKCBHHOT M3pa3 U Ke
OBO3MOXKHMME HAIPE0K Ha COTrJICAOUTE, aHATM3UTE U TOJIKYBamkaTa Ha KHIKEBHOCTA.

Kiyunu 300poBu: KOTHUTHBHA KHIKEBHA HayKa, KOTHUTHBHU JUCLUIUIMHH, CBECT, HHTEPIIPETaLH]ja,
Meradopa, IPOTOTHUIT
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792 :39
Review article/ Ilpeeneden nayuen mpyo

INONHAKBHU YNTABA HA OBPEJJOT U HA TEATAPOT:
IHATEKA HA CTIO3BHAHUETO HA CEBECH

Kayunu 360poBu: odpen, Tearap, oOpeneH Tearap, Tearap-oopen

UctpaxxyBamero Ha  o0pemor u
oOpeaHocta ® BpcKata CcoO Tearapor HE ¢
HEMmo3HaT mpuMep BO cBeroT. llpenm ce€, Kaj
no3HaTuTe Tearapcku aBropureru [lutep Bpyk,
Jepxu [I'poroBcku, Eynmenno bapba, Toa e
JOJTOrOAMIIHA TpakThka. Jlem ox HuB ja
MUHYBaaT NpeKy cebe marekaTa ox oOpex 1o
TeaTap Kako I0JIe 32 HCTPaXKyBamba Ha ompeaesicH
Opoj TeaTapCcKy MOCBETEHHIIN, KOU BO MOTpaTa 1o
KOpEHHTE Ha TeaTapoT ce HaBpaKkaa Ha oOpeauTe
W Ha pUTyajuTe Bo A3Mja u Bo AQpuKa, CO oriiex
JieKa BO 3allaHOCBPOICKHUTE 3€MjH, M3BOPHUTE
oOpemu peuncu ce 3a0OpaBeHHM W 3racHaTH CO
HOBHOT IIOCOBPEMEH HA4YMH Ha KuBeewe. EneH
Ol OHME KOM OCTaBHja Tpard Ha EBpPONCKUOT
Teatap CO CBojaTa TmoceOHa TMacWja KOH
oOpeaHocta M H3BOPHOCTa BO TeaTapoT e,
cekako, Ilurep Bpyk, koj co cBoute ,,Tearapcku
BEpHUIM oTHaTyBa A0 Adpuka u 10 A3uja 3a 1a
urpa, a ro MmpoydyyBa M Ja TO HCTPaxyBa

TeaTapoT. U, cexkako, ce HAMETHYBa IPALIAKETO
30IITO UM € MOoTpedeH 00peaoT BO BpeMe Kora
TEeXHONOrujata Biajgee Bo Teatapor? Llto um
HEJIOCTAacyBa 3a Jla Ce HaBpakaaT Ha OOPEIHHOT
Mo4eTrok Ha cueHata? OAroBopoT ce Haora BO
JutabokaTta CYIITHHCKA BpCKa Ha TearaporT |
o0penor W HHUBHaTa yaboKa TIOBP3aHOCT,
OJTHOCHO BO €IJHO ITOMHAKBO YUTAaHhC¢ Ha BpPCKaTa
Mel'y o0pesioT U coBpeMeHaTa Kyatypa. ExeH ox
aBTOpUTETUTE Ha TeaTapoT Ha XX Bek, [lutep
Bpyk Toa ro mMenyBa co moceOHaTa yiora Ha
TeaTapor.

,,learapor ke Ouje moie Ha Koe JyreTo
Ke MOXAaT Jja y4yaT W Jla TH pa30upaaT CBETUTE
TavHCTBA Ha BeeneHara... (bpyk, 2003: 303).

lonemuotr Tearapcku aBroputer Ilutep
Bpyk ro BpemHyBa TeaTapoT Ha €IHO MOBHCOKO
JIYXOBHO PaMHHUINTE, OTKOJKY TOj Ja Ouje camo
3a0aBa W pa3oHOJA, HEIITO IITO € coceMa
HOPMAJTHO BO I'PAJICKUTE TEATPH.
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Ha npyro mecto, mo3HaTHOT pexucep Ke
ce 3ampama 3a Toa 3omTo ['ocnox ro cozgan
teatapor, (Op. cit., 305), oOuayBajku ce aa nojue
70 HHUTKaTa BO KOja ce MOTBPAYBa JeKa TeaTapoT
e notparara o bora u boxencrBenocra. Ho, He
cekoj Teatap M He cekane. Ilpem ce, Toa ce
OZIHECYBa HA TeaTapoT KOj ceOe CH MOBTOPHO ce
mpeco3aBa BO IPaKOPEHOT Ha oOpeaHocTa.

Toa TOBTOPHO HE HOCH [0 3acOHHII-
TBOTO Ha TeaTapoT CO ITyXOBHOCTA W peNurujaTta,
CO KyJITypaTa Ha OIHECYBameTO, 0 BpcKaTa Ha
00penoT KaKo PEIUTHCKH, HAPOJEH CETMEHT CO
HEKOralllHaTa M CO CerairHara KyaTypa.

Bo MakenoHCKMOT Teatap, MOBP3aHOCTA
Ha TeaTapoT W OOpEedOT PEeTKo ce cpekaBa BO
TEOPUCKUTE M BO cLEHCKuTe aena. lloBeke ce
UCTpaXyBaaT M cCe€ IIOJBJICKYBAaT JPAMCKUTE
eJIEeMEHTH BO  HapomHata KyiITypa  HJIH
EJIEMEHTUTE Ha ETHO-TeaTapoT BO KOj, CEKaKo,
cmara u o0penot. BepojaTHo, 3aToa mTo 0bpenot
Ce TOJIKyBa KaKO HEIITO INTO My IpHIara Ha
MHUHATOTO, KaKO HEIITO LITO € BEeKe 3aBPILEHO H
KOHEYHO, a He KaKo Mpolec Koj c¢ yiuTe Tpae u
HE € MPEeKHHAT BOOMIITO, KaKo Mpolec Ha
OJJHECYBalbe¢ M Ha OIITEHE CO CBETOT Ha
YOBEKOT?

Ako o0Openot ce pa3Oupa W ce TOJIKYyBa
OpPIMHAPHO, KAaKO HEIITO MPUMUTUBHO H
MaraHcko, a He Kako CYIITHHA, Toram He €
MOXHO Ja ce Jompe 0 HeroBara Oa3WdHa
npupoaa! AKo TeaTtapoT ce pazdHupa caMo Kako
3a0aBa M Kako ecTpaja W He ce IMOBP3yBa CO
OyXOBHOCTa, TOTraml TOj HEMa Ja MOXe Ja ce
noBp3e co obpenor. OATOBOPOT Ha Mpalambara
ce HaoraaT BO JulaboKaTa 4oBEYKa MOTpeda o
oOpen u oOpenHocT. EAHO MOWHAKBO YMTame Ha
00peIoT BeNH JeKa:

»--.-00PEIOT ja TOMONHYBa MNpa3HUHATA
BO cekoro o Hac (Schrader, 2012: 14).

lpenep naBa cocema IMOMHAKOB aroj Ha
TOJNKYyBakbe Ha 0OpenoT W Ha oOpemHocTa.
300pyBa 3a JgjCTBO KO€ ja  IOMOJIHYBa
npasHuHaTa BO Hac. [locouyBa Ha HEIITO IUTO HU
HEIOCTacyBa U MTO CMe To 3abopaBuiie, 00peaoT
ro TOBp3yBa CO BHATpelIHaTa moOTpeda BO
HaIaTa npupojaa. ABTopKaTa JaBa MpuMep Ha:

,JIella KOW HaIyITaaT OpeACH JIOM, TH
OakHyBaaT SUIOBHTE Ha UCTHOT 3a Jia CE MPOCTAT
co Hero...” (Schrader, 2012: 15) .

I'o mocouyBa moApeneHOTO AEjCTBO KAKO
npUpoaeH oOpes, Kako HEIITO MITO € JIa00KO
BIpaJIcHO BO Hac Kako Ourthja. ['0 momBiekyBa
HEro Kako BHATpeIlHa MOoTpeda Ja OMIITHME CO
CBETOT OKOJy Hac BO 3ajalieHa 3aeMHOCT. [la
JCjCTBYBaMe BO OJIPEICH PEl, IITO BCYIIHOCT H
300poT 00pea 3HAYW, W BO JIATHMHCKATa, U BO
CIIOBEHCKaTa BapujaHTa. (0Opem — CIOBEHCKH U
ritus — JaTUHCKH, M JIBETE 3HA4YCHa YIaTyBaaT Ha
pexn). 3HauemaTa Ha 300pOT HE HOCAT BO HEKaKBa
MOAPEICHOCT Ha PEOT Ha 0OPEIoT.

Hlpenep naBa uHTepecHa aeduHUIMja 32
o0peoT:

»JMMeH3Hja Mel'y YMOT U CIIO3HajHHUOT
mportec... (Schrader, 2012: 38), monBiekyBajku
ja oOpemHocta Kako mOTpeba Ox CIIO3HAHWE
NpeKy ce0ecH M y4ecTBOTO BO JICjCTBEHOCTA Ha
obpemnuor mpouec. JlejctTBO Mefy YMOT H
crio3Hanuero. OOpenoT e, crmopen HEj3HHOTO
TOJNIKYBambe, aKTHBHA IOTpara Mo 3HACHE, HIH
KaKo ro HapekyBa (Toa):

»JlAOHHCOB ~pHTyal.. paHa YOBEUYKA
aKTHBHOCT, Bp3aHa CO apXCTHIICKA KOPCHW Ha
teatap..., (Schrader, 2012: 62). Co To0a ja
o0jacHyBa HeroBaTa JulabOKa CyYIITHHa Ha
YOBEYKa AKTHBHOCT W TOTpedara Oa Hea, OJ



00penoT Kako BrpajcHa KaTeropmja Ha Hrpa,
u3pasyBame, ceOermoTBpAyBamEe BO MPOLECOT Ha
coBpeMeHara KyJITypa U Ha TeatapoT. 300pyBa 3a
NpoLEC Ha YOBEUKO OJHECYBamhEe U IOHATAMY
ymTe 300pyBa 3a: ,,lyXOBHa eHepruja Ha oOpenoT
...OHTOJIOIIKH KOpeHH... “ (Schrader, 2012: 63) Ha
obpemute. Ilog TOa mompa3bupa yuewme 3a
outhero, 3a caMuoT cebe, 3a HEroBaTa
3aKOHOMEpPHA CTPYKTypa M 3a noTpebara of
oopemna wurpa. Cekako, CUTe CIIOMHATH
TOJNIKYBamba Ce HEpas3lelHH O]l CIIEMEHTUTE KOH
Ce COApKaHM W BO TEAaTapoOT KaKO YMETHOCT
neHec. Ce paboTu 3a CJIOXKEH IPOLEC HAa 3a€MHO
AejcTBHE Mery moTpedaTa O TOJNKYyBambe H
u3pasyBame (ceOernoTBpAyBame) Mped CBETOT.
Wi noBTOpHO NpoOHaorame Ha cebecH U cBojaTa

MPUPOJIA.
Enna wWHTepecHa KHHTA TO HapeKyBa
o0penoT yse--JTyXOBEH IEHTap Ha

cymrecTByBame...” (Carter, Harison, Walker,
2002: 1) m Toa € TOYHA OJApPEAHMIA 34
npadopmara Ha TeaTapoT. OOpenoT MpeTcTaByBa
norpebda on M3pa3yBamke M O TOJIKYBambe Ha
ceeror. YuH Ha cebenoTBpayBame. Toa
noApaz0oupa urpa BO 3aJaJcH pel, KpaTeHBEH
BOCKJIMK, TOJIKYBarm€ Ha CBETOT CO COIICTBEHO
YYECTBO BO HETOBHOT MpOLEC U ACjCTBHja, HU3
urpaTa BO CamMOTO JI¢jCTBO Ja ce JoOHe Cro3aHue
npeky cebecH: ,,...TeaTap 3a LpHATa KyATypa €
oOpen, mepeMoHHMja, KapHeBaJ, MackKapana,
napyBame, peil Ha mpemuH, Omys...“ (Carter |,
Harison, Walker , 2002:13).

Cexkako, Toa O MOXeIo Ja ce Kaxe U 3a
CEeKOj BUJI Ha TeaTap BO CBOMTE apXaudHu (OpMH,
Kora OWJI COeqMHET BO TPOjCTBO: CO PENUTHjaTa u
CO HaponHaTa KyiTypa. Taa moBp3aHOCT, CEKaKo,
MOXE Ja Cce MpOoHajie W BO MAaKETOHCKHOT
tearap. Co Toa mTO, HAMECTO CO OIY30T, HAIIUOT
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TearapoT NpeMHHyBa BO (opmMa Ha urpa co
TENOTO, BO MAaKEJOHCKUTE IIECHM M oOpara u
oOpeaHUTe Wrpd Ha BEPCKUTE Mpa3HULIM H 3a
IOpyrd moTpeOM Kako: lanaMapu, CypBecKapw,
KOJIeIapH, PYCalluH, CKPCTH, NOJOJIKH M CIMYHH
HapoIHU OOpeJHH WIPH, KOU CYIUTHHCKH Ce
HEPaCKUHIUB JeNl O TeaTapoT M ox 0OpenoT.
Hwus Toj mpouec Moxe Aa ce AUCKYTUpa U Aa ce
00pa3zioxyBa, KaKO TeMa 3a HCTpaxKyBambe, Kajae
3aBplIyBa OOpeloT M Kaje MOYHyBa HapoAHaTa
kyntypa? Kane 3aBpiryBa HapogHaTa KyaTypa U
KaJie IIOYHyBa TeaTapoT, OAHOCHO yMeTHocTa? U
Ke ce BUAM JeKa HEe € MOXHO Ja ce IOBJIeYe
TOJIKY €IHOCTaBHA TpaHuIa. Tyka, cekako, crara
u penurujata. Toa ja MOTBpAyBa KOpEHHTATa
MOBP3aHOCT Ha 00PEIOT, TeaTapoT, pelurujaTa u
HapomHaTa Kyitypa. Ha Hekoj HauuH, Toa TO
tBpAatr u Kaprep, Xapucon n Bonkep:

»5---COCPEIOTOUYECHU Bp3 IyXOT, TeaTapoT
Ha y)XUBame, IOCcBeTaTa, nacujaTa U yOaBHHATa
KOH TO3MTHUBHO  oOcBerdyBame...“  (Carter,
Harison, Walker , 2002:9).

CrioMeHaTUTE aBTOPH HE NIPaBaT pa3iinKa
Mery TeaTapoT B 00penoT M HUBHHUTE TONKYBamba
ce TpermjeryBaar, LITO € BeKe IOTBpPICHA
NpakTHKa Ha TOBeKe HCTpakyBauu. Tue ja
HUCTaKHyBaaT  KaTeropujata oceem.ysarve.
MecToTO Ha [1ejCTBO Ha TeaTapoT-00ped € CBETO
U HE OCBETNIyBa M ocBeTyBa. HE moBp3yBa BO
3aeMeH YHMH Ha MpeTcTaBa-o0pea-TeaTap, BO Urpa
o 3aaaneH pen. Ha npumep, Po3u Enuk xora ro
TOJIKyBa TeaTapoT, 300pyBa 3a ,,... PEIUTHO3HA
NpakTHKa W COOOHOC Mery obpexn M TeaTap”
(Rozik, 2002:9). CoomHocotr ro mompa3dupa BO
3a€MHOTO [I€jCTBO HHU3 BPEMETO, MPOCTOPOT H
KynTypure. Taa muImyBa 3a KpPEeaTHBHHOT MM,
Kora o0penor ce mpobpa3yBa BO yMETHOCT, Kora
(oOpemoTr) ce mpeneBa BO TeaTapoT U BO
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KynTyparta; Kora o0peaoT on (caMo) peurucKo
JIejCTBO MPEMHUHYBa BO COBPEMEHA KyNATypa, BO
TeaTapcka mpercraBa. 300pyBa TOKMY 3a TOj
NpEeMHUH U HaJloNoJHyBame. He moTceryBa na He
3a0opaBUME JeKa ,,yMETHOCTA € W3BEACHA O
obpenort...“ (Rozik, 2002:11).

A, BCYIIHOCT, THE€ HHUKOTaml M HE ce
pasgenuie mery cebe. I nmaboko ce moBp3aHU
BO CYIITHHCKOTO HHBO Ha H3pa3yBameTo, Ha
TOJIKYBamETO U Ha pa3Oupamero Ha cBeToT. U ce
paboTu 3a efeH mpolec Ha MPEeMUH Ha OOpenoT
HU3 pelurvjaTa, HapoxHaTa KyjiaTypa U TeaTapor,
3a Ja ce 3aTBOPU KPYTOT IHOBTOPHO BO €JeH
B0300HOBeH 00pea. O0pen Koj MpeMuHaN maTeKa
HU3 pelWrgjata M HapomHaTa KylITypa IO
tearapoT. (Ha KokuHo Tpu rogunHu Hanasaj ce
BO300HOBYBa, C€ PEKOHCTpyHpa HHU3 HUIpa H
JejcTBO, OOpenoT Ha IUIOJHOCT, aKTepOT-XKpell
HacTamyBa co MoibeH mononor Ha 31.07, kora
COHYEBHOT 3paK HU3 TPU HHUIIAHU T'O OCBETIyBa
MPECTOJIOT Ha KOj CEOH BO BPEMEHCKH LHKITYC.
Ha mnacranor ce cobupa HeOpoeH Hapox Ha
CBETHOT J€H BO Myrpure Bo 6 dvacor u 40
MUHYTH. A TOa MPaKTUYHO MOKaXyBa JieKa ce
ciydyBa TeaTap UM o0Opea ucrtoBpemeHo). Toa ro
notBpayBa U Enu Po3uk Bo cBomTe MCKycTBa Ha
npocienyBame Ha 00penoT-Tearap:

»...O0OpEIOT u TeaTapoT ce
MpUABMXKYBaaT eneH co apyr...” (Rozik,
2002:28).

Taa ja mnoaBieKyBa HHBHAaTa 3acMHA
noBp3aHocT. M Bo 1Bere uMa JAejCTBHja IO
onpexneH pea. Bo oOpenor, urpata e 3a bora, Bo
BTOPHOT 3a riegaunte. Kaj Tearapckute
aBTopuTeTH Ha XX BeK, kKako Jepxxu I'poToBcky,
IMutep bpyk, Eynenno bapOa, urpara 3a bora e
MOJBJIEUCHA KAaKO CHIITHHCKA BO HHUBHHUTE
Tearapcku jgena. UM Toa ce onpasyBa BO

nocebHOCTa HA HUBHHUTE NMPETCTaBH. BCymHOCT,
THE Joafaar Jo KoTaTa BO30OHOBEH oOpes, Kora
TearapoT IOBTOPHO ja  JoOuBa  cBojarta
OO’KEHCTBEHA MNpHUpOJa, NpPEeKy OoOpemaHocTa BO
CLIEHCKOTO aejcTBo. HcToTO TO mOTBpAyBa H
Po3uk:

,»,BepbaTa, olHECYBameTO JaBa o0pen, a
TOj ce mpeobOpa3yBa Bo npama. [IpercraByBameTo
ce nperBopa Bo umutupame (Rozik, 2002:32).

Taka Posm Enuk ja  moBp3yBa
obOpeaHocta co TeaTapoT, Ipeg c€, CO
npoJieTHUTE oOpenu 3a Oyneme Ha MpupoAaTta u
HOBHOT JKMBOT U  CIOpeNyBajku TH U
MOWCTOBETYBajkK TH  cO  oOpeautre  Ha
BOCKPECHYBAHETO BO XPUCTHUjAaHCTBOTO, IITO
MOBTOPHO HE JOBEAyBa JO BpcKaTa Ha
penuryjata, HapomHaTa KyJITypa M TeaTapor,
KaKo HEWITO IITO € caMO HaBHAYM pa3leleHo, a
CYIITUHCKH € enHo u ucro. [lpen ce, Taa HE
moceryBa Ha morpebaTa O TOJNKYBamke H Of
u3pasyBame MpeA CBETOT. 1oa € HYXHOCTa Of
ce0emoTBpAYBakEe HU3 CBETOT KOj HE OIKPYKYBa.
Ilotpebata ox Bepba M O BOCTAHOBYBAIE e,
OpHOocHO, Joara 1O CYIITUHCKATa IJMHHja Ha
MOCBETEHOCTa Ha O00peAoT BO IJIEMEHCKH,
OIIITECTBEH TO-Pe-OK.(TIOPEIOK).

Tamuap Cenom (Tamiar Senoi) BoO
npearoBopotr Ha kuurara Theatre, ritual, and
transformation Ha aBTopkata Sue Jenningsen
300pyBa 3a HCLETUTEIEeH TeaTap W 3a oOpeleH
puTyan, TOABIEKYBajKM TO CO3HAHUETO 3a
,»O00peIl KOj HU KaxkyBa KOM CME, KaJie CMe, CO
npamcka mmarumHanuja“  (Jenningsen ,1995: 5-
11).

Ce pa3bupa, HM KaxXyBa IITO HHU €
J03BOJIEHO, a mTo He. Kako ma ce omHecyBame
KOH CBETOT KOj HE ONKpyxyBa. Mcro Taka, HE
Mogy4dyBa Ha BEpCKO-OOpEIHHTE OAHECYBamba



KOH cebecu, KOH bora u KOH CBETOT OKOJNy Hac.
Toa mopmpa3bupa mnoTpara mo cebecd H 1O
CMO3HAHHMETO HH3 TMONAPEJICHH WUIPH W YHHO-
nejcrBrja. (300pOT YMHOJIEjCTBHja BO HAPOOT CE
3apKal Kako HEKO] KOj BU TIPaBH TEMHHU
JICjCTBHja — MaruCKU OOpEeIH 3a Ja BU HAIITETH, a
BO TeaTapoT CLEHCKUTE JACjCTBA C€ MOJENEHH,
WCTO TaKa, HA YMHOBH. Toa € BpCKa OCTaHaTa oJ
o0penor — [eKka HEeKO] YWHO-/IEjCTBYBA.)
HuTepecHo TONKyBame 3a Bpckara Ha 00OpenoT u
TeaTapot naBa u Pu.

