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YBoa

[Ipenus3Buk e na ce 300pyBa 3a CpOAHOCTA
Mery KHIDKEBHHOT TOBOpP M TOBOPOT Ha bubiu-
Jjaitia, emauot par exellence ecTeTcku, MaKo HE
0e3 peTOpUYKH ENEMEHTH, OPYTHOT PETOpHYEH,
naKo He 0e3 eCTEeTCKH eJIEMEHTH, a IIPUTOa, J1a ce
MOYUTYBa HMBHATa pazHopoAHocT. [IpenusBuk e
Ja ce CHopegyBa TOBOPOT Ha KHIKEBHOCTA,
YHjalITo MPOJYKIIMja HU3 UCTOPHjaTa € EHOPMHA,
CO TOBOPOT Ha OWOIHCKUTE ,,IUCMA‘, KOH
COUYMHYBaaT eHa o0eMHa, HO cenak, Exna CBera
Kawnra. CpogHocra Mel'y KHIDKEBHHUOT M OHOJIHIC-
KHOT TOBOD € MoBekekpaTHa. Taa ce oJjHecyBa Ha
HUBHAaTa J>XKaHPOBCKA W CTWJICKA XHUOPUAHOCT

(umrocHHKpeTHYHOCT)', Ha (haKTOT JeKka M JBaTa
roBopa ce CHMIUIMQUIHMPAHH BO eroxaTa Ha
peanu3MOT M Ha paJuKAIHHOT peanu3aMm (Hary-
paIM3MOT, TTOCTMOJIEPHU3MOT), KOTa C€ MPOMO-
BUpa JAecakpaju3upaHaTta U AEMUTOIOTH3UpPaHa
CJIMKa Ha CBETOT, Ha ()aKTOT JIeKa U J[BaTa roBopa
COJIpXKAT TPark O] MPETIIOMMCKHOT ja3uueH KOJI
(Onra @pejnendepr 1986 [1954]), mTo e ocobe-
HO BHJUIMBO BO OMOJMCKUTE MHUTOBH 3a Mcyco-
BUTE Uyna (MUpaKyJu, MUCTEPHH).

Cenak, Bo oBaa mpuroza ke ce (oKycupam
Bp3 €ACH JIpyr OUTEH aclekT Ha CPOAHOCTA Mery
KHIDKEBHUOT W OMONHCKHOT TOBOp. T0j acrekt

! bubnujaiua e PI,E[PIOCI/IHerTI/I‘{eHI TOBOp 3aT0a IITO COEIU-
HYBa Pa3HH TEKCTOBH, aBTOPH, CTHJIOBH, OPaKyJH', Kepur-
MH/TIPOTJIACH, €BaHTeNWja, MOCIaHUja, MOPAIHU HOYKH H
MPOMOBEN, MOJIUTBHU, XUMHH, TICAJIMH.
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Ha CPOIHOCT C€ OJHECYBa Ha ceelolteopHailia
(onitiuuxa) AVMEH3Wja Ha JBaTa TOBOpa, Ha
HUBHAaTa CIIOCOOHOCT JAa co3fgaBaaT (UKTHBHU
CBETOBH M WJIy3Hja 32 CBETOBH CO BHCOK CTEICH
Ha aBTOHOMHOCT. EfieH o1 HajuecTuTe o0NMMmm Ha
CBETOTBOPHOCT BO HapaTHBHATa (uKIKja (POMaH,
packas, TIOBECT) € MuilloilisopHocilia, Koja, TIaK, €
HepazJesHO OBp3aHa co yyooitgoprocita. Nme-
HO, ¥ KHIDKEBHHOT U OMOJIMCKHUOT TOBOP CE MHH-
LUpaaT WK Ce Pa3BHBaaT BP3 HEKOja MUTCKA OC-
HOBa (TIpUKa3HAa, CJIMKA, 00pa3el).
UynoTBOpHOCTA € IMPOK MOWM, HeMa Ja ja
oOpaznarame mogpoOHO, HO K& KakeMe JieKa Taa
ce CTPYKTypHpa Ha pa3liiueH Ha4YlH U CO pa3-
JINYHA WHTEHIMja BO OMOJUCKHUOT U BO KHUKEB-
HHUOT TOBOP, HO BP3 UCTU MUTCKH, a IIPEKy HUB U
apXeTUIICKH oOpacuu: OMOIMCKUTE Uya ce ceka-
Bakba M PUTyaIH HAa HEKO] CakpajeH YWH Ha
¢u3nuka TpaHcQopManja U AOKa3 32 MOCTOCH-C
Ha bor, mogexa kHIKeBHUTE ,,uyna“ ce MOBEKe
MeTapU3UYKH, JIMHTBUCTHYKH W ecTeTcku. U,
IITO € HAajBOKHO, UyJOTBOPHOCTA HE € caMO JIeI
O]l MPUKKAHUOT U GUKTUBEH CBET HA OMOIHMCKO-
TO W HAa KHWXKEBHOTO JIEN0, TYKY (YHKIIMOHHpA
eeKTHO BO YMHOT Ha perenuujata. OBoj TpaHCc-
(dep Ha edexTOT Ha YYJOTBOPHOCTA BP3 camara
penenmuja ykaxxypa Ha norpedata OMOIMCKUTE U
KHIDKEBHUTE Jiejla J1a Ce TOJKYyBaaT Kako ilepio-
KYILUGHU 2060PHU YUHOBU, 3HAYM HU3 TeopHjara
Ha roBopHuTe YMHOBH [speech acts] Ha [lon Cepn
u IJon Ocrtun’. IlepIOKyTHBHHTE ,,FOBOPHH

2 Criopex TeopHjaTa Ha FOBOPHHTE YMHOBH CE Pa3IHKyBaaT
TPU paMHUIITA Ha NepGOPMATHBHOCT M TPH BHIA TOBOPHH
YHHOBH: MIPBHUOT, JOKyTHBeH 4rH (locutionary), Koj ro o3Ha-
YyBa CAMHOT YMH Ha TOBOPCHEC M € KOMYHHKALUCKH YHH;
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YHHOBH'‘, 32 pa3jiuKa O]l JOKyTUBHHUTE U WIOKY-
TUBHHTE (KOM Ce BO TolieMa Mepa JCCKpHII-
THBHHM), C€ OJTHECYBAaT Ha BJIMjaHUETO, OJIPA30T U
NOCIeOUIUTE Ha €IeH WCKa3 Bp3 clyliare-
not/ayauropuyMoT. Toa Biujanue Moxe aa Oune
OCTBapeHoO, T.€. TOYYBCTBYBAaHO BO OOJHK Ha:
yOenyBame, CTpaB, BAAXHOBEHOCT (MHCIHpALH-
ja), BOOJYIIEBEHOCT, NMPOCBETIYBAHE, OCBECTY-
BamkbkEe U Ip. a(beKTaHI/II/I IOTO T AOXHBYBa CIIy-
nratesior. Toa MOKaKyBa JieKa €O ja3WYHUTE
WCKa3d MOXKE, BO OJPEICHHM OKOJHOCTH, Ja Ce
BJIHMjae BP3 ,,CIMKATa Ha CBETOT Kaj €/IeH YOBEK
WM Kaj eJHa 3acAHMIA (ayTUTOPUYM, HHTEpIpe-
TaTUBHA 3a€JHUIA, PEIUTUCKa, ETHUYKA WIH
Jpyra).

OBa TepIIOKyTUBHO HWUBO Ha TOBOPOT € YH-
HOJIC]CTBEHO, IEIOTBOPHO (BO Taa CMHUCIA H
CBETOTBOPHO), Ma IOTCETyBa HA HEKOramrHarta
Marucka (pyHKITMja HA TOBOPOT, aKTHBHpaHA BO
HEKOW KycH oOJiMnm Ha roBop (6ajadkui, KICTBH,
6narocioBd, MomuTBH, wucrosean)’. CraHysa
300p, BCYIIHOCT, 3a €JHA apXaWiHa, Marucka
IUMEH3MWja, KOja HajuecTo ce WTrHOpHpa Kako
OCTaTOK OJ MpPHUMHUTHBHATa CBECT, HO HHE ja
ocTaBaM€ Ha MapruHHTE, 3aToa LITO Marhckara
(dyHKIMja MpeTnocTaByBa crpora (GopMmyiand-
HOCT W PHTYaJHOCT, INTO HE € Cly4a] Cco

BTOPUOT, WIOKYyTHBHHOT 4nH (illocutionary), koj e moBp3an
CO HaMepaTa Co KOjalllTo Ce CO3/1aBaaT NCKa3HTe; U TPETHOT,
NIepJIOKYTUBHUOT 4uH (perlocutionary), Koj MokaxyBa Ieka
CO ja3WYHUTE HCKa3W ce M3BEAyBaaT OJApEAEHM e(eKTH Bp3
cinymarenot/dntarenor. [Jon OCTHH ja mpaBH ciefHaTta
Kknacudukayja Ha TOBOPHUTE YMHOBH: JIEKIAPaTHUBH, pe-
HPE3EHTAaTHBH, eKCIIPECHBH, AUPEKTHBU U KOMHCHBH.

3 Ha np., KaHoHckara monuTea Ha Hcyc ,,Oue Hami, Koj cu
Ha HebOecara...“, ,,EBanrenue no Jlyka®, ['nm. 11 (Mt 6, 9-13).
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KHIDKEBHUTE Jena. DopMymandHoCcTa U pUTyall-
HOCTa ce JENyMHO KapaKTepPHCTUYHH 33 HEKOU
OMOJIMCKO-PEITUTUCKA JKAaHPOBH U Jeia (MOJIHUT-
BHUTC U MCaIMHTe, ,,IlecHa Hag mecHUTE", OJI0M-
ku ox Citiapuoin u Hosuoiu 3aeeit).

[lepmoxkyTHBHHOT KapaKTep Ha KHHKEBHUOT U
Ha OMOTUCKHOT TOBOp AOMYyIITa, UCTO Taka, BO
PETKH TOBOPHU YHMHOBH, THE Ja C€ IocMarpaar
KaKo TEHepaTOpHU Ha cakpaiHaiia yHKyuja Ha
Ja3UKOT, KOja MMa HE CaMO DPEIUTHUCKH TYKy W
COILIMjaTHO-KYATYPEH KapakTep, He CaMO WH]IUBU-
JyaJleH TyKy W KOIleKTHBeH oricer/ondar. Taa,
TJIEJAaHO OJI aCMeKT Ha CTPYKTYpHAaTa CXema Ha
roBopHata komyHukanuja (Kapn bunep, Poman
JaxobcoH) ce Bp3yBa, BO HajrojieMa Mepa, CO
KOHaTHUBHAaTa (YHKIMja, OJIHOCHO CO (paKTOpPOT
MpUMaTed, HO — BCYIIHOCT — TH aKTUBUpa W
IOpyrute QakTopu Ha TOBOPOT, ma Ou Tpedaio na
ynatyBa Ha TOBOPHHOT YHMH Kako TakoB (3a
pasnuka on TMoeTcKaTa/ecTeTcKaTa (yHKIHja,
KOja ymaTyBa Ha ,JlOpakara Kako Takpa™ WU
,,3HAKOT KaKoO TaKOB*).

CakpanHata (pyHKOHja ce KapaKTepusmpa co
BHCOKA 1032 HA YUHOIBOPHOCIU, OWIO Ja ce
BOCTaHOBYBa BO HEKOja KHW)KEBHA, PEIUTHCKA,
peropuyka (MIEOJIOIIKA, IparMaTHYHa) WITH
Ipyra roBopHa KoucTenauuja®. Taa e, BCymHOCT,
BpBHA IICHUXArolllka 0e/10UB0PHOCUL U CYTCCTHB-
HocT Ha Pedra, 3aToa mTo ,,ja BOOM IymiaTa Off

4 Ha oBue cocraBum (hakTOpw/AENOBH Ha ja3sMdHATA TMOpaKa
UM ojrosapaat cienHuBe ¢ynkimu: 1. M3pa3na wmn emo-
tuBHa; 2. [pukaxyBauka win pedepenuujanta; 3. Anena-
THBHA WM KoHaTuBHA (mpumaren); 4. Merajasuyna (Mera-
nuHrBUCTHYKA); 5. Parnuka win Menujanucka; 6. Ecrercka
(cTriICcKa, TTOETCKA).

HEe3Haele KOH 3Haeme” M TO TNpPeInu3BHKYBa
YYBCTBOTO Ha OTKPOBEHHWE U IPUIIAJHOCT Ha
3aemHnIata, 6€3 orjea MTo Toa YeCTO 3aBPIIyBa
BO OOJMK Ha KOJEKTHBHA 3abimyda win Qana-
TU3aM. 3anpaBo, HEKOM TOBOPHU YMHOBH C€ TOJ-
JIOXKHHM Ha cakpaju3alyja, Hako CaMUTe TEKCTOBU
HE ce , KaHpOBCKH' cakpanHu. Cakpanu3aiujara
Ha TOBOPHHMOT YWH MOKaXyBa TCHICHIHW]ja Ja ce
IPOIIUPU HAa KOJIEKTUBOT, OCOOEHO KOra ce BO
Ipallamke PEIMIUCKO-PUTYaIHU YMHOBU U OHUE
KOM COIp)KaT HEKoja peJUrucka JUMEH3Hja
(uneonomkara peTOpuKa, YMETHUUYKUTE Iep-
(dhopmaHcH).

Cu pomymitam J1a TOBOpaM 3a CakpajiHa Jau-
MEH3Hja Ha Ja3UKOT, BO Taa CMUCIA U Ha KHUKEB-
HUTE€ M Ha OMONMCKUTE TEKCTOBM, 3aToa LITO
CakpaJHOCTa € AaHTPOIOJOIIKAa KOHCTAaHTa Ha
YOBEIITBOTO, OWJIO Ja ce jaByBa BO OOJHMK Ha
IPUMOpUjaJieH MOPHUB [0 CAKPAIHOTO WIIH, MaK,
Kako HOCTalruja II0 CAaKPaJIHOTO M HETOBUTE
OJIUILIETBOPEHM] A, PUTYaJH U HHCTUTYLIWH.

CaxpanHHOT e)eKT Ha NepJIOKYTHBHATA
byukuuja

MogepHara emnoxa, BTeMeNEHa BpP3 UpUHYU-
iloill Ha Jecaxpanuzayuja Ha TIOTJIETOT HA CBET
(ITon Pukep), e cyOBep3uBHa IO OJHOC Ha
HACJIECHNOT CHCTEM Ha BPEIHOCTH, BKIYYH-
TEJIHO U XpHUcTHjaHckuOT. On apyra cTpaHa, Taa
CO3l1a/ic YCJIOBHM 3a II0jaBa Ha €IHA IUTypalHa,
HCKAaHOHCKA HHTEpIIpeTalyja Ha OHOIHCKHUTE
TEKCTOBU. HTepnpeTaTUBHHOT IUTypalid3aMm ja
npoMmoBupanie bubaujaitia Kako CeH3MOWITHA
JTUTEepaTypa H, o TOa, IPOU3BEE eAHa KYITypHA
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HEYXTOJHOCT, 3aToa INTO TpaaulHOoHaTHaTa
penurucKa ONTHKA, KOH3EpPBaTHBHA IO CBOjaTa
MpHUpO/Ia, € CKENTHYHA 110 OJHOC Ha WHOPOJHATa
JUTEpapHa Tepreniyja Ha hubaujaitia. Taa
BepyBa neka bubnujaitia, charena kako Ceeitio
ilucmo (cakpainHa kuura), per definitionem, Ou
Tpebano na Ouje KOXCpEHTHA IIeNIMHA, a CEKOj
HEJ3WH JeN OM Tpebano Ja ce YnWTa Kako BHIIA
HOyMeHaHa rnopaka’. Ho, HHTy cekoj aen of
bubnujaitia e caxpanen, HuTy bubaujaitia e
KoxepeHTHa nuTepapHa nenuHa (HopTtpom Dpaj
ja mpero3HaBa kako xuOpumeH bricolage). Camu
no cede, KAHOHCKUTE OMONNCKU TEKCTOBH, aKO Ce
YUTaaT BO HECOOJBETCH KOHTEKCT, ja Mapru-
HaJu3HUpaaT CBojaTa CaKpalrHa TuMeH3Hja. Moke
Ja ce Kake JieKa caMo BO OJpeAeHH KOMYHHKa-
LUCKHU ¥ TOBOPHU KOHCTENAINU, HEKOH OMOIHNCKU
TEKCTOBU TIOCTUTHYBAaaT [OTOJIHHUTEJICH, Cakpa-
JeH eekT u, TuIyc, eBourpaaT HEeKOU CaKpaIHU
coOuTHja Of HCTOPHjaTa Ha XPUCTHjaHCTBOTO.

Opn apyra ctpaHa, epeKTOT Ha CAaKPaTHOCT Ce
JIOKUBYBA, BO OJIPE/ICHH OKOJIHOCTH, U Kaj HEKOU
JUTEpapHU TEKCTOBU, Na OYypH H BO HEKOU
MparMaTHYHU U MPohaHu PETOPUYKH U COIHjal-
HU cutyanyn. OTTamy ce MocTaByBa NpallamkeTo:
3a KaKBa CaKpaJIHOCT cTaHyBa 300p? [lamu moxe
Ia ce 300pyBa 3a CBETH TEKCTOBH, 3a CakKpajlHa
(yHKIIMja HA ja3WKOT WJIM 332 CAKPaJTHH TOBOPHH
gyuHOBH? U, BO Taa CMUCIIA, Tajdu U KaKoO cakpal-
HaTta (yHKIMja ce BKJIOIyBa BO CTPYKTypara Ha
ja3u4yHaTa KOMyHUKaImja?

5 Op JATHHCKHOT 360p Sacrum — CBETO MM CAKPAJHO, OHA
KO€ € MOCBETeHO Ha OOroBUTE M Ha OOXKECTBEHOTO, Ha He-
0GECHOTO M MHCTMYHOTO, BHII T'OBOp, CHPOTHUBEH Ha IIPO-
(aHnoT TOBOP.

12

PedepentauTe cxemu Ha ja3uyHaTa MOpaka Ha
Kapn Bunep (Biihler, Sprachtheorie, 1934) u Ha
Poman Jakobcon (1960), emmara opraHOHCKA,
JpyraTa CTpyKTypajHa, HE ja UMaaT MpeIBHICHO
oBaa QyHKIMja, OapeM He TaKCaTWBHO, HO Hea ja
€BOLIMPaaT BO JEJOT Ha arlellaTHBHATA/KOHATHB-
HaTa (yHKLH]ja, KOja ce OAHECYBa Ha MPUMATEIOT
(cmymaren, ynraTen, raegad). bunep u Jakoocon
TH pacuwieHyBaaT COCTABHHTE JICJIOBM Ha ja3nwd-
HaTa KOMYHHUKallMja W HE HaBJETyBaaT BO LIEJH-
HaTa Ha TOBOPHHMOT YMH, BO KOjIITO OCHOBHHTE
(yHKIMU ce HaArpaayBaaT MU €MHUTYBaaT, CEKO-
ram HeNpeJIBHUTHBO, €IHO JOMOJHHUTEIHO TICH-
XOJOIKO M MeTadu3niko cBojctBo. Ha Toa
CBOjCTBO YECTO CE€ HAJ0BpP3yBaaT OJpPEACHH IPO-
MEHH BO IICMXaTa Ha CIIylIaTeluTe, Ha HUBO Ha
HUBHATa TepIeNija Ha CBETOT M camorep-
HenIyja, HAa HUBO Ha HWBHA WICHTU(UKAIH]ja CO
KOJIEKTUBOT WJIM CO Hekoja ,lMnmeja“, BKIy4mt-
€JIHO ¥ Ha HWUBO Ha MpParMaTHYK{ IOCTAMKH (aKO
HUMa TpEeBOra 3a MOoXap, 3¢MjOTPeC WM BOjHA, HA
npuMep). AnenaTuBHATa/KOHATHBHATA (PYHKIIHja
Ce CMETa 3a HajcTapa M IpeJ3HaKoBHA (PyHKIIHUja
HA ja3WKOT, 3aT0a IITO TOj, BO KOHKPETHUTE rO-
BOPHHM CHUTYyallid, € YHaTeH IMPBEHCTBCHO KOH
COTOBOPHHUKOT, KOH CIYIIATEJIOT W KOH ayJu-
TOPUYMOT.

Hononuutennure edhekTd Ha eneH TOBOPEH
YHUH C€ O3Ha4YeHW (M) CO MEepIOKyTHBHATa (PyHK-
1Mja, Koja € CYIITHHCKH nephopMaTHBHA (M3BE/I-
Ocna). Taa UMa MpeIUCIIO3UIIMU A CE PUTYalu-
3upa, 0cOOCHO BO 3aeIHHIATA, IPU M3BeAdaTa u
TeaTpanuzalyjata Ha €JeH WCKa3 (KHMKECBEH
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tekcr)®. IlepIOKyTHBHOTO BIMjaHHE € ICHXO-
JIOUIKO, IPHUPOIHO, HHTYUTUBHO U HEKOHBEH-
nuoHasnHOo. Toa mpowusneryBa oXl €AeH ja3uueH
UCKa3 M O HAYMHOT Ha KOJIITO TOj HMCKa3 €
u3BeneH (mepdopMaHC) M ce onpasyBa Bp3
CJIyIIAaTeNIOT BO OOJMK Ha BOCXHT, PaJoOCT, €MIIa-
THja/COUyBCTBO, CTpPaB, YBEPEHOCT, MOTTHKHA-
TOCT U TOTOBHOCT Jja CE€ HAIpaBH HEWTO, ey(o-
pu4HOCT... Hekou ro onwmiryBaar u Kako ,,eext
Ha xapMoHHKa“. [lepIOKYyTMBHHOT 4YWH BEIH
JIeKa, KaXyBajKu HEIITO, MOXE Ja CE HU3BelAe
HEITOo, /1a ce IOBJeYe, MOCIEA0BATEIHO, HEKOe

6 Op perlocutory speech act ce 106HBa MPEBOAOT MEPIOKY-
TOpEH, J0JeKa ako ce Iojae o1 uMeHkaTa perlocution Moxxe
J1a ce U3BEZE MEPIIOKYLMCKa U nepiokyTuBHa. [lepiaokyuuja
nmoara oJ JaTHHCKHOT locution, locutionis, MmTO 3HAYH
rOBOpEH-E, N3rOBOP, HAa aHIIIKUCKH locution € CTUI Ha TOBOP
WM Hau¥H Ha U3pa3yBatbe.

Perlocutionary act (or perlocutionary effect) is a speech act,
as viewed at the level of its consequences, such as persu-
ading, convincing, scaring, enlightening, inspiring, or other-
wise affecting the listener. https://www.merriam-webster.
com/dictionary/perlocutionary/ Perlocutionary is “an act (as
of persuading, frightening, or annoying) performed by
a speaker upon a listener by means of an utterance”
"The perlocutionary act is the act performed by saying
something. So, by saying 'there is a bull in that field,' I may
frighten you. The perlocutionary act is one that results in an
actual effect on the hearer" (The Routledge Pragmatics
Encyclopedia, 2010). "Intuitively, a perlocutionary act is an
act performed by saying something, and not in saying some-
thing. Persuading, angering, inciting, comforting and inspi-
ring are often perlocutionary acts; but they would never be-
gin an answer to the question 'What did he say?' Perlocu-
tionary acts, in contrast with locutionary and illocutionary
acts, which are governed by conventions, are not conven-
tional but natural acts (Austin [1955], p. 121). Persuading,
angering, inciting, etc. cause physiological changes in the
audience, either in their states or behavior; conventional acts
do not."

Jpyro JejCTBO WM CepHja [ejcTBa, aKIHH,
MOCTANKH. 3aT0a, TMEePIIOKYTUBHUOT ce JehruHIpa
U Kako TeppOpMaTHBEH YHH, YMH BO KOJIITO
HEILTO Ce CIy4yBa, ce 30MAHYBa Ha MCUXOJIOMIKO,
HO W Ha TparMaTM4KO PaMHHIITE, 3aBHCHO Of
KOHTEKCTOT. Bo ofpesiecHn KOHCTeNnaimm, TakBaTta
»~CepHja o1 edeKkTH Moxe ga aodbue OypH H
»CakpamHa“ auMeH3wja. Bo OMOMMCKHMOT MUT
,»BockpecHyBameTro Ha Jlazap® (,,EBanrenme
cnopen Joan® 11:43), mptBuor Jlasap oxxnuByBa
Ha noBuKkoT Ha Hcyc: ,,JIazape, usneszu Hansop!®)
U Taka ce 30MJIHYyBa €IHO O]l HajrOJICMHUTE 4yjia
Ha Hcyc. Ho, no BockpecHyBameTo Jlazap cra-
HyBa anaTka 3a Oopba mely cienOeHuUIMTE U
npotuBHUIMTE Ha Mcyc Xpucroc.

3Ha4M, U OpraHckara, U CTpyKTypajHaTa Teo-
pHja Ha TOBOpPHaTa KOMYHHWKaIMja, U Teopujara
HAa TOBOPHHUTE YMHOBH, YKa)KyBaaT Ha MOKTa Ha
HEKOW TOBOPHHU CHUTYAllMH JIa BIIMjaaT BP3 CBECTa
Ha CIyNIaTeNUTe/JUTaTeNIuTe, Kako Ha WHJHU-
BUJTyaJTHO TAaKa U Ha KOJEKTHBHO paMHuITe . Bo
Taa CMHCNa, Aa ce 300pyBa 3a cakpajiHa JAUMEH-
3Mja Ha TOBOPOT 3HAYM Ja ce 300pyBa 3a HEroBa-
Ta nepdopMaTuBHa MOK, OJHOCHO 3a MEpIOKY-
TUBHHUTE e(peKTH Ha TOBOPOT. BakBara mcuxo-
JIOLIIKA/KOHATHUBHA, OJHOCHO MepopMaTHBHA/
NEepIOKyTHBHA MOK Ha KOHKPETHUTE TOBOPHU
CUTyallud c€ OCTBapyBa Ha MoceOeH HauWH BO
0eceIHUIITBOTO (PEJUTUCKO, TOJUTHYKO, CYJIC-
KO, 1o(haTHo), BO KHIHKEBHOCTA M BO CaKpaTHUTE
obOpenu.