,leaTtap Ha
Emunah, 2009:6).

Toj ja ucrakHyBa NpHpogHATA BPCKA HA
00penoT BO OHECYBAHETO CO CBETOT. Toa 3HauM
cno0oJa Ha AEjCTBO CO CBETOT OKONy Hac Koja ¢
noJpeneHa Ha peNoT M Ha IMOPEOOKOT, CIIOpEx
BOCTAaHOBEHHOT NPHPOAHO-00kecTBeH pen. Ilox
TOa MoApa3zdupa OIHOC M COOAHOC Ha YOBEKOT U
MpHUpoIaTa, KAKO U YOBEKOT U bora.

Pun ja moaeiekyBa M HemocpemHaTa
BpCKa CO CBETOT OKoily Hac. Ha orBopen
MPOCTOp, TOA € COOAHOC CO 3eMjaTa Ha Koja ce
CllyuyBa pHTyaJlOT-Teatap. Teatap, KOj He ¢
3aTBOPEH BO ,,CIIEHCKAaTa KyTHja™ Ha TPAJCKHUTE
TeaTpu, Kako NTHIIA BO Kade3, TyKy OTBOpPEH
Mery 3eMjaTa u HeOecarta. 300pyBa of Kaje 1oara
BHTaJHAaTa CHJIAa Ha TeaTapoT, CEKako, BO
MOBP3aHOCTA CO MpUpoAaTa Okony Hac. Hu nmasa
MPUMEPH, UCTO TaKa, U 3a ,,lIaMaHCKH PUTYaJIH
3a HcuenyBame u ,,apama-tepanuja‘ (Op. cit. 5-
6), coO KoM HE TMOTCETyBa Ha HCIEIUTEITHATA
HUTKa Ha TeaTapoToT-0o0pen. (Bo aHTwmKarta,
MOKpa] aHTUYKUTE TEaTpH HA MAaKEJOHCKO TIIO,
CeKoralr MMa XpamMoBH Ha Ackienue, XWrua,
[Nanamea, OoroBuTe Ha  MeOUIIMHATA U
ucrenyBamero). He HaBpaka Ha WclenuTenHaTa
JMHWja Ha OOpemoT-TeaTap, Ha IPOIECOT Ha

cnontaHocta®, (Read,
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NPEMHUH Of pPeliruja KOH KYyITypa, Kako M Ha
NpOLIECOT Ha TMOBP3yBamke W Ha MPEMUH O
WHAWBUAYITHOTO KOH KOJIEKTHBHOTO.

Epuka ®uiuep Hu JaBa TaKoB mpHUMeEp 3a
JIMOHMOCOBHOT OOpeeH TeaTtap Ol aHTUKATa:

,CTpamawero Ha  JluoHuc  Kako
WHAMBUJYalleH 4YWH Ha mpeoOpazba BO BoJa,
oraH, BO3IyX, 3€Mja, BO JXPTBEH pHUTyal Ha
packunyBame (Fisher, 2005: 18).

ABTopkaTa r0 o0jacHyBa UWHOT Ha
npeobpazbaTa Ha  OOpeNOT, OIHOCHO Ha
TeatapoT-o0pe] M HUBHATa BPCKa CO OCHOBHHTE
€JIEMEHTH Ha CBETOT: BOJA, 3eMja, BO3AYX, OraH U
ja TIOOBIEKyBa MOBP3aHOCTa M 3aEMHOCTa Ha
eIMTaTa Co BOCTAHOBEHUTE OOpEIHH LEPEMOHHUH
ol paHuTe oOpemHu (OpPMH A0 COBpEeMeHaTa
KynTypa:

,KYJITYpHU MPETCTaBH Ha €IMTaTa KaKo:

norpedu,  PEeIUrHo3HM  CEPBHCH,
HallMOHAJTHK  ()eCTUBANM, IIOHATAMYy HOBH
KyATYpHH  TBOpOM: IIMPKYCHH  NPETCTaBH,
KOJIOHHJAJTHU H3JI0KOHU, CTPUIITH3 ILI0Y, MOJepHa
eBporicka Kyarypa...“(Op. cit. 20).

lomem mpoydyBau Ha 00penoT u
teatrapor € Bukrop Typuep. Toj naBa
NoJpenyBame Ha apXanyHUTE 0OpeH :

»KCHCKH 00penu, obpenu Ha pojeHUeE,
obpean Ha IyX Ha TpeauuTe, Ha IyXOBEH
3amTuTHHK ...“ (Turner, 2008:11-14).

Typuep paBa  Kiacupukanuja Ha
o0peanTe MO HUBHATA NPUYMHA W MOCTCANLA 32
HUBHOTO ciydyBame. Hu maBa mpumep neka Tue
ce 00BpcKa BO OJHECYBAmETO, M3Pa3HOCT Koja
HOCH ¥ OATOBOPHOCT TIOHAaTaMy BO CaMHOT
)KUBOT. A, CYWITHHCKA HC JOBEAyBa 1O
oOpazoBHaTa HHTKa Ha oOpenoT-TeaTtap, IO
3aa/ICHOTO CBETO CIIEHCKO JIEjCTBO KOE HH JlaBa
00BpCKa MM BOCTAaHOBYBa pell.

cBaaoH,



82

,O0penure Te HOcaT Ha NOAIA00KO
HUBO, YOBEKOT I'0 TOJIKYBa (M3pa3yBa) TOa LITO
ro TpHUIBMXKYBa, MoceOHA H3pa3HOCT Koja
o0Bp3yga...“ (Op. cit. 6).

[ToBp3yBameTo Ha HapomHATa KyITypa U
TeaTapoT, MPOTHATH HU3 OOpenoT Win oOpenoT-
TeaTtap, € aKTyelHa W BO HETOBHTE CO3HAHM]a.
Toa ro moaBieKkyBa co TePMHUHUTE:

,pUTyaJlHa  TIpETCTaBa...
erumonoruzanmja... (Op. cit. 10-11).

[ToBTOpPHO HHM yKa)XyBa Ha TIOBP3aHOCTA
Ha peurujata, HapoJHaTa KyJITypa U yMETHOCTa,
OIJHOCHO Ha TeaTapoT Kako Jel O Hea M HE
npeHecyBa A0 TOYKaTa BO KOja ce TOJIKYyBa U ce
YUTa MPAKTUYHOTO JCjCTBO U HEroBaTa BUIJIMBA
CIIeHCKa mopaka. 3ommro odpen? 3a koro? Komy?
ITo cakame W WTO COHyBaMe Aa HampaBUME?
IlIto ouekyBame on bora? Opx yuecHuuuTte U ox
HaOJpyayBaunTe? A, TOa Cce Mmpamama KOH, UCTO
Taka, ro AOMHUpaat TeaTapoT JICHEC.

HoBo untame Ha 00penoT € M KHUTaTa Ha
Jlunnosa Hatamuja: Drama and ritual of early
Hinduism. Taa ro HapekyBa Toa:

,00pen — Momen Ha YHHBEP3YMOT
MpeHeceH Ha CLEHCKHA MPOCTOP OF KOCMHYKOTO
ckaymno (Lindova, 1994:10).

ABTOpKaTa OIM YIUTE TMOAANEKY Of
OOMYHOTO YWTame Ha OOpPENoT M Ha TeaTaport.
Taa mnmmyBa 3a ,,00pemHa peliika KOH
kocMocoT. Ileeme 3a 3emjaTa, mpupozara,
xapMoHHja Ha xop...“ (Op. cit. 14).

U co JlungoBa moxkeme na 300pyBame
HE 32 TIaraHCKu MPUMHUTUBEH 00pen-Teatap, TYKY
3a Mpolec Ha 3aeJHUILITBO CO CE& OKOMy Hac — 3a
XapMOHH]ja CO MPHUPOAATa U CO KOCMOCOT, 32 XOp
Ha XapMOHHja OJ KOj ce M3BEIl TeaTapoT CO CUTE
METPUYKU CTallKd BO COBpPEMEHATa JIMTepaTypa.
MeTpUyKd CTamkM KOW MpPBO ce Ieene BO

¢onkopHa

00peaHuoT TeaTap BO XOp, I1a ce Urpaje Bo opaTa
W JeHeC ce CTallkh Ha JpaMmcKara Ioe3uja.
JluanoBa TO moOAMrHYBa OOpemoT-TeaTap Ha
KOCMHUYKO paMHHUIITE M My JaBa cocema
MOWHAKBO CYIITUHCKO 3HaYeme, KaKo
NPHUIBIKYBadY HAa COOAHOCOT Mery YOBEKOT H
CBETOT.

TypHep oaum TOHaTaMy BO CBOHTE
CO3HaHM]ja KOM Ce IO/ Ha JOJIrOroJUIlHA MacH]ja
U HCTpaXKyBame Ha OOpequTe W Ha TearapoT BO
HuB. Toa ro HapekyBa ,,IpemrIuTepaTypeH oopen,
npercraBu 1Mo MuToBH, 1mo monuTBH (Turner,
1969:3).

ABTOpPOT ce o0uayBa aa ro 00jacHU U aa
ro IPOTOJIKYBa BEPCKUOT (heHOMEH Ha 00penoT:
yse-- JAJIM € COIMOJIONIKH UJTA TICKXOomKu? Jlamu
e yoBeukn win boxju? Jlanmu e Toa mpeobpaszda
Ha YoOBEYKaTa M Ha COlMjajHaTa CTpyKTypa?*
(Op. cit. 4). U npamamata ce HIKAT NOHATaAMY
0 OCHOBHAaTa JWieMa: 30LITO € MoTpeOeH
o0penor, Koja HEMHWHOBHO I'0 MPHIBMKYBa MU
JpYroTO Ipaliame Koe HE JonUpa AeHEC — 301ITO
e HyeH TeaTapoT? OAroBOpUTE HE MOXKAT Aa ce
HCKaXaT SAHOCTABHO U CO JIECHOTHja, C¢ M0JeKa
HE J0jaeMe A0 KOoTaTa Ha CO3HAHHETO JieKa ce
paboTtu 3a mpolec Ha YOBEUKO 3peeHme Kako
OyXOBHa HWHAWBUAYa M KaKO KOJIGKTUBHUTET,
HalMja, IUIeMe, 3acOHULA BO 00penHo-
TEaTapcKUOT  JEjCTBUTENEH  COOOHOC  CO
KOCMOCOT. /JlejcTBa KOM HE MOTBpIYyBaaT Kako
KyJTYpa, MoceOHOCT, KaKO CYIITECTBAa KOM MMaaT
ITO Aa My Ka)kKaT Ha CBETOT OKOJIy Hac M Ha
BpEMETO BO KO€ JAejcTByBaMe. TypHep laBa M
aroJl Ha TOJIKyBame Ha 00pPEIOT Ol COBPEMEHUOT
CBeET.

»5...OOPETHOTO JIGjCTBO € IIOCIEACH MUT
Kora ce JIBIKMME BO COTJIACHOCT CO KYIATYPHHUTE
CKpUNTH (3alucu) OCII000ECHU O] HOPMATHBHHU



JIEMaHTH, Mely CyIuUTe H OKHPHTO Ha
MOMUTHYKHOT cucteM... (Turner, 1974: 13).

Toj ja ucraknyBa cnobonara a ce ouze
BO 0Oped-CIeHO-[ejCTBUE CO MpHUpoAaTa U co

OMNIITECTBOTO, HACIPOTU KOHTPOJIHUPAHHUOT U
HOCH3YypUpaH CBCT HOCHCC. Co3HaHHE 110 KO€
TypHep JOMIOI CO JOJITroroauuIHOTO

npoydyBame Ha oOpenor. 3a cmobomaTta Oa ce
Ouge Toa IUTO CH, INTO YYBCTBYBall M INUTO
MUCIHUII TIpe]] CBETOT M Tpen Jy[eTo cO KOH
xwuseenl. [lon Toa ja mompa3bupa ciobomara Ha
,l1aTyBame BO 00penoT penuruja‘“ HU3 cebecw,
HU3 00penoT urpa W Teatap BO cebecH U HH3
CONCTBEHaTa KpeaTWBHa cjoboma. ABTOpOT
noBekenaT ce o0HIyBa Ja ja MoBJieue JTUHHUjaTa
Ha TMOBP3aHOCT 07 o0pen a0 Tearap. BeymHocr,
CBECEH JIeKa He € MO)KHA CTpora nojenda , Toa ro
HapeKyBa: ,,JIejCTBO, OOpel, MUT, Tpareauja u
komenuja“ (Op. cit. 16).

Bo npearosopor Ha kHurata By Means
of Performance: Intercultural Studies of Theatre
and Ritual na Puuapn Illexnep, Buxrop Typuep
Ke 1mocoud JAeka ,..Kynrtypata e cBecHO
u3pasyBame Bo oOpen u Teartap...”.

U ce mocraByBa KiIydHaTa AWIeMa AajH
TeaTapoT M 00penoT ce, BCYIIHOCT, €IHO HCTO
YHHO-ACjCTBO, KOE Cc€ TpuiIarogyBa Ha
OIIITECTBEHUTE CHCTEMH Ha HAIIETO >KHBECH-E?
OproBopor He € MOXeH ©0e3 TomoiIro
UCTpaXKyBame HE caMo Ha TeopujaTa, TYKy U Ha
MpaKTUKaTa Ha OOpE’OT M Ha TeaTrapoT JACHEC.
WUnu onaa nuHuja koja ja mosiexyBa llleknep:
,»-..TEATAp, UTPa, My3HKa, CIIOPT U 00pEeA ce eaHO

BO KOXCPEHTHAaTa Tpyma Ha MpercTaBara‘
(Schechner, 1990: 3), mu He e pgaleky on
BUCTHHATA.

OO0penoT e HemTO MHOT'Y MOCYIITHHCKO
0]l TOJIKYBaEkETO KOE€ My € /1aJleHO BO HayKaTa U
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NpaKTUKaTa BO MAaKEAOHCKHOT TeaTap M BO
HapoxHaTa KyaTypa. OCTaToK oJ TONKYBaHkETO 3a
HEeroBaTa CYIUTHHCKa HYXXHOCT C€ 3aJpXajlo BO
penurujaTa Kako HEITO CBETO, MOCeOHO, BajKHO,
CYLITUHCKO...d My C€ [pugaBa 0coOeHO
BHUMaHUE.

[TpumepoT co B0300HOBYBame Ha 00pea-
TeaTtap Ha MerajuTckara ornceparopuja Kokuno
ro norBpaysa toa. Ha 31.07, Tpu rogunu mno pen
€ BOCTAaHOBEH KYJITYpHHOT HacTaH ,,BO0300HO-
ByBame Ha OOpeleH TeaTap 3a IUIOOHOCT™, U CO
TOa Ce HUCTpakyBa BpCKaTa Ha TeaTrapoT U
obpenor Bo mnpaktukata. Kako, Ha mnpumep,
HUBHATa HEBUAJIMBA KOPEHUTA MMOBP3aHOCT, KAKO
W OIHOCOT TJIefauu — akTep, o0pen — Tearap. A,
TOa € MpoLec Koj moapa3donupa U KHUBO yIECTBO
HCKYCTBO O]l MPAaKTHKaTa, Mpel c¢, BO HErOBOTO
peKOCTpyHpame M BO30OHOBYBamE, 3a Ja IO
cmozHaeMe momoOpo. Tue KynaTypHO-0OpenHu
HacTaHu Ha KOKHMHO, BCyHmIHOCT, camo ja
NMOTBpIyBaaT nabokaTa Bpcka Ha oOpenoT u
TeatapoT. Cekako, TyKa ce HaJOBp3yBa II03HATA
nedurunuja Ha ITutep Bpyk 3a Tearapot: ,,Ke ro
3eMaM KoOj OWJIO Tmpa3eH NpoCTOp M Ke To
HapeyaM rona cueHa. YoBek 4YeKOpH HU3 OBOj
mpas3eH IpoCTOp A0JeKa HEeKOoj APYT ro Tieaa, Toa
e c¢ mTo MU Tpeda 3a TeaTapCKUOT YUH Jia Ouje
3anmoyHat™ (bpyk, 1999: 9).

Jobpa oagpeanuna 3a MOYETOK HAa YHUHO-
nejctBujata. IloHatamy ce maTekuTre Ha
CIIO3HAHMETO Ha cebecH IITO MOBTOPHO HE BOAAT
70 OCHOBHHOT 00pef.

HoBute uurama Ha oOpemoT-Tearap Hu
HUBHAaTa BPCKAa, BCYIIHOCT, C€ HaBpakame KOH
cebec W KOH 0Oa3WyHaTa MPHUPOAA Ha HAIIETO
JejCTBYBalb€ BO TeaTapoT M BO YMETHOCTa
BOOTITO.
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Tihomir Stojanovski
Different Readings of the Ritual and Theatre:A Path for Self-recognition

(Summary)

Debated in labor and ritual theater and their mutual relationship. Why different guise reading ritual?
The Macedonian theater, unlike the European theater ritual is under investigation both from theory and
from practice and is addressed to his essential theater.

Macedonia is full of ritual forms in religion and folk culture held nowadays. They present a significant
theater. The study of ritual and its structure is possible only with the active restoration in it. The paper

moved findings of researchers in relation to ritual and theater through theory and practice.

It is not leading to connecting categories rite and ritual theater or theater-in ceremony. Ritual is an
essential root of theater and culture.

Key words: ritual, theatre, ritual theater, theatre-rites
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SEXUALITY AND MALE DOMINANCE IN MEASURE

FOR MEASURE AND THE TAMING OF THE SHREW

Key words: William Shakespeare, The Taming of the Shrew, Measure for Measure, female sexuality,
male dominance, power relations, subversion, containment.

Constructed upon the model of the ‘tale
of the unjust judge’, Measure for Measure
presents us with an ambiance which is scarcely
typical of Shakespearean comedy. The play is
soaked through and through with libidinal urge,
sexual appetite, abuse of authority and real threat
of dishonour and death, and the characters are not
at all light-hearted about life as they usually are
in Shakespearean comedy. Prison houses,
brothels, judgement chambers and rather
uncomfortably enclosed and dark places are the
locations where much of the action takes place.

Treatment of sex is what sets apart
Measure for Measure from other Shakespearean
comedies. Sex in Shakespeare is usually the
source of enjoyment and happiness. However, in
Measure for Measure, which in terms of genre
belongs to the so-called dark/bitter comedies or
problem plays, sex is the gloomy source of death.
Jokes about sex are dismal and include allusions
to venereal diseases such as syphilis. Only two of
Shakespeare’s 38 surviving plays contain scenes

in brothels. This is one of them, the other is
Pericles. (Saccio, 2009)
Claudio is arrested because there is a law against
fornication in Vienna and Angelo, who is in
charge of the city, wants to purge the city of
sexual offences with the aid of “strict statutes and
most biting laws” (LII.789)". Claudio confesses
his guilt, although he stresses that "upon a true
contract / I got possession of Julietta's bed.”
When asked by his friend Lucio why he is being
taken to prison, i.e. “whence comes this
restraint?” (L.ii.116), he answers “From too much
liberty, my Lucio, liberty” (L.ii.117).

The voice of the text presents a view on
sexuality and sexual desire through Claudio's

'The Complete Works of William Shakespeare, The
Shakespeare Head Press, Oxford Edition, Wordsworth
Editions, 1996

* Stanley Wells, ed. Measure for Measure, in William
Shakespeare, The Complete Works (Oxford: Claredon
Press, 1988) (Lii. 133-134) All further references to
this play appear in the text
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brief but nevertheless sharp remark when he is
conveyed to prison:

Our natures do pursue,

Like rats that ravin down their proper

bane,

A thirsty evil; and when we drink we die.
(Li1.120-122).

People are compared to rats, eagerly
seeking the poison, the rat's bane that kills them.
The metaphor is drawn from how the action of
rat’s poison really works. Compounds used for
the purpose of killing rats do not directly kill the
rat. Instead, they make the rat very thirsty so it
goes in search of water, which the rat drinks
eagerly. The water is what activates the chemical
compounds that kill the rat. The rat dies from
drinking what it most desires. Ergo, we die from
the sexual consummation that our bodies yearn
for. People are caught up in guilt that comes from
satisfying their own desires. (Saccio, 2009)
Human sexuality is described as a “thirsty evil”
(L.i1.122), and human nature as being inherently
self-destructive when it obeys sexual urges. It
could be argued that Claudio’s remark represents
the voice of the Puritan minority community,
which existed in Shakespeare's England, and
which advocated the repression of sexuality and
sexual urges and later, in mid-seventeenth
century, when it achieved majority in Parliament,
brought about the closure of the theatres in 1642.

Having slept with his girlfriend Juliet,
Claudio has gotten her pregnant. She consented
to their sleeping together because she says that it
was most “mutually commited.”

On the other hand, Claudio’s sister,
Isabella, has not involved herself in any sexual

offence, and rather than feeling guilty she
expresses herself by distancing herself from sex
as much as possible, i.e. by becoming a nun.
When she tells Claudio that she can save his life
if she agrees to Angelo’s bargain, Claudio at first
says “Thou shalt not do't” (I11.i.102), but then he
breaks down and the terror of death overcomes
him and he begs her: "Sweet sister, let me live. /
What sin you do to save a brother's life, / Nature
dispenses with the deed so far / That it becomes a
virtue." (I11.1.134-137).