7 Co Taa pasnMKa WTO TEOpHjaTa HA TOBOPHHTE YHHOBH ja
3eMa NPEJBUJ M JKaHPOBCKATa IIPUIAJHOCT Ha TOBOPHHOT
HCKa3/4HH.
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[loceben ¢enomen e uaeHTUPHUKAIMjaTa Ha
KOJICKTUBOT BO HEKOM MCKAa3u ¥ BU3HU Ha CBETOT,
KOHW HE C€ HYXXHO HH JUTCpapHU HHU OHOJHCKH,
TYKY KpajHO TparMaTHyHHu (MICONOIIKHU, MOJH-
THYKH). Bripouem, kako MTO MOKaXXyBa CaMHUOT
Ha3MB, KOHaTUBHATa (yHKIMja (OX JIATHHCKHOT
360p conatio, conatus, 4yuH Ha MOABHUT, MOT(AT,
attempting) ynatyBa Ha U3BECHH LIEIUCXOIHH, HO
HE TOJIKY PallMOHATHA U KOTHUTHBHU PEaKIIUU Ha
YUTATENIOT (MCTO KaKo IepiiokyTuBHaTa). KoHa-
THBHATa, T.€. MEPJOKyTHBHATa (DyHKIM]ja, Mapa-
JOKCAITHO, € JOMHHAHTHAa BO TIOJIUTHYKOTO U
BEPCKOTO OECETHHINTBO, 2 HE CaMO BO KHH)KEB-
HO-yMeTHHYKOTO. IlocToM emHo paMHHUIITE Ha
peuemnyja Ha KoemTo e(eKToT Bp3 CBecTa U
MOBEJICHUETO Ha CIyNIATeINTEe Ha MOJUTHIKHTE,
BEPCKUTE M KHIDKEBHUTE TOBOPHM YHHOBH €
(peuricn) WACHTUYEH: TICHXATOIIKH, KaTapCHYEH,
nepcyasuBeH, TpaHcHOpMATUBEH, TOJNUTHYKH,
WHUIIWjAICKH, PEITUTUCKH, TPOTAraHieH, UIeo-
JIOIIKKA, Ta JOypd W CO EJIEeMEHTH Ha HEKOoe
,,OTKpPOBEHHE"".

Ho, nako cakpanHata yHKIMja Ha ja3HKOT €
YCIIOBHA U BapujaOWIIHA, CaKpaliHaTa CBECT, 3all-
pPaBO CaKpaJHOTO HECBECHO, € IMBHJIM3ALUCKa
koHcTaHTa. CakpaiiHata CBECT € BO TeCHa BpCKa
CO pUTyallHaTa M MOCeyBa OTPOMHA MHUMHUKPHY-
Ha MOK Jla ce mpeoOpa3yBa W Aa mpeoOpasysa.
Taa ce nmeruTMupa MPEeKy HEJ3UHHOT OHTHUYKU
e(eKT, KOj € CBEeTOTBOPEH, MUTOTBOPEH W UYMHO-
TBOpeH. Taa MMa MOK J1a TIOTTHKHE JyIIEBHA,
MopaJlHa U JyXOBHa mpeoOpa3zda Ha cyOjeKToT
KOj OIIITH CO Hea (YHUTaTes, MEIUjaTop, aBTOP).
YoBeukara nyxoBHa TmpeoOpazda monxpa3dupa
npeoOpas30a Ha cBecTa, K0ja, NaK, € He3aMUCIKMBa
0e3 mpeoOpa3zba Ha jasukoT. CBecra € ja3Wk, a
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Ja3HMKOT € CBecT, OPaiy LITO ja3HKOT JIejCTBYBa
Bp3 CBECTA, & CBECTa TOBOPH HU3 ja3UKOT.

Hecnopao e neka nocrojart ,,ahUHATETH METry
ymetHocTa u cakpamHoto™ (Laurent Pernot,
2009). Mako penmuruckara cBECT Ce Pa3IHMKyBa
0]l JIuTepapHaTa, BO Hea Ce€ BTHCHATH TParu of
MUTONOETCKaTa cBecT. MiMa nmpuumnHa 1a ce Bepy-
Ba JicKa OMOJIMCKUTE TEKCTOBM KOM MMaaT Moc-
TUTHAaTO BMCOKA CTENEH Ha EeCTETUYHOCT Cce
NOCEH3UOUIIHU Ha CaKpaJIHOTO OJI OHUE KOU HE Ce
ecretusupany. Camara nujeja Ha COBPILIEHCTBOTO
cyrepupa U3BecHa cakpajHoCcT. BpBHHOT ecTe3uc
NPETCTaByBa IMPOJIOT BO CAKPAITHOTO, a cakpall-
HOTO C€ J0’KUBYBa KaKO €CTETCKH OOJHUK (CTapo-
rpukuoT 300p ecresuc / aicOnoig cyrepupa ce-
TUJIHOCT, HEIITO KO€ CYIITECTBYBa M BO KOEIITO
ce pe(IeKTHpa CYIIIHOCTa Ha YOaBOTO).

Ja nema HenopasOupame: 1ypu U pedepeHT-
HaTa cxema Ha jasuunute QyHkuuu (buiep/Ja-
KOOCOH) TO BKITy4yBa, HMIUTAIIUTHO, CAKPaTHUOT
epeKT Ha ja3MKOT BO CKJION Ha arelaTHBHA-
Ta/KOHAaTHUBHATa (YHKIMja OPUCHTUpPAHA HA CITy-
IIATEJIOT/YUTATEN0T, U TOa BO OOJIMK Ha IICH-
xojomku edext. Ho, Teopujara Ha ToBOpHHTE
YHHOBH TO NPEABHIYBA, EKCIUTUIMUTHO, BO PAMKHU
Ha IEepIOKYTUBHUOT T'OBOpEH uuH. MMeHo, nep-
JIOKYTHBHUTE YHMHOBU C€ H3BEAyBaaT BO pPa3HU
TOBOPHH CHUTYallMH, HE CaMO TICUXOJIOLIKH: PETO-
PUYKH, MParMaTUYHU, WJICONOIIKH, PEITUTHUCKH,
MAarucKy, Ma ¥ HEKOW KBa3HCAKPaJTHH CUTYalluH.

8 »Dialogue between these two realities, religion and rhe-
toric, can be explained by the affinities that exist between art
and the sacred. Religious discourse takes rhetorical forms
(...)° http://www.worldcat.org/title/new-chapters-in-the-his-
tory-of-rhetoric/oclc/695982157
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[MparmaTtuykaTa peTopuka (MICOJOIIKA, PEIH-
THCKa, CyJICKa, PEKJIAMHO-TIpONaraHHa, Marmc-
Ka) e, TJIaBHO, PHUIPY’KEHA OJ1 N3BECHHU CIICHCKH
U pUTYyaJHU CJIEMCHTH, W € ylareHa M Ha
(U3NUKOTO, a HE caMO Ha MeTapU3NUKOTO OUTHE
Ha 4OBEKOT/KoJeKTuBoT. Of Apyra cTpaHa, cak-
PATHUOT eeKT BO MOTECHa CMHUCIA Ha 300poT ce
NOCTUTHYBa BO TOBOPHHM YHMHOBU KOW MMaaT KHH-
KEBHO-ECTETCKM WJIM JyXOBEH, HO JU1a0OKO
WHTHMeH Kapakrtep. CakpajaHara AHUMEH3HMja HMMa
OCTaBEHO CHJICH IeyaT Bp3 CaMHOT ja3uK U BO
KHIDKEBHATa M HapOJHATa TpajaMlidja, Koja pac-
nojiara co OpOjHU MPHUMEPU Ha XaHPOBU (KyCH
Oo0NMIM W JAp.) 3aCHOBAaHM BP3 KOHLENTOT 3a
eeKkTUBHOCTA HA XHMBaTa ped (TOBOPHUOT YUH
KaKo EHepPreTcKH 4uH): 0JarocioB, KIETBa, MO-
¢danba, amMaHeT, 3aKIETBa, MPOUYKA/TPOIITABAGE,
nageH 30op (Oeca), MonHTBa, MPOPOIITBO, Ma-
THCKH M UCIEIHUTEICKH (GopMyin. AKO CIOBOTO
(morocot) e Bor m Bo bor, Toa HecimyuajHo €
MOBP3aHO CO CO3JaBAaETO HA CBETOT M HECIY-
4ajHO ce 30uaHyBa, 0e3 MpecTaH, HeroBaTa Cak-
panna dyHkumja.’

MuToTBOpHaTa QYHKIMja HA KHU/KEBHOCTA
U Ha bubaujaiua

Kon cpenunata Ha XX BEK pUTyaTHO-MHUTO-
JIOIIKUOT TPUCTANl KOH KHIKEBHOCTa (Jenmeasap
Menetuncku, X. Bajsunrep, ®@. depracon) ja

° Bo nopaaukamsa hopMa ako ce FOBOPH, H CAMOTO TTHCMO,
KaKo IJIarojiiara, Ha NpUMep, MMa CakpajHa JMMEH3Hja.
[lorosopxkara: ,,Jlo6ap 300p *xene3Ha BpaTa OTBOpa‘, HCTO
TakKa ja eBOLHpa JAeJOTBOpHATa/e(eKTUBHA MOK Ha >KMBaTa
ped.

BOOYYBa IMOBTOPHATA ,,peHECaHCA™ HA MHUTOT BO
KHIDKEBHOCTA M ja CBPTYBa KHI)KEBHATa XepMe-
HEBTHKa CIpeMa MOAECPHUCTHUYKUTE OOJIWIM Ha
MUTOJIOTH3AIMja U PEMHUTOJIOTHU3AIN]ja HA CIIUKA-
ta Ha cBetoT (II. [lojc, T. Man, ®@. Kadka, V. B.
Jejre, B. bnejk). M emHa rpyma wcTakHaTH CO-
BETCKH TeopeTnyapu, kako O. M. @pejnendepr,
A.®. JloceB, M.M. baxtun, B.B. lBanos, B.H.
Tomnopos, C.X. Asepunues, B.J. Ipom,'’ ja uc-
TpakyBaaT yjorara Ha MHTOT BO pa3BOjOT Ha
KHIDKEBHOCTA W MHUTOTBOPHATA yJioTa HA KHH-
JKEBHOCTA, Ha HAYMH pa3jifyeH O OHOj Ha PHUTY-
ATHO-MHTOJIOIIKATAa U apXeTHIICKaTa KPUTUKA U
Ha T.H. mutonoetuka (JKunbep Jdupan).

Op apyra cTpaHa, ¥ Ha KHIDKEBHATA CIleHa Ha
XX Bek ce jaByBaaT NpPAaKTHKA Ha €OHA HOB8A
muiionozuzayuja. bubauckuoii  muitionozuzam
3a3eMa 0COOCHO MECTO M BO KHUKCBHOCTHUTE CO
XPHUCTHjAHCKO KYJITYPHO-PEITUTHUCKO HACIEICTBO
(®.M. HocroeBcku, M. bynrakos, Mo
Hpwancku, b. Ilexkuk, Panmocmas IleTkoBuK,
Cnasko Janesckn).!' Bo THe pamku, GHOINCKHOT
MHUTOJIOTH3aM C€ Pa3JIMKyBa O] OMIITHOT MHUTO-
JIOTU3aM, KOj € BTEMEJICH Bp3 MPEIJIONIKUTE Ha
JIPEBHUTE MUTOJIOMIKA CHUMOOJIHYHU CHUCTEMH.
WNako wmMa AOMUPHA TOYKH Mery ONINTHOT U
OMOTMCKUOT MUTOJIOTH3aM, OBOj BTOPHOB (OHO-

' Bo eporickara Hayka HEOIMMHJIUBH CE TCOPHUTE HA M-
tor Ha Epnectr Kacupep, Knox JleBu-Crpoc, Ponan bBapr,
Pene XXupap, Mupua Enujane, II. Kamnoen, II. ®pejzep,
" JIp.

! TToceGHO MecTo 3a3eMaaT POMAaHMTE KOH CE BTEMENICHH
BP3 HHTEPTEKCTOT Ha Kopanoili v TpafaT CTPYKTYPH Ha ,,1C-
JIAMCKHOT MMTOJIOTH3aM*‘, KAKBH LITO c€ poMaHHTe Ha Me-
ma CenmnMmoBHK, Ha np. (Jepsuw u cmpiu) wmm Ha OpxaH
IMamyx (Ce suxam ypseno).
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JIMCKHUOT) € creunpuueH CUCTEM Ha CUMOOIN U
(dbyHKIIMH, Taka IITO 3acCiIy’)KyBa Ja Ouje mocebeH
MpeMeT Ha IPOYIyBabE.

Hoptponn @paj (1983 & 1990) jacHo TO HC-
TakHyBa ,,CPEIULIHOTO CTPYKTYPAaJHO HA4esno‘
crope]i KOEIITO ,,KHIDKEBHOCTAa TPOM3IIETYBa O]
MHUTOT" ¥ TOKMY 3aT0a IIOCeyBa KOMYHHUKAaTHBHA
MOK HH3 BEKOBHTE U TO YyBa CBOjOT WACHTHUTET, U
MOKpPaj OPOjHUTE UCTOPHCKH, COLUjATHH U HIECO-
JIOWKH TpoMeHH. KHMKEeBHOTO J1eNo €, BO CyII-
THHA, TUTIOJI HA UMarvHaIujara, uCTo KaKo PHUTY-
aJoT, MHTOT W HapOIHHUTE TPHUKA3HU U Oajru/
CKaCKH, KOM Ce CMeTaar 3a ,,IPETKHIKEBHH Ka-
TEropuu™“ U KOM ce /T O JIO KAJIHO T M CBETC-
KOTO KYJTYpHO HacieacTBo. KHmkeBHOCTA TH
o0e/MHyBa BO ceO€ IMPETXOJHUTE HCKYCTBa Ha
MMaruHapHOTO TaKa LITO MOXKE Jla Ce CMeTa 3a
,IICHTPaJHA W HajBa)KHA CKCTEH3Hja HA MUTOJIO-
rujata®. KHIDKEBHOCTA c€ OUIMKyBa CO BHCOK
CTElleH Ha CHHKPETHYHOCT M HE MOXe Ja ce
TOJIKYBa HE3aBUCHO O] IPYTHTE OOJIUIIMA HA UMa-
ruHapHOTO. Hatamy, ciopen ®@paj, KHIDKEBHOCTA
ja ,HacieayBa, ja IpeHecyBa U ja pa3HooOpa-
3yBa‘“ Mutonorujata (1990: XIII).

WHTepecHu ce itipuitie ¢hazu 00 pazeojoill Ha
jasuxoili v HAa ja3UYHATA CBECT IITO TU UCTAKHYBa
H. ®paj:

1) IIpsaitia ¢ wmuromoercka, Meradopuyna'?,

XHepornudcka, HWKOHHYHA, TTOJMTCHCTHUKA,

12 Ke maBemam npuMepy Ha efHa meraopa Ha JBOUICHA
ananoruja (Meradopa), KOU TO TOJOBYBAaT UACHTUTETOT HA
HUcyc: ,,Jac cym nebot Ha xuBOTOT* (,,EBanrenmue cmopen
JoBan“ 6:35), ogHocHO: ,,Jac cym ne6oT Koj cne3e ox Hedo-
0 (,,EBanrenue cropexn Josan 6:41), uin: ,,CioBoto Gere
Bor* (,,EBanrenue cnopen Josan® 1), uimu: ,,Jac cym Ilaror,
Buctunara u XXusotot* (,,EBanrenue cropen Joan™ 14:6).

16

MOJIMCEMHUYHA, TUTypajJiHa, YCHA, IIaraHcka,
pUTyanHa, Marucka M TBOpOEHa, 3aToa IITO
pedra UMa MOK Ja TO OCYIITECTBYyBa OHA IITO
ro kaxysa (,,J peura crana teno®; ,, peue
Bor: Heka O0uae cBeTIOCT U OMIHA CBETIOCT,
butne (I'enesa, Ilocitianok 1:3).13 Taa e
KyJTypa Ha MaMeTeme, Koja ro caka jasukoT
kako roop (langage), He TO3HaBa MOABOE-
HOCT Ha CyOjeKTOT Oa O0jeKTOT, 3a7 pedra
(mo)ctou bor, mMumarta M TpeAMETHTE Ce
TECHO TIOBP3aHU, OCMUCIICHH, KaKO U BpCKaTa
Mery dHoBekoT W mpupomara. IIpsara ¢aza
BepyBa JIeKa CO M3rOBapameTO Ha HEYHe MMe
Wwin Ha Hekoja Qopmyna, ce ocimoboryBa
onpeneHa eHepruja. Taa BepyBa JieKa TOBOPOT
¥Ma Marmcka MOK Jia TO OCYIITeCTByBa OHa
IITO TO TOBOPH, KaKO BO CIIy4ajoT cO OuOmc-
KNTe KepUIMU H cBetute Tajuu' . Taa 3Hae
JIeKa MOKEe Jla C€ CaKpasln3upa elieH TOBOPEH

Ho, uma u npumepu Ha nopaankania Metadopa, Bo KOjalito
€ HUCIIYIITEH WICHOT/CY0jeKTOT, BO KOj C€ ONHIIyBa U ce
Ka)kyBa caMo: ,,YpHETe T0 OBOj XpaM M 3a TPH JHH Ke T0 Ho-
muraam™ (,,EBanrenme cnopexn Josan™ 2:20), mpu mTo Muc-
m Ha Cebe. Wmm: ,,buam mu Kapma®“ (ITcanm 70), Benmm, a
muciu Ha bor!

3 MutomoerckioT MeTaopHUueH ja3HK ce eMAHIMIMPa Ha
TOj Ha4YMH IITO ce OCJNO0OJyBa O CTEIMTE Ha MArucKuTe
¢dbopmyiu U puTyanu, a co Toa ce uHauBHAyaau3upa (Dpaj,
1985: 50).

!4 Kepurma (011 cTaporpuKHOT TIArol Knpoooo, IITo 3HAUH
o0jaBa/oriacyBame Ha eJHa BeCT BO UMe Ha bor, co mer na
ce MpeHece HeropaTa Mopaka, Kako IITO Toa T0 WMa Hampa-
Beno Mcyc on Hazaper, armocTosicka u eBaHresncka o0jaBa Ha
60kju uyma (craporpukuor 360p €VayyéMov 3Haum Gara
Bect win Onarosect). Ce npeBenyBa kako mponosea. Kepur-
Mara € BeCT Koja ce ocTBapyBa (ce OCYIITECTBYBa) CEKOTaIll
OJIHOBO NP Hej3uHaTa (TJ1acHa) o0jaBa, Koja 3HAYH Ce PUTY-
QII3HUPA CAaKpaIHO U Ce TI0OBP3yBa CO MUTOT Ha CIIACEHHETO.
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YMH W BPEMETO Ha HETOBOTO PHUTYAIHO
noBTopyBame (Dpaj 1985: 29) co momormt Ha
3aeIHMIIATA W HEj3WHATA TPaTuIlja (eTHUUKA,
BEpCKa, ja3uyHa, MOJUTHYKA, pojoBa). Taa ro
MOJIBJICKYBa MOCTOCHETO HAa €HO ,,CAKPATHO
BpeMe®, BpEMETO Ha BEPCKUTE M MMaraHCKUTE
pUTyaIX BO KOWIITO CE€ 30MIIHYBa, 3aCIHO CO
o0jaBara, cekorail OJHOBO, YyJIOTO, BOCKpe-
CEHHMETO, CIIAaCeHHWEeTO, cTUrMara. Bo oBaa
(daza bor c¢ ymre He ce cdaka TpaHCIICH-
JICHTHO, TYKY € MIPUCYTCH HaceKaJe, BO CE OHA
KO€ TIOCTOM, Ia 3aToa TIOCTOoM: OOr Ha
COHIIETO, OOT Ha BojHAaTa, OOT Ha MOPHIHATA,
Ha JbyGOBTA, HAa TO36MHHOT CBET .

2) Biuopaitia ¢asza e meitionumucka ¢ghasa, ermo-
Xa Ha XepojcKaTa emnrKa U Ha Tmposara. Taa ce
nHCcTanmpa Bo aHtukata (IlmatoH) m ro mpo-
MOBHpa JIOTOCOT Ha apuCTOKparujata u (u-
mo3odujaTa, Taka INTO ITOBEKE WHTEICKTY-
ann3upa, OJOMTO JOXKUBYBa YYBCTBEHO W
cetmiiHO. Bo oBaa (ba3za ce mBou Cy0jeKTOT of
00jEeKTOT, Ce TPaBH 3aMeHa Ha CTBAPHOCTA CO
pedra u co TeKCToT. Bo Hea ce co3maBa HOBa
,»ITICMEHa KyJTypa“ Koja My C€ CIpPOTHBCTa-
ByBa Ha 3a00paBoT. Taa BepyBa Jieka MMUIIaHA-
Ta ped, Kako oOJIMK Ha 00jaBa WM ,,Kepurma,
“Ma TIorojiemMa ,Marucka“ MOK OJi yCHara
(Dpaj 1985: 277). Bropara ¢aza ce mpermnos-
HaBa MO KYJITOT Ha MOHOTEHU3MOT, Taka IITO
Ce CTpeMH Jia T TPAHCIICHIUpPAa KOHKPETHUTE
3HauYCHa BO YHUBEP3aJTHUTE MTOUMH. ,,/13Bopu-

'3 Mocrou cymrrecTBeHa pasnuka Mely GHOIHCKOTO TOMMA-
e Ha BpeMeTo, OMONHMCKUOT XPOHOTOII U MAaraHCKHOT: Oub-
JHCKUOT HMMa CBOj alCoNyTeH I[OYeTOK W Kpaj, JojeKa
[araHCKHOT € HUKINYEH U TIOBTOPIIHB.

Te Ha bubnujailia TOTEKHyBaaT OJ IpBara

MeTadopuuka (asza‘““, HO COAPKAT U CIEMEHTH

Ha BpBHa ,0ecegamuka pertopuka™ (Dpaj

1985:53) ox BTOpaTa, MeTOHUMUCKA (a3a.

3) Tperara ¢a3za ce nojaByBa koH XV-XVI Bek,
BO eroxara Ha XyMaHH3MOT M pEHecaHcara,
KOra Ha UCTOPHCKATa CIICHA CTaIlyBaaT HapoJI-
HUTE ja3ulll U KYJITYpPHHUOT KapHEBaJIU3aM,
KoTra ce jaByBa moTpedaTa Ja ce pasrpaHudd
WIy3Hjara oJ CTBApHOCTAa U CE CO31aBa ,,KyJl-
TOT Ha jacHOTO 3Hauewe " (Dpaj 1985: 54), na
c¢ 10 T0jaBaTa Ha PEATM3MOT, HATypaTu3MOT
(XIX) u comujamaAOT peamusam (XX).

MUTOT € NmoI0KeH Ha KOH3EPBUPA-E, TOj T'O
YyyBa CBOjOT apXaWycH jasMK M I'0 apxau3upa
CBOETO 3HAUYCHE IPH CEKOja HOBA KHIDKEBHA HITH
penurucka akTyanu3anuja. MHTCKHOT 3aluc ¢
COCTaBeH Jell 0] HaJTUMIICECTOT U PETOPUKATa Ha
bubnujaivia. bubnujata ru moBTOpYyBa OMOMH-
3UpaHWTe MUTOBU CO BEKOBH Ha pea, BO COT-
JACHOCT CO CBOjOT KaHOHM3HMPAaH pUTyalleH pe-
JUTUCKH cucTeM. KHIDKEBHOCTA, Mak, YHjaIlTo
HCTOpHja M MPETX0au Ha OMOJIKMCKaTa, HCTO Taka
COJPXHM MUTCKH 3aIMCH, HO OCBEH TOa Taa TBOPH,
c1000IHO, W HAa CBOj HAYMH PUILYATHO, HOBH
JUTEPApPHU CBETOBHU CO MUTCKH TIPEN3HAK.

3HavaeH Jiesl Off KHWKEBHOTO TBOPEIUTBO O
pasiveH >KaHPOBCKM Tpoucxona (Tpo3Ha u
npaMcka (DHKIMja, €rcka W JIMPCKa Ioesuja) e
MHCTIMPUPAHO Off OMOTUCKUTE MUTOBH, OZHOCHO
pedepupa Ha OHONUCKO-XPUCTHjAaHCKHOT KOPITYC
Ha MUTOBU. BuONucKkuTEe TEKCTOBU BpIIAT QYHK-
[Ija Ha XUIIOTEKCT BO MHOTY KHWKEBHH JIella BO
Hogara epa. OHa Koe € HajupOIyKTHBHO 32 KHHU-
JKEBHOCTa BO bubnujaitia, € moBp3aHO CO MHUTC-
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kute PpUKIMM U Hapauuu (pelaHdja, NpUKa3Hu,
TIOCITaHMja, MYAPOCTH, IIPOPOIIITBA, IPOBUIACHH]A,
arloOKaJMIICH), @ CO CaMOTO TOA U CO MHUTCKHOT
noroc (chaTeH Kako M rOBOp, U KaKo IMOIJIE Ha
cBeT). AKTyanu3anujata Ha OUOIMCKUTE MUTOBH
BO KHIDKEBHOCTA CE JIBI)KU MeTry JBE KpajHOCTH:
Ol paAMKaJHa amoyordja 0 paluKalHa Mapo-
nvja. Teopuwjara MCTakHyBa NOBEKEe HAYMHU Ha
aKTyajiu3aldja: UMUTAIWja, PEHHTEpIIpeTaliyja,
MeTaduKInja, TpoTecKa, Napojnja, caThupa, peBr-
3Wja, pekpeanuja, pekoHcTpykuuja. Ho, Hu KkHU-
JKEBHUTE, HU OMOIMCKUTE TEKCTOBH HE CE HCIIP-
MyBaaT cO MHUTOT M He Tpeba Jla ce cBejaT Ha
HUBHAaTa MUTCKA OCHOBA.

Bpeme na uyoa on bopucnas Ilexuk

Opn yynara He ce Oapa Jia moMaraar,

TYKy Ja MECHYBaar,

a 0J1 OHHME HajTOJIEMHUTE — HE JIa ja HCKPUBYBAat
CTBApHOCTA,

TYKY — pa3rpaxyBajKu ja — a TpajaT HIHIHHA
(ITexuxk, 1965).

Uynnuot poman-bricolage Bpeme na uyoa Ha
Bopucnas Ilexuk (1983) e cocTaBeH of jBa fiena,
,.Bpeme Ha uynma“ u ,,Bpeme Ha cMpt. OBOj po-
MaH € OCMHCIIeHa 30MpKa MOBECTH 3aCHOBAHU BP3
cenym uyna Ha Hcyc Bo Jyzeja m uerupu cmp-
TH', MHTErPUPAHN BO €/HA JIUTEpapHA IIeIIHHA.

' OcBen 3a uynOTO Ha BPAaKamETO HA BUIOT HA CIEIHOT U
YyJOTO Ha BPAaKameTO Ha TOBOPOT Ha HEMUOT, POMAHOT
roBOpH M 3a 4YyJOTO Ha BOCKpecHyBamerTo Ha Jlasap, 3a
UCLETyBabEeTO Ha JIEMPO3HAaTa JKEHa, 3a IPETBOPAETO Ha
BOJIaTa BO BUHO, U Ap. OBa XUOPUAHO U (pparMeHTapHO AEJI0
Ha b. Tlekuk ja BoBexyBa, pedrcH aBaTapcKy, MMOETHKATa Ha
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[lexuk ru (mpe)packaxxyBa OMOIMCKHUTE HapaTH-
BH KOPHUCTEJKA TO MOIYCOT Ha (hHKITHjaTa, KaKoO
NOOJIM30K IO OCHOBHOTO MOMMA€ Ha ,,yMETHOC-
Ta Ha 360poT* 011 Metanctopuorpapekuot.’” Toj,
BCYLIHOCT, TpaBU JUTepapHa (pe)Kpeanuja Ha
OMOIMCKUTE TPUKA3HU 3a 4yJaTa, 3aMeHYBajKH
ro MUTOOHONMCKHOT KOHTEKCT CO MHUTOIO-
erckn.'® Hoenure on Bpeme na uyoa ce oGmuk
Ha KHIDKCBHOYMETHUYKH ,,[ICPIIOKYIIUCKH TOBO-
pen unH". Bo HUB ce akTuBHpa (JTATCHTHATA) CaK-
paynHa QyHKIMja Ha ja3HUKOT, HEroBaTa MOK Jia ja
TpaHchopMupa CIMKaTa Ha CBET, 1a HHAUPEKTHO
Y CaMHOT CBET.

Bo npsuot gen ox ,,Bpeme Ha uyna® Ilexuk
ru gemuctuduuupa kpajuure egextu Ha Hcyco-
BUTE Yy/a U CO37aBa €l1€H MHUTOIIOETCKH XPOHO-
TOTI Ha ,,Ha YyJa U ymupama‘. Hacipema BooOH-
JaeHUTE KaTETOPUU — MUTCKO BpeMe, HCTOPHCKO
BpeMe, npodaHo Bpeme, BpeMe Ha COHOT, TOj ja
BOBEIyBa Kareropujara ,BpeMe Ha uyjga“ HiIu
,»dyAOTBOpHO Bpeme‘. Toa Bpeme € ,,meryBpeMe*,
KO€ MMa CBOja JUCKPETHA CakpalHa AMMEH3Hja.
Bo Hero ce BKpCTyBa OHa KO€ € TAaHHCTBEHO CO
OHa Koe e cBeTo (secret & sacred). Toa Bpeme Ha
YyzAa ce MOBTOPYBa PEUMCH PUTYAIHO, OJ Hapa-

HOCTMOJEPHU3MOT BO TOJMHHUTE Ha CPHCKHOT M jyrocio-
BEHCKHOT MOJICPHHU3AM.

'7 Bropuot nen o1 0B0j poMan (CKJION OJ YeTHPH IIOIJIABja)
BeKe NpaBy IIOHATJIACEHa MapojiMja Ha aloCTOJICKUTE/€BaH-
TeJICKUTE TIPUKa3HU 3a CMPTTa O] IJIelHa TOUKa Ha Jyna, Koj
€ IPETCTaBeH KaKo CTPAcTeH IMOOOPHUK Ha IPOpOIITBATa 3a
CIIACUTENIOT M CHACEHHMETO LITO IO HeMa M KOe He ce UMa
30uaHaTO, 3aToa INTO NPHMKa3HAaTa 3a PACIHYBaWmETO HA
Hcyc He e BuctunuTa U Mcyc He € BACTUHCKUOT CIIaCUTE.

'8 Cnopen Hukoma Mumomesnk, 0Boj poman Ha Ilexuk e
»(pHI030(CcKH, caTupuydeH 1 ucropucku™ (1986).
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I{ja BO Hapaluja, MOTCETyBajKH HE HAa apXeTH-
not Ha BommeOHukoT, Marnonndapor u lemu-
YPTOT, Ha BOJIIEINCTBOTO M Marujara, caTeHH
KaKko TOTJIeJl Ha CBET BO KOJIITO CE€ JOMMpaar
¢mro3opujaTa M KHIKEBHOCTA, pelurujaTa H
Kynrypata. TakBHOT MMarvHapeH XpPOHOTON Ha
MUTCKH MUCTEPHU ja MOTTHKHYBa CBETOTBOPHATA
yiora Ha KHWKEBHOCTAa, Taka INTO MeTabuo-
TUCKUTE HapaTwBH Ha [leknk ce mOXKuUByBaat
KaKO YHHKATHHU U aBTOHOMHHU (DUKIIWH.

Bo napatuBute Ha Ilexuk ce eBouupa, UCTO
TaKa, eIIHO ipecepilino épeme, KOe ce 00MIyBa 1a
ja TIoKaxe, ,,Ha JeJ0“, He caMo CO 300pOBH, MOK-
Ta Ha HOBaTa Bepa, BO IpaMaTW4HM COIIM]aTHH
OKOJIHOCTM BO KOMIUTO Joara 10 CyAHp Mery
MMIIEpUjaTUCTUYKaTa MaTpHIla ¥ KyJITypaTa Ha
JOMOPOJHHUTE HApOIu, Mery OoraTure M CHpO-
MAaITHUTE, METy BJIAJIETEIINTE U POOOBHUTE, MeEry
00pazoBaHUTE W HEYKHTE, ME'y IMOTUTCHUCTHYKA-
Ta 1 MOHOTEHCTHYKATa CBECT, Ia — BO TO] KOH-
TEKCT — M MeT'y jyJIJau3MOT U XPUCTHjaHCTBOTO.

OBa ke ro wiIycTpupame co JBa MPUMEpa O
,,0puKoaxoT* Ha [lekuk.

1. Yyoowo 60 Epycanum: nemuoid upo3oopyea

Uynoto Bo Epycanum ce ogHecyBa Ha HEMUOT
npocjak Mece3eBewsio, Ha mpekap MyTa u Ha
HETOBOTO HCLENyBame 30uaAHaTO OnarogapeHue
Ha HaTnpupoaHata Mok Ha Mcyc Xpwuctoc (B.
,»dymoto Bo Epycamum®, Ilexuk 1983: 88-103).
Kora nemmor Myrta mpo3bopyBa, OwumyBajku
JIONITO BpeMe OTYIeH Ol CBETOT Ha ja3WKOT, ce
cIydyBa mena apamMa: MyTa ce H3MecTyBa Of
cBOjaTa MPUPOJHA COCTOj0a W OJ CBOjOT MpH-
polleH ,,XpOHOTOINl Ha MYTaB®™, c€ pa3HEeOMTyBa

HEroBOTO OWTHE, Ma TOj, JICKOBEPHO M HECBECHO,
r'o MpaBU CBOjOT MPB jaBEH I'PEB, CE OTPEIIYBa O]
BIIaJIejadyKUTE TPAKTUKA W 3aKOHHW, MHUIIAHU H
HEMUIIIaH!, ¥ OMBa BEIHAII MPUTBOPEH KaKO OTa-
ceH ejneMeHT. Toj, UIMeHO, CKaH1pa HauBHO, MU
Ka)XaHO CO YJIMYHHOT W MPOCT JKapTOH, ,,Jae 10
oecsecT npen camuoT npokypartop ([Tontwnj [u-
nat): ,Jomy Pum*; , Jlomy wummeparopor Tu-
oepuj*; ,,Jlomy HamecHukor Ha Jyneja“; ,,Jla ru
yOueme puUMCKHUTE AepUKOXHU™; ,,Bo oran Uszpa-
ene...“). Heymaten Bo mpaBwiaTa Ha jaBHarTa
KOMYHHKalyja, HEeMHOT MyTa 3amo4HyBa Ja TH
HCKa)KyBa UCKPEHO JI0 BYJITAPHOCT CBOUTE MHUCIH
U cBOWTE 4yBcTBa (OMpasza cmpema Bamepnj u
ooratute Pumjanu — [lIperopujaHuy, 3aBHUCT
crpema Apyrute mpocjanu, npesup cnpema Cu-
PHjIITE U JI0jACHIIUTE, ATYHOCT, ByJIFApHOCT).
MyTa He e cBeceH 3a CeH3MOMITHOCTa Ha BiIac-
TOAPIIITUTE CIPEMa jaBHO MCKa)KaHUTE 300pOBH,
MUCIH, YyBCTBa, HICH M, BOOIMILTO, CIIpeMa CJo-
Oomata Ha wW3pasyBameTo. 10j HE 3Hae JeKka
MOKHHIIA WMaaT HHU30K TIpar Ha TOJEepaHIHja
crpeMa KpUTHYKaTa MHCIA, HO TrojeMa MOK Ja
Ka3HyBaaT U Ja ce oaMmasayBaar. Toj He e cBeceH
3a MOKTa Ha jaBHHOT I'OBOD, 33 MOKTa Ha ,,LOBOP-
HUOT ymH". Toj HEKOTAI cebecu He ce TePITUTIH-
paJl Kako JIMYHOCT Koja Ou Ouia omacHa Bo cde-
para Ha jaBHUOT JXWUBOT. Ho, pUMCKHOT TPOKY-
parop e XUIepCceH3nOMIIeH Ha jaBHO MCKaKaHUOT

! Tpe6a Tyka na ce moiBIeUe IeKa TONKYBAH-ATa HA CEMH-
OTHKAaTa Ha TEeJOTO LITO ja MpaBH HaMecHUKOT Banepuj ['pat
(yOenmen nexa ro mo3HaBa MEHTAIUTETOT Ha Jynejuure, 1o
MOBEKEroInIlleH mpecToj Bo Epycamum kako mpokypatop),
crara Mery HajBIEYaTIMBUTE WIYCTPALMH HAa TPOTECKHOCTA
Ha HapaTHBHATa CUTYaIuja BO Bpeme Ha uyoa.
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THEB, 1a He TyOM BpeMe Ja ro CaHKIMOHHUpA
BHHOBHHKOT. Taka, MyTta BegHam OumgyBa apec-
TyBaH, HEMHJIOCP/JTHO MPETENaH , Ha Kpaj, pact-
HAT HB Ha KPCT.

Iekuk ja pa3BuBa HE caMo MPUKA3HATA TYKY U
MICUXOJIOTHjaTa Ha JHUIIETO JIMIICHO OJf TOBOPHA
CIIOCOOHOCT W TICHXOJIOTHjaTa Ha JIMLETO KOe
CTEKHYBa ToBOpHa criocoOHocT. [lekuk ja moio-
ByBa CYIITHHCKaTa pa3inka Mery HCKPEHHOT,
HEKOHTPOJIMpPAH, MPO3eH U jaceH TOBOP M T'OBO-
POT KOj € IPOMHCIICH, COPUCTHLIUPAH, TUIIOMa-
TUYEH U JBOCMHUCIIECH. Taa pas3inka BO TOBOPOT €
pediekcHja Ha collMjajiHaTta, 00pa3oBHA M KyJI-
TypHa pa3nuka. [lekuk mooByBa Kako, OfeIHaIll,
CO caMOTO Mpo30opyBame, ce MEHyBa U MepIerl-
1yjara Ha ,,ja3uKOT Ha HEroBoTo Teno™. Jlomeka
Oua HeM, ja3UKOT Ha TenoTo Ha Myra (rpuMa-
CUTE, MUMHKHUTE, CKOKOBHUTE, BIKCHATA Ha pa-
LIETe, Ha TojaraTa) c€ TOJIKYBaJ KaKO JIOjaJIHOCT
cnpema Pum, Ge3 oryiex Ha (akTOT IMITO TOj H
toraii, Jie (hakTto, rO MHCIEN, HO HEe ro HCKa-
XKyBaJ co 300p OHA IITO MOJOIHA, KOra Mpo300-
pen, TO MCKaXkal TJIacHO M jaBHO. MyTa, UMEHO,
MOJTYEIIKYM ITOCTOjaHO TH MPOKOJHYBan Pumja-
HUTE W TO TOBHKYBajJ CBOjoT Oor JaxBe ma ru
COTpE CHUTE 10 €/IeH, HO HeroBaTa HEMOCT TO
mTHTeaa Off 3aKoHOT. Toj JolHa pa3Oupa Jeka
M3rOBOPEHHUOT 300p MMa TMOMHAKBA BPEIHOCT O]
HEUCKaKAHHUOT. JaBHUOT TOBOP MMa MOK Ja IMOT-
TUKHE KOJICKTUBEH T'HEB U 6yHT U € CaHKIUO-
HUpPAH BO aBTOPUTAPHHUTE JPXKABH KaKo ,,BepOa-
neH nenukT . 3aroa, kKora MyTta Ke MporoBOpH,
JIO)KUBYBA ,,TOTATHA HeCpeKa™, er3UCTCHIINjaICH
KOJIarC.

Kako mocneanna Ha amcoiyTHaTa 6yrnzapHa
c10600a Ha uW3pazyBame 0€3 KOHTPOJAa U aBTO-
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nen3ypa, Myra npaBd KpUMHHAIHO JEJO, jaBHa
3aBepa MPOTUB wumnepujata. Mma Tyka enHa
Jutaboka, ¢Guio3odcka UPOHUja, a HE MPABOJIH-
HUCKa W MHTEPTEKCTyallHa MpPOHHja, Koja Om ce
noonBaia co (PEHOMEHONIOTHjaTa Ha BEPCKHTE,
COIIMjAJTHUTE U YOBEUKUTE aHOMAJIUU WM CO pa3-
JTUKUATE Mery eBPOICKHOT 3amajl U a3uCKUOT
Hctok. IlocTom aTaBUCTUYKHK MPE3UP HA BIACTO-
JIPIIIUTE CIIpeMa c1o0ojaTa Ha TOBOPOT Koja ce
CMeTa 3a HEeJIOMYCTJIUB 3JI0CTOP KOj MOpa CTPOro
ma ce caHkiuoHWpa. Bo oBaa moBect Ilexmk
JIUCKPETHO YIaTyBa Ha JBOCMUCIICHOCTAa, Ta H
ancypAHOCTa Ha craceHuero. O oBa 4yno Ha
Hcyc mpowmsneryBa CO3HaHHETO Jeka HU OOro-
BUTE HE CE CEKOrall CBECHH 3a TeMHaTa CTpaHa
Ha OJIATOPOJHUTE MOCTAIKH, 32 HEJCTUBOCTA HA
J0OpPOTO OJI 3J0TO, 3a Pa3IUKUTE My 3aMHC-
JICHHOT CBET M CTBApPHUOT. PEKOHCTpyKIIMjaTa Ha
oBa HMcycoBo 4yno € mapagurMaTHYHa 3a Tep-
JIOKYTUBHaTa MOK Ha TOBOPOT, Ja Ouje Hero-
JKEJICH U OMaCeH jaBEeH YMH U JCJIUKT, KOj € Tpe/-
MET Ha KECTOKH CaHKIWU ((paKTHYKU, CMPTHA
ka3Ha). Hem m Oesrmacen, Myrta mma mpaBo na
kuBee. 300piuB W TiaceH, Myra ro ryou mpa-
BOTO Ha JXKMBOT. Toa ro caka 4uTaTesoT TOKMY
CO TIOMOIII HA HapaTUBOT Ha [lekuk, cymTHHCKH
(huKIHMoOHAJIeH, CYIITHHCKU MOKEH.

Bo mnoBecta € 10JI0BEeHa CIIMKa HAa MHCTEPH-
03HOTO HCIENyBamke Ha Mece3eBenIo co TTOMOIII
Ha Maru4HuoT 300p ,.Eddara®“, wmm: ,,OTBOpH
ce*," moTeM GIArHOT AOMHp CO MPCT HAa yCTATa
Ha MeceseBewio mro ro Hampasui Kcyc, cto-
€JKM MOJKYM WM BO j1ab0Ka MOJIUTBA, PHUTY-

2 Egdara e craporpuka BapHjaHTa HAa CHPHCKO-apamejc-
KHOT IJ1aroJICKu Bokarus: ,,OTBopu ce!
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aJIHO, HAJ HEMHUOT mpocjak. UymoTo Ha ucuery-
BamETO CE CITydyBa BO HEKOJKY MUTa Ha OuOIIHC-
KOTO ,,BpeMe Ha dyjia‘ u € IPOCIIEeACHO CO Ceprja
MOCJIEeI0BAaTEIHN PEAKUUN: CTHXHJHO U HEBOJHO
o0jaByBame Ha IIOMTANOT BO Epycamum, mudHo
Mpen JBajlaTta PUMCKHOT HpoKypaTopu IloHTH]
[Munat n Banepuj I'par, xako u mpen HacoOpa-
HaTa Maca Jyfe, MOBUKOT Ha CTpakapure Ja Io
¢arar, 1a To mpeTenaar u Jia ro paciHaT Ha KpCT.
[Mocnemunure o1 ,,HaBpeIaTa Ha HETOBOTO PHUMC-
ko BenumuectBo (111), umnepatopor Tubepuj He
ce HM MallKy HaWBHM W HU MaJKy HaJIHK Ha
epeKTOT WTo ro MMa MarnyHata ped Ha Hcyc
»Eddara“. I'oBopoT ce oTBOpa, HO Ha Hajomac-
HUOT MO>KEH HauuH!

OBze mMame CoIocTaByBamke Ha JBa IpUMepa
3a pa3iaudHa yrnoTpeda Ha ja3sUKOT W 3a pas3iind-
HUTE e()eKTH Ha MEePIOKYTHBHOCTA HA TOBOPHUOT
YUH: €IHHOT, KOTa CO TOMOII Ha pPHUTyalHa WU
JIMCKpEeTHa ymoTpeda Ha pedra ce IMOCTUTHYBa
MHUCTEPHO3HO U CAKPaTHO MCLEITyBambe; IPyrUoT,
KOTra CO BYJTapHO-NIOJUTHYKA M HMHAMCKPETHA
yrnoTpeba Ha peuTa ce MPeJu3BHUKYBa jaBHUOT
peln, ce IOBUKYBa Ha OYHT, C€ MCKa)XyBa oMpasa
npotuB Pumckata Mmmepuja U UMIepaTtopoT U
KOTa Ce CAaHKIIMOHUPA U peuTa, 1 TOBOPHHUKOT.

2. Uyooiuo 60 Cunoam: cieiiuoui upoziedysea
Bo ,Uymoro Bo Cummoam™ (1983: 104-114,
criopen ,,EBanrenuero no Jopan®, ri. 9), cnenuot

2z Jlozeka 6eB HeM, MOXKeB OapeM Ja MHCJIaM IITO cakaMm, a
cera, camo IITO I'O M3rOBOPHB IPBHOT 300p BO CBOjOT KY-
YeIIKH KUBOT, BOJHUIIMTE HAa MPOKYPAaTOPOT Me IpeTemnaa.
(111) Taka my ja objacHyBa cBojata coctojoa Me3se3eBenso,
pacmHaT Ha KpcT, Ha Baptume;j.

Baptumej TumeeB on JepuxoH mporienyBa IO
nexoBuTHOT jonup Ha Cpnacurenor. Ho, mrom
nporiennyBa (O, xakBa uponwmjal), TOj ce coo-
YyBa CO O/IBPATHOCTA Ha CBETOT BO KOJIUTO KH-
Bee, o Ae(hOPMUTETUTE HA JIyF€TO CO KOUIITO T'0
JIeTT CEKOjAHEBHETO, CO HUBHATA NPUPOJHA U
couyjanHa rpAoTHja (JIyaanu, JEenpo3HH, [IIyBO-
HEMH, cakaTH, OelHU ¥ BaJIKaHU JIyfe), Taka LITO
ce 3rpo3yBa JIo Taa Mepa IITO MocakyBa Jia ouje
cinen u onouBa aa riena. Criopes OMOIMCKHOT
mut, Baptumej mera Hu3 Jyzneja u3BecHo BpeMe,
CO HaMmepa Jaa OTkpue Oapem HemTo YO0aBo
nopaj KOemTo OU BpeJeNio J1a )KUBee CO OTBO-
PEHH 0YM, HO TAaKBO HEIITO He Haora. OnenHar,
Toj chaka (,My CBETHyBa BO IJlaBaTa’™) 1eka
TNIEalkETO caMo 1Mo cede He € HU pelleHue, HU
ycIoB 3a Jia ce Ouze cpeken. ClenuoT Koj Mmpor-
Jelan MOCaKyBa, MapagoKCalTHO, MOBTOPHO [1a
oune cnemn. U, He camo Toa. Baptumej, He Moxej-
KM J1a TJeJa 044 B OYM BO Tpydara CTBapHOCT,
OJUTydyBa caM Ja CH I'Ml MCKOIla/la CH T'M U3BaaH
coute oun. Toj onOmBa Aa riena ¥ jAa UMa
HIaHCH, KOTa OMJI0 BO WAHWHA, 10 HEKOE Yy/0, a
nporsiena. Toj ce ocyayBa Ha CIeNWIO OTH Toa
My C€ YMHH MOXyMaHa OIIHja OJ ITEeNambETO CO
OTBOpPEHU 04U BO Oejara Ha CBETOT. 3HAYH, U OBa
4yJIOTBOPHO HcHenyBame Ha lcyc 3aBpiryBa
TParuyHo.

Tonxky MHOry YyIHM 3]la ©UMa BO OBOj CBET,
IITO HE CE 3Hae KOoe 3JI0 € IOrojeMo, Koe IomMa-
no! CnenuoT riena momo0po mpes aa mporieaa,
HEMHOT € cJI000AeH mpel Aa mpo300opu, HPHUOT
CBET € MOMAJIKY LIPH KOra € JaJIeKy Off OYHUTe U
on ymmwmre... ,,duno3odujara” Ha CIENUOT ce
CBelyBa Ha Toa Aeka, ako CracHTelIoT HE MOXKe
Jla My TO BpaTH BHJOT Ha IEJIHOT ,,CIEeN CBEeT",
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Toram € nobe3deaHo aa He ce raena. CBeToT e
noy0aB Kora € HeBUJIMB, IMa MAJIKy MUCTHKA BO
TOA J]a HE Ce IJIefla CBETOT TAKOB KAaKOB IITO €,
ByNrapeH, BasikaH, 3100eH. Iloctom wu3BecHa
rapaHTtupana cio0ojJa Ha HMMarmHanujata Kora
CICTIHOT CH TO 3aMHCIyBa CBETOT BO KOJIITO
KHUBEE.

OBze ce mocrtaByBa mpamamero: ,,Jlamu ce
HCIUTaka Ja ce MMa 04, Kora BeKe € jacHO JieKa
OYUTEe MMaaT MOK ,, M yOaBMHaTa Ja ja 3arajat’
(1983:109). Ha mpamamero 3a koe M00po My
ciy’kaT ouute, Matuja — on mpuapyxkOara Ha
Hcyc onx Hazaper — My oaromapa: ,,...3a J1a TO
Bumumn  cBojor bor® (1983:110). Ha Toa
Baptumej pemnmunupa: ,,CBojor bor Beke ro
UMaM BHJICHO, amMa Kako Ja T0 BWJaM OHOj
3aegamukuot?* (1983:110) Axo e bor Bo curte
CTBapu OKOJIly Hero, ce mpamryBa Baptumej,
30IITO TOj, CEMOKeH bor, ce Haora mery TOJKY
TP CTBApH U BO TOJIKY TP/ CBET?