Isabella replies with rage and horror by
calling him a “beast” and a “faithless coward”
(IILi.138, 139). She regards any sexual
possibility as the worst kind. It would be a kind
of incest for her to sleep with Angelo in order to
give her brother life. “Is't not a kind of incest to
take life / From thine own sister's shame? What
should I think?” (II1.i.140-141) She completely
disclaims all relationship with her brother,
claiming that he cannot be her brother, if he begs
that of her: “Heaven shield my mother play'd my
father fair! / For such a warped slip of wilderness
/ Ne'er issu'd from his blood.” (I1L.i.142-144). It
leads her into a complete lack of charity, and a
denial of their common human condition. In fact,
although she is a nun, she ends her speech
wanting him to die: “Take my defiance; / Die;
perish. Might but my bending down / Reprieve
thee from thy fate, it should proceed. / I'll pray a
thousand prayers for thy death, / No word to save
thee.” (II1.i. 144-148)

The erotic power of language takes a
darker turn in Measure for Measure, where the
eloquence of Isabella's rhetoric breeds Angelo's
desire for her, and he catches the process in a
pun: “She speaks, and 'tis such sense / That my



sense breeds with it” (ILii.144-145). It goes so
far as to amount to imagery of carrion and
carcass in Angelo's famous soliloquy of self-
discovery. The soliloquy progressively portrays
the lust into which he has fallen. At first he
questions himself whether Isabella has tempted
him thus making him lust for her: “What's this,
what's this? Is this her fault or mine? / The
tempter or the tempted, who sins most?” (ILii.
168-169). He would very much have liked
Isabella to have been the source of the lusting,
but immediately he confesses it to himself “Not
she; nor doth she tempt,” but “it is // That, /ying
by the violet in the sun, / Do as the carrion does,
not as the flow'r, / Corrupt with virtuous season.”
(ILii.  170-173, my italics) Shakespeare
emphasizes the “I” by repeating the vowel sound,
which marks assonance in the two consecutive
lines. In the sun, Isabella is the flower, the
blossoming violet, whereas Angelo is like carrion
which will issue nothing but stench. Thus,
Angelo moves from being an upright judge to a
stage of conscious acknowledgement of a sexual
desire whose presence and strength he locates
within himself. Further down, he continues:

Can it be

That modesty may more betray our sense
Than woman's lightness? Having waste
ground enough,

Shall we desire to raze the sanctuary,

And pitch our evils there?
(II. ii. 173-177)

? Alexander Leggatt, ed., The Cambridge Companion

to Shakespearean Comedy, (Cambridge University

Press, 2004), p. 141

&9

He is really surprised to find that this
woman who is dressed like a nun, in sober
religious clothes can tempt him in a way that a
harlot dressed in the clothes of her trade would
not. He desires to knock down the church and
build a brothel on the sanctified spot.

O, fie, fie, fie!

What dost thou, or what art thou,
Angelo?
Dost thou desire her foully for those
things
That make her good? O, let her brother
live!
Thieves for their robbery have authority
When judges steal themselves. What, do 1
love her,
That I desire to hear her speak again,
And feast upon her eyes? What is't 1
dream on?
O cunning enemy, that, to catch a saint,
With saints dost bait thy hook! Most
dangerous
Is that temptation that doth goad us on
To sin in loving virtue. Never could the
Strumpet,
With all her double vigour, art and
nature,
Once stir my temper; but this virtuous
maid
Subdues me quite. Ever till now,
When men were fond, I smil'd and
wond'red how. EXxit

(IL 1i. 177-192, my italics)

The italicized verses mark the point of
slight doubtfulness and intimate questioning on
the part of Angelo, only to continue to confess
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that “Never could the strumpet, / With all her
double vigour, art and nature, / Once stir my
temper; but this virtuous maid / Subdues me
quite.” (ILii.188-191) He admits that it is has
chastity that makes him lust for her. Angelo’s
supposed uprightness as magistrate is mirrored
onto Isabella’s chastity and virtuousness, the
difference being that his is false or lacking, which
explains why he gives into what he desires, i.e.
what he has not. The mirrored feeling can be seen
in the lines: “O cunning enemy, that, to catch a
saint, With saints dost bait thy hook!” which is
indicative of the saying “it takes one to [know]
one,” here implying it takes a virtuous person to
test an upright judge, since judges are a priori
said to be immune to regular strumpets (although
this is probably debatable.)

Male dominance and female subjection
in public life are reflected in the power relations
of sex. While Claudio and Juliet made love
“mutually” (ILiii.29), Angelo demands that
Isabella “lay down the treasures of your body”
(ILiv.96), and “Fit thy consent to my sharp
appetite” (IL.iv.161). Arguably, the Duke
frustrates Angelo's design only to enact a similar
design of his own. In his disguise as a friar, he
seems needlessly defensive about being left alone
with Isabella: “My mind promises with my habit
no loss shall touch her by my company”
(IIL.i.179-180). When he proposes marriage, his
offer, however surprising, is legal and proper; but
in the same way that Angelo has said, I'll save
your brother if you go to bed with me, the Duke
says, in effect, I saved your brother, now go to
bed with me.*

* Leggatt p. 145

Another manifest example of male
domination in Measure for Measure is when
Isabella tells Angelo that she will “with an
outstretch'd throat tell the world aloud / What
man thou art” (IL.iv.152-153), Angelo confidently
replies:

Angelo: Who will believe thee, Isabel?
My unsoil'd name, th' austereness of my
life,

My vouch against you, and my place i' th'
State,

Will so your accusation overweigh

That you shall stifle in your own report,
And smell of calumny. (1L.iv.154-159)

Despite the fact that Isabella is a nun
who has taken oath of truth, her case will not
overweigh Angelo’s “unsoil'd name” (personal
reputation of males certainly was more esteemed
to that of females), “and [his] place i' th' state”
(social position and hierarchy favoured males
over females in Elizabethan England.)

In The Taming of the Shrew, Katherine
displays an aggressive but essentially self-
defensive shrewishness owing to her father’s
favouritism for her younger sister Bianca. Her
father commits a sort of domestic injustice by
ruling arbitrarily that his lovely and sought-after
daughter Bianca cannot marry before her sister
Kate. Into this volatile situation comes Lucentio
of Pisa, an intending student who at once falls for
Bianca, and Petruccio of Verona, in search of
wealth through marriage.’

Petruccio’s lucrative objectives are early
set forth when he plainly states his intentions to

> Leggatt p. 84



“thrust myself into this maze, / Haply to wive and
thrive as best | rnay;”G, and later when he says
that “I come to wive it wealthily in Padua; / If
wealthily, then happily in Padua.” (Lii. 74-75).

Sharp distinction can be drawn between
the characters of the sisters Kate and Bianca, the
latter being more submissive but sly, abiding by
her father's intentions to find a suitor for
Katherine first before she can be married herself.
Katherine, on the other hand, is shrewish and yet
honest, bad-tempered and scolding person, the
reason for which is not given by the voice of the
text’. It could be argued the Kate acts that way
she acts because she is appalled by her father’s
favouritism to Bianca.

Moreover, the domestic injustice referred
to earlier in this section can be discerned as early
as the first act when Baptista, after revealing his
intentions to the suitors flocking around Bianca
says: “And let it not displease thee, good Bianca,
/For I will love thee ne'er the less, my girl. (L. i.
76-77, my italics). Baptista favours Bianca to
Katherine.

According to 20" century interpretation
tendencies, The Taming of the Shrew is one of
Shakespeare's most provocative and controversial
plays when it comes to discussing, representing
and portraying male domination and/or female
subversiveness in the play. The play’s most
notable characters, Petruccio and Katherine, are

® Stanley Wells, ed. The Taming of the Shrew, in
William Shakespeare, The Complete Works (Oxford:
Claredon Press, 1988) (Lii. 54-55) All further
references to this play appear in the text

7 Leggatt argues that Kate embodies the shrewish
female who was enshrined in jest-books, ballads,
sermons, folktales, and a well-populated misogynistic
tradition. pp. 115-116
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each given their say in the continuous “battle of
the sexes.” Numerous textual examples of male
supremacy can be found in The Shrew, especially
reverberated by Petruccio. The Shrew has divided
interpreters between those who wish to excuse or
celebrate Petruccio's behaviour towards Kate and
those who wish to condemn it—essentially,
between those who regard the 'taming' as a
benign piece of psychic or social therapy inflicted
in the cause of mutual love, and those who see it
as simply an expression of the naked power of
Elizabethan men over Elizabethan women. Many
commentators have related Katherine's speech on
marriage to wider Elizabethan doctrines of
authority and social subordination (notably E. M.
W. Tillyard in The Elizabethan World Picture,
1943), but opinion on the play remains
profoundly divided as to whether her submission
is to be accepted and welcomed at face value or
whether the play suggests it is to be viewed with
scepticism, irony, or even revulsion®.

Despite Katherine’s notorious
shrewishness and hostile attitude towards her
suitors, which is amply presented throughout the
first three acts, she is nevertheless interested in
finding a man for herself, which can be seen
when Katherine inquisitively asks her sister
“Whom thou lov'st best. See thou dissemble not.”
(ILi. 9) When Bianca replies that “of all the men
alive / I never yet beheld that special face /
Which I could fancy more than any other” (II.i.
10-12) Katherine gets angry. It could be argued
that she is somewhat jealous of her sister because
she is extremely popular and men flock around
her. She admits it to her father in a rebellious
reply later in the same scene “Nay, now I see /

¥ Leggatt, p. 462
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She is your treasure, she must have a husband; / I
must dance bare-foot on her wedding-day, / And
for your love to her lead apes in hell” (ILi. 31-
34). The agent of male dominance in this scene is
Baptista.

To rid Katherine of her socially
unacceptable “condition” “Petruccio steps in as
the master analyst who dedicates himself to her
cure. But his method is unorthodox, for he meets
her supposed madness with a contrived madness
of his own, one which vies to outbid her with
violence and unpredictability that is more than a
match for her”.” He announces his methodology
on several occasions, two of which are exemplary
of his idiosyncratic, adversarial, and bizarre
behaviour, which will be quite as bad as hers.
The first is when he announces to Baptista that he
will be as “peremptory as she proud-minded; /
And where two raging fires meet together, / They
do consume the thing that feeds their fury / ...For
I am rough, and woo not like a babe. (ILi. 131—
133, 137). The other occasion is Petruccio’s
famous soliloquy immediately before he meets
Kate for the first time. He announces to act as a
shrew himself, he will be, by contrast to Kate,
ironic, objective, and detached, while Kate's
shrewishness is presented as emotional,
subjective, and involved. “If Kate is genuinely
disorderly, Petruccio is disorderly by design.
Petruccio's madness is crafty and methodical, and
motivated all along by “meaning,”'® “He hath
some meaning in his mad attire” (IIL.ii.124) as
Tranio recognizes before Petruccio and Kate get
married.

? Leggatt, p. 116
" Leggatt, p. 116

PETRUCCIO: I pray you do.

Exeunt all but PETRUCCIO

I'll attend her here,

And woo her with some spirit when she
comes.

Say that she rail; why, then I'll tell her
plain

She sings as sweetly as a nightingale.
Say that she frown; I'll say she looks as
clear

As morning roses newly wash'd with dew.
Say she be mute, and will not speak a
word;

Then I'll commend her volubility,

And say she uttereth piercing eloquence.
If she do bid me pack, I'll give her
thanks,

As though she bid me stay by her a week;
If she deny to wed, I'll crave the day
When I shall ask the banns, and when be

married. (IL.i. 167 - 180)
The wrangling conversation which
follows is a spectacular example of

Shakespearean stichomythia. It contains puns and
polisemic  allusions to  burden/childbirth:
“Katherine: Asses are made to bear, and so are
you. / Petruccio: Women are made to bear, and so
are you.” (ILi. 199 - 200) and imagery of wasps,
stings and “biting” words ‘“Petruccio: Come,
come, you wasp; i' faith, you are too angry. /
Katherine: If I be waspish, best beware my sting.
/ Petruchio. My remedy is then to pluck it out.”
(ILi. 210 - 211) Petruccio is aware that both of
them are in essence struggling in the field of
language and does not surrender in this
stichomythic battle of the sexes. The verbal
exchange culminates in Petruccio’s machoistic



conclusion that Katherine “must be married to no
man but me; / For I am he am born to tame you,
Kate” (I1.1.269 — 270).

He will not rest until he has transformed
his future wife into the woman designed,
patented, and approved of by the patriarchal
society he represents, a Kate “conformable as
other household Kates” (I1I.1.272). From this
point on, Petruccio’s shrewish disposition only
increases in intensity as Gremio reports his
outrageous behaviour at the wedding. In act III,
after the wedding ceremony, when Petruccio
behaves with deliberate outrageness, he
announces a doctrine of male supremacy in
marriage, so extreme, that it amounts to outright
ownership: “She is my goods, my chattels; she is
my house, / My household stuff, my field, my
barn, / My horse, my ox, my ass, my any thing;
(IILiii. 102-104).

Petruccio’s tyrannical behaviour
continues on their way to Padua as reported by
Grumio in Act IV when their horse falls in a
puddle of mud along with Katherine. Later, when
Petruccio and Katherine arrive at the country
house, Petruccio mistreats his servants, rejects
the food they bring, and insists that Katherine
goes to bed hungry. His servant Peter says that
“He kills her in her own humour” (IV.i.166),
while Curtis also remarks that “he is more shrew
than she.” (IV.i.76). Hortensio comments that in
this way “this gallant will command the sun”.
(IV.iii. 194).

Supplementing Petruccio’s discourse of
male supremacy in The Shrew is the language he
uses in the taming process. Imagery of falconry is
evident on several occasions, of which two
instances are notable: the mention of the word
“buzzard” in (IL.i. 207-209) and in his strategy to
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break her spirit by depriving her of food and
sleep, always pretending that he is doing so for
her own good. Such a practice was common in
the falcon-taming process, as we shall see below.

PETRUCHIO. Thus have I politicly
begun my reign,

And 'tis my hope to end successfully.
My falcon now is sharp and passing
empty.

And till she stoop she must not be full-
gorg'd,

For then she never looks upon her lure.
Another way I have to man my haggard,
To make her come, and know her
keeper's call -

That is, to watch her, as we watch these
kites

That bate and beat, and will not be
obedient.

She eat no meat to-day, nor none shall
eat,

Last night she slept not, nor to-night she
shall not;

As with the meat, some undeserved fault
I'll find about the making of the bed;
And here I'll fling the pillow, there the
bolster,

This way the coverlet, another way the
sheets;

Ay, and amid this hurly I intend

That all is done in reverend care of her-
And, in conclusion, she shall watch all
night;

And if she chance to nod I'll rail and
brawl

And with the clamour keep her still
awake. (IV.1.174-193)
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In his essay “If I do prove her haggard”:
Shakespeare's Application of Hawking Tropes to
Marriage,” Sean Benson looks at the way
William Shakespeare applied hawking tropes to
his marriage theme-plays, such as The Taming of
the Shrew. Also, he presents arguments on the
hawking tropes and discusses Shakespeare’s
textual engagement with wife-taming by means
of hawking language. Shakespeare employs
gendered discourse of hawking language in order
to make the interspecific leap from the falconer’s
training of his female hawk to a husband’s
training of his wife. In The Taming of the Shrew,
Shakespeare uses hawking metaphors to suggest
that a husband [should] tame his haggardlike wife
as a falconer would his bird. What allows such a
leap is the language the falconry manuals used to
describe the training of a hawk and in particular
their recommendation that falconers cultivate a
loving relationship with their birds, one whose
intimacy implicitly draws upon the language of
marital love. "'

In Elizabethan times'?, falconry used to
be considered a male sport profession, and by

""" Sean Benson, “If I do prove her haggard":

Shakespeare's Application of Hawking Tropes to
Marriage” in Studies in Philology; Spring 2006, Vol.
103 Issue 2, p.187

2 Aristocratic women such as Mary Queen of Scots
and Elizabeth did fly hawks; no one is startled, for
instance, when in Q1 of 2 Henry VI, Queen Margaret
enters “with her hawk on her fist.” As one would
expect, however, her falconers are very much present
as the scene opens. Similarly, an etching from George
Turbervile’s The Booke of Faulconrie or Hauking
(1575) of Mary’s cousin, Queen Elizabeth, offers a
pictorial representation of the same practice (see
figure 1). Elizabeth was an avid hawking enthusiast,

contrast trainable hawks are usually female.
Thus, what a man must do to tame his wife—or
so the argument goes—is comparable to how a
falconer must train his female bird. We could
mention some of the helpful falcon-taming
methods in a selective excerpt from an
Elizabethan hawk-taming manual followed by
Benson’s commentary:

A good falconer must “bee very
diligent & inquisitive to learn and marke
the qualitye and mettell of his hawkes,”
often scatologically scrutinizing the
bird’s  “‘fundament” as a means of
determining proper diet; wiping feces off
her befouled feathers; eradicating lice;
and checking her indigestible “castings”
to see if something in particular did not
agree with her palate. Hawks are given
up to an hour to dine, receive a varied

but as was the case with other aristocratic women, she
employed a male falconer for all of the labor-intensive
training and flying of the hawk. In her case she
conferred the title “grand falconer” upon Sir Ralph
Sadler of Everley, Wiltshire, and the etching clearly
foregrounds her falconer’s (presumably Sadler’s)
supervision... All falconry manuals, including any
Shakespeare could have known, are unanimous in
their assumption of male falconers who ‘‘man’—
“malk]e tame by accustoming to a man’s
presence’’—their female hawks. ... “She” and “her”
are the standard pronominal references for a falcon
both in Shakespeare’s own usage and in the numerous
early modern manuals on the correct practice of
hawking, beginning with The Boke of Saint Albans
(1486).... Most trained hawks were female because
the male hawk, or tercel, is often slower, a third
smaller, and typically less aggressive than his female
counterpart. (Benson; 2006, 88/89)



diet, and are often bathed several times a
week. Such solicitude indicates the close
relationship—the intimacy—that
hawking  practice  fosters  between
falconer and hawk from the selection of
the bird until her eventual loss or
death....

What is surprising—and what
Shakespeare alone seems first to have
noticed for its dramatic potential—is that
in suggesting how to select a bird,
establish rapport with it, and train it to
fly and hunt as one wishes, the hawking
manuals draw upon the language of
human  courtship  and  marriage.
Moreover, they employ this discourse to
imply that a female hawk both shares the
misogynistic stereotypes of women—
fickle, selfwilled, recalcitrant—and needs
constant training and attention by her
male trainer. The telos of the falcon’s
training is that she be properly
“manned.” In seeking to advise falconers
how to train their birds, the manuals rely
on language that suggests that the
relationship between falconer and bird is
akin to that between husband and wife.
The potential application—and misuse—
of such language is not lost on
Petruchio.”

The resemblance of shrew-taming to
falcon-taming procedures, as exhibited by
Petruccio’s treatment of Katherine in his country
house is staggering. Moreover, when talking
about how he treats Katherine, Petruccio talks as

13 (Benson, 2006, 93-94, 191 my italics)
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if he shares his hawk-taming methods with the
audience and as if Katherine were a hawk. Later
on, in accordance to Petruccio’s methods,
Grumio loyally refuses to let Katherine have any
food, and assists Petruccio, watched by
Hortensio, in rejecting the new cap and gown
ordered from a haberdasher and a tailor for
Katherine to wear on her bridal visit to her father.
Petruccio insists the clothes are not good enough,
abuses the tradesmen, and tells Katherine they
will go only when she shows complete
obedience.

It is on the way back to Padua, in the
famous sun/moon scene (IV.vi) that Kate breaks
under the pressure. Just as a falcon whose head is
hooded in order to control her waking and
sleeping, she is rendered utterly dependent on the
falconer. Benson remarks that “Kate is never
physically hooded, but Petruccio clearly insists
upon controlling, as any falconer would, her
sensory perceptions of light and darkness, day
and night.”'* She must deny what her senses tell
her about the time of day and instead conform to
Petruccio’s whims, just as a falcon, having been
hooded by /er tamer. Threatened with returning
home, Kate succumbs: “Forward, I pray, since
we have come so far, / And be it moon, or sun, or
what you please” (IV.vi.12-13). Also she calls
Vincentio, Lucentio's father a “young budding
virgin.”

At last, we come to Katherine’s speech on
female obedience. It consists of 44 lines of male-
favoured discourse on how women should
behave in marriage. It has been one of the most
variedly interpreted doctrinal speeches. It
contains some rather uncomfortable and

' Benson, p.192
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embarrassing passages for contemporary males
“for thy maintenance commits his body / To
painful labour both by sea and land, / To watch
the night in storms, the day in cold” (V.ii.153-
155), as well as enraging passages for
contemporary women such as “place your hands
below your husband's foot.” (V.ii.182)

All of this has resulted in that the passage
has been regularly interpreted under the all-
saving name of irony, engendering a multitude of
ironizing contemporary stage productions in
which Kate at the end usually winks at the
audience or gesticulates, implying that she does
not really mean what she says.

Here I argue that such interpretations do
not produce consistent characterization in terms
of the Katherine character despite that it is the
play’s main subversive element and her
discourse, by analogy, is the text’s major
opponent to male discourse of dominance. Such
sound interpretations cannot turn Shakespeare
into a modern feminist simply because the
assumptions of his time were not egalitarian, but
hierarchical. Interpreting Katherine under the all-
saving name of irony is not in accord with the
open and direct character of Katherine of the first
four acts but rather closer to her obedient and yet
sly sister Bianca (who, if we recall, marries in
secret).