Bo oBaa moBecT ce akTyanM3umpa apXeTHIIOT
BIIMIIAH BO M3pEKaTa ,,CIIENHOT KOj Mporieaan,
KOj — MeryToa — BO JY’KHOCIIOBEHCKUTE TPAIUIINU
€ TOBp3aH CO €IHa HeraTMBHA MOpajHa KOHO-
Talyja: IeKa, IMEHO, CO MPOTIIeAyBameTo (3Hae-
IBETO, MOKTa), JAoara  3JI0TO, JIYI'€TO C€ OJOIIY-
BaaT, CTAaHyBaaT HEXyMaHHU H ja ry0ar emmaTuja-
Ta crpema OeHWTE W HEMOKHHTE. Brpouem, m
OMOJIMCKUOT MHT 3a TPBOOMTHHOT TpEeB U 3a
nporoHot oxa Pajor ja eBommpa wuuejata Jeka
3HACHETO caMo 10 cebe He IO MpaBU >KUBOTOT
moybaB, JeKka e 3HaemeTo 3a0paHeTra 30HA 3a
OOMYHUTE Jyre, JIeKa TajHUTE Ha CBETOT MM Ce
JOMYIITEH! CaMO Ha WHHIMPAHUTE W IIOCBETE-
HHTE, IeKa 3HACHETO /1aBa MOK 3a Jla ce Blajiee
co syfero. OBaa MOBECT € MHTEPECHA U MOPATU
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JpPYTH JIBE HEUITa: MPBO, CIEMHOT CTAaHyBa yde-
HUK M cienOeHuk Ha Mcyc, mocnmymnryBajku To
HErOBUOT COBET ,,Jla C€ CIacH caMUOT cebe™ (Ia
He Omn cier, OM TO pacmHalie Ha KPCT IOpaau
Benmuemhe Ha lcyc m HOBara Bepa, ama Kako
clen To IMylmTaaT JAa JXUBEe); BTOPO, BO OBOj
packa3 € BMeTHAaT (parMeHT CO pacIHATHOT
MeceseBenino, K0j objacHyBa KOJKy € 0e30emHo
KOTa JyfeTo ce HeMHM, HACIPOTH JyfeTO KOU TH
MCKa)KyBaaT CBOMTE MHCJH U YyBCTBA jaBHO.

W 4uynoTo Ha HCIETyBameTO Ha CICMHOT BO
Cunoam Ucyc ro u3BpiiyBa HH3 TOBOPEH UYWH
(my pexon Ha cinenuoT Baprtumej TumeeB on
Epuxon: ,,Onu u3myj ce Bo Oamara cruioamcka™)
U 00pesHO, MauKajKu TH OYUTE Ha CIIENHOT CO
CBOjaTa JICKOBUTA IUTyHKa (,,cBeTa Boja™). U Bo
OBaa IOBECT T'M €BOLMpA JBETe 3HAueHa Ha
CITAaCEHUETO MPEKy HCLEeITyBame: IMPBOTO, KOE ja
NoKaxyBa neppopmaTuBHaTa (TMEPIOKYTHBHA)
MOK Ha peuTa BO CKJION HA €ICH YyAEH U AWC-
KPETHO M3BEJICH 00pe/, BTOPOTO, KOE T MOKaxXYy-
Ba TIOCHEJHIUTE OJ YYJAOTO W TParu3MoT Ha
craceHnero. Bo oBaa moBecT € JapamMaTHuYCH
BHATPEITHUOT MOHOJOT Ha Baprume] (kako 4uH
Ha OTKPOBCHHE), KaKO W HEroBOTO OE3riacHO
obpakame 10 Hcyc, kora Toj ja onuIryBa Impen-
HOCTa Ha CJENWIOTO, Clo0ojaTa Ha HMMaruHa-
jara ITo CIENHOT ja MMa U IITO ja TyOu Kora
ke ce cooun co ctBapHocTa (1983:106-7). Otcyc-
TBOTO Ha BHJOT € NPHPOAHA COCTOj0a Ha cire-
MHOT, BO KOjallITO TOj CE€ BKJIOMMJI KaKO BO CBOj
MHTHMEH JIoM Ha buTHeto n Hema xenba na ce
ucend ox Toj moMm. McycoBute 9ymoTBOpHH 300-
POBH ce TMpHYMHA TMOpaad KOjallTO CJIEMHOT
Baptumej e ucdprnen on cBoeTo ersucTeHnyjan-
HO W €CEHIIMjalHO cpeauiTe. 3a aa Oujae MoB-
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TOPHO TOj IITO €, BapTumej caMuOT ce ocyayBa
Ha BeuHO ciemmwio. He ce cure iyre emaHakBH
IpeJ CBETJINHATA U TIPEJ TeMHHHATa!

U oBzxe ce mokaxyBa Lena cepuja MOCIEANLN
ol meppopMaHCOT Ha YYAOTO MOTTUKHATO O
300p: HCIENyBame, MIOKAHTHO COOYYBamE CO
rpybata CTBapHOCT, NMPEHCIHTYBambE¢ Ha CMHC-
JaTa Ha IJIe/IalbeTo, YyBCTBO Ha er3UCTEHIIN]aTHa
3arpo3eHOCT, CaMOKa3HYyBamhe MPEKy BaJlekhe Ha
COTICTBEHUTE OYM, CIIO3HAHHETO JIeKa YOBEK ¢
HanMK Ha Bor kxora mma amcomytHa cno®ozga Ha
WMarvHamnyjaTa W Kora TO 3aMHCIyBa CBETOT
CTIOpeJ] CBojaTa Mepa Ha XapMOHHja M YOBEYHOCT,
OOJIHOTO CO3HAaHUE [eKa CaMHOT 4YOBEK ,,I0
3aragyBa cBETOT co cBoute oun' (108), meka koi-
Ky My € mojo0ap BHJIOT Ha YOBEKa, TOIKY MYy €
MOJIONIA CJIMKATA Ha CBET.

Hue, nmax, cmo3HaBame, BO €/1eH MWT, JIeKa HE
CEKOe OTKPOBEHHUE € CITACHTEIICKO U JJOOPOOUTHO
W JieKa He € JIOBOJIHO Jla Ce CcracaT camMO HEKOU
ayfe TyKy Tpeba 1a ce cnacu nenuot ceet. Ho, 3a
Toa ce morpedHn 6e30poj Cnacurenu, HE caMo
enen! Bo oBaa moBecT ce akryanusupa OuOmmc-
KHOT MUT Ha Berenara 3emja mro Tpraysa 1a ja
Hajae Baptumej 3a ma ncnuTa manu Bpend Oa ce
rliela BO OBOj CBET. AKO Hea ja HeMa, TOrail
HEMa CMHCIIa Jia ce riiefa, moaobpo e aa ce ouue
crnerr. OBaa IMOBECT, UCTO Taka MOKaXyBa JeKa
€HH UCTU 360pOBI/I, KakKo U €JHU UCTH ITIOCTAIIKH,
MOXKaT Ja OWJaT NPOTOJIKYBaHM Ha Pa3iIU4CH
HAYMH O]l pa3lIMyHH JIyf'e BO PA3IN4YHU CHTya-
IIMM, CO OTIJIe]] HA HMBHATa Hamepa, CBETOIJIEN,
uHTEpec, o0pazoBaHue, KynTypa, peiuruja. Ilo-
pagy Toa CBETOT € OCyJeH Ha HemopasOupame,
IMTO ,lTaK, MPEIU3BUKYBa OpOJHH MOCIEIHIIH:
JMYHU U KOJICKTUBHH TPAyMH M Tpareauu. AKO €

3a yTexa ¥ aKko MOXe Ja OuJie CIacHTEeNHO, HU3
CTpajiamaTa yuuMe Kako Ja ce CIacuMe CaMHTe
cebecH, a He J]a YeKaMme Toa Jla TO HalpaBH HEKOJ
Ipyr, Mmakap Toa 6mn u Cracurenot! 1 mobpo e
Jla ce TOoAyYMMe, eIlHAIl, ¥ O] CTpajamara Ha
JIPyTHTE, a HE Jla YeKaMe HaM Jia HU Ce CIIy4d
HcTaTa Tpareuja 3a Ja ce MOTBPIU UcTopurjara!

OcHOBHH HHTECPHNPETATUBHU UMILVIUKAIIUH

3a yuTaTenuTe Ha KHIKEBHOCTA HE OU MMalIo
JIATepaTypa*“ Kora OMOIMCKHTE MUTOBU OH ce
NpUKa)XyBaJie Ha CTPOro KaHOHCKW HAa4YMH. 3aToa,
IPB [IPEIYCIIOB 32 Aa C€ CO3/aJle €IHO KHIKEBHO
JIeJI0 € J1a Ce HAIyIUTH M Ja ce IPEKPILH KaHO-
HOT. [lexuk ro HamymTa KaHOHOT, HO O€3 mpe3up,
co OJyiara UpoHHja, Ha AYXOBHUT HAUYMH, CO J03a Ha
eMIaTHja U CMHCIIA 3a Ie3WIy3Hja.

[IBeTe nmoBecTH Ha Ileknk ce 1OBOJIHM 3a /1a ce
WIyCTpHpa HAaYMHOT HA KOJIUTO KHM)KEBHOCTA
MOXKE Ja CE€ TMOCIYXH CO OMOIMCKUTE MUTOBU H
na coszaze cBou'. Bo Hup [lekuk ro 4uTa MUHY-
IIMO3HO, HCTOPHUCKH, COLMJaJHO, MOJIUTHUYKH U
NICUXOJIOIIKH, IU(PPUPAHUOT ja3UK HA MUTOOHO-
JMCKaTa BU3Wja Ha CTBAPHOCTA, HO HAMECTO 1A ja
HO/IBEJIC Ha paJyKaIHa Mapo/auja, TOj TH IEMHUTO-
JOTU3Upa U OJHOBO T'M MUTOJIOTH3MpPA HAjdyBCT-
BUTEITHUTE CaKpajHW MecTa Ha Hej3MHaTa MUTO-
6ubmucka marpuria: McycoBure gyna.

[IpBuot nen on pomaHot Bpeme Ha uyda, moc-
BETEH ILEJIOCHO Ha XPHUCTHjaHCKUTE 4YyZa, IO
MOCTaByBa TMPAIIAETO 33 HEHYHCHOCIUA Of
Cracenmero, 3a 3aIyHOCTa OJ 4yZara, 3a ,,Hec-
pekara“ IITO THE UM ja HaHeCcyBaaT Ha HCIe-
nenure. Mcnenenu He 3Hauu u cnacenu! Tyka e
cyrepupaHa Te3aTa Jieka OBOj CBET He OM Omil Toa
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ITO €, a Hema OOJIeCTH, cTpajama W HHBAIH-
TUTETH, ACKa U HECPEKHUTE Ha JIYI'€TO C€ e O]
3aKOHOT O0O0XjH, JeKa € MmomoOpo (CBeTOT) Aa
OIICTaHE TaKOB KAaKOB ILITO €, OAOLITO Ja Ce Me-
HyBa paJMKajHO, CO HUIUTO HENpPEIU3BUKAH, He-
MMOATOTBEH M HEHAIITHMAaH 3a HOBOTO CIICHAPHO.
AKO mpoMeHaTa HE J0jIe OXHATpe, ako HEe €
1a00KO OCMHCIICHA, aKo He ce mpeolOpas3u Lein-
HaTa Ha CBETOT BO KOJIITO JKUBEEME M OMIITEC-
TBEHATa CTBApHOCT, MOJ00PO € Jla He ce CIYYH.
Pomanor Ha [lekuk ro gemuctuduimpa pa3Bojor
Ha HACTaHWTE, MOCIEIUIUTE OJ] Yy/1aTa, HPOHUY-
HaTa CMHCJIa Ha MHpaKyjaTa Ha HCIHENyBambETO
(Ha JmyfeTo KOM NPETXOJHO OWie cjenu, HEMH,
[IIyBH, JICTIPO3HH, CAKaTH), CyAOMHCKaTa UACHTH-
¢uKanmja Ha JIyreTO CO COINCTBEHHOT WHBAIU/IU-
TET, YCIOBEHOCTa Ha CIMKaTa Ha CBETOT OJ COC-
Toj0aTa Ha YOBEKOT, HETOBOTO TEJNO0 W JyIIa,
BKITYYHTEITHO U aliCypJOT Ha eMIaThjaTa crpeMa
nyreTo 3a KOWIITO WMaMe WIy3Hja JeKa ce
HEMOKHH!

Wntepnperanujara nHa Yynara u Yynorsope-
1ot 1To ja npasu [lekuk e MHOTY TIOBeke ckeli-
uyHa M emiaiiiuyHa, OJOIITO apoanydHa. Taa
ro JeMHUCTH(HUITIPA TUCKYPCOT HAa MOK Ha Pumc-
kaTta MMriepyja, MoKaKyBajkul TH HEJ3UHUTE TIep-
¢unHu aHomanuu (ja EKCIUTMIMpa jaBHATa KO-
PHCT O TOCTOCH-ETO WHBAIUAN — CJICIH, CaKaTH,
TJIyBOHEMH, 3aTOa IITO THE ,,HW IOIyIITaaT Ja
OugeMe MHJIOCPOHH 32 HEKOJKY OakapHHM HapH,
HaMeCTO Taa BEJMKOAYIIHOCT JIa ja IjakaMe cO
HOB BOJIOBOJI KOj OM HE YMHEN KOj3HAae KOJIKY
TamanTy 3maro®, 1983: 92). 3axg Oubmuckure u
KHW)KEBHUTE MUTOBHU C€ KPHE HEKO] apXeTHII, KOj
CBEJIOYM 3a CTAa0MJIHOCTAa Ha JTyXOBHATa Er3HC-
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TEHIIWja Ha YOBEIUTBOTO. Apxerurnor Ha Yymo-
TBOPEIIOT (MarnoHuvap, BodameoHuK, Cracuren),
Ha TpUMeEp, Ce aKTyaJIn3upa BO MHOTY KYJITYpH,
penurun u ymernoctu (Ppaj, 1985: 62-3).

[lexukeBaTa pomaHeckHa BH3HMja Ha OuMO-
JUCKHUTE YyJa TO JOIOJIHYBa OHOIMCKHOT IHC-
KypC CO AWCKYpPCOT Ha HCTOpPHCKaTra W Ha (hUK-
TUBHaTa (JIUTEpapHa) CTBAPHOCT, MPH IITO BMET-
HyBa HEKOM €JEMEHTH Ha KapUKaTypaJHOCT U
KapHeBanm3aM. Ho, HeroeaTa kapHeBallM3upaHa
MHTEpIpeTanija Ha OMOIUCKUTE MHUTOBH € TO-
KPUTHYHA CIIPEMa COIUjaTHO-TIOTUTHYKUTE 00-
paciii Ha aHTUYKHOT HMIIEpHjaliu3aM, OJIOIITO
crpeMa XpUCTHjaHCKHTE 4ynoTBopcTBa. Mponu-
jata e BO Toa LITO BO POOOBIAICTEICKA M UMIIE-
PHjaTUCTUYKH COIMjaTHA OKOJHOCTHU, KJIAaCHUTE,
COLIMjaJTHU ¥ €T3UCTEHIMjaTHA Pa3JIUKU CE TOJIKY
TOJIEMH, IITO € iodoOpo Aa ce OWje Ciem, HEM,
TIIyB WM CaKar.

Bo japaMaTHYHM ONIITECTBEHH OKOJIHOCTH,
KakBH IITO c€ POOOBIAAETENICKUTE, JTYI'€TO TO
n30upaar ,,IOMajoTo 3JI0°, YyBCTBYBajKH CE HE-
MOKHH TIpeJ1 moroysieMoto. Ako bor um nomara Ha
JayfeTro, HeKa UM IOMOTHE Aa ce ocio0omar on
roJEeMOTO 3710, OTH CO MalOTO THE CaMH Ke ce
crpaBaT. 3ApaBHUTE, HO COIMjaTHO WUCKITyYEHH H
NOHM)KEHH JIMIa HeMaaT KanauuTeT Ja ce W3-
Oopar co HempaBaUTe Ha rpydaTa UMIeEpHjannc-
THUYKa CTBApHOCT, KaKO IITO, BIPOYEM, U JICHEC
ce YyBCTBYBaaT HEMOKHH Tpej HeoluOepaaHaTa
BapHjaHTa Ha KaUTanu3MoT. Bo Taa cmucna, Bu-
3ujaTa Ha OubmuckuTe uyna Ha [lekuk e mameHT
npejl HEeMOKTa Ha pelurujata ga ro Harnpasu Cse-
TOT MOXyMaH W HOCTaJITHja 1O €JHa W3ryOeHa
XapMOHHMja ¥ TIPaB/a.
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OO0patHo, pomanoT Ha [lekuk, ceH3MOMWICH
CIpeMa aHTMHOMHUTE Ha CTBapHOCTa M CIpeMa
ariopUuTe Ha YOBEUYKaTa IICHXa, To peapupmupa
OPUHOUIOT Ha (UKIMOHATHOCT M IOKaXyBa
JieKa KHIKEBHUTE JIeNia 3aCHOBAHH BP3 OMOINCKU
HapaTUBH HE MOpa Ja 3aBPIIAT BO META(HUKIINCKA
napagpasza. TokMy QUKIMUTE OTOMEHYBaaT J1eKa
HU pelurujata HA UCTOpUjaTa HE MOXKaT Aa ce
cdarar NMpaBUIHO aKO C€ WTHOPUpA MapajiorHy-
HOTO BO HHMB, aKO C€ OJPEKyBaaT MUTCKHUTC HacC-
Jlard Ha MHUCTHYHOTO M MHCTEPHO3HOTO, aKO ce
TYIIA UHTYHIIHjaTa, aKo C€ UTHOPHPA KOJEKTHB-
HOTO HECBECHO, a CO HEro M MOTUCHATUTE TIOPH-
BHU, YyBCTBA, MUCIIH U keJI0u. Tokmy ¢uKImnTe
ro OBO3MOJXKYBaaT OHOj TOBOPEH YMH KOj 'Y MO-
OOTBOpa BpaTUTEC Ha HECBECHOTO M AOITyHITa TEM-
HUTE CTpaHH Ha KOJEKTHBHOTO HECBECHO Jia ce
ocBectat. Toa ce ciydyBa HEe PEKy KOTHUTUBHH
OTIepaIuy, TYKy HETIOCPEAHO, KaTap3UIHO.

Pomanotr Bpeme ma uyyoa cnara BO peloT Ha
oHHE (PUKIUHM KOU MMAaT KalauuTeT Ja U3BpIIAT
CHJICH KOHATHUBEH/IIEPIOKYTHBEH €(eKT Bp3 4u-
TaTeNIOT ¥ HeroBaTa cBecT. Toj TMOKaxkyBa JieKa
CaMHOT YMH Ha TBOPEH-E KHIKEBEH CBET € CHM-
OonmueH mepdopMaHC Ha parame, TOBOPEH YWH
KOj, BO KpajHa JIMHH]jA, ja MHHUIMPA CaKpaaHaTa
¢yHKIMja Ha jasukoT. Toj 3Hae jgeka crporara
KaHOHCKaTa WHTEpIpeTandja Ha hubnujaitia TO
npodanupa epeKToT Ha caKpalHOTO. 3aroa, po-
MaHOT Bpeme Ha yyda ce NOKUBYBA KaKO YHH BO
KOJIITO Ce aKTHBHpA CakpaliHaTa MOK Ja ja
TpaHchOpMHpa CIIMKaTa Ha CBET, & WHAWPEKTHO,
U CaMHOT ,,cBeT" . J[ejCTBOTO IITO TO MOCTUTHYBA
pomaHOT Bpeme Ha uyoa Ha llexuk e Tonky ne-
JIOTBOPHO (JIpaMaTUYHO) IITO, 32 MUT, C€ TIPETBO-
paMe€ oA YUTATC/IM BO BEPHHUIMU HAa KHMKCBHOCTA

Y OJ1 BEpHUIIM BO UMTaTeN! Ha bubaujaitia. U, 3a
MUl, MMaMmMe YyBCTBO JeKa CMe CJIO0OJHU [ia
OJITydyBaMe 3a CBOETO CIIace€HHue, cera u Tyka! 3a
Jla He Oumjie To/I0IHA TIpeoHa !

DOuHATHA HMHTEPNPETATUBHMU 3aKJIY4Y0lH :

1. JlormuaHo e na ce 300pyBa 3a U3BECHA ,,CaK-
panna Ooumensuja Ha ja3ukowl BO HEroBaTta
Oubnrcka, ecTeTcKa, Marucka, HAEOoJIOIKa |
mparMaTHdHa yIoTpeda, UMajKu TPEABHI JEKa,
jaBHO, WM TajHO, oBHe AucKypcu, de facto, ja
ynotpedyBaar/ja TpUMEHYBaaT peillopuyKailia
(pepcyasusna), kpeattiusnaitia u uHUYUjAYUCKA-
itia mox Ha jazukoird. OTTyKa MIPOU3IIETYBA U TH-
MoJIOTHjaTa Ha CaKpajaHOCTa Ha OubOsMcKa (penu-
TUCKa), ecTeTCcKa (JiuTepapHa), Marucka, HIeo-
jomka ¥ nparmatuuHa. CakpajiHaTa (QYHKIIM]ja
Ha ja3WKOT HE € CTPUKTHO JIMHTBUCTHUYKA, TYKY
npepacHyBa BO TPAaHCIMHTBUCTHYKA W TpaHC-
ecTercka QpyHKIHja.

CakpanHata JuUMeH3Wja ja cdakame, 3HAUH,
KaKo JIAaTEeHTHO EHEePIreTCKO W MeTa(hHu3mIKo
CBOjCTBO Ha ja3WKOT Ja BPIIN HEKAKBO JI€jCTBO U
BJIMjaHHE Bp3 IICHXaTa, CBECTa, COOMTHjaTa W BP3
CBETOT ILUTO TO 03HauyBa. TakBOTO JI€jCTBO ce Oc-
TBapyBa CaMO BO OJIpEJICHH T'OBOPHH YMHOBH U
KOMYHUKAIIUCKA CHUTyallid, HUKAaKO HE aBTO-
MaTtcku. CakpaiiHaTa AWMEH3HWja, 3HAYH, MPOU3-
neryBa of Oa3uuHara, ieproKyiUusHa QyuKyuja
Ha 2080pHuUllle yunosu. Taa e, BOeIHO, U ailena-
iusHa/xonailiuena, HO HE Ce OJHECYBa caMO Ha
CIIyIIaTeJIOoT BO TECHA CMHCIIA Ha 300pOT TYKYy U
Ha c€ OHa KOH KoemTo e yrnateHa. Ho, oBue amc-
KYpCH ce TOJKY Pa3ludHu, IITO O MOXKEJOo /a ce
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Kake JIeKa ¥ CaKkpaliHaTa JIMMEH3HUja € yrmoTpeoe-
HAa 32 Pa3IMYHU [EJIH U Ha Pa3InYCH HAUYVH:
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O0MOJIMCKH, ,,caKkpaTHaTa TUMCH3H]a ¢ IPUBU-
neruja Ha bor m e moBp3aHa co ecxaToNomI-
KHOT MUT 3a huitiueitio (,,]'eHe3a*) 1 MHTOT 3a
HcycoBute uyna, Kou, MOMYTUCTHYKY, TIOCITY-
KUIIe 3a eUKacHO MOTTUKHYBame Ha BepaTta
Bo Bumara cuia BO OTEIOTBOPYBAamEeTO Ha
0oxjarta Bomja, xako u 3a MHCTaIUpame Ha
XPHUCTHjaHCTBOTO, MPEKY ,,CBESIOIITBO";
M3BOPHO, CaKpalHaTa TUMEH3Wja € W3BeJCHA
o]l OMONMCKHOT MHUT 3a mepHopMaHCOT Ha
co3gaBameTo Ha CBeroT ox bora, co Cioso.
Taa cBemmouu 3a Hepa3JIEIHOCTA HA CIIMKATa Ha
Bbor on cnukarta Ha CroBOTO (JKMBa ped M yM)
koe OOjaByBa moctoeme Ha bor. Bo mpBorto
norjaeje Ha bubaujaitia HEKOJKY TaTd ce
€BOIMpa MUCTHYHATA CJIMKA Ha CO3/aBambEeTO
Ha CernuHara, HeOGecHHOT CBOJ, KHBHOT
CBET, co nomoir Ha Peuta Omarocnos: ,, bor
peue: ‘Hexa Oune cBernmHa!’ W Hacrana
ceeriuHa.” [Totoa bor pede: ‘Heka nmma cBop
cpelme Bojaara, W TOj Ja pas3feilyBa BoJIa O]
Boma’ (U taka crana).”” Taka, cO HCKaXKyBambe
BOKATHBHO-UMIIEpAaTUBHU HCKa3u (,,Heka Ou-
ne ceetauHa‘; ,,Heka oume He6o*; ,,Heka Ou-
ne Komuo®) u puryanno (,,bor my myBHa BO
JIUIETO JyX KUBOTEH; ¥ YOBEKOT CTaHA JKHBa
nyma.”, [,,butue”, ,Ilppa kuura MojcueBa“,
2:7, ,,bor ro co3maBa CBETOT U YOBEKOT!*);

BO ,,EBanrenue cmopen JoBaH® e 3amuiaHa
HajMeTa(U3MUKaTa PEUCHMIIA KOja ja eBOIMpa
U ja eKCIUTMIUpA CaKpajHaTa MOK Ha ja3HKOT:
,,Bo mouetokor Oeme Crnootro, u CIOBOTO

6ewe Bo bora u CnoBoro Geme bor* (Bo mp-
BOTO moriasje ,,CI0BOTO Ha KHUBOTOT, 1:1);
€CTeTCKH, BO KHHKEBHOCTA, 32 CO3/1aBaibe
MeTa(bI/I?)I/I‘IKI/I U UMarvHapHyd CBE€TOBH BO Ha-
paTWBHATa, IpaMcKara W ernckata (UKIHja,
OJTHOCHO 32 WHHIIMjaIfja Ha TICHXaromkara u
TpaHchOpMaTUBHA MOK Ha JIUPCKATa MecHa BO
OpojHM HEj3WHHM BHWIOBH: WCIOBEIHH, Iy-
JUCTUYKH, BU3HMOHEPCKH, XUMHHUYHHU, Oayaj-
HU, U Jp.;

MAarucKu, 3a BiMjaHue Ha MUcIaTa U 300poT,
HU3 QopMaNnM3UpaHu PUTyald, Bp3 JyfeTo U
cobutujara;

H/1EeO0JIOIKY, 32 WHIWBUIyaJHa M MacOBHA
MaHHMITyJalyja co JIyreTO W HApPOJHUTE Mach
BO ABTOPHUTapHU PEKUMH (MAHHUITYJTUPAjKU CO
Ja3UKOT, JIMIEPUTE MAHUIYIMPAaT CO HyBCT-
BaTa Ha JIyf€TO, CO HMBHAaTa HAaIEX, CO HUB-
HaTa Bepa, CO HUBHUOT HIEHTHUTET, CO HUB-
HaTa MOTCBECT, CO HUBHATa €MIATUYHOCT, HO
Y HACHJICTBEHOCT);

NparMaTH4KM, 32 HHUIHUPAKE Ha KOHKPETHU
3aKOHCKHM JejcTBHja (IIporjiacyBame Kpal,
npercenarei, o0jaBa Ha CMpTHa Ka3Ha, Hape.-
0a 3a yOMCTBO BO BOjHa, 00jaBa Ha MU, PUTY-
ajm3anyja Ha Tpomkara Bo (opMa Ha am-
HECTHja).