Furthermore, if we consider Shakespeare’s
practice of presenting doctrinal speeches in his
other plays we can see that when Shakespeare
wants to set up a long doctrinal speech that will
somehow be examined, ironized, or at least
contradicted, he puts it in early in the play. Such
is the case with the divine right's speech in
Richard II, and with Ulysses' speech on degree in
Troylus and Cressida, or even the (in)famous

soliloquy of Richard III, placed, again, at the
beginning of the play, to name a few.
Shakespeare’s liars and deceivers regularly alert
the audience to their plots in soliloquies.
Petruccio does so in the second act when he
announces that he will behave as a shrew himself.
As far as Katherine and her intentions are
concerned, there is no such thing in the Shrew.
Katherine’s speech comes at the very end of the
play when nothing else can contradict it. The play
ends with Kate asserting that she will obey.

Thus, The Taming of the Shrew provides
an example of the way in which old plays can be
instructive. If one accepts the text as is one will
find a lot about the past. People did not always
act as we would expect them to do now. “A much
more plausible and realistic interpretation, in the
light of Elizabethan social power relations and
women’s subordinate status to males, would be
for Katherine to act as if she accepts the doctrine
that the speech preaches, speaking slowly,
uncertainly, thinking out what she is saying, as if
discovering the doctrine of the speech for the first
time”. (Saccio, 2009)

There has been perennial debate
throughout literature as to who should have
control in marriage. Chaucer’s Wife of Bath has
it, over five husbands, while Boccaccio’s patient
Griselda yields it in the most submissive way.
Both sexes have stated their cases. (Saccio, 2009)
The regular outcome of the plots and subplots in
Shakespearean comedy is marriage and love, the
restoration of that delicate balance which has
been disturbed during the courtship stage of the
play. Both of the plays which I discussed in this
paper end with multiple marriages. Both Measure
for Measure and The Taming of the Shrew exhibit
strong subversive female characters such as



Isabella and Katherine. Isabella subverts male
expectations when she refuses to succumb to
Angelo. Also, the early untamed Katherine tacitly
criticizes the role of wives in marriage. If
marriage is to be considered containment in the
sense that social mating practices are ultimately
controlled, then it could be observed that both
plays start in subversive behaviour to established
social practices. Katherine is ever the shrewest at
the beginning of the play, whereas Isabella acts
subversively in that she is presented to the reader
already as a nun which undermines the excepted
condition of young and beautiful girls. There are
no arguments presented in the text why she has
become a nun in the first place. Did anything bad
happen to her before she took her vows? We will
never know, just as we don’t know how she ends
up because the text does not reveal us her answer
to the Duke’s marriage proposal to her, which is
yet another subversive element, this time to the
structure of the play. The same case is also with
The Shrew. In terms of structure, the text lacks
conclusion to the induction with Christopher Sly,
which is not the topic of this paper.

Considering the elements of subversion
and containment in both plays, it is evident that
the established social practices are initially
subverted by the characters in both plays only to
end up in containment through the social ritual of
marriage. Concluding that Shakespeare employs
subversive elements in his dramatic works only
to amplify what would later be restored, I
maintain  that  subversive elements in
Shakespearean comedy serve to contain the
always already established social practices.
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Baagnmup LiBeTkockn
7KeHnckaTa cekcyajJHOCT U MAalIKATa JOMUHANUja BO Tanme 3a KyKypuzy
u Kpomemwemo na onakama

(Pesume)

OBoj Tpyx pasrieqyBa HEKOM ACHEKTH Ha JKEHCKAaTa CEKCYalHOCT M MalllkaTa JOMHHAaIWja BO
komenuute ,,TanTe 3a Kykypury™ u ,,Kporemero Ha omakarta“ ox Bunujam llekcriup. Bo koHTeKCT Ha
JBETE ApaMH, TEKCTyaJHUTE NpPUMEpH INTO 3acTamyBaaT ean3a0eTaHCKHd CTaBOBH KOH »KEHCKaTa
CEKCYaJTHOCT M Malllka JOMHHaLMja ce MPETCTaBEHW KAaKO EIEMEHTH Of €IHa MorojeMa MaTpHula Ha
COLIMjaJTHUTE OJHOCH Ha MOKTa. [lokpaj Toa, TPEeTMaHOT Ha CEKCyalHOCTa M CeKcyalHaTa eiba BO
,»aHTe 32 KYKypUTY" ce IMpEeTCTaBeHH IMPEKy ANCKYCHja 3a CIMKOBHOCTA Ha CTpacta Ha AHIIENO MO
Uzabena. EnnzaberaHCKUTE CTAaBOBU 3a CEKCYalTHOCTa M 3a CEKCyasHaTa »enla ce MpUKaKaH! MPeKy
aHaJM3a Ha CIMKOBHOCTAa BO COJMJIOKBUUTE Ha AHpeno u Ha IleTpydmo, cOOABETHO, CO IITO ce
YKaKyBa Ha ymorpebaTa Ha CIMKH OJ 00JlacTa Ha COKOJApCTBOTO KaKO METOJ 3a KpOTeHmE Ha
NOTHOW/UTPULIM, IITO C€ KOPHUCTH OJf CTpaHa Ha MAallKWTE JHUKOBM BO Apamarta ,.KpoTemero Ha
onakata.” TpomuTe 1 ja3UKOT 0 00J1acTa HA COKOJIAPCTBOTO CE MPEMO3HATINBH M BO JUCKYPCOT IITO
ro ynorpeOysa Ilerpyuno npu kporemero Ha Katepuna. Kapakrepusanujata nHa Karepuna, kako mro
ce rieia o HEj3MHUOT TOBOP 3a KEeHCKaTa MOCTYIIHOCT, c€ pasriieayBa Kako BO OMHOC Ha MPAKTUKATa
Ha Illekcriup ma mpercraByBa NOKTPUHApPHHM TOBOPHM Taka M BO IOIVIE[ HAa COBPEMEHHUTE CIIEHCKH
MOCTaBKM M TOJKyBama Ha caMUOT roBop. KoHe4HO, co oryieq Ha peckata pasiuka IMomery
enn3a0eTaHCKUTE XUEPAPXHUCKU OIITECTBEHW OJHOCH M ErajJUTapHUOT OIIITECTBEH aMOWEHT Ha
HallaTa COBPEMEHOCT, CTaTHjaTa MPHCTUTHYBAa IO 3aKIY4YOK JieKa CyOBEp3MBHUTE EIIEMEHTH BO
[exciupoBUTE KOMEIUH, HAjO3aqH, CIY)KaT 3a Jla Ce 3aApXH MPBUYHO BOCIOCTABEHOTO CTATyC-KBO
Ha POJOBUTE OJHOCH, COLMjaTHUTE MPAKTHUKH U OMIITECTBEHHOT PUTYyal Ha OPaKoT.

Kayunu 360poBu: Bummjam Iekcimp / Kporewmero Ha omakara / TaHTe 3a KyKypUTry / >KEHCKa
CEKCyaJTHOCT / Malllka JOMHHAIHja / OAHOCH Ha MOK / cyOBep3Hja / 3a1p KyBatbe.
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Review article/ Ilpeeneden nayuen mpyo

3AMUHYBABETO / HTATYBAILETO KAKO TEMA BO IOMJIAJIA-
TA MAKEJOHCKA TIOE3UJA (KE on Mane ManymeB u Kykuuka 3a
nmunu npeceanuyu ox I'oxo 3apaBeckn)

Kiayunu 300poBu: murpanyja, IoM, WACHTUTET, Miaja MaKeIOHCKa IOE3Hja, PEBONT, ITyXOBHOCT,

Mane Maymes, ['oko 3apaBecku

1.

Ha egno mpenmaBame, mpen moOBeke Of
HEKOJKY TroauHH, mnpodecopor [parn Muxaj-
JIOBCKM HM Kaka Jieka c¢ e npeBoa. M HaBucTHHa,
aKo cakame Ja riiejaMe Taka, He MOXe Jia He ce
corjlacuMe o Toa JieKa HUe, CO C¢ ILITO MPaBUME,
(ce) mpeBemyBaMe: YMHOT Ha jaJickhe € MPEBOA Ha
HCKa)XyBameTo Ha morpedara na ce 3aJ0BONH
rmaara, paborara e mpeBoJ Ha keinbara ga ce
Ouge BpeleH, CMEEHhEeTO € MPEBOA Ha pajocTa,
Tarata IOHEKOrall ja TpeBeIyBaMe BO COJ3H,
MUCIUTE BO 300pOBU, HAMEPUTE U CTAaBOBHUTE BO
7ernia, ¥ Taka HaTamy.

Ako THemamMe Ha €AeH JApYyr HayuH,
MOXeMe Jla Kaxkeme jaeka c¢ e cemuaba. Ce e
murpanuja. Mcro kako mro c€ Moxe Aa Oune
jasuWK, Koj ce mpeBeayBa Ha JpYT ja3uK, Taka U c&
MOXeE Jla Cce TJiela KaKo MECTO, Of Koe ce roara
KOH HEKOEe Jpyro MecTO: O OCaMEHOCT
MUTpHpaMe BO IPYILITBO, O Tpaja BO CENO, OX
elnHa Bo Apyra 3emja... 1 Taka HaTamy.

Murpauunte 3a3eMaarT MHOTY 3HauyajHO
MECTO BO COBPEMEHHUTE KYITYPOJIOLIKH CTYJHH, &

0co0eHO BO JiMTeparypaTa / yMeTHOCcTa. Murpa-
1yjaTa € TEeCHO IMOBp3aHa CO HWACHTHUTETOT, CO
CTEPEOTUIIUTE U CO TOJKY M3BHUKAHATA JIPYTroOCT.
dunozodpure Kun Jlenes u Demukc [arapu
VIITE Tpe] YeTUPUECETHHA TOAUHU MUIITYBaJe 3a
UJCHTUTETOT W 3a HEroBaTa 3aBUCHOCT O]
MUTPALUUTE.

Nmam Bnedatok Jieka BO MOCIEAHO BpeMe
(akTHUKaTa, ONTOPOYHA MHUTpalMja Ha JIyI'€TO
O]l HamaTa BO JPYrd 3eMjU € TOJKY aKTyelaHa
TeMa, IITO CIIO0O0JHO MOXE Jla CE Kaxke JieKa
MHOTY PETKH CE€ OHHUE IITO Ha COIICTBEHA KOXKa HE
TH TOYYBCTBYBAJIE TMOCIHCAUIIUTE OJ BaKBOTO
3aMUHYBAabE.

Bo oBa Bpeme, kora MHOTYy OJf MOHUTE
pPas3roBOpU CO OHHE KOM T'M MO3HABaM, HE IO MOE
3ajarame, Ce CBeAyBaaT Ha 3aMHUHYBame€, IO
noceruB CaeMOT Ha KHUTATa U KYMUB KHUTH O]
HaIllM MJIaJid aBTOpU. 3e10B 1eT KHuru. /[Be Oea
HallOpHU 3a YUTamke, a BO OCTAHATUTE TPU CE
300pyBallie 3a 3aMUHYBambE.
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Toa Oeme HajounrnenHo Bo Oderwe 0o
Ipuxasnu obuunu 3a ayre neoduunu on bpaHko
[pma:

Ke cu odam! — eenam cexoj nam koza
Hewmo 00HA08Op Me CIUCKa, na me gara
mpecka, 0OHampe 8pecKd, d HA0BOp HeMd
KpUK, MUpeH e Mojom JuK, npaneume He 2u
KUHAM, HUMY HA0BOP U3NENY8AM, MUPYEAM
Hamecmo 0a CKoKam, 1asam, a ou jemar,
Modpuyama Ha weno Ou ja CMeHun co
npobuer suo u ueno oeno — yeno!

U cexaxo, nuxaoe ne ooam, - Axo! — cu

sukam u ce mewam — He nu caxam da ce

cmenam, Ho ne senam: - Ke ocmanam! —

peuwtumento u xpabpo, myxy. - Mooceou u

He, Ke euoume... — JAJAHCHO ce HaAo0eeam u

HAHAOBOP NO2NEOHY8AM, d MAMY CAMO

osudicerve — Ax, Hexa oodam cume, No

ragonume!

Eme, cume odam nexade, camo jac He...

Hema mro na ce nonane. lllpanuenure Ha
[Ippa Op30 M GE3MUIIOCHO ce 3aJcHyBaaT BO
CBECTA HA YUTATENOT.

Ho, na ce BpatumMe Ha Temara.

3Haun, 3eq0B 1eT KHUTH. J[Be Oea
MOTEIIKH 32 YUTAkE, a BO JIPYTUTE TPHU, Mery
JPYToTO, Ce 300pyBallle 1 3a 3aMHUHYBabE.

Viure egHam 10o0MB BIEYATOK KA
MUTpallUUTe HAaBUCTUHA CE€ €IHA O
Hajcoodgemnume TEMU 3a JICHEIIHOBO BpEMeE:
Ce YMHH JIeKa OHHE IITO MMaaT HEIITO CHIHO
Jla KakaT 4YecTO Ce€ OHHE INTO OJaT HeKaJe.
Kako maryBamero Ja € €ICH OO pETKHUTE
Ha4yuHU J]a C€ OCTaHE CO JISTUTUMHO IPaBo Ha
rnac. Kako caMo oHHME IITO 3aMUHYBaaT [na
MMaaT jaceH MOPUB W IIBPCT CTaB 3a Jia ce

M3BJICYAT O] OapylITHHATa ¥ Off JKUBHOT
MECOK Ha TOCTMOJICPHUOT CTHJI Ha THUIITyBakhe
M Ha JICjCTBYBame, 3a Jia TO OIHMIIAT
MaTHUYKOTO JIUIIE HA )KMUBOTOT, OHA JIUIE IIITO
BO OBOj IMEPHOA O] HAIIETO KOJEKTUBHO
MOCTOCHE, MOXKEOH, HajJMHOTY U HajanaboKo
HE Jomupa.

Kora makap m on okomy ce 300pyBa 3a
TeMaTa Ha TmaTyBawmarta / Murpanuute /
HOMAaJIM3MOT BO Hallata roe3uja, Tpeda mpen
ce ma ce 3abenexum umero Ha Hukoma
Mauywupos. Cenak, MayupoB Ou ro OCTaBIII Ha
HEKOj TMOMCKYCEH TIJiac; IeliTa MU € Ja TO
CBpPTaM BHHMAaHUETO KOH JIB€ HOBU KHUTH
Moe3uja IITO MM OCTaBHja CHJICH BIICYATOK U
Kaj Kou 3a0enexan Jieka PeKy CIMYCH TOH Ce
TpeTUpa HWCTaTa TeMa Ha 3aMUHYBameTO /
NaTyBambETO / IOMOT .

Kora ce paborm 3a Temara Ha HOMAagu3MOT H
moMyazaTa MakeIoHCKa Toesmja, Tpeba ma ce
3abenexu 1 uMeTo Ha Mapuna MujakoBcka. Bo oBa
KycO n3jarame HeMa Ja Ce OCBpHaM Ha Hej3uHaTa
Moe3uja oj MpOoCTa NMpHYHMHA INITO MMaM Hamepa Ja
300pyBaM 3a (PaKTHUKOTO, TEJIECHO ,,lIPEKYTPAHUIHO™
3aMUHYBame/lIaTyBame,  JOJeKa  [oe3djata Ha
MujakoBcka, BO HajrolieMa Mepa, € IpOHM3BOJA Ha
BHATPEUIHUOT HOMAJHU3aM, OJHOCHO Ha HOMaJWU3MOT
cropen cdakameTo Ha Beke crnomeHaTHor Jlenes:
,HETIOJIBIDKEH, cKameHem npoyec... VIHTEH3UBHO
naryBame Bo Mecto. (BanoBuk-Mapkoscka; 2007:
53; Kyp3uBOT € ox aBTOpKara). McTo Taka, cmeram
JieKa € BaKHO J]a Ce CIIOMEHAT M KHUruTe Ha /lparaHa
EBTumoBa Jac cym Hekade Ha Opy2o mecmo U Ha
3Bouko Tanecku Heowcnocmu 6e3 eapanmen nucm,
Ko, Oe3 HHKakBU OTBOPEHH NPETCH3MH KOH
HOMaJM3MOT, CO CaMHOT CBOj HACIIOB, Ha JIMCKPETEH
HA4YMH TO KaHAT YUTATEJIOT /1a pa3MHUCIyBa Ha TeMaTa
Ha JICIIOKanujara.



2.

Ennata xuwura e Ke on Mane Mamnyiues, a
npyrara e Kykuuka 3a nmuyu-npeceinuyu of
I'oxo 3mpaseckn. 1 zBeTe ce objaBeHH oBaa
roAWHa, W JBETe BO HU3JaHHWE Ha AHTOJIOT
(wto ce onHecyBa N0 LUTHUPaHUOT bpaHko
[Ipsba, KONKY IITO MU € TIO3HATO, CUTE HErOBH
KHUTH ce u3januja Ha [ oTeH).

Ke ox Mane ManyiieB € cocTaBeHa O
YeTHpUECETHHA TIECHH, a MaTyBambeTo €
SKCIUTMIMTHO MPUCYTHO BO JAECETHHA O HUB.
Kykuuka 3a nmuyu-npecennuyu ox 1 oko
3mpaBecKM € COCTaBeHa OF TpHUEceTHHa
MIECHHU, a MaTyBAaKkETO OTBOPEHO CE CPETHYBA
BO OKOJIY TIOJIOBHHA O]] HUB.

Kaj Mane, ocBeH nmaTyBameTo / 3aMHHYBa-
BETO, IMOBMEYATIMBH TEMHU C€ TpajorT,
HEroBaTa HEMOCT M CTPOT'OCT, HO U KpUTHKAaTa
yrmaTeHa KOH OIIITECTBOTO M KOH HEroBarta
xunokpusuja. Mcro taka (Oapem 3a MeHe),
MHOTY € BIICYATIMBO M HABPAKAmHETO KOH
JIETCTBOTO, KOE Ce€ jaByBa BO YyJora Ha
MEpHUIIO, KPUTEPUYM, €ACH BHI I0jAOBHA
TOUKA: Bquiume 4eKOpu ce Camo 3aKIAy4eHU
cobu / 80 Kou Hema 0emcKu JHceou.

[laTyBamero / 3aMUHYBamkETO BO 30MpKaTa
Ha MaHyIlIeB HajCHJIHO TO YyBCTBYBaM BO
necHata Koea zamunysas. Co oriem Ha Toa
IITO BUPTYESITHUBE CTAHUIIA HA OBO3MOXKYBAaaT
peuricu OeckpajHa cnoboga Ha H3pa3yBabe,
Ou cakam oBaa IecHa Ja ja MperuIIaM BO
nenoct. Muciaam gexka oBa € HajyOaBata
MECHA IITO ja UMaM MPOYUTAHO BO MOCIEAHO
BpeMe.
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KOI'A 3AMHHYBAB
Ha Cama lBanoBcka

Koea 3amunysas 00 maa coba
KaKo manemu 2u u31enus Munymume
no My8nocanume SUOOBU.

Koea 3amunysas 00 moj dom
2U 3apue GaceumeHume yacosu
80 JleOeHama KIy4aiKd.

Koea 3amunysas 00 moj epao

UM ce ucmesas Ha wimpbasume OeHOBU
a eo0unume 2u 3axkonyeas 6o Bapoapom
3a 0a eu 00Hece 3aceKo2aul 8 Henoepam.

Koeza samunysas 00 maa 3emja
dexadume mpeuimea u CmMeHKAd

CO 38YKOM HA npyaume

a éexosume CmpMo21aso ce jasea
U ce npegpmysaa nood puoUmama.

Koea 3amunysas 00 moj ceem

Jja nonecog camo éeynocma

3a 0a ja 3amyoam u 3a00mam

60 S6€30€HOMO 12110 HA YHUBEP3YMOM.

[lecHata ce pa3BuBa, IJIaBHO, MPEKY IBE
u3pa3Hu cpeAcTBa: aHadopa W Tpaganmja.
Amnadopara ce cocTou BO MOBTOPYBAamETO Ha
n3pasor ,,Kora 3amMuHyBaB‘, a rpajanujata ro
OIUINYBa MPOCTOPHO-BPEMEHCKOTO O ale-
qyBamke O JIOMOT. Hwu3 oBa MmocTojaHO
HPOCTOPHO-BPEMEHCKO ,,0[3yMHpame’, MOeT-
CKHOT TJac TO ,,pa3ioKyBa™ JIOMOT Ha MeT
HUBOA, O HAajKOHKPETHO, HAajIoAPOOHO,
(coba-MuHyTa) 10 HAJIIUPOKO, HAJAIICTPAKTHO
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(cBer-yHuBep3yMm). U, HaBuCTHHA, criopex Taa
y0aBa JlorvKa, OHa LITO C€ MPaBU BO JIMYHATA
coba ce Mepu BO MUHYTH, OHa IITO CE€ MPaBH
BO JIOMOT CO YacOBHM, OHa LITO CE€ NPaBH BO
TpafoT, HU3 JICHOBH M TOIWHH, a Ha 3eMjUTeE
UM ce Opou HajuecTo CO JACKaJHu M CO BEKOBHU.
3a cBeror, ocraHyBa BeuHocTa. IIpBuTe
YeTHpHU CTpo(dhHU, OMTHOCHO YEKOPH, CO KOUIITO
JUPCKUOT TJAc ce OJjanedyBa, OIUIIyBaatT
peaTMCTUYHN KOHKPETHU [EjCTBHja CO MITO
UCHpPTYBaaT TMpaBa, cTabuiHa  HaropHa
(magonHa?) JIMHUWja MO KOjaIITO 3aMHUHYBA4YOT
ce mBmxku. Co merrata crpoda ce BoBeIyBa
MeradusnykaTta quMeHsmja. Tyka, oHaa mpaBa
JMHYja ce pa3MauykyBa U Ce€ pas3loXKyBa, WIIH,
YUTAHO Ha crienn(UYeH HauMH, CTAaHyBa €IHO
CO ,,SBE3JCHOTO Jieryio Ha yHuBep3ymotr:. Co
nocneAaHata crpogda ce MpaBH IPECBPT BO
JICjCTBUETO Ha IIECHaTa M C¢ 3aBpIlyBa CO
enHa y0aBa XepMeTHUYKa ciuKa (3asbyOy-
BameTO M 3aJOMYBalkEeTO Ha BEYHOCTa BO
SBE37ICHOTO HEOO Ha YHUBEP3YMOT).

Axo HampaBUME aHanM3a Ha JejCTBHjaTa
BO TIECHaTa, K& BHJIUME JeKa OCBEH OHOj
rmaron Bo aHadopara (3aMHHYBaB), CHTE
Ipyra nejctBuja  (M3JIENUB, 3apuB, Ce
HCMEBaB, 3aKOIyBaB, TPEIITea W CTEHKaa, ce
jaszea U ce MpeBUTKyBaa, MIOHECOB, 3aJby0amM 1
3aJ0MaM) Cce€ OJHeCyBaaT HCKIyYHBO Ha
MOWMUTE LITO NPETCTaByBaaT MepKa 3a BpeMme
(MunyTH, 9acoBH, UTH.). LlenaTa npukaszHa BO
MeCHATA € pacKakaHa MPEeKy OBa ACjCTBYBAHE
Bp3 BPEMETO, a BIEYATOKOT IITO OCTaHYBa Kaj
YUTATEJIOT BO HajrojieMa MepKa 3aBUCH O
CEeMaHTHUYKUOT Ha00j Ha CIMKHUTE U Ha caMaTa
JIEKCHKA.

Taka, BO oBaa 1mecHa (Kak0 © BO
MOrOJIEMHUOT JieNl OJ TMEecHUTEe Ha MaHyIeB)

JOMHMHUpa TeH3WjaTa: BO TIPBUTE YETUPH
cTpodH JeKcuKaTa ynaTyBa Ha HEIarogHOCT,
IPYEBUTOCT  (MYBIIOCAHUTE, BXKCIITEHHTE,
neneHara, mTpOaBUTE, HEMOBpAT, TPEIUTEA,
CTeHKaa, CTpMOrjaBo, ce jazea, ce
NpeBpTyBaa), a BO Ierrara crpoda, Ha €IHO
KOHEYHO 0cy10001yBame (IIOHECOB, 3aJ0MaM,
3aJby0am, JIEryio) ¥ Ha MPOHAOIakbe JIOM.

Ha T0j Haumn, tensujata Bo KOI'A
3AMHUHYBAB ce pa3noxyBa BO €IHa
ONTHUMUCTHYKA cliuKa. Bo npyru mecHu, oBaa
TEH3Hja YeCTO MPEMHUHYBa BO PEBOJIT, I1a U BO
OTBOpPEHA KPUTHKAa KOH ONIITECTBOTO. Taka,
ako He ja 3emeMme mnpensua AKO U CAMO
AKO (xoea 2o enymes Hcyc), moxe cno00IHO
Jla ce Kake JleKa KpUTKara Ha MOOJIIMCKOTO
OIIKpYXKyBamke € HajocTpa BO mecHata OB/[E
(necha 3a eoden Oenap): Tyka MaHyleB
HAjOTBOPEHO T0 MCKaXyBa NPE3UPOT KOH
UCTIPETYPEHOCTa Ha YOBEKOBOTO OIIITECTBO
Ha BPEAHOCTHUTE, U KOH 00€340BEUyBaHETO Ha
cCMeTKa Ha mpedoraryBameTro / oOcHpoMa-
LIYBambETO.

Yecronaty, KpUTHKaTa Ha MOOJIMCKOTO
ONKPY)XyBake€ OAM pamMoO 10 paMo Co
cebeorpayBameTo ox HUCTOTO TOa
ommrectBo. Bo AKO W CAMO AKO,
MOWHTEPECHN MU CE OBHE CTUXOBH:

axko mojom 0oeopew 300p 2u monu
cume 8awiu CaKaHu cmyoosu u Mpazosu
jac ke 2o npemonuam 3acexkozau

IlIto mMoxe &a mpaBU YOBEK CO CBOHTE
TOIUTM 300pPOBU, aKO OHOj 10 HEro (Wjiu Haj
Hero) ¢ 3ajbyOoeH Bo Mpaszor? Camo ja rH
nporoata. Mnu fa ru 3anuire.



3.

Kuwurara na [oko 3npaBecku, Kykuuxa 3a
nmuyu npeceiHuyu, € MOJCIeHa Ha JIBa JeNa.
[IpBuoT ¢ HacnoBeH Pexa, a BTOpuoT Mope.
Tyka BegHall Ha MaMeT MU TaraaT HEKOJIKY
CTUXOBH Ol €QHA OJf MOMTC OMHIICHU IICCHU
on Ao Illonos, benata Tara Ha U3BOPOT:

U pexume Ke ce CMUpam wimom 2u Hajoam
ceoume Mopurba

(Kaj Amo IllomoB mocTom TOj 6eueH
KOnHedc no oaneyunume, HO 3APABECKU U
MaHymieB, CIpOTHBHO Ha TO0a, MCKa)KyBaaT
HEMIOMHPEHOCT CO TMaTyBamero. Tyka Ha
mamMeT MM Tafa OHOj MUT CIIOpeA KOj TOpPaHo
(Bo Bpemero Ha Amo Illomor?) maTyBameTo
OuiI0 NMyKcy3, JoJeKa BO JCHEIIHO BpeMe Ce
MOYECTO Ha MAaTyBameTO Ce Tiiefa Kako Ha
HyHa npoksierdja. Ho, Toa e npyra tema.

VMam BrieyaTok jgeka kaj I'oko 3mpaBecku
norpedara on cebecrio3HaHuEe (HU3 IHIIY-
BakETO) € NpPOTHBTGKA HA YHHOT Ha
naTyBame (BO JKHBOTOT): CO CEKOja cleqHa
necHa of] 30MpKaTa, JMPCKHOT Cy0jeKT/TI0eTOT
Kako Jia J0jaBa yIITe M0 HEKOja IpTa KOH
CIIMKaTa Ha CONCTBEHOTO jac, CO CEKOj CIICACH
TEKCT JUPCKUOT CyOjeKT / TOETOT Kako Ja
caka Jia TO 3amo3Hae yurarenor co cede. Kaj
30paBecKM  PEBONTOT KOH TIATyBambETO €
OTBOPEH:

namyeam...
a 00amHua eexe
Huede He Mu ce namyed.

Kako maryBamero 1Ha ce KOCH CO
norpedara oxn cebecrio3HaHue. Tedcume Kow
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u360pom, BeNW 3ApaBECKM BO €IHA KpaTKa
MIECHA, a U3BOPOT € HAJIMK Ha KOPEHOT.

Iecuute Ha ['0kO Tewar mo mapanenara
peka-Mope / aTMaH-OpaxMaH. 3aToa, cocema e
pa3doupIMBO IITO IMOCJenHaTa I[eCHA €
CBOEBHIHA MOOyHAa NMPOTHB CEKAaKBa ETHKETA,
ma Makap ce paboTeno U 3a HecHUK.
ITocakyBaHOTO €qMHCTBO CO OpaxMaH HE TPIHU
UMUba, He TPIH 300pOBH, HE TPIU TEXKHHA,
He Tpnu 3acebHO OutHcyBame. Ortramy,
coceM € pa3OupiaMBO TOa IITO TOCIEIHATa
necHa (3aBPIIHMOT, KIYYHHOT YHH Ha
cebecriosHanne / ceOempercraByBame) €
HaclioBeHa Jac He cym, a AOCIENHO 3aBpIIyBa
coO omu u muwuHama 36o0pyea / omu u
npasHunama gaxa mecmo.

OCBeH TeMaTa HA MATyBameTo, Kaj I oko
3IpaBecKl 4ecTo ce CpeTHyBa U JbyOOBTa, HO
OCBEH TOa, YATATEJIOT € CBEJJOK U Ha OTBOPEHA
PETUTHO3HOCT, OAHOCHO Ha CHUPUTYATHOCT
KOjaIlTo ce MPETOIyBa CO MeIUuTannjaTa, Koja
ce HaceTyBa KaKO aHTHIIOJA Ha IaTyBameTo.
3Hauu, ako MaHymeB peBOATOT KOH
OIIITECTBOTO I'0 yONIaXkyBa CO MaTyBameTo, a
PEBOJITOT KOH TMATyBameTO T'O yOiaxKyBa cO
MOTJIe KOH JETCTBOTO, 3/APAaBECKU PEBOITOT
KOH TaTyBameTO Kako Ja ro OamaHcupa co
IyXOBHOTO CMHUpPEHHE, CO KOHEYHOTO H CO
MPUBPEMEHOTO MIOUCTOBETYBAHE co
Kocmocor.

Hacnpotn HaOueHnoT, CTepHUYaB MOESTCKU
u3pa3 Ha Mane Manymes, ctunor Ha I'oko
31IpaBecKy € JIeXKepeH, HCTCHYEH U IUPEKTEH.
VYnorpebata Ha cumOonM € CBeneHa Ha
MUHHMYM, OJJHOCHO PEYHCH U ja Hema. MaHe
MaHnymeB e HenocpeieH, HO KOHCTpyHpa
MOKHH CIMKH 3a Ja u3pa3H 4YyBCTBa H
cTaBOBH, nofeKa ['0ko 3paBecku HOpakaTa
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J0 YUTaTCIIOT ja HOCH Ha YHITC MOHCIIOCPCACH
Ha4ulH, BO 00JIHK Ha HCIIOBC.

4.

Nako cpeTHyBaM MHOTY CIMYHOCTH Mely
necHuTe Ha MaHymieB U 3ApaBecKd, 3a Kpaj
cakaM Jla HaBeJaM caMO TpH MecTa Ha
KOMIITO HAa MHTEPECEH HAYMH UM Ce
MOKJIONYBAaT MOETUKUTE.

4.1. Coma Crojmencka-Encesep 3a cTHIOT
Ha Mane MaHyIeB Benu JieKa € COCTaBeH H
O  CHUKU...  HAMONEHU  CO  €OHd...
npeoanoKaiunmuiHa ammocgepa Ha
Hawama cospemenocm. OBaa Ipeanoka-
JIMITHYHOCT ja TIefaM u Kaj I'oko 3xpaBecku:

He 3HaM 30WmMOo Ceé noYecmo My mapmam Ha
Hebomo.

He 3HAM 30UMO Cé NOYeCno MOIYAM,

u danu maxa mpeoa.

Ke ce Hanyuma iu 00Mos
HACKopo,
u mpeba 1w oa ce naawiam?

He 3HAM 30UMO €€ NOYeCno MOIYAM,
€€ noYecmo MudCcam,
€€ N000JI20 20 3A0PAHCYBAM 30UBOMNI.

KO 0a ce 20meam 3a Heumo.

4.2. U 3npaBecku 1 Many1ieB BO O €I€H
HaBpaT C€ OCBpPHYBaaT Ha eJEKTPOHCKAaTa
KOMYHHKanuja Mery Iyfero. 3IpaBecKd To
MpaBU TOA CO HEMY CBOjCTBEHHOT, OTBOPEH

roBOp, KOj BO oOBaa rmecHa (cwpmma @pia
jamb / 6e3 Hajasa) € u OE3MILTOCHO TUPEKTEH:

ymupame 6e3 oa 2u oojasume
concmeenume ejcoyk-npoghunu

8eYHO Ke dicuseeme 60 mpazume
wmo cme 2u ocmasgane

no sudosume u ciuKume

Ha ceoume npujamenu
Hamecmo 80 HUSHUmMe cpya

Manymes, ox apyra ctpaHa, Bo [IIECT
JIOBPU YTPA BO 06.06 nuiyBa:

mu geaam 006po ympo
Koea uckpeno me npenosnasam 6o
Lllecmama asenuja 00 expanom

3a BoJja Ha BUCTHHATa, MaHYyIIIEB CO OBUE
CTUXOBH U ce oOpaka Ha Mucnara, a He Ha
JpyT YOBEK, HO TOA HE 3HAUU JIeKa CTUXOBUTE
HE MOXXaT Ja Cce YnuTaaT M Kako Onaro-ropko
upoHH3Hpame Ha HTepHeT-KOMyHUKaIMjaTa.

4.3. Hajmocnme, kako TpeTra KOHKpeTHa
CKBUBAJICHIIM]ja BO NECHUTE Ha MaHyIeB u
3npaBecku TieqaM eqHa oonvHa, yoaBa CIMKa
TO Cce€ CpeTHyBa M Kaj obajuata. Kaj
31paBecKkH, cIMKaTa € cMecTeHa Bo Kyxuuka
3a nmuyu-npecerHuyu, MeCHaTa IITO U IO
JlaBa UMETO Ha IIeaTa KHUra:

60 aconom
najax-opoooIoOMHUK
Kpou niaHosu

3a HO8 0OM



Kaj ManymeB, cinyHa civka ce Haora Ha
caMHOT TIoOueToK on necHata HAIIIUTE
ABHOHH HE CJIETYBAAT HA 3EMJA:

Koea opyeume

He gepysaam 0eKa Hue

He 2u yousame najayume 60 Hawume coou
3amoa wmo eu ocmasame

KAKO NOMCemHUYy 3a Hauuom oom

Bo oBaa 3aemHMuka TOYKa 3a JBajuaTa
aBTOpH BaKHM CE€ JIBE HEIITA: NPBO, U BO
JBaTa W3BAJOIM JIMPCKUOT CYOjeKT / MOETOT
COYYBCTBYBa CO  IMajakoT, MW  BTOpO,
€IMHCTBEHHOT 300p IITO ce jaByBa U BO JIBaTa
W3BAJOLHM, KOJIKY CIy4ajHO TOJNKY |
WHJUKaTHBHO, € 300pOT 0oM.

S.

Bena [I'muropoBa, BO CBOjOT ecej 3a
nmUcaTelnTe, er3ujioT U, KOHKPETHO, 3a
Anekcanmap XeMOH, TO  00pasiIoXKyBa
HAYMHOT Ha KOj TMOJCKMOT mmcaten Yecnas
Munonr, u camMHOT BO er3wi, ro cdaka
er3UII0T. AKO ce CBeie Ha OCHOBHH TEPMHUHH
KOHLIENTOT Ha Muutom, er3mwior Tpeba ga ce
caru He Kako (HUKCHA cocToj0a, TyKy Kako
KOHTHHYHUPaH Tpolec 011 4eTHpH (asu: o4aj,
aKyJATypaluja, PUropo3HO CaMOHMCIIUTYBAambE,
camonpudakame. Bo cekoj cmydaj, ,,0B0j
KOHLIENT O]l / 332 IPOrOHETHOT MHCcAaTeN 3HAYH
0CIo00IyBalkbe Ha CKpuieHuom uosexk |...],
HU3 €IeH TMpolec KOjIuTO TO BOIH
MPOTOHETHOT THCATEN KOH camonpughaxare,
LITOM BeKe HeMa U3TJIe] 32 CaMOUCTIONHYBAE
(self-acceptance if not self-satisfaction)
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(Inmuroposa: 2012, 141-142, npeBogor u
Kyp3UBOT CE€ MOH).

YuTaTenoT Ha IECHUTE Ha MJIaIuTe aBTOPH
Manymes ¥ 30paBecKd o YyBCTBYBa, IPEX
ce, OyHTOT W Hempudakamero Ha oOBaa
HeraTHBHA MpETCTaBa 3a MCEICHUOT MHUcaTed.
Iloperko e OapameTo KOMIPOMHUC CO
JMCIIOKalyjara, KojalTo My ce HAMETHYBa Ha
MOETOT.

6.

[Ipamamero Ha  3aMHHYBamETO IO
aBTOMaTH3aM IO OTBOpa Npallalkero Ha
JIOMOT. Murpauujara, BO C€K0j CBOj OOJIUK, U
CO CBOjaTa CEINPHUCYTHOCT, CE IOYECTO HE Tepa
oa ro caruMe U Aa ro npudarume NaToT
kako noMm. Ilator He kako penanmja ox eqHa
70 Jpyra cMHcia, TYKy Kako CMHCia camara
3a cebe. Toa e eHOCTaBHO TELIKO, 3aT0a ILITO
YOBEK TEIIKO C€ IMOMHPYBa CO TYroTO, a
KaMOJIM CO  CONCTBEHOTO 3aMHHYBAambe.
Otramy, HE € JIECHO YOBEK /1a PEILH J1a aTyBa
WM, KOHEYHO, nJa cu 3amuHe. On japyra
CTpaHa, TaK, C€ YHMHH JeKa CTaHyBa C¢
MOTEIIKO J]a CE€ OCTAaHE M J]a C€ OCTaHE YOBEK.
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Zivko Grozdanovski

Leaving / Traveling as a Topic of the Young Macedonian Poetry (WILL by Mane
Manushev and House for migrant birds by Gjoko Zdraveski)

(Summary)

The act of moving abroad of young people from Republic of Macedonia is a phenomenon that
gradually acquires frightening dimensions, and thereby becomes hot topic in the poetics of a
fraction of the young Macedonian artists. This text has the intension to attract reader's attention
towards young poets Mane Manushev and Gjoko Zdraveski and their books of poetry (WILL and
House for migrant birds, respectively).

The most impressive assertions in Manushev's WILL reflect criticism (at times sharp, at times
resigned) towards the hypocrisies in nearby society, modern society and especially in the city, the
revolt against the materialistic order of things, and the leaving as a way towards a refuge. However,
the reader of Manushev's poetry can also sense the author's rebellion against the act of leaving, and
his urge to "revisit" the childhood.

Gjoko Zdraveski's house for migrant birds is divided in two sections, and the poems "flow"
towards the final act of self-identification. The central point of interest is traveling, often
involuntary, imposed by the order of things in life and society. Zdraveski's discourse is plain and
essential, though, the poems are very often veiled with distinct spirituality that opens a
metaphysical dimension.

Key words: migration, home, identity, young Macedonian poetry, revolt, spirituality, Mane
Manushev, Gjoko Zdraveski
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PROTONISM, HARMONY AND GLOBALIZATION

Key words: protonism, harmony, aesthetics, globalization, deconstruction, intercultural hemeneutics

Since one of the most influential
aesthetics Immanuel Kant (according to Gadamer
,»the scholar who linked rationalistic and
empirical philosophy with metaphysics ), artistic
(literary) work will be defined based on the
function that is of the system assigned through
already seen code. The artistic (literary) work is
defined as a aesthetic object —a construction / link
between material and spiritual /form and content
*. According to Cant , the aesthetic object means

" Deconstruction (art-science) of Cant in setting the
aesthetic object , we explain it through Suvakovic’s
table - : difference : art (tendency for aesthetic
ventures / emotions and intuition / specify / visual or
audible communication / evocative / valued
discontinuity with the tradition ) and science (
tendency for knowledge and understanding / thought /
normatively/normative communicational text
/exploratory / making system values with the tradition
); difference: art-science : creativity / changes and
innovations / use of abstract models for world

,hon-interested likeness” that is ,one goal
without a target “ / ,.finality without an end”. Its
logic is a result of its function which motivates
the recipient of the reaction in a relation to a
construction (G.Kaller) or composition that is to
say chaosmos (G. Delleuse).

,For Cant and the other theoreticians,
aesthetic objects have ,,finality without a goal
... There is a finality in their construction: they
are made so that their parts to function mutually
and to reach an end. But, this end is the art piece
as it is, pleasure motivated by the art piece, and
not a goal outside of it . This practically means
that if a text should be considered literary, we
should take into consideration the contribution
of its parts towards the effect of the whole ,
without taking the text as firstly made for

understanding /ambitions to create works which have
universal value . (Suvakovic, 2007: 49)
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reaching a goal , as it is the goal to inform us or
to persuade into something* (Caller, 2012: 54)

Literature uniquely functions in its own
made own system, which is being functional
through aesthetic codes: artistic / non - artistic,
beautiful / ugly, appropriate / inappropriate,
harmony / disharmony etc . That is, the aesthetic
is given objectivity , deconstructive paradigm of
the world. The aesthetic object or a picture ,
contains the following contents : in itself owns
the composition created through geometrical
parameters which build ideals shapes and forms ,
presentation of the universal being of the world,
to exist , expression of the eminent necessity and
awesomeness of the artist. Art is the product of
endless subjective series, through final means of
the material takeover, that is to say art is
impersonal production of the truth, ,process of
truth which is audible and sensitive . (Badiou,
www. 16beavegroup.org/journalism/archives/000
6.php.)

From the functional ncessity is to appoint
the thoretical paradigm definition of openness of
the artistic (literary) work, that is to say for
postiive value — conscientious freedom of the
recipient. Through a case like that, G. Dorfless
would say ,,The eulogy of disharmony*. (Dorfles,
1991) From here the Goug’s statement, ,,that the
novel is the art of the eternal chaos, or the

" There are different theoretical paradigmic definitions
in defining the artstic work : ontological definition,
quasi- ontological definition , formalistic definition ,
intentional definition , open art work , art world ,
institutional theory of art , conceptual art, textual
definition. Through paradigm theories is set the status
of the art work .