2. Bo cormacHoCT €O cakpajHaTa, OOU U

MuilolieopHalla cuia HA jasukow: v OuoIuc-

KHOT W KHI)KEBHHOT TOBOpP KPEHPaaT MHTCKH
CIIMKY W TPUKAa3HHU, BP3 OCHOBA HAa HAcCJEICHHUTE
apxeruncku obpacuu. OTramy OHONHUCKUTE MU-

TOBU C€ aKTyalm3alldja Ha apXETUIICKUTE oOpac-

oy, 1na CJICACTBCHO U HEC CC HAa UCT HAYUH YHUBCP-
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3aJIHH, TYKY UMaaT HajCUIHA MOK Bp3 MHAUBHIYU
KOM BepyBaaT BO XPHCTHjaHCKHOT Mera HapaTHuB.
KuimkeBHOCTA MM fgaBa morojeMa ciobona H
nuueH OeJier Ha CBOUTE JIMTEpapHU MHUTOBH, 3a-
TOa € OTBOPEHA CIIpeMa YUTATENIH OJ CHTE KOH-
¢decun/penurnn. KamkeBHocTa T eBonupa U I'
aKTyanuzupa Oubimckure MUTOBH 3a McycoBute
4yaa He3aBUCHO 01 OMOiMcKkuoT puryan Ha Yy-
JOTO Kako JIeTUTHUMalldja Ha HJISHTUTETOT Ha
Boxjuor mocnanuk. KHIDKEBHOCTa TH MHKOPIIO-
pupa OuOIMCKUTE MUTOBU BO ja3MYHH TBOPOU H,
BO Taa CMHCIa, € aBTOHOMHA. [la, cemak, KHU-
KEBHUTE JIeNa IMOTTUKHYBAaT KPUTHYKH OJTHOC
crpeMa HacJICACHUTE CTEPEeOTUIH M CIpeMa
aKTyeJHaTa CTBApHOCT, BO OHaa Mepa BO KOjaIlITo
¢/IHa ONIITECTBEHA CTBAPHOCT € MHKapHaIUja Ha
HEKO] HeTaTHBEH CTEPEOTUN WM o0pasel Ha He-
npaB/ia u 3710.

3. Penuzuckuoid ouckypc e euo uoeonozuja,
aKo ce MMa IpeABH[ JIeKa Ce CTPEMH Jia TH 03a-
KOHHM CBOWTE MPEMHUCH U Jia TU palMoHAITU3Upa
CBOUTE MHUTCKHU U MPOPOYKH CIIMKH, BU3UH, Uy/a,
napabomu u meradopu. Tokmy 3aroa, OubmHC-
KHOT JINCKYPC C€ TPaHCPOPMHUPA BO €TUYKH CHC-
TEM Ha BPEJHOCTH ¥ BO YHMH Ha AudepeHIujammja
Ha JOOpOTO O] 31I0TO, JAypH M Kora Taa aude-
peHIMjanrja € HEeBO3MOXXHA. XPHUCTHjaHCKUOT
JHMCKypc To putyaitm3upa UyaoTo kako anaTtka 3a
BJIaJleCHhe MPEKy JOIMH. XPUCTHjAaHCKH apXEeTHIT
e apxerunor Ha Yynoro: Cmacurenor e 4dyno-
tBOper], Cnacenuero ¢ Uymo koe Tpeba ga ce
3aCIlyXH... BockpeceHneTo, Kako HajrojaeMo cak-
panHo Uyzno e XpHcTHjaHCKa HHCTUTYLHja, PUTY-
aJl Ha Bepa, a CO TOAa Cyrepupa JieKka € HEOIXO0JHO
MIOCTOjaHO J]a ce MOBTOPYBa UCTHOT PUTYal 3a Ja

OTICTaHEe Bepara, Kako ycloB 0e3 KOjIITO HE MO-
e, BIIPOYEM, HHUTY €Ha MOHOTEHCTHYKa pe-
JUrHUja.

4. Knuosicegnociua To 4uta OUOIUCKHOT ja3uk
BO CKJIaJI CO HEroBaTta CUMOOJIHMYHA, MUTOIIOCTC-
Ka MpHpOoJa, HO U CO MOYHUT CIPeMa HErOBHOT
pETHMIuCKU KaHOH. HUTY eTHO KHIKEBHO JIeJI0 He
ro Herupa OMONHMCKHOT KaHOH, HO MHOTY KHH-
JKEBHH Jiejla c€ MHCIHpHpaHu of Hero. Ho, kHu-
JKEBHOCTA MMa JISTUTUMHO IIPaBo Ja ogdepe Mo-
IlyC Ha WHTEpIpeTanuja Ha ONOIMCKATE MUTOBH
(3a UcycoBute 4yna, 3a ABpaMoBarta XpTBa, 3a
Jocud n neroBure Opaka, 3a miadot Ha Paxena,
3a Kawn u ABen, 3a JoB, u ap.) ciopen COTCTBe-
HUOT €CTETCKH KaHOH. EcTeTcknor KaHOH Ha
KHW)KEBHOCTA C€ CTPEMH Ja Td OCOBPEMEHH
ujenTe/3HaYeaTa Ha €IHO KHIDKEBHO /€0,
IIypH W KOTa THE €BOIHMpaaT HEKO] OWOIIMCKHU
HapaTHuB. 3aTtoa, poMaHOT Ha b. Ilekuk, KONKy u
Ja e BTeMeleH Bp3 ceaymTe McycoBw uyna u
ucTopHjaTa Ha JpeBHata PuMmcka wuMmnepwja,
BCYIIHOCT TO €CTeTH3Upa M TO OCOBPEMEHYBa
OBOj OMONHMCKM HApaTHB BO €HA IUKIU3WPaHa
duxnmja.

5. Taa cpedba na muidckouio, GubAUCKOWO
U UCIOpUCKOWO co Julepapuoillo ja axiuiu-
eupa, UOKpaj eclllelicKalia, U CaKpaiHala ou-
MeH3Uuja Ha jazukoild, Koja cO3/1aBa HOBA CIMKA
Ha CBETOT W T'O WHUIIMPA YUTATEJIOT Jia IO TpPO-
MEHH CBOJOT HAYHMH Ha MMOCMaTpame Ha KaHOHOT
Ha Oubnuckute yyaa. TakBUOT YMTATEN ja AOXKHU-
ByBa COCTOj0aTa Ha MPEMUH OJ cOcToj0a Ha HE3-
Hacme (3a0iyma) KOH cocToj0a Ha 3HacHke
(cBeCT) U TO Haco4yBa CBOJOT PEBOJT KOH COIIH-
JaTHUOT KaHOH, a CBOjaTa eMIaTHja KOH OHOj KOj
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npaBu 100pH nena, a He 6apa HUIITO 3a BO3BpAT.
Tyka 4uTaTEIOT IO pacro3HaBa BPXOBHHOT MO-
pajieH 3aKOH Ha Oe3ycioBHaTa JbyOOB U caka
JIeKa € TOj IMPOCKIIMja Ha CEIECTHjaTHUOT 3aKOH,
KOCMHMYKH ¥ JyXOBEH BO UCTO BpeMe. Toa CIo3H-
aHWe ja OTKPHBA BHUCTHHATA 3a YOBEHITBOTO, Ma
ce OKHMBYBa M Kako o0jaBa/kepurma. MeHyBajKu
ja clmMKara Ha CBETOT, POMAHOT ja MHHUIMPA MPO-
MeHAaTa Ha CBETOT.

6. TakBuoT unrtaTen chaka Ieka MUMOW 3a
»oubnuckuile uyoa*“ e yeoo 3a da ce demuc-
wuguyupaaiu voseuxkuille crabociu, couuja-
Huilde Heupasou, UonulluuKuille MaHUUYI1aAYU-
u, UCUXonoOwKuille 3amMKu, CUCIUEMOUL HA MO-
pannuide 3aopanu ... OB0Oj poMaH HE ja HErupa
Oubsmckara akcuoma jeka bor mpaBu 4dyma on
COYYBCTBO/COMHUJIOCT ~ CIIpEMa  CHPOMAIITHUTE,
OOJIHUTE W COpeMa BEPHUIMTE W JeKa TMpaBH
yyza 3a Ja NOKaXKe Ha JEeJI0 NeKA UPpUHYUoll Ha
Yydoitio e BaKeH 3a J1a ja OJpXKH BpCKaTa Mery
cakpaiHHOT U npodanuot cBet. OBOj poMaH UMa
IIeJT 1a TO CBPTH BHUMAHHETO HA YHUTATEIOT KOH
HEIITO JIPYyro: KOH BJaJIjauKUOT MPHHIUI Ha
npodaHuoT CBET, a Toa € Hpunyuiol Ha Ha-
CUNCIBOIIO, KO] TEHEPUPa HEMUJIOCPAHOCT, HEll-
paBaa, Oonect, BOjHA, (haHATH3aM, OMpasa, Of-
Ma3zaa... OBOj poMaH, Ha CYreCTHMBEH Ha4HH, CO
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300poBH, MOKaXKyBa JeKa, nako bor mpaka curHa-
JIM 32 CIIACEHUETO, YOBEUKUOT CBET € TOJIKY JIHC-
XapMOHHWYEH W aHTUHOMHWYEH U HENPaBeJIeH, ITO
ro otdpna cnacennero. Ha Oubnuckure ayaa do-
BEKOT MY T'M CIIPOTHBCTaByBa mpodaHHUTe uyna,
NapajioKCATHUOT M TparuieH CUCTEM Ha Kpaj-
HOCTH, CUCTEM KOj — in continuum — ja HOBTOPY-
Ba CHTyalfjata BO KOjalIToO Jy[eTo ce MpHUHYe-
HU Aa Oupaar Mery ABe 371a U Hy)KHOTO 3710 J1a TO
mocMmarpaar kako HyxHo [[o6po.

Pewopuuku upawarsa: Axo caxame Ja rese-
paimsupamMe, ke KakeMe: KHIKEBHOCTA, YecTo,
ro TOCTaByBa PETOPHUYKOTO IMpaliame: 3apeM
MOXE BYJITapHOTO Jla TO 3aMEHU CaKpaIHOTO?
Koj faBon Bmamee co ayreTo, Ta To onOWBaaT
CIIACEHHETO W My C€ MOKOpPYBaaT Ha MPHHITUIOT
Ha HACWJICTBOTO Ha YOBEK Bp3 YOBEKa U Ha
YOBEKOT Bp3 mpupojara? 30IITO JIyI'eTo IpaBaT
HAacWJICTBO BO MMe Ha bora? 3omTo Bo uMe Ha
Bumm menmu ce mpaBat NMpUMHUTHBHE jaerna? 301-
TO HE U3BJIeUeMe ITIOyKa Oj HCTOpHjaTa, Koja
MOCTOjaHO TIOTCETyBa JeKa CBETOT HE CTaHyBa
nomo0ap, of MpUYMHA IITO JIyIeTO He BEepyBaaT
JIeKa CBETOT MOKe Aa Oune nogobap. [Jamu 3atoa
3JI0TO PEaNHO ce MOBTOPYBA, a JOOPOTO Ce UTHC-
HyBa Ha MapTUHUTE HA CTBAPHOCTA, BO CBETOT Ha
¢uknujata, MHUTOBUTE, OajKuTE, JETCHIAWTE WU
criuHOBHTE?
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Katica Kulavkova

The Sacral Function of Literature and the Myth of the Biblical Miracles
(Summary)

This essay promotes the thesis about mythogenesis as a form of cosmogenesis. It also addresses the initiation of
the sacral function of language in literature and in the Bible. In it we follow the approach with which Biblical
myths are re-created (Lk 11; Jn 9 in the New Testament) and their archetypical blueprints are actualized. This
demonstrates that through the actualization of the mythical narratives in the Bible, the universal archetype of the
Miracle (mystery, secrecy) is essentially actualized. This interpretation is made on the basis of two illuminative
fragments from the “belletrist” novel The Time of Miracles (1965) by the contemporary Serbian writer Borislav
Peki¢ (1930-1992). B. Peki¢ reads with meticulous, historical, social, political and psychological attention the
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coded language of the mytho-biblical mysterious vision of reality, and yet, instead of submitting it to a radical
parody of hyper-realistic qualities, he demythologizes them only to re-mythologize the most sensitive sacral
places in the mythical-biblical matrix: the miracles of Jesus.

Peki¢ creates a mythopoetic chronotope of a “time of miracles and deaths”. In contrast to the usual categories
— mythical time, historical time, time of dreams, he introduces the category of ‘time of miracles’ or, in other
words, 'miraculous time’. The ‘Time’ itself, understood as a replica of the Being, initiates the question of
miracle creation as a radical type of mythogenesis. Connecting the Christian miracles with death, Peki¢
actualizes the archetypical vision of the resurrection. He knows that the modern world, whose humanism is put at
stake, needs a spiritual renaissance (resurrection). Only upon the foundations of the renewed spirituality can a
more humane civilized constellation be established.

The postmodern approach marginalises the fact that literary fiction is, first of all, marked by one ontic
(sacral) intention and, consequently promotes the nonfictional modus with its dominant features: metafiction,
citation, historiography, essayism, fragmentation, bricolage and patchwork. In this way, the postmodern modus
desacralizes language and degrades its power to influence human consciences and psyche, preventing it from
functioning as a creator of acts, worlds and myths. Reversibly, Pekié¢’s novel, sensitive to the antinomies of
reality and the aporiae of the human psyche, reaffirms the principle of the fictional, regardless of whether it has
been based on biblical narratives.

Contrary to the stereotypical Christian perspective of the miracle, Peki¢ creates an individual performance of
the miracle, both sceptical and emphatic, both biblical and imaginary. Peki¢ demystifies the Christian story
through the prism of pre-Christian consciousness, subtly pointing to the need of renewal of free, non-canonical
thought. This context implies the affirmation of the vitality of the multifocal and carnivalized pagan matrix,
without rejecting the importance of the Christian one. As a result, in its totality, the novel The Time of Miracles
is experienced as a ‘perlocutionary act of speech’ in which the latent, sacral function of language is activated, its
power to transform the worldview, and indirectly, the world itself.

Key words: sacral function of language, intertextual irony, perlocutionary act, archetype, biblical myth,
mythogenesis, miracle creation, parody, Bible, The Time of Miracles, Borislav Peki¢
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In 2005, while cataloguing the library of Sir Wal-
ter Scott at Abbotsford House, the Faculty of Ad-
vocates discovered a previously unknown medie-
val manuscript. The manuscript is defective at the
beginning and the end and consequently there is
no heading or colophon to inform us of the title
of the work or its author. Subsequent research
revealed that the manuscript preserves a Middle
English translation of the Legenda Aurea, a col-
lection of saints' lives compiled in Latin in the
thirteenth century by the Dominican friar Jacobus
de Voragine. But this text could not be identical
with the known Middle English translation of the
Legenda Aurea, the Gilte Legende, a work sur-
viving in 11 manuscripts. There are several rea-
sons why the Abbotsford manuscript must pre-
serve a different work. The ordering of the indi-
vidual lives in the Abbotsford manuscript differs
from that found in the Gilte Legende, while Ab-
botsford also contains legends found in the Le-
genda Aurea but missing from the Gilte Le-

gende.! The Abbotsford manuscript also differs
in including a number of extra lives, especially
those of English saints like Dunstan, Botolph,
David, Alban, Audrey and Wilfred. As well as
these major variations in structure and content,
the texts of the individual lives differ considera-
bly from those found in the Gilte Legende show-
ing that, whereas the Gilte Legende is a transla-
tion of the French Legende Dorée, the Abbots-
ford manuscript was translated directly from the
Latin Legenda Aurea. Another important differ-
ence between the texts of the two versions is that
a number of the lives in the Abbotsford manu-
script are in verse, where the whole of the Gilte
Legende is in prose.

So, the Abbotsford manuscript contains a
unique text which is an independent translation of
the Legenda Aurea, in prose and verse, supple-

! For the ordering of legends see Three Lives from the Gilte
Legende, edited by Richard Hamer, Middle English Texts 9
(Heidelberg, 1978), pp. 8-11.

31



Simon Horobin: OSBORN BOKENHAM AND THE SAINTS OF MEDIEVAL ENGLAND

mented with additional lives, especially those of
English saints. The contents of the manuscript
recall the description of a work by Osbern Bo-
kenham, an Augustinian friar and hagiographer
who referred to a translation he made of the Leg-
enda Aurea and various other English legends
which has never been satisfactorily identified.
Here is the description of the work, taken from
his Mappula Angliae:

For as moche as in the englische boke the whiche y
haue compiled of legenda aurea and of other fa-
mous legendes at the instaunce of my specialle
frendis and for edificacioun and comfort of alle tho
the whiche shuld redene hit or here hit, is oftene-
tyme in lyvis of seyntis, Of seynt Cedde, seynt
Felix, seynt Edward, seynt Oswalde and many
other seyntis of Englond, mencyoun made of
dyuers partis, plagis, regnis & contreis of this
lande Englonde, the wche, but if they be declared,
byne fulle hard to knowene.>

Several critics have argued that this reference
is to the anonymous Gilte Legende. But this the-
ory is not particularly attractive as none of the
manuscripts of this work contain the lives of
Cedde or Felix of Dunwich, specifically named
by Bokenham as featuring in his collection.
More recent work on the Gilte Legende has sug-
gested that substantial stylistic differences be-
tween the Gilte Legende and Bokenham’s other
known lives indicate that Bokenham could not
have been its author; indeed, it seems unlikely

2 Carl Horstmann, ‘Mappula Angliae, von Osbern Boken-
ham’, Englische Studien, 10 (1887), p. 6.
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that Bokenham even knew of the work.” As a
result scholars have reluctantly accepted that the
major collection of saints’ lives referred to by
Bokenham must be lost. Since the Abbotsford
manuscript does contain the saints named by Bo-
kenham, along with other legends of individual
saints known to have been composed by him, it
has now been accepted that the Abbotsford
manuscript preserves Bokenham's missing work.
What does this newly-discovered manuscript
tell us about the reading of vernacular saints'
lives in fifteenth-century England? An interest-
ing feature of Bokenham's legends is that they
can be located within a clearly-defined, regional
community. Bokenham was born in East Anglia,
studied at the Augustinian house at Cambridge,
and then spent the remainder of his life at Clare
Priory in Suffolk. Several of the saints' lives that
he added to the main collection of the Legenda
Aurea have specifically East Anglian connec-
tions, showing that local saints were of particular
importance to the community. These include St
Felix of Dunwich (a small town on the Suffolk
coast), and St Cedde, bishop of East Anglia. Bo-
kenham's accounts of their lives are taken from
Bede's Historia Ecclesiastica Gentis Anglorum,
and focus on their role in bringing the new Chris-
tian faith to the East Angles. Felix came to Brit-
ain from Burgundy and was appointed by Arch-
bishop Honorius to convert the East Angles, and
subsequently became bishop of that province.
The East Angles later turned away from the faith;

3 Manfred Gorlach, Studies in Middle English Saints’ Le-
gends Anglistische Forschungen Band 257 (Heidelberg,
1998), pp. 133-5.
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in the seventh century King Sigeberht sent Cedd
on a mission there; the success of his preaching
led to his appointment as bishop of the East Sax-
ons. Another local saint represented in Boken-
ham's collection is St Audrey, who founded a
nunnery at Ely Abbey; Bokenham's version of
her life supplements Bede's account by including
a detailed description of Audrey’s shrine at Ely,
demonstrating how intimately connected the
physical contexts were for the textual accounts of
a saint's legend. He clearly knew the saint's
shrine at Ely well, and refers to a series of panel
paintings featuring episodes from her life that
have survived to the present day.

As well as important local saints, there are
ones for whom Bokenham had a particular devo-
tion, such as St Barbara, whom Bokenham labels
his ‘valentine’. As well as those he wrote as acts
of personal devotion, others were translated on
behalf of a narrowly defined circle of readers -
ones belonging to a tight-knit group of East An-
glian noblemen and women. We know this be-
cause several of the lives he wrote contain prolo-
gues in which Bokenham describes the circums-
tances surrounding their composition, and dedi-
cates them to a specific patron. Bokenham's fe-
male patrons were members of some of the most
wealthy and prominent families in Suffolk, and
their families can be associated with the commis-
sioning of other devotional vernacular works, the
ownership of manuscripts, and the endowment of
local parish churches and religious guilds - once
again demonstrating how devotion to saints was
reflected in both textual and material culture.

For instance, the legend of St Anne was writ-
ten for Katherine Denston, who, along with her

husband John and their daughter Anne, who was
named after the saint, are mentioned in a prayer
at the end. Here we see how children were often
named after a saint for whom the parents had a
particular devotion, or perhaps in the hope of
some special favour. In some cases an individual
saint's legend was dedicated to more than one
woman: St Katherine, for instance, is dedicated to
both Katherine Denston and Katherine Howard,
for whom Bokenham’s life of St. Katherine was
composed. Another member of the Denston fami-
ly, Elizabeth de Vere, wife of the twelfth Earl of
Oxford, requested a legend of her patron St Eliz-
abeth of Hungary. The prominence of this family
in commissioning the translation of Latin lives of
saints into English, can be seen in other acts of
religious piety and devotion. The Denston family
endowed a chantry college in Denston, Suffolk,
and tombs preserved at St Nicholas’s church in
Denston are thought to belong to him and his
wife Katherine. Katherine Denston was the
daughter of Sir William Clopton of Long Mel-
ford, whose family were major benefactors of the
parish church of Holy Trinity, Long Melford.
John Clopton, the half-brother of Sir William
Clopton, endowed the Clopton chantry at Long
Melford and it was likely at his instigation that
verses from Lydgate’s Testament and Lamenta-
tion of Mary Magdalene were inscribed in the
chantry - another very tangible link between lite-
rary production in the vernacular and the en-
dowment of parish churches. Holy Trinity
Church in Long Melford provides links between
several members of Bokenham’s audience
through its remarkable surviving collection of
stained glass, which includes portraits of John

33



Simon Horobin: OSBORN BOKENHAM AND THE SAINTS OF MEDIEVAL ENGLAND

Denston and his daughter Anne, as well as Eliza-
beth de Vere. But the most prestigious of Boken-
ham’s patrons was Isabel Bourchier, the sister of
Richard Duke of York. The longest prologue
describes the circumstances surrounding her re-
quest for a life of St Mary Magdalen. Bokenham
describes being invited to a Twelfth Night party
in 1445 hosted by Isabel. While her young sons
danced around the room in elaborate costumes,
he sat deep in earnest conversation with his hos-
tess, who requested that he write a life of the St
Mary Magdalen, the saint for whom she had a
particular devotion.

Frustratingly the manuscript does not contain
a coat of arms, nor any indication of original
ownership. But Bokenham’s known East Anglian
readership helps us to to situate the production
and consumption of this text within specific geo-
graphical and social networks. It seems likely
that the Abbotsford manuscript was intended for
a member of the East Anglian gentry or nobility,
perhaps belonging to one of these same families.
The deluxe appearance of the manuscript would
seem to point more to Bokenham’s aristocratic
audience than the members of the local gentry.

The connection with Isabelle Bourchier helps
to situate Bokenham's work within a larger na-
tional, political context. Her brother Richard
Duke of York was patron of Clare Priory and
Bokenham was evidently a strong supporter of
him and his family. Another work attributed to
Bokenham, known as the Clare Roll, is a verse
dialogue between a secular and a friar at the
grave of Dame Joan of Acre (the priory's foun-
der, whose body is buried in a separate chapel at
Clare), charting the history of the lords of the
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honour of Clare and ending with an encomium in
praise of the Duke of York and his family.*
A further connection between Bokenham and the
Duke of York is evident from the single surviv-
ing manuscript of part of Claudian’s De Consu-
latu Stiliconis accompanied by a translation into
Middle English, also attributed to Bokenham. °
This manuscript, now British Library MS Addi-
tional 11814, contains a colophon which states
that the work was ‘translat & wrete at Clar’
.1445°. The manuscript was evidently intended
as a presentation copy for Richard Duke of York,
as shown by the appearance of the Yorkist
badges - fetterlock, falcon, white rose and white
hind - which appear at the openings of each part
of the text.

There is a further link between the Abbotsford
and Additional manuscripts that helps to
strengthen the Abbotsford manuscript’s link with
Bokenham, Clare Priory and the Duke of York.
Both manuscripts were written by the same
scribe. Since the Claudian manuscript states that
it was written at Clare, it seems clear that the Ab-
botsford manuscript was also copied at Clare
there, perhaps as a presentation copy for the
Duke of York.°

* The Clare Roll is now College of Arms MS Muniment
Room 3/16.

5 This work is attributed to Bokenham in The Oxford Book
of Late Medieval Verse and Prose, edited by Douglas Gray
(Oxford, 1985), pp. 470-1.

% For facsimiles of Additional 11814 see C.E. Wright, Eng-
lish Vernacular Hands from the Twelfth to the Fifteenth
Centuries (Oxford, 1960), plate 19 and Andrew G. Watson,
Catalogue of Dated and Datable Manuscripts ¢.700-1600 in
the Department of Manuscripts, the British Library (Lon-
don, 1970), 11, plate 470.
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However, given that Bokenham’s known
readership was largely female, it may be that the
Abbotsford manuscript was more specifically
intended as a gift for Richard’s wife Cecily than
for the Duke himself. Although Cecily of York is
not known to be one of Bokenham’s patrons, her
renowned piety and ownership of vernacular
books of devotion make her someone likely to
have been interested in Bokenham’s translations.
Indeed it has been suggested by another scholar
that Bokenham's translation of the life of St. Ce-
cilia may have been originally prompted by her,
especially since Bokenham presents St. Cecilia's
life as a paradigm of the mixed life of action and
contemplation emulated by devout women such
as the ‘appropriately named Cecily, duchess of
York’.” Duchess Cecily was an extremely pious
lady whose daily devotions included listening to
readings from devotional works including Leg-
enda Aurea during dinner, and repeating these to
others over supper.® The specific reference to the
Legenda Aurea in this context in her household
ordinances raises the possibility that the work
referred to is that contained in the Abbotsford
manuscript.

7 Felicity Riddy, ““Women talking about the things of God”:
a late medieval sub-culture’, in Women and Literature in
Britain 1150-1500, edited by Carol M. Meale (Cambridge,
1996), p. 105.

8 C.A.J. Armstrong, ‘The Piety of Cicely, Duchess of York:
A Study in Late Mediaeval Culture’, For Hilaire Belloc:
Essays in Honour of his 72" Birthday, edited by Douglas
Woodruff (London, 1942), pp. 73-94, reprinted in England,
France and Burgundy in the Fifteenth Century, edited by
C.A.J. Armstrong (London, 1983), pp. 135-56.

Bokenham's presentation of St Cecilia as a
model of the mixed life, is part of a wider strat-
egy in which he adapted his sources to highlight
particular aspects of his saints’ biographies that
he evidently considered to be of relevance to his
audience. This strategy can be seen at work in a
number of his saints' legends, shedding further
light on the way these works were intended to
guide and direct the spiritual practices of his au-
dience. For instance, Bokenham expands Bede's
account of Audrey's life to accentuate certain
moral qualities: her humility, generosity, conti-
nence and abstinence, and willingness to help
others. He does this by substantially expanding
the basic, factual narrative supplied by Bede,
adding a more substantial description of her char-
acter:

In hir demeanyng she was amyable,
In contenaunce and port sad and demure.
In communycacion benygne and affable,

In hir array honest, and in hir vesture,

Noyeng ner hurtyng noon erthely creature.

But glad she was evir to helpen eche wight,

As fer as hir kunnyng strecchid, and hir myght.
(fol. 117v)

This set of moral and social virtues that Bo-
kenham reports in the person of Audrey, are simi-
lar to those represented by many saints in this
collection, despite the great diversity of their
lives and experiences. Where Audrey was a
young noblewoman living in East Anglia, the
same coherent set of virtues can be found in mo-
nastic and ascetic saints living in the desert wil-
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derness. For example, Bokenham’s portrayal of
St Paul the hermit highlights a very similar set of
moral qualities, closely mirroring those of Aud-
rey:

Sad eke of port, of contenaunce demure,
Temperant, modest, discrete eke and sage,
Politik and prudent as for his age.

(fol. 34r)

Even Thomas a Becket, whose legend we
might have expected to focus on the political and
ecclesiastical contexts of his martyrdom, is de-
scribed in strikingly similar terms: “...in language
eloquent and affable, of chere and countenaunce
debonaire, and in al his port louely and amyable’.
(fol. 21v)

As well as modelling a set of sound moral and
social values, Bokenham’s saints experience the
same desires and temptations as other young men
and women, but are able to overcome these by
drawing strength from their faith. As well as the
temptations of the flesh, Bokenham’s saints also
experience the pressures of parental demands,
frequently desiring them to marry against their
wishes. So St Audrey’s life becomes a model of
how a young noblewoman can resolve the ten-
sions between filial duty and Christian piety, liv-
ing a life of chastity and continence within the
institution of Christian marriage. Bokenham’s
Audrey is not a remote ascetic or miracle worker,
but rather a young woman who experiences pa-
rental demands that would have been familiar to
Bokenham’s female audience, such as the pres-
sure to marry against her will. Audrey’s life is
thus presented as an exemplar of how, by living a
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life of Christian piety and devotion, it is possible
to remain committed and obedient to both family
and God.

This accentuation of his saints’ humanity is
further achieved by a deliberate playing down of
miraculous interventions, with Bokenham casting
his saints as examples to be followed rather than
ones to be revered. This runs contrary to Jaco-
bus’s aims in the original Legenda, where the
compiler is concerned more with stressing the
supernatural and miraculous aspects of his saints’
biographies. Jacobus’s abridgement of Gregory
the Great’s life of St. Benedict in his Dialogues
presents Benedict as a miracle-worker, a man
whose holiness and piety were intended to evoke
terror and wonder rather than emulation. Boken-
ham appears to have been concerned to counter-
balance this presentation by introducing details
which present Benedict as a teacher and pastor,
concerned for the welfare of his brethren and the
poor, a man of compassion and empathy, whose
holiness provided a model to be followed rather
than feared.

It is apparent from these comparisons that
Bokenham’s saints were designed to emphasize a
coherent set of moral qualities, including mod-
esty, humility, prudence, continence, and to show
how these qualities manifested themselves in acts
of charity, chastity, edifying conversation, pre-
aching and so on. Bokenham plays down super-
natural acts and miracles in favour of saints that
embody virtues of greater concern to fifteenth-
century noble families, such as dressing appro-
priately, being modest and demure, affable in
company and obedient to your parents. In this
way Bokenham’s holy men and women become
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less models of sanctity and spirituality and
challenges to the social hierarchy, and more the
embodiment of the fifteenth-century ideal of
courtesye.

Comparison of Bokenham’s legends with
their sources also reveals a tendency to omit dis-
cussion of complex theological or ecclesiastical
matters; evidently Bokenham considered such
issues to be beyond the needs and abilities of his
primary audience. This inference is supported by
Bokenham’s own explanation of his excision of
the intense theological debate that surrounded the
precise terms of Trajan’s salvation in the life of
St Gregory the Great recorded in the Legenda.
Bokenham leaves out the discussion, adding the
following justification: “But what opinyons ben
in this matier and which I leve vntranslatid, for it
is nat convenient that al opyned matiers amonge
clerkis shal come to the notice of the commoun
peplis eeris.” (fol. 74v) A similar kind of abbre-
viation appears in the legend of St Silvester, in
which Bokenham refers to a dispute between pa-
gans and Christians but skips over the detail of
the dispute with the following explanation: “But
what this disputacion was, what matiers were
ventiled bitwixe hem, for thei be prolix and not
right necessarie to be publisshid in our commoun
and vulgar language, I passe ovir at this tyme to
declaren and wil returnen to make an ende of
Seynt Siluestris life.” (fol. 28v)

In other legends Bokenham has added mate-
rial taken from his own experiences to supple-
ment that derived from his sources. In several of
the lives of British saints Bokenham draws on his
own personal experiences, recounting trips to
shrines and stories of miracles told to him during

his travels. For instance, in the life of St Winifred
Bokenham describes the well-recorded miracle
that stones found in Winifred’s well at Holywell
are covered in red spots as a testimony to her
martyrdom and miraculous resurrection. But he
supplements this by adding that if anyone does
not believe this then all they need to do is throw a
stone into the well and then return to find it cov-
ered in red spots. Bokenham is careful to give his
authority for this claim, which is based not on his
own first-hand experience but that of his host
during a stay at Holywell:

Of this laste balade y haue no euydence,
But oonly relacyoun of men in that cuntre,
To whom me semyth shuld be youyn credence
Of alle swyche thyngys as ther doon be.
For whan y was there myn hoost told me
That yt soth was wythowte drede,
For hymself had seyin yt doon in dede.
(fol. 217r)

This testimony is followed by another miracle
recounted by his host that concerns a white friar
from Coventry, whose great devotion to St Wini-
fred led him to the presumptuous act of plunging
both arms in her well. When he pulled them out
they were covered in red spots which could not
be washed off, leading to much local discussion
about whether this was a sign of the saint’s dis-
pleasure or a mark of special favor.

It will be apparent from this brief overview
that the discovery of this manuscript considerably
extends our knowledge of Bokenham's output,
and requires scholars to carry out a reassessment
of his significance as a poet and hagiographer.
We must now recognise Bokenham's considera-
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ble ambition as a hagiographer, the political and well as the socially and geographically diverse
social prominence of his immediate patrons, as nature of his wider network of readers.
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Cajmon XopoOuHn

0306epn BoykHaM u cBeTHHTE HA CPeTHOBEKOBHA AHIJIUja
(Pe3nme)

Bo Tpynor ce onuiryBa coap)kMHaTa Ha HeoJaMHa OTKpUEHaTa 30MpKa Ha aHIVIMCKH CPEAHOBEKOBHU PaKo-
IIFCH BO KOW C€ TPHJIOXKYBA )KUBOTONHC 3a cBeTHuTe. [IoKpaj yTBpAYyBameTo Ha COAp)KMHATA HA 30MpKaTa Kako
3ary0eHo zeiso Ha xaruorpadot O30epH boykHaM o] IeTHaeCeTTH BEK, BO TPYAOT ce pa3riiefyBa U reorpa)cKku-
OT, OIUITECTBEHHOT M TMOJIMTHYKHOT KOHTEKCT BO YMU PAMKHU JIEJIOTO C€ LIMPEJO M CE YMTANIO, KAKO M HAYUHOT
Ha KOj HETOBOTO OTKPHBabhe IOTTHKHYBA IIPEUCIIUTYBab¢ Ha IPUIOHECOT Ha boyKkHaMm 1o oJJHOC Ha aHIJIHCKaTa
CpPEHOBEKOBHA Xaruorpaduja.

Kayunu 360poBu: O30epua boyknawm, cBetun, xaruorpaduja, Pudapn Bojeogara ox Jopk
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Basic and essential problem of the man in the Old
Testament is - how to choose a good and life and
how to avoid evil and death. So, it is not a case
that the wisdom psalm’s collection starts with
addressing the real roadmap, the safe road, which
leads to happiness and beatitude through good.

The Psalm’s prologue is very significant, not
only for its content but it is distinctive because of
its formal and textual characteristics. The first
word of the psalm begins with the first letter of
the Hebrew alphabet - aleph, and the last word,
which closes the psalm, ends with the last letter -
tav. The writer probably wanted to embrace the
fullness of the word of beatitude, of blessing and
of life and his own relationship with God.

Many testimonies insinuate the suggestion
that the introductory psalm of the Book of Psalms
is isolated and independent, because it is an “or-
phan” (it means, without title). On the other hand,
there is an interesting unusual indication present
in the western text (codex D) of the Book of Acts,

where chapter 13 verse 33 is quoting Ps 2,7 with
the words: “as written in the first psalm” (Acts
13,33). According to this data it is obvious that
possibly for the writer of Acts, the first two
psalms were considered as one — as “the first
psalm” (Ravasi, 1996:72-73).

There are strong elements that provide a basis
for favoring the process through which both
psalms seem embedded in a frame consisted of
the “beatitudes™ the first psalm starts with
“blessed i1s the man ...” Ps 1.1, and the second
psalm ends with “blessed are all they that trust in
him...” Ps 2,12 (Jlonyxun, 1904-1907:143;
Ravasi, 1996:72-73). For some exegetes the text
is an unification due to the king’s coronation
(Browenlwee, 1971:321-326; Widengren, 1951;
Engel, 1953:86-96). St. Justin, Martyr and philo-
sopher in his Apology quotes both psalms with-
out interruption in continuity, applying them ac-
cording to traditional Christian hermeneutic to
the Righteous par excellence - the Messiah.
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Based on this assumption, some exegetes con-
sider the prologue a liturgical prayer during the
imperial enthronisation. In this case, the psalm
should have a role - in the style of blessing and
beatitude - to offer a “table of justice”, according
to which the future king should rule during his
reign. But the base of this hypothesis is too un-
tenable to be seriously taken into account in the
further consideration of the text (I'opresckw,
2001, 166).

However, we will consider the text of the first
psalm as a separate unit and prologue of the Book
of Psalms.

Literary types and different readings of the
psalm

The psalm as a whole according to its literary
form is free and unrestricted. The beatitude, with
which begins the psalm is not identical but simi-
lar with the blessing, which, however, is not the
prerogative of the wisdom literature, but is more
specific and rather belongs to the language of the
cult. Therefore, there is an opinion that this psalm
is an anthem (hymn) for the renewal of the cove-
nant between God and Israel celebrated (every
year? every seven years? See Deut 31,10-13) on
the occasion of Feast of Tabernacle. But this is
just an assumption based on weak arguments.

Without doubt, the wisdom character is the
one that dominates the psalm. Its texture in black
and white (good and bad) is the result of a simple
pattern typical of a programming synthesis. The
call of wisdom is call for an essential decision —
to be with God and His Law or against God and
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His Law. Life should be planted where the life-
giving source offers nourishment; and we all de-
pend on the soil in which our life has spread its
roots. Therefore, the poet argues that happiness
and fall of man are decided there, where he stops
to breathe life into himself, as the tree does
through its roots (Fopresckm, 2001, 168).

The Structure of the Psalm

Based on the elementary division of good and
evil, beatitude and damnation, it can be said that
the structure of this psalm is binary at literary
level. Of course, it is given an advantage on the
side of good, but the setup is basically antitheti-
cal. The two paths, two main features are two
antithetical life choices; and the decision on the
choice is completely free (Ravasi, 1996:73-75;
Auffret, 1978:27-45; Bullough, 1967:42-29;
Lack, 1976:154-167; Craige, 1983:43-44).

1. The Righteous and his “way” (1-3)
- negation (1)

- affirmation (2)

- symbolism (3)

2. The ungodly and his “way” (4-6)
- symbolism

- negation

- final antithesis

On this base, some scholars are recognizing
chiastic structure of the psalm (Alden, 1974:14),
while another are realizing concentric construc-
tion of the text.
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1 Blessed is the man
who does not walk

in the counsel

of the wicked

and in the way of sinners does not stand

and in the seat of mockers das not sit.

2 But in the Law of Yhwh is his delight,

and on his Law he meditates day and night.

3 Heis like a tree

planted by streams of water,

which its fruit gives in its time

and whose leaf does not wither.

Whatever he does, prospers.

4 Not so the wicked!

They are like chaff that blows away the wind.

5 So will not stand the wicked in the judgment
nor sinners in the assembly of the righteous.

6 Because knows Yhwh the way of the righteous

but the way

of the wicked

will perish.

There is a proposal for the structure of the
psalm based on the method of Rhetorical Analy-
sis (for more details see Meynet, 2008). The Bi-
ble—both Old and New Testaments—follows
identifiable rhetorical techniques. These are pri-
marily of two kinds: parallelism, “chiastic” struc-
tures or “introverted parallelism” and concentric
constructions. An awareness of these literary ele-

ments is an important key for understanding the
message of particular passages, sections, and e-
ven entire books of the Bible. These techniques
reflect the “specific organizational laws of bibli-
cal texts” and they are characteristic of the cul-
tural milieu that produced the Scriptures. There-
fore, unlike modern rhetorical criticism that has
sought to ground its analysis in foreign Graeco-
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Roman categories, it is an attempt to surface what
is inherent in the biblical material itself. The bib-
lical texts are well composed, if they are analysed
according to the laws of biblical rhetoric, and the
study of their composition enables one to under-
stand them better, as far as the analysis brings to
light their inner logic.

One of the major characteristics of this rhetor-
ic is the binarity: things are said two times, but
always in a different way. Another feature is the
way to present two things: either in parallel, or in
mirror image. Let's take a simple example: the
beginning of Psalm 142, the first segment con-
tains two synonymical members organized in
parallel way (abc / A'B'C").

a With my voice
b unto the LORD
c I cried,

a with my voice
b unto the LORD
¢ did I make my supplication.

The second segment is in mirror construction
(abc/c’b’a’):

a I poured out

b before him

¢ my complaint,
¢ my trouble

b before him

a [ shewed.
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There is a third arrangement, very frequent in
the Bible, the concentric composition, for exam-
ple Ps 59,2, having the name of God in the
center:

a Deliver me
b from mine enemies,
¢ O my God:
b from my aggressors
a defend me.

Following the methodology of the Rhetorical
analysis, it is possible to realize five parts of the
psalm. The first and the fourth are composed of
two bimember segments (or distichs), and the
second and fifth have only one bimember seg-
ment. The central part, instead, has five members.

The most significant connection between the
extreme parts are the terms from the semantic
field of movement: “walk” and “way”. The con-
nection between the first and the fourth part are
the terms connected with sitting and staying and
the appearances of negations (in the central part
there is only one occurrence, and the second and
the fifth part are without negation). The name of
the Lord appears only in the second and the last
part (those composed of only one segment). In
the central part, instead, are missing the terms
regarding the “righteous” and the “wicked”. As
central member (verse) appears the statement that
“blessed is the man” who “gives its fruits in its
time”. Also, counting the words, mathematically
the syntagma “gives its fruits” is in the just center
of the psalm. It results that the structure is con-
centric, even not pure because itis A B C A B.



CONTEXT / KOHTEKCT 16, 2017

The symbolism in the Psalm

The most explicit symbolism in the psalm is
the presentation of two ways (v. 1 and v. 6) and
that forms the basis of the psalm and supports all
other symbolic paradigms. As already mentioned,
the balance between the two parts is not complete,
but the didactic result, however, is harmonious.

The model of the two ways is a classic bibli-
cal example. The way is synonymous for life, for
behaviour, for power and governance. Two paths
are open before the man, and he freely chooses
which of them will direct his deeds (Anderson,
1974:231-233; Ravasi, 1996:77-78; Schokel -
Carniti, 1992:153). In Deuteronomy 30,15-19 is
written: “See, I have put before you today, life and
good, and death and evil; 16 In giving you orders
today to have love for the Lord your God, to go in
his ways and keep his laws and his orders and his
decisions, so that you may have life and be in-
creased, and that the blessing of the Lord your God
may be with you in the land where you are going,
the land of your heritage. But if your heart is turned
away and your ear is shut... the destruction will
certainly be your fate, and your days will be cut
short in the land where you are going... Let heaven
and earth be my witnesses against you this day that
I have put before you life and death, a blessing and
a curse...” The text of the psalm reminds to the
words of Jesus in the Sermon on the Mountain:
“Enter through the narrow gate. For wide is the gate
and broad is the road that leads to destruction, and
many enter through it” (Mt 7,13). The topic of the
opposition of the two ways is part of Didache,

early Christian writing, and also in the Letter of
Barnanas (18,1-2).

The Ps 1 is also offering a whole series of
other interesting symbolic paradigms. Here the
cosmic symbolism is also used through the no-
tions of “water” and “wind” (opfescku,
2001, 171).

In the central part of the psalm, through the
"tree planted by streams of water" dominates the
vegetative symbolism. Fruiting tree is often used
asa symbolin Scripture, but also inthe non-
biblical wisdom literature. The analogy with one
passage from the Book of the prophet Jeremiah is
more than evident: “But blessed is the man who
trusts in the Lord, whose confidence is in him.
He will be like a tree planted by the water that
sends out its roots by the stream. It does not fear
when heat comes; its leaves are always green. It has
no worries in a year of drought and never fails to

bear fruit.” (Jeremiah 17,7-8). The righteous is
like flourishing tree, firmly connected with the
living water, which is a symbol of God and the
Law of God (cfr. In the Book of Ezekiel 47,12,
the text is about water springing from the Sanctu-
ary, i.e. from the Temple). The Psalm 92, how-
ever, shows the righteous as a cedar planted in
the Lord's house (92,13- 14). The author of the
Book of Ben Sirrah equates the wisdom and the
law, describing them as a beautiful park com-
posed of luxurious Mediterranean trees, which
are irrigated by the rivers of paradise (Sir 24,12 -
29). The Law here is the one that feeds the tree of
the righteous and makes it fruitful; firmly planted
and watered by living waters, he will not cease to
bear fruit even in the days of deep age (Ps 91,13-
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14). It recalls also the Jesus comparison of the
Kingdom of God with the mustard tree (Mt
13,31- 32), as well as that of the just and the un-
just, described as trees that bear fruit - good or
bad (Mt 7,15 -20). In the Gospel of John are re-
ported Jesus' words, where He and His followers
are presented as vine and branches (John 15,1-
8). The Apostle Paul's description of the Church
uses the olive tree as a symbol (Romans 11,16-
24), urging Christians to be rooted in Christ (Col
2,7, Eph 3,17) and to give fruits of the
Spirit (lopresckn, 2001, 170-171).

The tree is a symbol of vigor, power of life,
might, stability, longevity, opposite to the brevity
of the fragile plants such as grass (Isaiah 40,7)
and the flower (Ps 103,15). The motif of a fruitful
tree planted by the waters is well known in the
Bible (Num 24,6; Ps 91,13; Ez 17,5; 19,10).
Worldwide the tree is a miracle of nature, but
even more is so Palestine, where rare and beauti-
ful trees grow, but where problems with water in
dry periods are enormous. There is Lebanon and
the very famous Lebanese cedar, one of the
greatest natural wonders. When someone out
there will say, “he will be like a tree”, the words
immediately evoke this kind of amazing miracle
of nature (Ravasi, 1996:78-79).

Every tree is also a miracle of nature, solid
and long-living gift of God. It can live for centu-
ries, even more than the one who planted it; man
plants and dies, and the sons of his sons could
still sit under its shade, taking its fruits, and all
that - for nothing. It should not be planted every
year, as is necessary to done with wheat, it should
not be plowed every year: the tree grows and
continues to bear fruit, gratis. But it all depends
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on the condition - if the tree is planted by water
channels; the huge tree, always green leaves, the
fruit serving for food and life support, the shadow,
the stability, all it which can be seen, it depends
on what you can’t see, on its roots; that what is
invisible and maintains the tree alive — the roots
and the water under the earth (I"opresckn, 2001,
178-179).

The metaphor is beautiful at the moment
when is applied to a man who gives fruits, who
feeds and provides food for others, who protects
and gives without interest, which who, like the
tree, 1s the mediator between the heaven and the
earth. So, what makes a man a man is actually
invisible —it is his heart and the place where his
heart decided to set its roots (Schokel - Carniti,
1992:143-149).

If it is on good soil, the tree roots run deep,
and no storm could overthrow it. Also, the man
who receives the Lord's Law in himself, he enters
into unity with the One who gives life. Such tree
in time gives its fruit without premature flourish-
ing, which is often devastating for the fruit, but
also without late maturing. So the righteous,
faithful to the Law, gives his own fruit in time
desired and decided by God, living according to
the natural rhythm of life, set by God (I'mymar,
1940:238).

Through the metaphor of the chaff (v. 4 in the
Hebrew text, but in the Greek and Chruch-
Slavonic is a “dust”) is present the symbolism of
agriculture. The light, dry and inconsistent chaff
is opposite of the strength and stability of the
fruitful tree. Volatility and the uselessness of the
chaff is often used in the biblical tradition when it
presents the wicked and his destiny (Ps 17.42;
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34,5; 82,13; Am 9,9; Hos 13,3; Is 17,13; 29,5; Lk
3,17; Mt 3,12). The chaff is easy and does not
serve for anything, it is completely useless. When
separating the grain from the class, while waving,
the chaff with the wheat is thrown into the air;
wind swirls the chaff, because it is easy, and the
seed falls. The wicked are like the chaff: easy,
weak and inconsistent (I"opfresckn, 2001, 171).

In this description is also present the idea of
the last judgment, when dividing good from bad,
the useful from the useless. It recalls the words of
St. John Baptist when, speaking of Christ, among
other things, he states: “His winnowing fork is in
his hand, and he will clear his threshing-floor, ga-
thering his wheat into the barn and burning up the
chaff with unquenchable fire” (Mt 3,12). What an
irony, because the chaff in this context are the
wicked, the cruel oppressors, the unjust, those
who are misusing their strength, authority and
wealth (Ravasi, 1996: 84-85).

In the verse 5, with the appearance of the verb
gdm (which has numerous appearances in salms
(3, 8,7, 7; 9, 20), the judicial symbolism is also
developed. It is a kind of a “vertical” verb (liter-
ally translated “stand up”), marking the one
who takes the floor in his defence during the in-
tervention in the Israel assembly (Proverbs 22,
22; 31, 23; Am 5, 12; Ps 69, 13; 127, 5 (Bovati,
1986: 217-219.276). According to some exegetes
(those who have retained exclusively the Hebrew
text), the poet is talking about a social and cultur-
al excommunication: the wicked will not be able
to participate in the community of Israel (I'op-
reBcku, 2001, 181). According to others, the text

should be understood through the eschatological
prospective: the wicked will not be able "to stand
up to speak" at the last judgment (Mal 3,1 to 4; Is
33,14 to 16; Dan 7,22; 3,7ss wise). LXX and
Vulgate go a step forward in this interpretation
applying (giving) the verb qim a new meaning
and they translate it as follows: “the wicked shall
not rise in judgment”. Using the image of the
judgment, the poet leads us “into one another
world, another space and another time” (Trubletet
— Aletti, 1983:276).