Delese’ statement, ,,the composition of the chaos
— chaosmos® is functional in the sense of the
perception of (dis) harmony of the work (funny /
boring, tragic / comic ) and the relative
possibility of the conscience, to change the
situation. To the contemporary recipient the
chaos is the emanent, for him 1is more
entertaining and trivial because it faces with the
globalization which offers that kind of effect.
That is why they like more the cartoon series The
Simpsons than the novel Anna Karenina, because
for the recipient in the time of the globalization
more entertaining is comic — disturbed harmony
(disharmony which is more easily accepted due
to a rich humor filled with fast information for
daily uses and due to a position of the comic
point of view which is above, from the God’s
position), than the tragical and the awesomeness
(search after harmony, perception under who
fatigues the contemporary recipient) of Anna
Karenina. However, literature is non-thing and
the probability of risk cannot exist and that it it
can be consumed gratia sui. U. Eco is right when
he says:

., They tell me that there are some digital
hackers — and, who haven’t read any books , and
now , through e-books have reached the figure of
Don Quixote and they have consumed it . If next
generations would succeed to have good
(physical and psychological ) relationship with e-
book , than the power of Don Quixote will never
be lost in its intensity “.. (Eko, 2007: 8)

In the function of the above mentioned,
we assign the globalization , the phenomenon
which in the last twenty years , makes a
tremendous progress. The dilemma is raised, is



the globalization process triggered by the living
dynamics or it is well thought project?

., through which humans are integrated
in a world society / global society,,. (Albau)...
., Globalization leads to crystallization of the
wholeness of the world as one place where the
global humane conditions are made and the
conscience of the world as it is . (Robertson)...
., Globalization is to intensify social relations
which connect distant places , in a way local
events shape events which are performed
kilometers away or vice versa“. (Giddens)
(Kalanj, 2004: 23)

Deconstructive interpretation of the
abovementioned quotes, paths towards the
thought to face with a unique new phenomenon
which asks for a Copernican’s turnover, because
it is obvious that globalization is the basic
insignia of the world which we live or as it
claims Giddens, ,,it changes the structure of the
way of life, and that from the root . Through a

According to the magazine The Economist,
globalization is an excellent consumed word in the
end of the twentieth and beginning of the twenty-first
century. So far, any other word does not link
(phenomena, people cultures, territories) as the word
globalization. In order to have a clear picture of the
effect of the globalization, we will use with the
following definitions and interpretations:
,,Globalization is not a modern phenomenon, we are in
its third version. Globalization 1.0 is the one from the
contact of the nations who was started by Christopher
Columbus and ended in the beginning of industrial
revolution. Globalization 2.0 which covers the period
from 1800’s until 2000, is the one of the companies
which during the growth of the economy, distributed
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situation like that, art (literature) is interactive
and eruptive with the processes of globalization.
The referential meanings and values of the
globalization, in the framework of a specific
artistic (literary) work, can be interpreted only
through the parameters and needs of the
artistic(literary) code / system. It is known the
pragmatic, that any given functional system
cannot be replaced with another one. Literature
exists only in the literary system. Protonism is a
kind of theoretical interpretative pragmatic on the
literary text, which respects the logic of
theoretical system. Protonism on the concrete
literary text, is realized through following
principles: truth, research, restitution,
protonismotics and ethics. Through five
principles the text interpreter / critics, must
respect the code called quadrant equation, with
the goal through perception to reach the essence
of the text — proton plus, the first pleasing effect,
the spontaneous energy of the matter.

,, Protonism encourages us to find the
positive values in the text. Marinay created
protonistic theory, with the tendency to express
positive elements of the literary text which are
part of universal natural laws*. (Walker, 2013)

their products through whole planet. Globalization 3.0
is current one, globalization of the virtual universe,
who put into disposal of each person information
sources of the planet and that with one click of a
mouse. If you do not understand the globalization, you
do not understand nothing from this world,,. (Thomas
Friedman )... ,,Globalization is similar with the train
with high speed, in which all world countries must
construct specific platforms in order to get in,,. (David
Dollar )...,,Globalization is inescapable and unreturned
process,,. (Zigmund Bauman ) (Civici, 2009)
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Protonism as a new theoretical setting
and also step, is trying to reveal the pleasant
positive effect of the given artistic (literary)
work, at the same time to prove the essence
/aesthetic of these work available for next
generations which will come. That is also
essential marking, because during the increase of
electronic readers (e - readers) and electronic
books (e — books), nowadays anyone can publish
and distribute a book through electronic step
(download). Today in the era of globalization,
everyone can distribute books , some of them
with disputed aesthetic values, protonistic theory
is just a brave try in search of the essence of
given aesthetic object — aesthetic (universal)
values. From here comes the value of protonism
(as a theory and practise), in a globalized world
where all values are ruined, to open the path
towards positive conscience — search after the
aesthetic, after eternal values of the aesthetic
object. The positive effect that is to say positive
values which are get stronger in the protonistic
theory and Marinay’s philosophy, take us to the
essential category of the aesthetics — harmony.

Deconstruction of aesthetics / harmony

Why Heideger has chosen the form Da —
sein? Because the form Da — sein, functionalizes
deconstruction (difference which links). That is
very important for modern thought, because
motivates the onthological decay of the structure.
There comes the leaning point of his modern
thought: Da — sein, does not refer only to a
human being, but also to the kind of existence of
human being. Maestrally, emphasising the
deconstruction between the being and the
existence , this word Dasein would divide with a
dash in-between Da — sein, to mark the sum ,,to

be there (here) “. Da — sein is an entity without
essence, the essence of Da — sein, is found in its
existence .

»,Da — sein is a possibility of the
wholeness ...it is not predefined and real , but the
possibility of different forms of existence . Da —
sein is set free in the world, to define its own
essence”. (Invood, 2007: 35)

Object of thought is the Difference as it
is, which Derides form the position of a critic of
the structuralism and from the beliefs from the
lectures of Heidegger and Nietzsche, developed
the form Da — sein through the term La
differance (difference — difference which links),
with which he broke the ontological thought.
From here, Nietzsche favoring the cult of
Dionysus, is the first one who triggered the idea
of a human without a conception and the world as
a unlimited space for game.

»dearch for conception looks like search
for specific geometric figure (cone), in which all
differences, all dispersions , all discontinuities
would sum up in creating of a unique point from
the identity of the same untouched figure . (Eco,
1996: 25)

In the function of  Derides
deconstructivism to say his logic ,,difference
which links,,, as facts we set two paradigms of
Deconstruction or intercultural hermeneutics:

The first paradigm of the intercultural
hermeneutics is Mike Baal’s theory:

Mike Baal defines her concept for
migration aesthetics as an intercultural relational
aesthetics of correlations. In her project under the
title Migration aesthetics (,accepting the thesis



»Seeing means [ exist“ or ,,To be means to be
percepted®, she through the sum ,value of the
face, that is facing established the three acts at
the same time : facing literary is an act of seeing
someone else in the face; facing and making a
relation with something which is hard to be left
behind through seeing his / her face, instead
through his / her negation or suppressing him /
her: facing means entering the relationship and
accepting the need for a contact with the other
one, as a condition to maintain life .

,Facing implicates that I am watching
you, meaning that we exist . (ban, 20006).

Intercultural aesthetics of Mike Baal is
deconstructive, because transferred into picture,
the tragedy of the three mothers (the tragic is
defined as a lost harmony) from different cultures
who lost their children in essence is
deconstructive, because their difference (facing
the other), links the pain. The process of linking
is happening which is done through senses. This
kind of theoretical, intercultural and theoretical
setting from Baal, in essence notices the
deconstruction of the aesthetics.

The second paradigm of the intercultural
hermeneutics The harmony of Ming Xie: Having
in mind harmony as a universal principle of the
aesthetics ( harmony of linked senses or the
principle of music technique, combination of
score parts, the counterpoint of motives ), The
harmony of Xie as transcultural and universal
value, is realized through intercultural
hermeneutics, that is to say through intercultural

" Let’s clearify, when we talk about hemeneutics , we
understand the pragmatics of Gadamer in which he
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dialogue and understanding. Accepting the Greek
concepts for harmony (the symmetry of opposites
— Anaximander, unifying and plurality of
existence — Parmenides) also and Taoism of
Chinese tradition and possible influences over
European anthropocentrism, is the essence of Xi
text who asks for reinforcement of the conscience
for the harmony through wholeness — critical
humanism in relation towards the other and
nature .

, The planetary harmony is against
positive criticism of anthropocentrism. We
humans, can set our position in a superior, but
that does not mean that we are the lords of the
nature . Our task is self —critically to harmonize
our internal with external needs. [ support
Montaigne. To live in accordance with natural

proportions*. (Xie, WWW.
theberendelfoundation.com)
With the mediation of intercultural

dialogue divided partially by many theories and
globalization tendencies (economic, cyber,
political), intercultural perspective of humanism
can be put in function of building the harmonious
world through affirmation of cultural diversity.
Ming Xie offers a bold solution, and rational
through risen conscience for harmony (which
excellently distributes art) to accept intercultural
agreement (not the FEurocentric), because
globalization imposes as a unique imperative.
The harmony of Xie understands, interprets and
tries to functionalizes not the global uniformity ,
but unity in the difference, I would say a unique
deconstruction of harmony in the cultural
plurality.

includes ( melts) even the aesthetics, except ethics,
politics and religion an others.
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Adpum A. Pegenn

IIpoTonn3am, XapMOHHja u TI00AIM3ANHja
(Pezume)

YMmerHOCTa (KHMKEBHOCTA) € MHTEPAKTUBHA M EPYNTHBHA CO MPOLECUTE Ha riiodann3anujara.
PedepentHute 3Hauema W BPEIHOCTH Ha riodanu3anujarta, BO paMKUTE Ha OIPEACHO YMETHHYKO
(KHMDKEBHO) [1eJI0, SAMHCTBEHO MOXKAT Ja C€ MHTEPIpETUpaaTr MpeKy HapaMeTpuTe M MOoTpeduTe Ha
YMETHUYKUOT (KHMKEBHHOT) Kof / cucteM. [lo3Hata e mparmara, neka HUTY eleH (yHKLIHOHAJICH
CHCTEM He MOXE JIa ce 3aMeHYyBa co Apyr. KHMkeBHOCTa TOCTOM €IMHCTBEHO BO KHM)KEBHUOT CHCTEM.
[IpoToHM3MOT € enHa TakBa TEOpUCKAa WHTEPIpETaTUBHA IparMa Bp3 KHIDKEBEH TEKCT, ,,KOj ja
MOYUTYBa JIOTHKaTa Ha TeopHjaTa Ha CHCTEMOT,,. MMajku ja BO mpenBua XapMOHHMjaTa Kako
VHHBEp3aJieH MPHHLUI Ha eCTEeTHKaTa (XapMOHHWjaTa Ha IOBpP3aHM CETWIa WM NPUHLIUIOT Ha
My3W4KaTa TEXHHKa, KOMOMHaIMjaTa Ha AENOBUTE HA MAPTUTYPHUTE, KOHTPAITyHKTOT HA MOTHBHTE),
Xapmonrjata Ha KcH Kako TpaHCKyITypaJHa M YHHBEp3alHAa BPEAHOCT, CE pealu3upa IpeKy
WHTEPKYJITypHaTa XEPMEHEBTHKA, OJHOCHO HWHTEPKYITYpHHOT aAujaior u paszoupame. Co
MOCPEACTBOTO HAa MEIYKYATYPHHOT IHjaJIOT Maplyjaliu3upaH Of MHOTY TEOPUHM M TEHICHIUH Ha
rmodanu3anujata (EKOHOMCKa, WH(POPMATHYKa, TOIUTHYKA), WHTEPKYJITypalHaTa TMEPCHEeKTHBa Ha
XyMaHH3MOT MOXE Ja c€ CTaBM BO (yHKLIHMja Ha TpageleTO Ha XapMOHHYHHOT CBET MpPEKY
adupmanrjaTa Ha KyJITypHATa pa3HOIUKOCT.

Kayyau 300opoBu: TpoTOHM3aM, XapMOHHMja, €CTETHKa, rioldanu3anuja, JeKOHCTPYKIH]ja,
WHTEPKYITypHa XepMEHEBTHKA






Banentnana MupoHcka-XpHCTOBCKA

117

811.163.3°272:323.1(=163.3)
Original scientific paper/HU3eopen nayuen mpyo

JABUKOT U MAEHTUTETOT

Kiyunu 300poBu: HICHTUTET, ja3UK, HallMja, MAaKEIOHCKH, Ipepoada

Wnentudukanmjata Ha 4YOBEKOT, NETETO,
3all0YyHyBa CO NPBHOT IUIAa4, KOj BOCAHO € H
noyeTHaTa KOMyHHKauuja co apyrure. Cremysa
pa3BojoT BO KOj, 332 PENaTUBHO KPaTKO BpeMe,
Tpeba Oa TW COBIaia CeTWiiaTa, MOTOpUKaTa U
roBopotT. [lputoa merero HajMHOTYy pearupa Ha
HAIIMOT TOBOP, MPEKy KOj ce y4u mTo Tpeda aa
NpaBy, a CleAyBaaT U HETOBUTE MPBUYHU OOHMIH
na HE nHQOpMUpA 3a CBOUTE NOTpedu. Paznmkarta
Mery CHTE POICHUMEba € TOKMY BO Pa3IUYHUOT
TOBOP €O KOj Tro 3alovyHyBaaT IOXOXOT BO
KHUBOTOT, BJIE30T BO CBETOT HA BO3PacHUTE.
Herero ja 3amodHyBa KOMYyHHUKaljara co
MajUUHHOT ja3uK, CO jasHUKOT LITO € KIyY 00
Jicene30 U 4enuk, Koj Ke 20 omeopu He2080mo
cpye.

Knydor Ha Hamero moctoeme € TOKMY
ja3WKOT. JasukoT e HammorT wujaeHTturer. U
Ja3MKOT W TEPMHHOT HMACHTUTET HMaaT Joira
uctopuja. TepMUHOT HIACHTHTET IOTEKHYBa O]
JATUHCKUOT 300p idem, KOj 3HA4M MCTOBETHOCT,
HEMPOMEHIIMBOCT M KOHTHHYUTET, a KOj CTaHyBa
nomyiapen nypu Bo 20 Bex (Mapmain, 2004:155).
Ke 3a6enexam jieka, II0Kpaj HETOBOTO MPBHYHO

3Ha4Yewe, BO MOBEKETO TEOPUH 3a MICHTHTETOT,
TOj ce cMeTa 3a TPOMEHJIMBAa KaTeropuja.
3a0eneKuTeHo € U ITO NpU KIacu(QUKaAIUUTE 1
CTPYKTYPHPAETO Ha UACHTHTETOT, BO TEOPUUTE
3a HEro, KOJKy W Jla c€ TPrHyBa Of pPa3Iu4HH
MEpPCIEeKTUBU, CUTE UMaaT eJHa 3aeJHUYKa Of-
penHuna — jasukoT. IlcuxoauHaMuykarta Tpaju-
UMja HA WAGHTUTETOT TJiela Kako Ha Tpouec
,JIOMPaH BO jagpoTO HAa HMHIWBHUAyaTa U BO
jaIpoTo Ha HEroBaTa WJIM HEj3MHATa 3acAHHUYKA
Kyamypa; 3a COLMOJIOIIKAaTa Tpaauluja HICHTHU-
¢ukanMjaTa € mpouec Ha UMEHYBambEe U CMECTY-
Bame Ha ce0ecH BO COLMjaIHO KOHCTPYUpPaHU
KaTeropuu, MpH LITO LEHTPaIHA MOJI0kK0a BO TOj
npolec HuMa ja3ukom; CTPYKTYpaJIM3MOT |
MOCTCTPYKTYPaIU3MOT MOCHIIHO ja HarjacyBaaT
KOHCTHUTYTHBHAaTa WJIN 1a00KO (opMaTHBHATa
yJora Ha ja3ukom W TPETCTaBUTE BO CO3/aBa-
BETO Ha MAEHTUTETOT (uctoro:156-157). Ucro
Taka Kora ce 300pyBa W 3a WHIMBHAYaJHUOT,
TPYITHUOT U KOJIEKTMBHUOT HICHTHTET, CEKOTall
€ HMCTaKHAaTO: ,,CBOEBOJHO IIOHCTOBETYBAE CO
HEKOja eTHWYKa Tpyma, 3acHMLA WIM Haluja“,
LITO HY JIaBa MPaBO MOBTOPHO Ja ja UCTaKHEME
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oflpeAHUIaTa — ja3WKOT, OHMJIECJKH KONKY M Ja
UMaaT pasIMYHOCTH TPHUMAIHHUIUTE Ha OBHE
KaTeropuy Ha UIEHTUTETOT, Cellak HUB T Bp3yBa
€IHO HEIITO, a TOA € ja3HKOT, KOj € OCHOBHHOT
YMHWATEN Ha KOMYHHKaldjaTa BO THE TPYIH,
3aeHUIM U HapOAW, HA HUBHUOT uaeHTurer. [la
KOJIKY U Jla ce MEeHyBaaT ApPYIMTe CErMEHTH Ha
HAIIMOT UACHTUTET, ja3UKOT € HAIIUOT Oener, Toj
¢ pyHIaMEHTaTHUOT YNHUTEN Ha OIIITECTBEHATa
BpCKa, Ha KYJITYPHHOT WACHTHTET HA €IHA 3ael-
HUIA U BOOIIIITO Ha MACHTUTETOT. [leka jasukoT
W MICHTHUTETOT 'O MPETCTaByBaaT CIUICTOT Ha
HAIIMOT MICHTHTET, HaofaMe MOTBpIa U BO
WHULMjaTHBaTa WTO Oemie crpoBeneHa Bo 2008
rojvHa, koja Oelle mporjaceHa 3a ToAWHA Ha
KyntypHata pasHonukocT Bo EVY. Ilpormacy-
BameTo Ha [omuHaTta Ha jasummre, 2008, of
crpana Ha OH, Germie co TeHAeHIIMja TOKMY Ja ja
3aCHIIM U J1a ja pa30yau cBecTa 3a YHUKAaTHOCTA U
BpPEJHOCTA Ha ja3U4HATa Pa3HOJIMYHOCT M Ja ce
BOOYM Mely3aBHCHOCTa Ha ja3UKOT, KyJITypaTa U
UAEHTUTETOT. BO 0BOj KOHTEKCT Ke o ClIOMHEME
u 21 ¢espyapu, nporiacer ogx YHECKO kako
JeH 3a onbenexyBame Ha MelyHapOOHHOT JcH
Ha jasWIUTe, OJHOCHO JAEHOT HA MAajuuHUOT
jasuK.

3a 3HauUCHETO Ha ja3UKOT ke ro 3alde-
JeXaM M MHUCJICHETO Ha WTAUjaHCKUOT aKaje-
Muk Hyno MunwucH, ko] HCTakHaJ JeKa HOPMU-
pameTo Ha OApEeAEH ja3WK MpPETCTaByBa ja3uucH
(akT YMMINTO KpajHu LETd HE Ce caMo Of
jasuuna mpupona. Cropea HEro ja3uKOT IpeT-
CTaByBa CTaOHMJICH MOJEN 32 aJMUHUCTPATUBHU
JOKyMEHTH WX (opMajieH Hjaean 3a KHHKEBHO
TBOpEHE, OTHOCHO JieKa NPEeKy HEro ce Imocra-
ByBa 3aeJHUYKA HOpPMA 3a [EJIOTO OMIUTECTBO, BO
KOja Ke T'o IIpeno3HaBa CONCTBEHHOT HAIIMOHAJICH
uaenturer. Co NporiacyBameTo Ha roAWHATa Ha

jasunuTe Oelie MmocTaBeHa CTpaTerwjara: ga ce
WHULHPA TMPOYYYyBamkeTO, MPOMOIMjaTa W 3all-
TUTaTa Ha CUTE ja3ulld, 0OCOOCHO HA OHHE Ha KOM
UM Ce 3aKaHyBa OMAaCHOCT O]l MCUE3HYBame, CO
LeN J1a He J0jJe J0 Toa, OUICjKH ja3UKOT € Jei
Ol WACHTHTETOT M KyITypaTa Ha JyreTo u
Haponute. JlejBua XHKC, TJIaBeH YpEAHUK Ha
Jyponenr, wHpOpMaTHBHA areHudja 3a MalH
€BPOIICKH ja3WIIH, HATJIACHII JIeKa ja3udHaTa pas-
JUKa € Jel ol OMOJIOIIKaTa Pa3sHOIUKOCT U JI0-
KOJIKY MCU€3HE HEKO] >KMBOTWHCKH WM pPacTu-
TeJIeH BUJ, TOa € JIOIO 3a IUIaHEeTaBa, HO aKo
WCYE3HAT HAIINTE ja3UlW, U IOTOA OCTAaHAT CaMO
TePMaHCKUOT, (PAHIYCKUOT, aHTIUCKHOT |
KHHECKHOT, CBETOT OCHPOMAIyBa.

Ja3sMKOT € OCHOBHHOT, »XHBOTBOPHHOT
eIeMEeHT Ha enHa Hamnuja. Bo kareropujata
MOCTOjaHOCT, OIHOCHO BO OecKOHEYHOCTa Ha
MPOCTOPOT ¥ BEYHOCTA HA BPEMETO OM TO Jaaaia
W jasukoT. bupaejkm, Kako ITO KpajcTBarta
OTICTOjyBaje M IO CMPTTAa Ha KpaJloT, Taka H
JA3MKOT KHMBEE 10 CMPTTa Ha YOBEKOT. Ja3WKOT
HU3 BEKOBU TO OBO3MOXYBa KYITYpHHOT H
BOOMIUTO LIMBUJIM3ALKCKUOT Pa3Boj Ha YOBEKOT.
Hwu3 BexoBm e co3aaBana yMeTHOCTa Ha 300pOT —
JIUTepaTypara, BO KOja € MpeciuKaH >XHUBOTOT,
ncuxaTa, UCTOpHjaTa, oOMYauTe, AyXOT Ha €leH
Hapol. Ja3WKOT HU3 BEKOBH I'o0 TKae MHJIjETO Ha
HalaTa KynTypa, Tpaauluja u orcrojoa. Toj ru
NpeKUBYBa M TEPOPHUTE, M TEHOUUIHUTE, H
BOJHUTE, W HyKJIeapHUTE OOMOH, U NPUPOIHHUTE
KaTakin3Md. Bo 0BOj KoHTekcT ke ro 3alerne-
XKUMe Muciemero Ha Maruja beukoBuK Koj
3a0enexan zexa 3a Bpeme Ha KocoBckara OuTka:
,»JA3UKOT € eNMHCTBEHOTO ITo Ha KocoBo He e
MOKOCEHO, OWAEjKH jasMKOT HE TOpH, HUTY ce
TOIK, HE MY MOXaT HHUIITO HU CEYMBaTa, HU
onoBoto™ (Beckovi¢, 1989:1).