Temporal symbolism is present in the linear
representation of time (for ripening of fruits, v. 3),
which is progressive time with an end, as well as
the cyclic time, with continuity and internal end
(as is the perfect cycle of time in the meditation
of the law "day and night"). But now, the cyclic
time is also linear: it is the time of the seasons
and harvest, which is repeated every year, but
which always has its own end (v. 3). Righteous is
set in the cycle of meditation of the Law, which
linearly ends in spiritual maturity. The wicked,
however, is handed over to an empty cycle,
which dramatically 'grows up’ in the blowing
wind, v. 4 (Schokel - Carniti, 1992:142).

The joy and the satisfaction from the Law
make it the norm in the life of a righteous man,
who contemplates about it day and night. Here it
should also be noted the use of merism, typical
biblical trope, which, through the use of two op-
posite or complementary terms (“day and night”),
expresses the totality, in this case - the totality of
the time and of the life.
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Psalm also offers a quantitative symbol-
lism. The righteous is loner, marginalised, anti-
conformist, while the wicked is a mass, assembly,
association, v. 1 (Ioprescku, 2001, 172).

There is also a dynamic symbolism that sug-
gests movements and postures, as a progressive
sequence of three verbs: go - stand - seat, denot-
ing three phases of a dynamic progress path -
stopping - arrival. Before exposure of the actions
and behavior of a man who strives to beatitude,
what he needs to do, it is underlined what he
should not do. Three significant actions progres-
sively are opposed to three states of wickedness,
sin and evil, which helps to achieve complete
“separation” in order to prevent the loss of the
faithful in the world of unbelief and unrighteous-
ness ( cfr. 1John 2,15-18; 1 Cor 5,9-13; 6,14 - 20).
Given that inducement, arising from the influence
of the milieu and the current opinion which is too
strong, even at the cost to be considered eccentric
and thus isolated from the surroundings, the
faithful and righteous man should risk to become
a minority in order to survive and hold in his
faithfulness and righteousness (Schokel - Carniti,
1992:149).

Thus, the (righteous) person needs to distance
himself from the wicked, sinners and mockers. In
Psalms and wisdom literature, the evil "wicked,
godless" (rasa’) is an enemy of God, "guilty" (if
used in legal context). He appears frequently as a
person with a negative behaviour harmful to the
surroundings, who attacks the other's life, such as
thieves, traitors, oppressors and all those who, by
their actions, are brought into a state of injustice
(they later become guilty in court; see Ps 16,9;
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108,2.6-7; 139,4). This state of injustice is never
partial, because there is no injustice against the
man without being injustice and against God, and
vice versa. So rasa ‘is one who is against God
and against the man (Bergmeier, 1967:229-232).

The second word — “sinners” (hatta ) lit-
erally means “those who have missed the goal”.
For the term “sinner” remains the same idea as
for the wicked, the idea of choosing evil, empha-
sizing the fact that he is a “sinner” because of
choosing the wrong target (Schokel - Carniti,
1992:143).

Rarest of all is the third term, /ésim, which
usually (but not exclusively) is present in the
book of Proverbs (Proverbs 1,22; 3,33 to 34,
from 9,7 to 8; 13,1; 14,5; 15,12) and is usually
translated as “mockers”. It is again a kind of dev-
iation of righteousness, but with the connotation
of arrogance and conceit. The mocker is mocking
all, the world, the humanity and even God (Ps 14;
Isa 5,19). The word has also another meaning. In
Proverbs 22,10 it is “plotter”, one that causes qu-
arrels and divisions. Simply, he is a man who
uses his own hate to create chaos and to destroy
the social life ("optesckn, 2001, 173).

To these three groups of representatives of the
injustice, sin and evil in the first verse is opposed
the “righteous”, which is explicitly defined as
such only at the end of the psalm (v. 5). Righ-
teous is initially described simply as a “man”, as
if would to say that the only real man is the righ-
teous one and that the human existence is un-
thinkable without justice.

The distance from wicked, sinners and moc-
kers is represented in the text by three verb forms
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that make sequence in progress. The first verb is
“g0” (halak), followed by “standing” (‘G mad),
and finally “sitting” (yasab), word, which means
total participation. At first, one is putting himself
in motion and goes, but walking is still passing;
then he retains and ultimately sits, that means- he
remains. Accordingly, the idea here is not only to
pass through the impiety, but to sit and stay in it.
Just note that the verb "sits" (yasab) also means
“resides, dwells”. One who does not move, he
takes roots at that place and makes it a place for
permanent stay and living. Entering into a contact
with impiety, he gets used to it, then he begins to
like it and eventually he is completely attracted
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Ioxo I'opreBckn

CuMO0/IMKAaTa U CTPYKTYPaTa HA MACTHPCKHUOT MPOJIOT
(Pe3ume)

[IpBuoT ncanmm ox 6ubmmckuot [lcantup yecTomaT ce HapeKyBa ,,IPOJIOT™, a Toa TO JOJDKU Ha TO3UIIHjaTa
Ha TIOYETOKOT OJf IcanTupckaTa 30upka. CraHyBa 300p 32 HCKITyYUTEIHO BaKEH TEKCT, HO HE CaMO MOpagy He-
roBaTa COAPKHHA, TYKY M IIOpaan HETOBUTE (POPMATHO-TEKCTYAITHH U CTPYKTYPHH KapaKTepHCTHKH. Bp3 ocHOBa
Ha OCHOBHAaTa 1ojienba Ha JoOpOTOo | 3710TO, OJIAYKEHCTBOTO W MPOKJIETCTBOTO, CTPYKTypaTa Ha OBOj IICalM € OH-
HapHa Ha JiuTeparypHo HuBo. Ce pa3bupa, AazieHa € IPEeJHOCT Ha TIO3UTHBHA CTPaHa, HO MOCTaBYBAKETO BO OC-
HOBA € aHTUTETHYHO. YOBEKOT ce Haora mpea u300pOT Ha JiBE CIPOTUBCTABEHOCTH: KaKo Ja ru u3bepe 100poTo
W XHMBOTOT, a Jia TM U30erHe 3J10To ¥ cMpTTa. [locTaByBameTo Ha M300POT MpeKy MpeTcTaBara Ha JBaTa Iara €
HajcuJIHaTa CUMOOJINKA Ha MCAJIMOT U Taa MPEeTCTaByBa OCHOBA KOja TH MOJAPXKYBa CUTE OCTaHATH CUMOOJINYHU
rnapagurMu.

Kayunu 300poBu: cTpyKTypa, cuMOOJIM3aM, pETOPHYKA aHAIH3a
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THE SCAPEGOAT: RITUAL, MECHANISM, SIGNIFICANCE

Key words: scapegoat, ritual, expiation, mimetic, sacrifice

We need a safe, ordered, familiar world in which to
live and prosper; we try to keep chaos at bay. We
make up rules, we establish values, and we try to
function as well as possible within the parameters of
our reality. When our world is threatened, we re-
spond. The question is, who do we sacrifice in order
to (re)achieve order and serenity? The scapegoat
serves to be blamed for the sins, guilt, malice, mis-
fortune of the collective, to take all that evil onto it-
self and away from the others, and is a concept that
has persisted and transformed through the ages. The
scapegoat is a sin-eater, a fall-person, victim of the
harshness of the ideal of the greatest happiness for
the greatest number at any cost. In Utopian ideas
explored in literary fiction and other forms of art, a
victim, a scapegoat, is needed ‘to feed’ the future
bliss of the community."

! This also brings to mind situations of exploitation and forms of
mistreatment of certain groups whose sole purpose in life is said
to be to keep the more fortunate well and happy. While this is a
serious issue of justice and morality, the scapegoats are victims

In the Old Testament, two goats are given from
the community to the priest as a purification sacti-
fice.” The priest throws lots over the goats, determin-
ing one for God, and destining one for Azazel (the
demon from the desert),3 the former is sacrificed in a

chosen and greatly outnumbered, so scenarios of unjust class
stratification and crimes against human rights and dignities do
not apply.

This is an article resulting from a conference on the Bible and
literature (MASA, Skopje, April 2017), so the example from the
Pentateuch and the points of sacrifice in René Girard’s mimetic
theory will be used to illustrate the significance of the scape-
goat, with only a hint of the concept in literature (Fyodor Dosto-
evsky and Ursula Le Guin).

% The verse is from Lev 16:8 - And Aaron shall cast lots upon
the two goats: one lot for the Lord, and the other lot for Azazel.

* Nobody knows who Azazel is, and evidently this is utterly
unimportant, mentions Walter Burkert (Burkert, 1979: 64). This
is true, and the most associated “character” is Azael/Asa(s)el
from the Ethiopic (or First) Book of Enoch. In one account of
the story, the Watcher (Watchers being identified with ‘fallen
angels’) Asael (or Azazel) teaches men how to create weapons
(which facilitates war-waging), and gives women make-up
(artificial beautifying and the use of adornment enhances lust).
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normal, yet intricate purifying blood ritual, the latter
is placed alive in front of the temple/altar, where the
priest transfers, through touch and utterance, the con-
fessions of sins of Israel (the sins of the collective) on
the goat’s head, which is then lead to the desert and
left there.* Several features of the scapegoat distin-

[(4QEnoch b Col. 11 (=1Enoch5:9-6:4+6:7-8:1),26-
29)] (Garcia Martinez, 1996). On Azazel in Leviticus see
Carmichael, 2006: 49-51.

* The Book of Leviticus (16: 5-10, 20-22) describes the ceremo-
nies of choosing the scapegoat by lot, of discharging “all the
sins of the Children of Israel” upon its head and of escorting it
amid shouts and curses into the desert. Some traditions (Mishna,
for example) involve a crimson thread around the goat’s horns,
and hurling the goat down a precipice. For an earlier version of
the ritual see, for example, “The Origin of the Biblical Scape-
goat Ritual: The Evidence of Two Eblaite Texts” by Ida Zatelli.
P. D. Wright thinks, as Calum Carmichael lists, that Azazel
does not appear to be an angry deity who needs to be appeased,
nor a desert demon who is the custodian of evil, it is virtually
without a function, though it must originally have enjoyed one
comparable to the role assigned to Near Eastern deities and
demons (Carmichael, 2000: 167-168). According to Carmi-
chael, it is the Levitical lawgiver who, to concentrate on the
origin of the scapegoat ritual, was responsible for its construc-
tion. Bringing to bear on these issues his own ethical and legal
thinking, the anonymous lawgiver proceeded to invent his na-
tion's ancient laws (Carmichael, 2000:168-169). The Assyro-
babylonian scapegoat can be found in unilingual inscriptions K.
138 and K. 3232 that contained allusions to a ceremony similar
to that of the Hebrew scapegoat mentioned in Lev. 16, which
John Dyneley Prince finds plausible, while Fossey does not,
claiming that the animal which is taken to be a scapegoat in
these inscriptions was not an animal at all - see the dispute in
Prince, 1903: 135-156.

Not all expiatory sacrifices are examples of the scapegoat ritual,
as it shall be illustrated later, nor all human sacrifices are exam-
ples of expiation. The much-explored story of the “sacrifice” of
Isaac (Gen 22: 13) is not a scapegoat example. However, on
more general terms, in the part when the providential appear-
ance of the ram averted the slaughter of the son by Abraham,
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guish it from other sacrificial victims. The goat cho-
sen for this purpose was not to be sacrificed (made
holy) on the altar to God, but was to be delivered,
still alive, to the demon Azazel. Because of the
weight of collective guilt, the scapegoat was consid-
ered accursed or unholy, which meant that sacrifice
on the altar was too good for it. Except, its signifi-
cance, and with that, its ambivalence, are to be found
exactly in the expiatory function of taking away sins
and guilt, the role it plays in re-establishing order,
and the fact that it becomes the saviour of the
group’s world as they know it. The ritual of the
scapegoat, especially the sacrificing of one goat that
is fit to be blessed, made holy, and presented to (a
merciful?) God, and one that is “cursed”, and to be
banished and abandoned in the hostile and unknown
realm of the demon, shows levels of ambivalence
and transition. Both God and Azazel have a sense a
duality about them — God is believed to exhibit some
traces of primal (almost demonic) anger, while the
demon, as ungodly as he is, still has to be appeased
with sacrificial offerings, which are usually presented
to God.

In The Golden Bough, James Frazer gives an im-
pressive collection of examples of variations of the
scapegoat, analysing the transference of evil to in-
animate objects, to animals, to men, under the as-
sumption that ‘primitive men’ misapprehended the
distinction between actual actions in the physical
world and cognitive processes and facts of the psy-
che, thus believing that concepts of loading physical
burdens/impurities can be transposed to the mental

Roger De Verteuil finds an eloquent testimony to the transition
in human history from human to animal sacrifice (De Verteuil,
1966: 211).
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and psychological realm of delivering from sins and
evils by loading them onto a chosen victim. Frazer
shows this through the public expulsion of evils; the
idea of the omnipresence of demons, and the mecha-
nisms of occasional and periodic expulsion of evils;
the concepts of public scapegoats through the expul-
sion of embodied evils; the occasional and periodic
expulsion of evils in a material vehicle; and human
scapegoats in classical antiquity (Frazer, 2009: 1260-
1371). Apart from an animal, Frazer carefully lists
examples, the scapegoat upon whom the sins of the
people are periodically laid, may be a human being
(1331), a divine animal (1334), or it even may be a
divine man (1335). The overview of the custom of
publicly expelling the accumulated evils of a com-
munity suggests a few general observations, summa-
rises Frazer. He remarks that what he has split into
categories of the immediate and the mediate expul-
sions of evil are identical in intention; that whether
the evils are conceived as invisible or as embodied in
a material form, it is a circumstance entirely subordi-
nate to the main object of the ceremony, which is
simply to effect a total clearance of all the ills that
have been infesting a collective.” A second important
point is that in periodical expulsions of evil, the time
of the year when the ceremony is played out usually
coincides with some well-marked change of season
(beginning or end of winter in the arctic and temper-
ate zones, beginning or end of the rains in the trop-
ics), which causes the increased mortality in people

5 If any link were wanting to connect the two kinds of expul-
sion, he explains, it would be furnished by the practice of send-
ing the evils away in a litter or a boat - invisible and intangible
evils on a visible and tangible vehicle to convey them away. A
scapegoat is nothing more than such a vehicle (1343).

susceptible to the discrepancies in temperature, and
which is by them seen as the result of the agency of
demons, who must be expelled; but, whatever season
of the year it is, the general expulsion of (d)evils
commonly marks the beginning of the new year,
unburdened by the past troubles, and solemnly liber-
ated of evil spirits and nefarious agents and guilt
(1344). A third point is that the public and periodic
expulsion of devils is commonly preceded or fol-
lowed by a period of general license, during which
the ordinary restraints of society are cast aside, and
all offences, short of the gravest, are allowed to pass
unpunished.® Finally, consistent with his adherence
to the ritualistic theory of the sacrifice of the sacred
king, he places special notice on the employment of
a divine man or animal as a scapegoat — a custom of
banishing evils only in so far as these evils are be-
lieved to be transferred to a god who is afterwards
slain. The custom may be much more widely dif-
fused than what is apparent from the examples Fra-
zer has given, he remarks, for the custom of killing a
god (what many ritualists consider as the proto or ur-
ritual) dates from so early a period of human history,
that in later ages, even when it continues to be prac-
tised, it is liable to misinterpretation: in time, the di-
vine character of the animal or man is forgotten, and
he comes to be regarded merely as an ordinary vic-

6 This extraordinary relaxation of all ordinary rules of conduct
on such occasions is to be explained by the general clearance of
evils which precedes or follows it, which makes sense, as men
feel more free to pursue their passions when a general riddance
of evil and absolution from all sin is in immediate prospect,
trusting that the coming ceremony will remedy any conse-
quences of bad behaviour, and also because when the ceremony
has just taken place, men's minds are freed from the oppressive
atmosphere filled with (d)evils (1345).
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tim (1346).” The goat serves to transfer the ‘plague’
from one’s own side to the other. Azazel stands for
this ‘other’ side in opposition to God and his people,
as the desert is the opposite of man’s fertile fields,
érga anthropon, as the Greeks say, explains Burk-

7 Some scholars, notices Burkert, have believed that the practice
of eliminating evils through the banishment of a scapegoat has
more to it than just purifying ends. Wilhelm Mannhardt, for
example, put forward the thesis that the scapegoat is ‘originally’
the vegetation spirit, which must be beaten and chased away,
killed even, in order to be reborn. This, takes issue Burkert, is an
impressive myth, but more “in the sense of a tale pattern trans-
ferred to furnish an explanation without being analyzed in it-
self”; without admitting it, it exploits the mystery of sacrifice,
the Christian idea of death and resurrection (Burkert, 1979: 68).
Frazer advanced the more realistic suggestion that ‘originally’ it
was the king with his magical powers to control fertility or,
more specifically, a king installed yearly to impersonate the
vegetation spirit, who had to be chased or killed lest his strength
should wane (this is, again, the ritualist conjecture), he believes.
However, Burkert finds that it is more difficult to account for
the situation of war and enemies on the Frazerian model, apart
from the problem of how old and wide-spread the institution of
‘magical kingship’ really was; and in more than one instance
there seemed to be a choice as to who the victim was supposed
to be. Burkert thinks that the authentic Babylonian and Hittite
evidence for a ‘substitute king’ definitely ruins the Mannhardt-
Frazer hypothesis: it is not a seasonal New Year festival to
which this ritual belongs, but rather a special procedure, seldom
performed, to save the king from evil portended by omens, who
retired for a while, having his fate taken by a substitute (68-69).
Gradually, the meaning of these rituals is becoming clearer, is
hopeful Jan Bremmer: where earlier generations, still influenced
by Mannhardt, often detected traces of a fertility ritual in the
scapegoat complex, Burkert has rightly pointed out, he believes,
that in these rituals the community sacrifices one of its members
to save its own skin. (Bremmer, 1983: 300). For the status
(someone from the margins of the society), the ambivalence
(both a foe and a saviour) and the significance of the scapegoat
in ancient Greek ritual see 303-307.
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ert.® The evil transferred in Leviticus is sin, instead of
the more concrete dangers of battle or actual conta-
gion in the other instances. The Greek equivalent of
the scapegoat, as it is widely known, is the phar-
makés. In sixth century Colophon, an especially re-
pugnant person was chosen as pharmakos, fed a
meal, and whipped and chased away from the town.’
It is important that this was undoubtedly a process of
purification — of katharsis, the scapegoat called ‘off-
scourings’, peripsema, katharma. Pharmakos, though
obviously related to pharmakon (medicine, drug), is
more complex to grasp, especially since pharmakon
has an ambivalent meaning of a healing drug and of
poison, but this just enhances the meaning of am-
bivalence, the pharmakos ritual being equivalent to a
king’s tragedy (a theme explored in both Girard and
Burkert). In the chapter on the transformations of the
scapegoat in Structure and History in Greek Mythol-
ogy and Ritual, Burkert offers an attempt at tracing
variations of self-sacrifice in situations of hostility
(battle or strategic planning), in Hittite, Greek and
Roman rituals and myths, finding that the common
pattern is a familiar one — that of the scapegoat, an
Old Testament ritual, one of Yom Kippur, the Day of

8 Elaborating on concepts by Karl Meuli (who noticed simi-
larities between Greek sacrificial practices and customs of
some hunting and herding societies, Burkert 1983: 12-13
and onward) and Konrad Lorenz (see the links between rit-
ual as essentially religious and ritual in animal behaviour in
biology, 23-29), Burkert links ritual killing to the origins of
the hunt, suggesting that it is an exteriorisation of tension
through the collective process, released and symbolised in
the subsequent religious sacrifice. Religion is the product of
the killing, which is then transformed into life through the
ritual consummation of the victim (juxtaposed are the chaos
of the killing and the meticulous order of the feast).

¥ See variations of the ritual in Burkert, 1979: 64-66.
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Atonement. Burkert identifies a clear pattern to the
ritual: although the occasions which set it off differ
(like hunger, pestilence, or war, or regular cleansing
at yearly or greater intervals), what they have in
common is a situation of anxiety. The sequence of
actions goes as follows. First there is a selection on
account of some quite ambivalent distinction (a most
repulsive individual, a king, a woman as an object of
desire, but still less valuable than a man, or an ani-
mal); then there are the rites of communication, es-
pecially offering food, and adornment or investiture;
followed by the solemn rites of contact and separa-
tion to establish the polar opposition between those
who are active and safe on the one side, and the pas-
sive victim on the other. The scapegoat is chased
across the frontiers of the dwelling of the commu-
nity, and the unquestioned effect of the procedure is
salvation from evil and anxiety, which disappear
with the doomed victim (67)."°

1 It is interesting how Burkert applies, what he calls, a nearly
perfect Lévi-Straussian formula, the scapegoat being the media-
tor who brings about the reversal from common danger to
common salvation: the situation ‘community endangered’ ver-
sus ‘individual distinguished’ is turned into ‘individual doomed’
versus ‘community saved’, illustrated by fx(a):fy(b)->fx2(b):fx-
1(a), with the caveat that he still does not find such a representa-
tion particularly illuminating, as the relations of the terms do not
throw light on the basic mystery, the force which brings the
change, the reversal from anxiety to anxiety dispelled. In leg-
end, this is explained by an oracular prediction, or as the wrath
of gods to be appeased, but these are not acceptable explana-
tions as to how the mechanism really works, he adds, especially
since the common answer is that the procedure is magical,
which could mean irrational and thus, unexplainable (Burkert,
1979: 67-68). He then tries to set up some principle of archaic
mentality to deduce the custom, one of transfer, and one of
elimination, but the confusing element here is the use of an
animal for ritual ‘carrying away’ of evil, instead of a sponge or

Girard lists three meanings to be carefully distin-
guished in discussing the scapegoat concept, a bibli-
cal, an anthropological and a psychosocial (Girard,
1987: 73-74). In the biblical meaning, in the Mosaic
ritual of the Day of Atonement (from Lev 16) the
scapegoat is the goat sent alive into the wilderness,
with the sins of the people symbolically laid upon it
(the other being sacrificed to God). The word, re-
minds us Girard, was first invented by William Tin-
dale to render the caper emissarius of the Vulgate,
itself a mistranslation of the original Hebrew specify-
ing that the goat is “destined to Azazel”, who is the
demon of the wilderness, an error that Girard dis-
misses as relatively unimportant for the interpretation
of the ritual, since “Scapegoat” is as good a term as
any other to designate, in the Leviticus ritual, the first
of the two goats and the function it is called on to
perform. Before and in the eighteenth century analo-
gies were perceived between the Leviticus ritual and
others, and in the nineteenth and twentieth centuries,
Frazer and others freely utilized the term “scapegoat”
in connection with a large number of rituals, which,
they felt, were based on the belief that “guilt” or
“sufferings” could be transferred from some com-
munity to a ritually designated victim, often an ani-
mal but sometimes a human being (like the Greek
pharmakos)."!

washrag and water for cleansing, in which case no animals
would be harmed. For the use of an animal or a man one would
have to introduce at least a third ‘principle’, one about the im-
portance of ‘soul’ or ‘life’, suggests Burkert, a principle of sacri-
fice; which is neither practical nor ‘primitive’.

" For many years, remarks Girard, the notion of scapegoat
remained popular with a number of anthropologists who took
for granted the existence of a distinctive category or subcate-
gory of rituals they treated as scapegoat rituals, but later, most
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researchers have felt that no such category can be isolated and
defined with any accuracy, which is why most anthropologists
avoid the systematic use of the term, and the word has suffered
disrepute. The psychosocial meaning is evident in novels, con-
versations, newspaper articles, and so on, where the victim(s) of
unjust violence or discrimination are called scapegoats, espe-
cially when they are blamed or punished not merely for the
“sins” of others, but also for various tensions, conflicts, and
difficulties (hence the “to scapegoat” and “scapegoating” in the
English language). Scapegoating enables persecutors to elude
problems that seem intractable, expands Girard, but it must not
be regarded as a conscious activity, based on a conscious
choice; it is not effective unless an element of delusion enters
into it. The social dimension is always present, and the persecu-
tors always outnumber the victims (Girard, 1983: 74-75).
Scapegoating in this sense implies a process of displacement or
transference that is reminiscent of Freud, and Girard reminds us
that Frazer used the term in connection with scapegoating dec-
ades before Freud. Unfortunately, however, he defined it in a
completely misguided fashion, feels Girard, one that empties it
of its universal significance, even though (or perhaps because) it
is curiously prophetic of the method advocated by linguistic
structuralism: the notion that we can transfer our guilt and suf-
ferings to some other being who will bear them for us arises
from a very obvious confusion between the physical and the
mental, between the material and the immaterial. The scapegoat
illusion of Frazer is predicated on a simplistic confusion be-
tween word and thing. The “rude savages”, according to Frazer,
would wrongfully extend to the spiritual realm the physical
significance of such words as ‘carry’, ‘load’, ‘burden’. The
implication, however, is that a correct understanding of these
words is enough to rid us of the scapegoat practices, so, if we
accept Frazer's definition, continues Girard, we will assume, as
he does, in a conclusion of his linguistic suppositions, that mod-
ern men are immune to scapegoating in any form. Frazer’s
simplistic interpretation of scapegoat rituals merely confirmed
his cultural prejudices against primitive societies and his con-
comitant belief in the absolute superiority of modern civiliza-
tion, underlines Girard. The Golden Bough offers no real under-
standing of “scapegoating” in the modern and popular usage,
even though that usage antedates Frazer by several centuries,
which could lead us to believe that Frazer was either unaware of
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For Girard violence is at the heart of the sacred.
People, he takes as the core of his mimetic theory,
are lead by a desire for something either possessed
by someone else, or coveted by someone else, a mi-
metic desire. The triangluarity of this desire creates
conflict, breeds violence. A central focus of his mi-
metic theory is the idea that desire is imitation-based:
we desire the object others desire, but we also desire
how they do it. Desires are distinct from basic
physiological needs and appetites, which, when met
(or even just before) open the path for desires to ap-
pear. Man desires that which someone else possess,
he desires being. The desires of others mediate and
form ours, and vice-versa, they are contagious. The
triangularity of desire as mimetic means that it is not
a straightforward subject-object relation, but a trian-
gle between subject and object through a mediator

any propensities to psychosocial scapegoating around him, or
that he was aware, but firmly believed in his linguistic-
confusion theory of the scapegoat, which protected him from all
subversive speculation concerning the possible similarities be-
tween “savage” scapegoating and “civilised” scapegoating.