W nHaBucTHMHa, 4yIOTBOpHA € MOKTa Ha
jasukor. '0BOpOT € ciuka Ha MHIMBHIyaTa, Ha
KOJIEKTHBOT; ja3UKOT € OrJiellayio Ha KyJlITypaTa
TpaIulMjaTa; TOj TH OTCIUKYBa JyI€TO M CBETOT
BO KOj ’KHMBEaT, I1a 3aT0a aKO U3yMpe HEKO] jasuK,
HEMOBpaTHO M3yMHpa W enHa KyATypa, exHa
HanMja. A Bpckata Mefy jasMKOT W Halujara,
OJJTHOCHO HHMBHATa CIIpera ce 3alBpcTyBa Bo 19
BEK, CO CO3/1aBa-ETO Ha HAIMWUTE U JPXKABUTE.
[loronemMuoT Aen Of HAMOHAIHUTE ja3ULH, KOU
JIeHeCKa ce CTa0MJIHM | H3rjefaar LBPCTO
BKOpEHETH BO KyJATYPUTE HA EBPOIICKUTE HAPOIH,
Onse HOpMUpPaHU AypH BO TeKoT Ha 19 Bek. Tue
Ouie ,W3BJICUCHU OF MAarjMBUTE JOMEHH Ha
HapOIHUTE TOBOPHH ja3uUU‘ W OWIIe ClieaHH BO
crpora (opMa Ha rpaMaTH4KH CTaHIApAU3HpaH
mutepatypes jasuk (Sulce, 2002:118).

3a HaIMOHAJHUOT ja3HWK CE CMeTa JieKa €
apOUTpHpaH W JAeKa TOj IpPETCTaByBa KOMYHH-
KallUCKO CPEACTBO 3a HalMjaTa M HEj3SHHHUTE
BTEMEITYBa4M, OJHOCHO JeKa € aBTEHTHYCH
MPOM3BOJ, HA HALMOHAIHUOT AyX M HajBakeH
KOHCTHUTYEHT Ha HamujaTa. OKOIy MHCIEHETO
JIeKa ja3MKOT € HAallMOTBOPEH YMHUTEN Biajeena
MOJENCHOCT YIITE Off aHTHMYKOTO Bpeme. Torarmr
Ouia HampaBeHa CaMO TEPMHHOJOLIKA THCTHH-
KuWja Ha Oapbapu — CTpaHUM, Ty[HHIM W Ha
cantrario — TEePMHH CO KOj Omiie 03HaYeHU OHHUE
mro He Owne Oapbapu. Opm napyra crpaHa,
AQHTUYKHTE MUcaTenn Ouie CBECHU 3a 3HAUCHETO
Ha ja3WKOT 3a HalujaTa, HO He OHJIe CBECHU JieKa
€ ¥ HAIMOTBOPEH YHMHHUTEN, KAaKO IITO HHU BO
Pumckoto LlapcTBO, HM BO CpemHMOT BEK HE C€
MOKJIONyBaJie ja3UYHaTa, CTHUYKAaTa U IpyKaBHaTa
rpanuna. 11 Bo caMHOT JTaTHHCKH ja3HK, OCBEH
rparaHCKUOT, KITAaCHYHHUOT (urbanus), ce pa3Bui U
BYJITAPHHUOT, CEICKHOT (rusticus) jasuk of Koj
HacTaHalle POMAHCKHUTE ja3WLU: UTAJHMjaHCKHUOT,
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(paHIyCKHOT, ILIMAHCKUOT, MOPTYTaJCKHOT,
POMaHCKHOT, KO TOJOLHA CTaHaJle HallMOHAIHU
jasunu. Kako mpumep 3a HecurypHata BpcKa
Mery jasukorT u Hamujata Illynng ja mocouysa
cocTojbara ox 13 Bek mpH yIUCOT Ha CTYJEHTHUTE
Bo [lapu3 wmm bonowa, Koum ce 3amuiryBalie
CIOpeA ja3WKOT ITO o 300pyBasie, a HE MO
MECTOTO Ha parame, 1a IOoCToeNa rajcka Hauuja
BO Koja ce BOpojyBasie: WMrtanujanuure, Illman-
uuTe W ['punre; HOpMaHIUCKA HalHja; BO
anriauckata Owmne u ['epmanuute, [lomjauwmre,
CkaHguHaBUMTE, JOJCKa BO MHKApAWUCKATA
HalMja ce BOpOjyBajie OHHME LITO TOBOpEIE
UCKpUBEH (ppaHIlycKku ciudeH Ha OypryHICKHOT,
HOPMaHJUCKHOT M BaloHCKUOT. CTO TOIUHH
nojonHa YHuBep3uteror Bo Opnanmo Oun
nogenen Ha 10 Hamuu: ¢paHIycka, HOpPMaH-
JMCKa, MUKapAHWCKa, aKBUTAHCKA, IIAMIambCKa,
JIOTApUHTUCKA, TYpeHCKa, OypOOHCKa, IIIKOTCKA,
nation germanique BO Ko0ja criaraie CTyIeHTU Of
Ceeroro Pumcko IlapctBo, Iloncka, Amnriuja,
Hancka, Urtanuja, Janmanuja. Ho Bo 1328 1. BO
[Mapus gomwio no cyaup Mery CTyIEHTUTE, Ta
Oxcdopl ro HAMYIITWI OBOj MPUHIMII TOPaAX
MOCTOCHETO Ha ,,CONCTBEHA rpymna’ u ,,CTpaHCKa
rpyma‘“. CIu4HO OWJIO M CO MONUTUYKUTE HAIUU
BO CPEJHHOT BEK M HUBHOTO YYBCTBO 3a ,,HUE
ITO Ce pa3BUJIO BO cpeabaTa cO CTpaHLHTE
(uctoro:82).

Bpckata wMery jasukoT W Halujara,
OJJTHOCHO HMBHATA CIpera ce yrouHyBa Bo 19 Bek
CO CO3JaBalkbEeTO Ha HAUWUTE M JpPXKABHTE.
Konuenture Ha napkaBUTE W HAaIMHUTE IPET-
CTaByBaaT KYJITypHH W MOJUTUYKH MPOEKTH, KOU
HacTaHaJle BO TEKOT Ha €BPOIICKaTa MCTOpHja U
KOH 3aeIHO cO Hea ce MeHyBaiue. [locTrojaT HHU3a
pasnuyHyd JepUHULNH, KIACH(PUKALUH: CIOpeN
eIHU, Ap)KaBaTa ce OApeayBa MpeKy Ap>KaBHATA
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BJIACT, Jp)KaBHAaTa TEpUTOpUja H OPKaBHUOT
Hapon (3a mro Lynme cmera fgeka e HeJOBOIHO),
J07icka BTOPOTO MHUCIICH-E ja ONHINYBa HaIHMjaTa
KaKo CYBEpEeH HapoJ WIIN KaKo ja3UYHO-KYITYPHO
enuHCcTBO. Bo MUHATOTO HAa HApOIUTE Ce IIIeAaIo
KaKo Ha KJIaCHHU WJIH OJIaropoJHUYKH HALIUH, & OX
18 Bek ce 300pyBa 3a Miagu, Hapoauu Hauuu. Of
BTOpaTa MOJIOBMHA Ha 19 Bek colMjalucTUTE ja
3acTanyBaJie Hjejara JAeKka CO PEBONYLUUTE MOXKE
Ja ce OCTBapd HApOIHHOT CYBEPEHHUTET, Ma
MecTo cl100oza 3a MOENUHELOT ce 3ajaraie Ja
HACTANIM eIHAKBOCT 3a cure. Ho cemak Bo
MHUHAaTOTO AHIJIMja CIIPOBENa HALMOHAINCTHYKA
jasnuyna monmutuka crnpema HWpuwute, Illkotwure,
Benmanunte; moroa yHrapckara Blaja, Koja BO

" OcuoBa kaxo ma 6m1 jnerokor ,IlTo e Tpermor
cranex ox 1789 r. ox Cujec, copen Koj UMaio Tpu
KJIacH: CBEIITEHCTBO, OJIarOPOJHMINTBO M TpeTa
Kjaca, U OWejkm camo TperaTa ce HM3IpXKyBajla Of
cornictBeHara paboTa, a mpBaTa M BTOpaTa HUINTO HE
npugoHecyBaie, cnopen Cujec Tue He MOXeNe 1a ce
cMeraar 3a el OJ Halujara, rna 3Haud HalWjaTa ja
counHyBa HapozoT. Criopeq Hero Hamujatra ro jaaBa
YCTaBOT, HallHjaTa o JaBa CyBEpPEHUTETOT, HAIljaTa €
peBonmynja Bo ®dpaHnuja, ma Taka ce OTTPrHYBal
HETpHjaTeIoT O] HallMjaTa;, peBONy[[MOHEpHATa HiEja
3a HalMjaTa BCyIIHOCT Omia opyxjero. 1 moneka Bo
I'epmanuja ce mojaBus ApPYr KOHLENT 3a HAejaTa 3a
Hallija KaKko KyJITypHA U ja3udHa 3aeqauia, Opanmnmja
nMasa 3aTBOpPEHa Jp)KaBHA TEPUTOpHja, Ta Ofesia Ha
MOJINTHYKO €AWHCTBO. JoxaH Xepaep TH  CIIOHI
HApOJOT W Halyjara, HO Ha IIOMHAKOB HAYWH O]
Cujec. Toj He 300pyBalT 32 MONUTHKA, TYKY 32 ja3UKOT
W TI0e3MjaTa; BO HETOBUTE 0AjKU M NECHU CE OTKpUBA
JleKa Jaymiata Ha HapoioT, ja3MKOT M KylTypara ro
JlaBaaT BHATPEIIHUOT CKJIAJl HA Halyjara, J1eKa HUKOja
HeMa MpPEAHOCT Haja Jpyrara, HO JeKa CeKoja ce
pasmukysa (Sulce:113).

nepuonor ox 1875 mo 1890 r. ro BoBena
VHTapCKUOT ja3WK Kako CIyXOeH H 3a
HEYHTapluTe, a MPEeTXOAHO OMJI JOHECEH 3aKOH
3a TIOCTOEHE CaMO Ha eIHa Hallija BO YHrapuja;
Bo 1876 1. Pycuja nmoHecnma IeKpeT co Koj ce
3a0paHuna  ynotpebata Ha  MaJlOPYCKHOT
IHjaJekT T.e. yKpamHckuor. Ho co TekoT Ha
BpEMETO C€ MOKaXKalo JeKka OHOJOIIKUOT H
JA3WYHMOT MICHTHTET CE TMOKJIOMyBaaT M JeKa
HUKOTalll HE CME CUTYpHH JeKa T'€HETCKHOT
3a00paB Ha HWACGHTUTETOT € KOHe4YeH. Toa Tro
MOKa)XyBaaT: OpPUTAHCKUTE HAIM{, INMNAHCKUTE
(Karanonuure), ¢pannyckute (Kopsukanuwure,
Backute, bperonuure), naHrodapauckata KpB BO
ceBepra Utanmja (Peri). Bo 0oB0j KoHTEKCT ke ja
HUCTaKHaM M cocTojbata co Makenonuja Bo 19
Bek. Ox kpajor Ha 18 Bek, MO YKMHYBAamETO Ha
Oxpuackara apXUeNucKonuja, QaHapuoTCKaTa
MOJIMTHKA ja 3all0YHaNa CBOjaTa acCHMUIIATOPCKA
MOJIMUTUKA Bp3 MAaKEJOHCKHOT ja3WK, Koja ce
WHTEH3MBUpaja BO TEKOT Ha 19 Bek M of cTpaHa
He camo Ha ['pimja Tyky u og Cpbuja u Byrapuja,
OoTKako Owie Qopmupann Bo zApxkaBu. Jleka
TEHETCKHOT 3a00paB HE € BO3MOXKEH, 0COOEHO ce
MOTBP/lyBa CO MaKEIOHCKHOT ja3HK, KOj OICTOjal
Y OTCTOjyBa BO €TejCKUOT JeN o7 MakenoHuja u
MOKpaj Hu3aTa 3a0paHu IUTO TH CIpOBEXyBaja
rpukata MojuTUKa: Bo 1926 1. OMn moHeceH
3aKOH 3a MpPOMEHa Ha HMHIaTa (JMYHHTE,
BEPCKUTE, TOMIOHUMUTE, HAATPOOHUTE TII0YH), BO
1936 r. J. Merakcac noHecon IEKpeT 3a YIo-
Tpeba Ha MAaKEIOHCKHOT ja3uK, a BO MEPUOJIOT OJ
1946 no 1949 r., 3a BpeMe Ha rparaHCcKaTa BOjHA
O W3BpLIEH TEpOp, MPOrOH M er3oayc Ha
MaKeIOHCKUOT Hapo[l.

Bo coBpemenara Hayka mocTojaT pasiiu-
YHM CTaBOBH OKOJY BpCKaTa Mely jasHKOT H
WAEHTUTETOT, MOTOYHO KyaTypata. CKopo cute



HAYYHHIM aKLIEHTOT IO CTaBaaT Ha ja3UKOT KaKo
OCHOBHO ob0enexje Ha erHHUnuUTeToT. Criopex
CokonoBcka Ha MOYETOKOT MOXKE Jja C€ IIOCTaBH
npobieMoT: nanu 300pyBameTo W IMPHUCBOjY-
BambCTO Ha JIPYT ja3UK I'M BOAU CTHUYKUTE TPYIH
KOH CaMOIpPENUITYBakhe Ha CTHHLIUTETOT, HIIH
caMo IMOBP3yBambe Ha ja3HLHUTE CO CUTE TEKOBHU
Npolecd BO 3aeAHULATa, KOM TH omdakaar
nepuHUpameTo Ha NpoOJIeMUTE U M3HAOTAHHETO
Ha pelleHHja BO  CEKOjAHEBHUOT  KHBOT
(Sokolovska, 2008:60). ,,On ngpyra crpaHa
ja3MKOT € MOKeH Oeiler Ha MpUIIAaAHOCTa Ha
COIICTBEHATa KYJITypa W ja MpeTcTaByBa HajIpu-
poaHata cuMOoNMKa Ha Taa KyaTypa, Tma
NpHUIOHECYBa 3a 3rojeMyBame Ha eTHHYKaTa
cBecT. MeryToa, MOKpaj Toa MITO ja3UKOT MMa
MpaBo Ha CIELHUjalieH OJHOC CO KyATyparta, Toj
OJTHOC € CIIOEH U MOBeKecIoeH ™ (McToT0:60).
MerfyToa, CpOTUBHO Ha OBa TJICIHIITE,
CoxkonoBcka Oenexu pneka basun bepHcraju
NPEeAYNpPEan 1eKa, U TOKpaj Toa MITO ja3HUKOT ce
MOKaKaJl KaKo COLMOJIOIIKK TPOOJeM, COLHO-
JIO3UTE PETKO My TIOCBETyBaje BHUMAHHE!
,»JA3UKOT ce HaOJbynyBall Kako ()EHOMEH ILITO
MHTErpUpa WM pa3zeiyBa, Kako TJIaBHO Cpel-
CTBO IIPEKY KOE€ ce MpEeHecyBa KyITyparTa; Kako
HOCHUTEJ Ha OMUITeCTBeHUTE reHu. Cemak, peTko
ce BOZAETO CMETKa 3a MPOYYyBamEeTO Ha ja3UKOT
KaKO OINIITECTBEHA MHCTUTYIIMja, KAaKO IITO € TOa
HAlpaBeHO, Ha TIpPHMEp, BO AaHAIU3UTE Ha
cemejcTBara, penurnjata utH. llto ce ogHecyBa
70 ja3HKOT, TOj ce cMera 3a (akT MTO ce
noapasoupa caMm 1o cede, a He Kako MpenMer Ha
nmoceOHo npoyuyBame (uctoro:60). [lopamu Toa
CC TMOBEKe Cce€ MHCTAaKHyBa MHCICHETO JeKa
jasukoT Tpeba Na ce MpoydyBa 3acqHO U O
COLIMOJIOTHjaTa M OJ JHMHTBUCTUKaTa. [lpuToa,
uctakayBa COKOJIOBCKa ce BOJAT PaclpaBU LITO
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Tpeba Aa mpoydyBaaT €IHHUTE, a IUTO APYIHTE,
MPH LITO € HAIrJIACEH CTEKHATHOT BIIEYATOK JeKa
COLIMOJIOTHjaTa HE MOCTHTHYBa Jja CE€ 3aHWMaBa
CO O0BOj MpOOJIEM, a JIMHTBUCTHKATA HE cCaKka Aa M
rO MPEnywmTH Ha COLMOJIOTHjaTa MPOYy4yBambEeTo
Ha ja3HWKOT, U MOKpaj coriendara KOJKy ja3uKOT €
OIIITECTBEHO ycioBeH (uctoro:60). Enapa Ca-
MUp MCTaKHaJ JeKa ja3uKOT € JIeNl O KyATypaTa,
W TOpagd Toa JIMHTBHCTHKAaTa Mopa Ja ce
MOTIHUPA HA OMIITECTBEHUTE HAYKH — KyJITypHAaTa
AHTPOIOJIOTHja, ETHOJIOTHjaTa, COLUjaHaTa MCH-
xosoryja u Apyru. Cropen HEro KyATYpPHUTE
NPOMEHU Ce JABWXKAT MoOp30 O ja3uYHHUTE
nopagyd HEMOCPEAHUTE TMOTpedu BO  OIIITE-
CTBOTO, JOJIeKa jAa3WYHHUTE EIEMEHTH MOXKaT
MHOTY TOTEIIKO Ja C€ Mperpynupaar MOKpaj
rpamMaTH4KaTta KiacupuKanuja, ma OTTaMy H
XHIoTe3aTa MWTo ja moctaByBa Cammp e Jeka
jasuyHHTEe (QOPMHU CO TEKOT Ha BpPEMETO Ke
npecTaHaT jga Tm cumOonmsupaar Qopmure Ha
KynTypata (ucToTo:61).

VYpuen Bajupajx ro nepuHupa U MOUMOT
»Ja3UdHa JIOjAIHOCT, TIpeKy Koja Om ce
pearupano 3a 3adyByBamke€ Ha CBOjOT MajudH
jasWK, KOj € 3arpo3eH; Taa ja M3BpLIyBa cBojaTa
¢yHKIMja TpeKy Toa LITO CTaHIapAW3HpaHaTa
Bep3Hja Ha ja3UKOT ja MpeTBOpa BO CUMOON U BO
BpPEOHOCT 3a KoOja € MmoTpeOHO Ja ce Oopu
(ucroro:64). BajHpajx ycmeBa Ja BOCIIOCTaBH
Kopenamuja Mely jasuuHaTa JIOjaJJHOCT H
HAIlMOHAJM3MOT, MPH INTO HCTaKHyBa JeKa ce
co3aBa BaXEH COLMOJIOIIKK mpobdiieM. ,,CraH-
JapAM3UPaHUOT ja3UK CTaHyBa CHMOON Ha
TpyImHUOT uaeHTuTeT . BajHpajx objacHyBa neka
YyBCTBATa KOHM ja IpaTaT ja3uvHaTa JIOjaTHOCT Ce
HAQjCHJIHO HM3pa3eHM Kora rpynata Ke IOvyB-
CTBYBa BHCTHHCKA WMJIHM 3aMHCJICHA OMaCHOCT IO
CBOjOT ja3uKk. Hexoum uiIeHOBHM IOKOIKY ce
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NpUNAAHUIM Ha 00jEeKTUBHO MOUIOKHATA Tpyma
BO KOHTAaKTOT, Ke TpUKIOHaTa KOH JOMH-
HaHTHaTa Tpyna, Kako Ou ja momoOpuiie cBojaTa
nojaok0a, IMTO NaK MPEeJU3BUKYyBa THEB Kaj
IpYrUTE€ UJICHOBH KOM C€ IOCTOjaHH M
HEMoKoJ1eONMBH BO CBOMTE YyBCTBA Ha ja3uyHaTa
JI0jaITHOCT (MCTOTO:64).

Munopan PanoBaHoBuK HaBenyBa Jeka
ja3WYHHUTE PA3MUKH Mery TpPYNUTEe MOXKaT Ja
Ougar  TOpemu3BUKaHH O  MHOTYOpOjHHUTE
HejasuuyHu  (aKTOpU: TOMUTHYKH, JpKaBHH,
WACOJIOIIKH, BEPCKU, IUIEMEHCKH, HalWOHAJHH,
00pa3oBHH, KIAaCHHU, HEAOCTATOK Ha CPEACTBa 3a
MacoBHa KOMYHHKall{ja, HEMUCMEHOCT, OTCYCTBO
Ha Qu3MYKa KOMYHUKaIMja U OPYTH, U Of ApYyra
CTpaHa HaBeAyBa Apyra rpyla Ha ONIUTECTBEHU
YHHUTENH, KOja IMa CIIPOTUBHO JAEJCTBO, T.€. KOja
BIIMjae 3a HaMalyBame WIH OTCTPaHyBame Ha
ja3WYHHUTE PA3JIMKU: BOJHUTE, KOJIOHHU3ALMjaTa U
Ipyrd OCBOjyBama, KOM BIMjaaT Bp3 MPOILIU-
PYBamETO Ha TOBOPHOTO TOApayje Ha €ACH jasuk,
HO W Bp3 MEIIameTo Ha JIBa ja3uka (MCTOT0:65).

Bo 0B0j KOHTEKCT Ke ja 3alenexume
cocTojbarta co OaIKaHCKUTE ja3UIl, KOH U TIOKPaj
HUCTHOT KOPEH, CeMaK ersucThpaaTr Kako pas-
JIMYHH ja3WIU: MAaKEIOHCKUOT, CPIICKUOT, XpBaT-
CKHOT, OyrapckuoT, CIIOBEHEUKHOT, OOCAHCKHOT
W ja3uld Of Pas3IMYHO IOTEKIO: alOaHCKHOT,
ApPOMAaHCKHOT M TpUYKHOT. [IpubnmxyBamero Ha
HUBHATa ja3W4yHa CTPYKTypa HE IPETCTaByBa
caMo MpUONMKYyBamkbe Ha ja3sHUHHOT KOI TYKY
UMIUTMIMpA ¥ 3aeTHUYKO BHUAYBAaWkE€ W HHTEp-
mpeTanyja Ha CBETOT IUTO HE ONKpyxKyBa. Toj
3aeHUYKH TIOTJIe Ha CBETOT MPEKY ja3HKOT BO
OTpOMHA Mepa BIHMjael U Bp3 MHOTY IpyTu
¢dakTopu: KyITypHHUTE OOWYaW, HCTOpHjaTa,
MUTOBHUTE, (onknopor. Cekako Toa BIHjaelio U
Bp3 ¢opmupamero Ha wuuaeHTUTeToT. CH TO

MOCTaByBaM MpAIIAKETO Jald HACHTHTETOT €
OpUYMHA WJIM TOCleAula Ha  OnpeneieHd
CIMYHOCTH WM Hu3a pa3nukd. Cekako pgeka
JA3MKOT € TOj IUTO HH JaBa MOXKHOCT HE caMo Ja
M corjieAaMe TYKy M Ja TH 3a0eleKuMe THe
paznmuku. Toa ocoGeHo OMIo OBO3MOKEHO OTKAaKO
3all0YHAI0 HOPMHUPAETO Ha JIMTEpaTypPHUTE
jasunu Bo 19 Bek. Bo I'pumja, ko kpajor Ha 18
BEK, 3a)KMBEAJIO NPAIIAKETO ANy Jla Ce 3aMEHH
jasWyHaTa Tpauuuja MITO ja JUKTHpana ATHHA.
Bo 1783 roguna Bo Buena, Jozed 11 mo3Bonmn na
ce meyaraT KHMT'M Ha TPUKM ja3uwK. | J1aBHUTE
NPHUBP3aHULIM 332 BOBEAYBambe€ Ha HOB JIMTE-
paTtypeH jasuk Omne Apmamuatroc Kopauc, koj
W3MUCIIWIT BEIUTAYKH JUTEPATYPEH ja3HK, MO3HAT
Kako KarapeByca, u Purac on depa, xoj numryBain
Ha HapojeH ja3HK, OMHOCHO Ha TOBOPHHOT ja3HK
Ha HeroBuor Hapon (JemaBuu, 1999:209). Bo
AnbGanuja ce 300pyBao Ha Pa3IUYHH JUjATEKTH
OJl €lCH ja3WK, KOj HEe OWJ BO oduUHMjaTHA HIH
yYMIIMIIHA yrnoTpeba, OCBEH BO HEKOJKY KaTo-
JUYKA YYWJIMIOTAa, KOW HMMajie aBCTPHCKa WIH
WTaIMjaHCKa MMOTIOPA, J0/ieKa O(pUIlHjaIcH ja3uK
Ha Jp)XaBHATa ympaBa OWI OCMAaHCKHOT (Typ-
CKHOT), apamncKHOT OWJ ja3UK Ha HCIaMOT, a
TPYKHOT Ha JIUTYyprujaTa U Ha 0Opa3oBaHUETO Ha
npaBocinapuute ([TaBmoBuh, 2004:153). Bo
Pomanuja unrenexryanuute, 10 1840 roguHa, ro
MOMHUHAJIE ATOT OJ] CTapaTa MpaBHA KOHIENLHja
3a Hayuja 100 TpudaKkameTo Ha uuejaTta 3a
HapoJHa 3aeAHMLA, TOPaAH ILITO 3aII0YHAJIC 1a Ce
3ajaraar 3a ymnorpeda Ha POMAHCKHOT ja3HK
CIpOTH  TajloMaHMjaTa Ha  KHE30BUTE U
OJaropogHUIIUTE.

Bo 18 u mouerokor Ha 19 Bek Bojonuna
Oouna kynTypeH uenrap Ha Cpouja. Bo 18 u 19
BEK ITOCTOENa KyITypHa Bpcka Mel'y MakenoHuja
n BojsogmHa, Kkoja Owmima mociemuia  of



npecenbata Ha roneM Opoj MakenoHIu BO
Bojsoguna mo mnpomacta Ha KapmomoBoro
Bocranue (1689), 3a mro brnaxe Konecku
3a0erexan JeKka THEe co cede He ro HOCelle caMo
CBOjOT TOJI HBOT, HUTY OHA IITO OJf HIMOTOT T'0
uMase, TyKy TH IpeHecyBajie U CBOMTE KUBOTHH
HaBUKH, OOMYau, MPa3HULM, ECHU U MENOIUH,
OZJTHOCHO CETO OHA LITO ja COYMHYBAJI0O HUBHATA
nyxoBHa TaTkoBuHa (Konecku, 1992:14).

Bo Cpbuja om 1848 romumna, 1m0
0ci1000/yBamkeTO,  HACTANHMJIO  HAaIMOHAJHO-
PEBOIYLIHOHEPHO U KYITYPHO Ppa3IBIKyBambe
MOTTUKHATO O]l TOJIEMOCPIICKUTE MOJUTUYKH
TEHJICHIIUU U O aHcaaBu3MoT. Jlo kpajoT Ha 18
BEK HEj3MH AYXOBEH LeHTap Omn Buena, moroa
[Memra (1848), a moroa HoBu Can xaae mro BO
1831 romuna Owna OTBOpeHa THUMHAa3Hja H
nedatHuna (Bogdanovi¢, 1918:548). Onx 1848 r.
CIIOBEHCKOTO YyBCTBO Kaj CpOuTe moyHano naa
3acnabHyBa, a 3ajaKHyBalO HCKIYYHTEIIHO
CPIICKOTO HAaLIMOHAJIHO YYBCTBO, U 3aIll0YHANO A2
ce MUIIyBa Ha HAPOJIEH ja3uK.

CHOBCHEUKUTE HHTENCKTYAILN BoOJee
Joiry aedaTh 3a Toa Jaiu opuIMjajieH ja3uk JIa
Oue repMaHCKUOT WM HapOAHHUOT J1a TpepacHe
BO nuTeparypeH jasuk. [lo 1879 r. cinoBeHeukara
HapomHa TapTHja, Koja HWMaja TPHUHAECET
NpaTeHu BO BHEHCKMOT mapmamMeHT, ycreana
oa ce wu30opum 3a moroilema ymoTpeba Ha
HAapOJAHMOT ja3WK BO OOpa30BaHUETO, BO
ymnpaBaTa U BO APYTHTE KYATYpHH NPUAOOHMBKU
(ITaBmoBuh, 2004:176).

XpBatcka ce npuOmmxuiIa 10 YHrapuja,
CO el 3aemgHO Ja ce CIOpOTUBCTaBaT Ha
BHEHCKAaTa LEHTpaJu3anuja, MOpagd IITO JO
Kpajor Ha 18 Bek Ha OaHCKaTa CTOJMILIA HEMal
cenHato HueneH Xpsar. JbynmeBur [aj Oun
IJIAaBHUOT TIOOOPHHK 32  BOBEOyBame Ha
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MpOCBETUTEICKUTE pedopMu, 3a ymoTpeba Ha
HapoOIHUOT ja3sUK BO JMTEpaTypara, a BO
yYMIMIITaTa  3alO4Hal Ja Ce  KOPUCTH
LITOKABCKHOT ja3WK, KOj TIOJOLHA cTaHajl
JUTEpaTypeH ja3uk.

Co  mpOCBETUTENCKUTE  TEHIEHLHUU:
BOBEIyBam¢ Ha HAPOJHHUOT ja3MK BO MUIIyBaHaTa
JUTEepaTypa M CO3JaBambeTo Ha JpXKaBUTE U
HaIMWTE, TPETMAHOT KOH ja3MKOT OWMJ CMEHET.
OBoj mpouec Ha bankaHoT ce oABuBall CKOPO
HCTOBPEMEHO Kaj cuTe OajkaHcku Hapomu. Bo
MaKeI0HCKaTa JIUTEpaTypHa ucTopuja
BOBEIYBaETO Ha HAPOJEH ja3UK BO MHUIIyBaHaTa
IuTepaTypa ro Haofame ymre Bo 16 Bek, co
npBuoT npeoa Ha Cokposuwme of JlamackuH
CtyauT, o CTpaHa Ha eMUCKONOT MeJaroHUCKH U
npuierncku ['puropnj, Bo mepuonor ox 1560 mo
1580  rogmnHa, ko] TO  TpeBen  Ha
LPKOBHOCIIOBEHCKAa ~ OCHOBa  MpPOTKAaeHa €O
HapoIHU TOBOPHH €NEMEHTH Of jyrosamajaHa
Makenonuja, 1Mo IITO CleAyBa JaMacKHHapcKaTa
Tpaauiyja.

[loyerouuTe Ha craHzapau3anyjaTa Ha
MaKeIOHCKUOT JIUTEPATypeH ja3WK TH JIOUUpaMe
Bo 19 Bek. KpuoBcku u IlejunmHOBHK, Kako u

NPETXOTHUTE CPEIHOBEKOBHHM TEKCTOBH  CO
MakelOHCKAa  pemakuuja, JaMaKCHHapcKaTta
TpagulMja, HapOAHUTE TBOpPOM ja co3mazoa

pu3HUIATa 32 KOja KIydoT TO TOJapu
Cunantcku. Ha Hej3mHa Tpe3eHTaIdja MOBHKA
Humutpuja MunanuHoB, a OopOeHa MOK Ha
MaKeJIOHCKUOT 300p My namoa I[lpmudeBure
OTHEHH ¥ TuiaMenwu ciioBa. [laprennja 3orpadcku
(Bo crarmjata ,IIpB mem Ha rpamarukara 3a
YIEHOBHUTE 00jaBEeHa BO JBE MPOIOJIKEHH]a BO
»llapurpagcku BecHHK BO (eBpyapu 1857
roguHa, Op. 315-316 wu BTOpaTa BO CII
»byrapcku kuwxkuuu“ 1, 1, 1858, mox HacioB
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»~MHcai 3a OyrapckuoT jasuk) ce oOuzae
TEOPETCKH Ja TO TOCTaBU MpalIamero KakKoB
Tpeba ma Omie MUCMEHHOT ja3uk BOo MakenoHuja
U TOBeJe MHULMjATHBA 32 COCTaBYBame HapoIHa
rpamatuka W peuHuk. [lapTeHuja ja wucTaxHam
uaejaTa: ,,3a Ja MOXET Jla C€ COCTaBUT €leH
OIIUT MUCMEH ja3HK MPBO € MOTPEOHO JAa u3Je3art
Ha jaBe CUTE MECHM Hapeyja U HIAWOTU3MH Ha
Ja3WKOT HH, TMPEKy KOM OMNIITHOT ja3uK Ke ce
suga. Jlomeka He ce HampaBH Toa HUKO] HeMa
MpaBo Jla CEAM U Ja pely ONIUT MHCMEH ja3HK...
Hammor jazuk Kako mTO € MO3HATO ce [Nl Ha
JBe TJIaBHM Hapedja, €IHOTO C€ TOBOPH BO
Byrapuja u Tpaxwuja, a npyroto Bo Makenonuja“.
[lonaTamy, [laprenuja  HaBemyBa  JeKa
CIIAaBUCTHUTE ,,HE TO I[03HABaaT MAaKEIOHCKOTO
Hapedje, HEMaaT 3a HEro HUKAaKBO OCHOBHO H
ONpEeTICHO MO3HaBame. 3a J1a r0 U3BeAeMe Ha
CBET MAaKEIOHCKOTO Hapedje CO CHUTe HETOBU
OMIUTH M MECHH HIWOTH3MH, IO KOJKy € Toa
BO3MOXHO MHE MMaMe HaMmepa Jja COCTaBUME Ha
HEro TpaMaTHKa BO Mapaliesia co Jpyroro’ (ooun

mMTO TO OLEHyBaM KaKo 3apoloK  Ha
MaKeIOHCKaTa KOMIIapaTHBHA HayKa).

[Iponecor Ha bopmupame Ha
MaKEIOHCKUOT  JIUTEpPaTypeH  jasuk  Oun

JOJITOTOAMIIEeH, OHACjKM CO pelaBambeTo Ha
MaKEeIOHCKOTO ja3sMYHO Tpamame Ke Omio
pELICHO W MAaKeIOHCKOTO Ipalame BOOIIITO,
KO€ 3a ’KaJl Ha e/IeH HauuH U J0 JCHEIICH JIeH ce
Haora Ha AWIUIOMaTcKuTe Macu. Jlocera emHu
MOCTOjaHO caKaa Ja ja aHeKTHpaaT TepuTopHjaTa
Ha MakenoHuja, Ipyrd HApOJOT, TPETH ja3UKOT,
OHOCHO  BOOMNINTO  KYJATYpPHO-UCTOpUCKATa
TpagulMja, cO IITO KaKo IOCTOjaHO Ja CH
noTromaraa 3a Ja J0jaaT ¥ OO0 JeHelHaTa el —
WAEHTHTETOT. A TOKMY CHUTE OBHE CETMEHTH,
0CO0CHO ja3WKOT, ro MOKaxyBaie U ro Opanene

MaKeIOHCKUOT uaeHTuTteT. Bo 19 Bek Tyfure
MpoMaraHay 3amo4yHaliec Cc¢ IO0arpecuBHO Ja
HaBJIeTyBaaT BO MakeoHuja, U Toa MPBEHCTBEHO
npeky yuywimTara. Bo omOpaHa Ha ja3wKoT
HACTalwj HapoOJOT, TojieM Opoj MPOCBETUTEIH,

npepoadeHuIH, PEBONIYLIUOHEPH, KO
JICjCTBYBAJIC MPEKY MOBEKE aKTUBHOCTH, OJTHOCHO
NpeKy:  JuuHume  meopoOu;  nojemuxume;

OTBOPAKETO neuamHuyu; NPEKy yueOHuyume,
peurHuyume W epamamuxume, JIUHSGUCTHUYKUME
cmyouu;, npesedysaukama oejrocm;
LYUeHuuYKuom meamap™ W CUCHCKHUTE W3BEIOU;
Menoepaghckume  3alKCH; AKTUBHOCTHTE Ha
YPKOBHO-VUULUWIHUME — ONUWIMUHU,  KaKo |
MHOTYTE OpyJicecmed YU UMUba OWiie 0Jjpa3 Ha

HAIIUOT MACHTUTET. ,,MakegoHCKa Jmra®,
HAnekcangap  Maxkenoncku®, ,,MakeqoHCKU
riac”, ,,CIIOBEHOMaKeqOHCKa KHHM)KEBHA

npyxuHa®, ,,Taen makenoHckn komuter (1886)
co H. Espos, K. I'pymue, B. KapajosoB u T.
[Tomnos, xou Oapane: yuuTenuTe Ja NpeaaBaaT Ha
MaKeIOHCKU ja3WK; Nla ce oOjaByBaaT Opolrypu
Ha MaKeJIOHCKH ja3HK 3a BUCTHHCKATA MOTUTHYKA
noaok6a Bo  Makenonuja, oOHOBa  Ha
Oxpuackara apxXHEMUCKONHMja KaKo MaKeIOHCKa
HapomHa IPKBa; OTBOpame Ha MAaKeIOHCKO
yuranumre Bo COlyH Kako HEHTPaIHO IPYIITBO
BO MakenoHMja; H3/AaBamke Ha €IeH HeAeleH
BECHHMK, y4YeOHMIM M KHUTH Ha MaKEIOHCKH
jasuK.

Cute Tue Ouiie BU3HMOHEPH, C€ 3anaraie,
ro OpaHene MaKEIOHCKHOT ja3uK OHIEjKH Kako
Ja TO TPETYYBCTBYBaje CO3HAHMETO WITO
MOJOI[HA, CO TEKOT Ha BPEMETO, C€ I0jaBUIIO:
JIeKa ja3UKOT HE € CaMO KOHCTUTYTHBEH YHHUTET,
TYKY J€Ka TOj MOXKe /1a OHJie ¥ IeKOHCTUTYTUBECH
YUHUTEN. ,,AKO cakamMe Ja OCTaHeMe BO eIHa
Ip:KaBa W €[eH Hapoj, BO MpB pex Tpebda na ce



YKHUHE JIBOja3UYHOTO OOpazoBaHUE, OHMJIICjKU J1Ba
ja3uika 3HaYaT NBe KyJATYpH, a CO BpeMe U JBE
npxasu’, ucraknan Ilatpuk bjykenun (Patrick J.
Buchanan, Smrt Zapada, 2003).

Taka, HUBHUTE 3aJI03K0M He Ouie caMo 3a
MaKeJOHCKHUOT ja3uK TYKy M 3a MaKeJOHCKaTa
TuTepaTypa M KyITypa, 3a MaKeJOHCKaTa IPKBa
¥ Tpaauluja, 3a MaKeJIOHCKaTa PEBONyNHja W
WCTOPH]ja, 32 MAKEIOHCKOTO UME U UJICHTHUTET.

N kora ke ce mpamame ,IlTo
HampaBuBMe?“,  TMOTOYHO INTO  HaMpaBuja
Kpuoscku, IlejumnoBuk, Koxkame, Opakata

Munagunosu, 1. Jluakos, H. leopruesuu, K.
AmnacracoB, A. [dumutpuen, [Ilunot, IIpauuyes,
I'ynanues, Xunsudos, Cnpoctpanos, Kuranues,
Henenkos, Illaxo, Yepnogpuncku, H. Maxe-
noucku, I1. TI. Apcos, A. IleTkoBuk, mozapure,
muctuduxaropute, 1. Iynescku, A. Pazmornos,
I'. Hemues, T. Tlomos, JI. MakenoHckH, r.
Kanues, Kamue, Cunautcku, K. dpxunosuy, K.
Camaprmes, X. OmueB, A. 3orpadcku, 1. Y3y-
HoB, II. 3orpadcku, K. [ankapes, B. Mauyko-
Bcku, H. Cumjanos, [I. Mupues, 1. [I. Oxpura-
uuH, 1. Boxurponcku, M. 3orpadceku, E. Kapa-
HoB, H. Munagunos, U. I'enagues, K. Cannako-
BCKH, I. CmuukoB, A. Kaparyne, T. ['aBazos, A.
Kounes, B. UxonomoB, A. banes, Mucupkos,
UynoBcku M ylITE MHOTY IpYyrdl UMHBa o1 19 n
20 Bek, KOM HA OBO3MOXH]ja Jla ce o0pazyBame Ha
MajunHUOT, MaKEeIOHCKH ja3uK, Ja ce adupmu-
paar mucateny, Ja ce npoduiaupaaTr HaydYHHIH,
Jla HE pEenpe3eHTHpaaT yMETHUIM TOKMY IPEKY
MaKEeIOHCKUOT 300p, OArOBOPOT € MHOTY €IHO-
cTBeH — ,[IpemHory“. A Ha mpamamero ,,llIto
Tpeba Ja HampaBUMeE HHE 3a ja3HKOT?", BO Bpeme
Ha coboa U JeMOKpaTHja, BO IIOCTOjHA APKaBa,
BO BpeME Ha HajcOBpeMeHa TEXHOJIOTHja,
OITOBOPOT KCTO TaKa € eIHOCTaBeH — Tpeba camMo

125

Jla TO YyBaMme, HEryBaMe W MOYHMTyBaMe Ouzejku
CO TOA ja cakaMe HamaTa KyJITypa W Tpaauluja,
HallaTa MCTOpWja WU MEMOpHja, HAIlleTO HME U
UJEHTUTET.
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Valentina Mironska-Hristovska
The Language and the Identity
(Summary)

Everyone become in the reality world with his one language. The language is our identity,

because in every theory for identities, hay many they started from different perspectives, they all have
one common determinant — the language. There for, UN introduced the initiative for waking and
strengthens awareness for uniqueness and value for linguistic diversity and for perceiving the
interdependence between language, culture and identity.
For Macedonian people, specifically in 19 century, the Macedonian language was an authentic product
of the national spirit and most important constituent of the Macedonian nation, as the other nations.
The different between the Macedonia intellectuals, revivals and the others nations was that that the
fait for Macedonian language was at the same time and fait for freedom, for autonomy, for renewal of
the Ohrid Archbishopric i.e. the Macedonian Orthodox Church, for Macedonian nation and
Macedonian identity. With their activities they had done a lot. They had open the way Macedonian
common language to be came in Macedonian literature language. There for we have to keep, cherish
and respect our language because with it we keep our culture, our history and memory, our name and
identity.

Key words: identity, language, nation, Macedonian, revival
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