On a side-note, it is important to keep in mind, warns Wolfgang
Palaver, that although Girard makes use of concepts central to
psychoanalysis, his insistence on the unconscious nature of the
victimage mechanism is not a concession to any psychology of
“the unconscious”. He strictly rejects any notion that uncon-
scious incestuous or patricidal drives influence human behavior,
as well as the conception of any self-contained individual or
collective unconscious. The unconscious processes to which
Girard refers concern, on the individual level, the misapprehen-
sion of the mimetic nature of desire and, on the collective level,
the religious disguising of these interpersonal processes. His
concepts of misapprehension, ignorance, and unconsciousness
must, therefore, not be understood in connection with psycho-
analysis; they find their earliest expression in the New Testa-
ment, where Jesus asks that his persecutors be forgiven “for
they know not what they do” (Luke 23:24), Palaver, 2013:
152-153.
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which renders the object desirable. The concept of
the scapegoat serves to appease the built-up violence,
to reconcile the parties involved. The removal of this
creature from the community solves the problems,
before the cycle begins again. The scapegoat, in
many forms present in different communities and
cultures, serves for psychological appeasement; it
brings relief to the group riddled by conflict. The
mimetic conflict, which develops because of the de-
sire to possess certain things is contagious and esca-
lates to full-blown violence. The desire to possess
that which is desired by another develops not be-
cause of the thing (object, quality), but because of the
threat by the other.'* This object is, therefore, neg-
lected, and the mimetic conflict turns into general
antagonism. The mechanism gets complicated: the
antagonists do not mimic the desires of the other, but
the antagonism — from the wish to own the same
thing we arrive to the wish to destroy a common
enemy. The idea is that a surge of violence would
focus on a (random) victim, a ‘culprit’, towards
which a mimetically intensifying antipathy is felt by
the concerned parties. The elimination of this victim
diminishes the desire for violence, and in the group
which suffered conflict, now appeasement appears.
The victim is to blame for the conflict, and to praise
for the restored peace. The ambivalence and the sig-
nificance of the victim render it sacred. Beginning

12 A prohibition that is absurd in appearance, practiced in nu-
merous societies, is the prohibition of imitative conduct: one
must abstain from copying the gestures of a member of the
group, or repeating their words. The imitation reduplicates the
imitated object, it engenders a simulacrum that could bring it
magical powers (this is why imitative, or mimetic magic is
something to be protected against in such cultures), Girard,
1978: 19.

with the books Deceit, Desire, and the Novel: Self
and Other in Literary Structure and Resurrection
from the Underground: Feodor Dostoevsky Girard
developed a theory of desire based around the idea of
“mimesis” (imitation).”> The function of sacrifice,
insists Girard, is to appease violence and prevent the
escalation of conflicts (Girard, 1972: 30). In Deceit,
Desire, and the Novel, Girard explains that the ori-
gins of his theory of mimetic desire can be located in
a number of novels (he analyses Stendhal,
Cervantes, Flaubert, Proust and Dostoevsky), in the
imitative nature of desire (Don Quixote desires to
perfectly imitate the legendary knight Amadis de
Gaul, while Sancho Panza, the side-kick, is prompted
by it to govern his own island, which is a case of
externally mediated desire - the mediator is distanced
from the subject in an ontological and chronological
way in the sense that rivalry between the subject and
the mediator is not an option), as opposed to an in-
ternal mediation, which is a case of coincidence of
desire, creating conflict (Monsieur de Renal in The
Red and the Black decides to hire the tutor Julien
Sorel on the basis that he believes that his rival,
Monsieur Valenod, is planning to do the same,
which proves to be false, until the latter learns of the

"> Des choses cachées depuis la fondation du monde (Things
Hidden Since the Foundation of the World) has Aristotle’s stance
on human imitation for a motto — man differs from animals in
that he is very apt at imitation (from Poetics 1448b, 4-10). Gi-
rard goes with “mimesis” instead, because imitation implies an
intentional conscious effort, rather than something just below
the point of awareness, and because ‘mimesis’ has conflictual
valences that the word “imitation” does not bear out (Fleming,
2014: 11). Humans learn through imitation (see the many ex-
amples supporting this from medical sciences in Fleming) and
thus form their cultures. If they were to stop imitating, believes
Girard, all forms of culture would vanish (Girard, 1978: 15).
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former plans and decides to actually act on the idea).
The internally mediated desire means that rivalry
ensures a way to obsession and increased imitation
of the other — the antagonists transform into doubles
of each-other and become more interested in the
characteristics and actions they are imitating than in
the object of desire. The vain attempts at distinguish-
ing oneself in order to acquire the object of desire
lead to a further elimination of differences. The in-
tensifying conflict of the rivalry is a sacrificial crisis,
a potential avalanche of cultural disorder. In the sac-
rificial crisis, desire does not have an object other
than desire, so in one way or another, violence is
always mixed with desire (see Girard, 1972: 202-
203). It is a crisis of distinctions, which obliterates
the lines between subjects and social constructs (hi-
erarchies). Since society cannot persist in a spiral of
destructive violence and disorder, the peak of con-
flict brings a point where violence itself is the
group’s answer to the escalating conflict — an ordered
act of violence serves to resolve violence on a gen-
eral level. When the attentions of the conflicted col-
lective focus on some chosen figure which stands as
cause for the trouble, the violence is directed towards
the blame of this scapegoat, and the group is united
in expressing this violence. The scapegoat mecha-
nism'* means that internal conflict originated and
induced in conflictual (antagonistic) desire is re-
solved through the elimination of the chosen victim.
This surrogate victim,"” surrogate sin-eater, absorbs

" It is generally acknowledged that literary theorist Kenneth
Burke first coined and described the expression “scapegoat
mechanism” in his books Permanence and Change (1935)
and A Grammar of Motives (1945).

' Fleming finds that it is not too self-evident why and in what
sense the phrase ‘surrogate victimage’ should be called ‘mecha-
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the blows of violence, it is the centre of blame and
hostility — when banished, peace is restored. Rivalry
is purely mimetic, with the sacrificial crisis which
uniforms the participants in the same conflictual de-
sire, it transforms everyone into twins of their own
violence (see the story of Romulus and Remus taken
as exemplary in Girard, 1982: 78).'® The scapegoat
mechanism legitimises, sacralises a certain social or
cultural configuration. Through the sacrificial repeti-
tion of the scapegoating ritual, peace is ensured
within religious practices. When discussing Gregory
Bateson’s double-bind concept, in connection to his

nism’ in Girard’s hypotheses. It is properly described as a
mechanism insofar as the mob’s polarisation against the victim
operates in a non-volitional, automatic way. So surrogate victi-
mage is not part of any explicit or tacit ‘social contract’ (how-
ever amoral), consciously entered into by social actors for the
purposes of group cohesion. The fact that surrogate victimage
operates unbeknown to its participants is not ‘accidental’ (in the
Aristotelian sense of that term) — in the Girardian purview, its
very operation requires miscomprehension, claims Fleming. To
this clarification of surrogate victimage as a ‘mechanism’ a
further specification of the latter term should perhaps be added,
one that is integral to capturing one of the key epistemological
features of Girard’s theory itself: the notion of ‘mechanism’
well encapsulates the intended morphogenetic scope of the
proposed explanation. Girard’s hypothesis is morphogenetic in
that it attempts to furnish a hypothetical account of the origin of
cultural forms. This means that surrogate victimage is not an
“institution’ (political, economic, or cultural) in any sociological
or anthropological sense, but rather, according to Girard, con-
cludes Fleming, it is temporally antecedent to these: it is a
mechanism that functions first to dissolve institutions and then
to generate them (Fleming, 2004: 53). On how it structures
ritual and prohibition see 54-67.

16 If acquisitive mimesis divides by leading two or more indi-
viduals to converge on the same object with a view of appropri-
ating it, conflictual (antagonistic) mimesis will inevitably unify
by leading two or more individuals to converge on one and the
same adversary that all wish to strike down (Girard, 1978: 35).
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views on the tragic in Oedipus the King, Girard
agrees that if desire is allowed to follow its own bent,
its mimetic nature will almost always lead it into a
double bind. The non-channelled mimetic impulse
throws itself blindly against the obstacle of a con-
flicting desire; it beckons its own rebuffs, which will
then strengthen the mimetic inclination. This makes
for a self-perpetuating process, constantly increasing
in simplicity and in fervour. Whenever the subject
(the disciple, as he calls it) borrows from his model
what he believes to be the ‘true” object, he tries to
possess that truth by desiring precisely what this
model desires; whenever closest to the supreme goal,
a violent conflict with a rival ensues, and through a
mental shortcut that is both eminently logical and
self-defeating, he convinces himself that the violence
itself is the most distinctive characteristic of the goal,
which is why violence and desire will remain con-
nected, and why the presence of violence will ineluc-
tably provoke desire.'” Violent opposition, expands
Girard, is the signifier of ultimate desire, of divine
self-sufficiency, of that ‘beautiful totality’ whose
beauty depends on its being both inaccessible and
impenetrable. The victim of this violence is ambiva-
lent - both adores and detests it, striving to master it
by means of a mimetic counter-violence and measur-
ing his own stature in proportion to his failure. If by
chance, however, he actually succeeds in asserting
his mastery over the model, the latter’s prestige is
eliminated. However, it does not end here: he must

17 Desire, he reiterates, is attracted to violence triumphant and
strives desperately to incarnate this ‘irresistible’ force. Desire
clings to violence and stalks it like a shadow because violence is
the signifier of the cherished being, the signifier of divinity
(Girard, 1972: 211).

turn to an even greater violence to search for an ob-
stacle which promises to be truly insurmountable
(Girard 1972: 206-208).

Girard tries to show, through a five-part typology,
that a number of motifs appear in myths,'® thus giv-
ing textual evidence as to the sacrificial crisis and
surrogate victimage: disorder or undifferentiation;
some transgression by an individual, who is thereby
responsible for the situation of undifferentiation;
stigmata or ‘victimary signs’ on the individual re-
sponsible for the disorder; description of the banish-
ment or killing of the culprit; and the appeasement of
conflict and the regeneration or return of order (Gi-
rard, 1978: 128). Girard suggests that the beginnings
of myths often depict states of undifferentiation,
along with the violence perpetrated against an inno-
cent victim, which is consistent with his insistence on

'8 Myths represent persecutions difficult to decode, as victims
are depicted as monstrous, capable of exhibiting fantastic
power; they are important because after sowing disorder, they
re-establish order (often they are shown to become holy prede-
cessors or fathers of gods). This, however, Girard believes, does
not prevent from comparing persecutions in myths with actual
historical examples of persecution. Due to the mechanisms in
place, the victim is the cause of disorder, but at the same time
the one to whom peace and order are ascribed, which makes it
sacred. It also transforms the persecution into a point of reli-
gious and cultural departure. Girard identifies that the whole
process serves as a model for mythology, in which it is saved
and venerated as religious epiphany, and as a mode for ritual,
forced to reproduce it on the principle that the experiences and
actions of the victim, in that they were beneficial, should be
repeated, as well as a counter-model for the forbidden, on the
principle that if they were harmful, the actions of the same vic-
tim should never be repeated. Girard notes that there is nothing
in mythico-ritual religions that does not unfold logically from
the fact that the scapegoat mechanism functions on an order
higher than in history (Girard, 1982: 50).
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the mimetic antagonism and the sacrificial crisis that
deletes significant cultural differentiations (Girard,
1982: 47). The presence of certain stigmata or ‘vic-
timary signs’ on the ‘culprit’ is depicted through the
mythical exploration of types of extraordinariness, be
it physical afflictions, monstrosity, the absence of a
single flaw in human heroic characters, or cases of
god-like exceptionality (Girard, 1982: 49). The ex-
ceptionality of the depicted victims (often shown as
amalgams of god, human and animal) goes along the
lines of the obliteration of distinctions, and the distor-
tions caused by the escalation of antagonist reciproc-
ity (Girard, 1978: 130-132), which leads to a per-
ceived identical conduct in the antagonists, and is
confusing (Girard, 1982: 51). Myths give description
of the victim banished or killed by the entire com-
munity acting as a whole, or one person acting as the
whole community, which shows, according to Gi-
rard, that the act of scapegoating is the fruit of the
mimetic polarisation triggered by the mimetic crisis
(Girard, 1996: 119). Order is re-established thanks to
the banishment of the culprit, and peace returns in
the community, which renders the victims sacred;
they are sacralised or venerated as saviours (Girard
1972: 375)."

In order for all the persecutors to be inspired by
the same faith in the evil power of their victim, it
should successfully polarise all the suspicions, ten-
sions, and retaliations that poisoned the relationships.
The community, as Girard puts it, must effectively

' Fleming notes that by drawing links between ritual sacrifice,
kingship, and surrogate victimage, Girard supplies an interesting
solution to questions of the paradoxical nature of primitive di-
vinities, simultaneously malevolent and benevolent (Fleming,
2004: 81).
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be emptied of its poisons, it must feel liberated and
reconciled within itself, return to a new order in the
religious union of a community brought to life by its
experience (Girard, 1982: 40) The scapegoat is the
one person labelled responsible for everything, abso-
lutely responsible. Because he is already responsible
for the sickness, he is responsible for the cure. This
seems as a paradox only for someone with a dualistic
vision, too removed from the experience of a victim
to feel the unity and too determined to differentiate
precisely between good and evil, remarks Girard. Of
course, the scapegoat cannot cure external and real
misfortunes, like epidemics, droughts or floods, but
the main dimension of every crisis is the way in
which it affects human relations. A process of bad
reciprocity initiates itself, it nourishes itself, has no
need of external causes to sustain it, so as long as
external causes exist (contagions, for example),
scapegoats will have no efficacy. However, when no
such causes are present, the first appeared scapegoat
will bring an end to the crisis, serving as the one vic-
tim into which all evildoing, interpersonal repercus-
sions and tensions are focused.”

In Things Hidden Since the Foundation of the
World, Girard claims that characteristic for the
Judeo-Christian scriptures, culminating in the cruci-
fixion of Jesus, is the mechanism of scapegoating as
itself progressively unveiled: the kingdom of God is
about reconciliation of battling brothers, or ending
the mimetic crisis by an universal renunciation of
violence (Girard, 1978: 197). According to Girard,

2 The scapegoat is only effective when human relations have
broken down in crisis, but gives the impression of influencing
external objective calamities, Girard, 1982: 41; see Girard 1978:
139-147 on the issue of persecution).
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Scripture is unique in its disclosure of the victimage
mechanism by virtue of its identification of God with
the victim. Girard argues that the biblical representa-
tion reflects the outsider perspective of a victim.”'
The role of Jesus’ sacrifice in achieving social cohe-
sion explicitly outlined in certain statements shows
that the Bible works as a textual force to reveal this
mechanism “hidden since the foundation of the
world” (Lk. 11.50), so that this knowledge can bring
about freedom (Girard is aware of Nietzsche’s input
in the problem of victimisation and empathy-
invoking in the Gospels). The resurrection of Jesus
further shows him as an innocent victim, and illumi-
nates humanity’s violent tendencies and the need to
break the circle of violence.*

However, there is nothing in the Gospels to sug-
gest that Jesus’ death was, in fact, a sacrifice, what-
ever definition we give to this sacrifice, expiation,
substitution, etc., it is never defined like such in the
Gospels, claims Girard in Things Hidden. The pas-

2! For example, the outcries by the lone victim motif in the
Psalms, the shunning of Job by his neighbours, the prophetic
story of the Servant of the Lord, scapegoated by his people and
compliant in being the lamb led to slaughter in Isa. 52.13-53.12,
and Jesus, who inaugurates a social environment of abandoning
all violence (Matt. 5.38—40, pass in the Gospels).

22 Fleming remarks that, in suggesting, as the Gospels do, that
those involved in Jesus’ crucifixion were on the side of “Satan”
is simply to render tangible, through personification, the power
of rivalrous desire to engender accusation and violence. The
New Testament, he claims, is continually at pains to indicate
that evil has power only in so far as it is embodied in a particu-
lar person or group, which is why the personification of Satan as
rivalrous nemesis—as that which engenders accusation and
violence—is necessitated by the way in which this power at-
taches itself to a victim at the epicentre of the scapegoat mecha-
nism: they are viewed as a demon or devil (Fleming,
2014:2,9).

sages referred to in order to justify the sacrificial
conception of the passion should be interpreted out-
side of the realm of sacrifice, as passion is presented
as an act which brings about healing for the commu-
nity, but not as a sacrifice (Girard, 1978: 203-204).”
The postulate of sacrifice was fully formulated by
medieval theology, and it has a sacrificial exigency
on the part of the Father, so efforts to explain the
sacrificial pact seem absurd; God needs to avenge his
honour compromised by the sins of humanity. Not
only does God claim a new victim, but it is the most
precious victim possible, his own son (this is a postu-
late which has greatly discredited Christianity in the
modern world, once tolerable for the medieval men-
tality, it has become intolerable for ours). The pas-

# By surveying the Gospel of Matthew through a narrative
critical perspective, and by bringing a typological approach to
the Yom Kippur rite of Leviticus 16, Debra Anstis offers an
argument based on Girard’s theory of mimetic desire (Anstis
2012: 50-67). The seemingly rigid and uniform construction of
the Levitical text opens to creative reading and imagination
when read as a literary work in its own right (especially given
the rather obvious point which Anstis makes - that, when out-
side the actual ritual milieu, the reading/telling of a once sacred
story/set of actions is the ritual). Anstis proposes that Jesus and
Judas function as a pair in the events leading up to the crucifix-
ion, just as the two appointed goats of Yom Kippur are a neces-
sary pair. The figure of the typological scapegoat has often been
ascribed to Jesus in a sacrificial role, but she tries to shift this
metaphor and ascribe the scapegoat type to both Jesus and Judas
in an intertextual scapegoat mechanism that connects Yom
Kippur to the passion narrative. The passion narrative of Mat-
thew and the Yom Kippur ritual are tackled textually around the
anthropological model set out by Girard. Anstis remarks that
any meaning or purpose of the Levitical rite is constrained by
textual limits and not discussed in terms of possible historical
occurrence or anthropological significance, so she approaches
the Gospel of Matthew with a narrative critical view, by engag-
ing with Girard’s mimetic theory as a hermeneutical lens.
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sages that apply directly to the Father offer nothing
to allow even a modicum of violence to be attributed
to the divinity, on the contrary, it is a god who is a
stranger to violence that is present among humans
(Girard, 1978: 205).>* We do not have a relationship
with an indifferent God in the Gospels, but a God
who wants to be made known to men, but cannot be
known by men unless he acquires from them what
Jesus has to propose, which constitutes the essential
topic of his predication, reiterated a thousand times —
a reconciliation without some ulterior motive, with-
out a sacrificial intermediary, a reconciliation which
would allow God to reveal himself as he is for the
first time in human history. The harmony in the rela-
tions between men would not need blood sacrifices
anymore, nor absurd tales of a violent divinity (Gi-
rard, 1978: 207).%

% It should be noted that the Gospels take away from divinity
the most essential of functions in the primordial religions, its
aptitude to polarise anything that men cannot govern in their
relations with the world and in their inter-personal relations
(Girard, 1978: 207).

% Eugene Webb asks whether Girard’s take on the death of
Jesus would be to see that the true, fully effective sacrifice is the
crucifixion, and that its function is the appeasement of God
(Webb 2005). If not Jesus’ death on the cross, Webb asks, what
was his sacrifice, for he insists that Hebrews does represent
Jesus as sacrificial offering (“he has appeared once for all at the
end of the age to put away sin by the sacrifice of himself”,
9:26), a covenant inaugurated in blood (9:11-12). He asks
whether this is physical blood, like that of goats, or metaphori-
cal blood: if it is physical, then, he agrees with Girard that the
author of the epistle can see only continuity with previous sacri-
fices, but if it is metaphorical, and it is obvious that he leans in
that direction (Jesus’ death as perfect fulfilment of God’s will),
the picture is different. The central idea of Hebrews, goes on to
explain Webb, is that Jesus, fulfilling the calling of Israel to
divine sonship, raised humanity itself into sonship in his own
person by conquering sin and breaking the power of Satan over
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In Brothers Karamazov, in a powerful outcry
about God and the existence of evil Ivan Karamazov
wonders about the atrocities and unforgivable of-
fences towards the innocent, taking the case of suf-

all human beings. Satan’s power in Biblical tradition includes
the power of death, and Hebrews is quite explicit in linking the
tendency of humans to sin (that is, to fail to fulfil their calling to
sonship) to their fear of death. Men have been enslaved by the
fear of death, and Jesus’ death has delivered them from that
slavery, so that they are now free to respond to the calling to
sonship as he did. How did he do that, though, Webb muses, as
Hebrews does not give an explicit answer, perhaps because the
author thought the answer would be obvious, which, even if it
once were true, no longer is. To a contemporary western reader,
there is the answer that Jesus did it by dying as propitiatory
sacrifice, by offering his blood to appease the wrath of God who
inflicts death as form of punishment. However, this is obvious
now, due to a tradition from Augusine and Anselm of Canter-
bury, who developed ideas of primordial sin and inherited guilt,
but would have been perhaps far from obvious to the first cen-
tury audience. Besides, the one having the power of death (2:14-
15) is not an affronted God, but the devil, while God is repeat-
edly described as not wanting sacrifice of killed offerings. To
Girard’s remark about the efforts to explain this sacrificial pact
that only result in absurdities, Webb offers the possibility that
the western medieval reading of Hebrews would have seemed
just as absurd to its author and first century audience as it does
to Girard. Of course, he adds, to an early Christian, there would
have been another obvious way of understanding the idea that
Jesus’ death freed humans from enslavement by the fear of
death, and that is his subsequent resurrection (Webb 2005).

The idea of appeasement through sacrifice goes along the transi-
tional image of God, for it repeatedly evokes the transition from
wrath to love and forgiveness, thinks De Vereuil. In the Book of
Consolation (Isaiah 40) we find what is probably the clearest
image in the Old Testament of a God synonymous with love,
suggests De Verteuil, and there are allusions to the scapegoat -
but his destiny is altogether different, his innocence and saving
function are recognised, and he is honoured as the Servant of
God: transition from an angry to a loving God is thereby com-
pleted (De Verteuil, 1966: 218-219).



CONTEXT / KOHTEKCT 16, 2017

fering children to make his point clearer. The world
is filled with suffering, he says, though he cannot
understand why the world is arranged as it is. In a
free world, men are to blame for what they have
brought on to themselves: they were given paradise,
but wanted freedom, paired with the unhappiness it
brings. With a logical, Euclidian understanding, he
confesses that all he knows is that there is suffering,
and there are none guilty, but a simple direct cause-
effect relation. This brings no peace, however, it does
absolutely no good to know that this is how it is, this
is not justice, and Ivan wants justice on earth, not in
some remote infinite time and space; he has believed
in justice, and he wants to see it. His life cannot have
served just for the future harmony of others; he
wants to see the torturer and his victim embrace. Re-
ligions are built on the longing that at some point
everyone will suddenly understand what it has all
been for, and Ivan proclaims to be a believer in this
dream. But, then there are the suffering children, and
he has no answer as to what to do about them. If this
eternal harmony is achieved through suffering, what
have innocent children got to do with it? It is beyond
all comprehension why they should have to suffer
and pay for this harmony. Solidarity in sin among
men, he understands, and solidarity in retribution, but
how can there be such solidarity with children, he
asks. If it is true that they should pay for their fathers’
crimes, such a truth is not of this world, and is be-
yond his comprehension, he continues. He excitedly
denies to Alyosha that what he says is blasphemy,
for he understands what an upheaval of the universe
will happen when everything in heaven and earth
blends in one hymn of praise of the Lord, when a
mother of a child tortured to death and the child him-
self embrace his murderer. All knowledge will be

attained then, and all made clear. However, Ivan
cannot accept that harmony. He renounces this
higher harmony altogether, for it is not worth the
unatoned tears of that one tortured child. Those tears
must be atoned for, or there can be no harmony, he
claims. He then asks whether and how this would be
possible — by avenging them, perhaps? Why, though,
why would he care for a hell for the torturers, what
would it do for the child already tortured to death?
And if there is hell, what becomes of harmony? Ivan
does want to forgive, to embrace, to see the end of
suffering. If all the suffering of children just adds up
to the sum of sufferings necessary to pay for the
truth, however, he protests that this truth is not worth
the price. It cannot be right, he explains — he does not
want the mother to embrace her child’s torturer, he
does not want her to forgive him, she dare not. She
can forgive for her own grief, but she has no place
forgiving for the sufferings of her child tortured to
death, even if the child ever does.”® But if they dare
not forgive, what happens with the harmony, then? Is
there in the world a being who would have the right
to forgive and could forgive? Ivan rejects harmony,
if this is what it takes, because of his love for human-
ity. He would rather live with unavenged suffering
and unsatisfied indignation, even if he were wrong.

26V, Jankélévitch makes a similar point in “Should We Pardon
Them?”, when he discusses forgiveness by survivors for both
their torturers and those who did nothing to prevent it. He asks
what qualifies a survivor to pardon in the place of the victims,
or their loved ones. It is not the place of the survivor to pardon
on behalf of the “little children whom the brutes tortured to
amuse themselves”. The children must pardon the torturers
themselves, while the survivors turn to the brutes and their
friends and tell them to ask themselves the children for pardon
(Jankélévitch, 1996: 569).

61



Marija Todorovska: THE SCAPEGOAT: RITUAL, MECHANISM, SIGNIFICANCE

This harmony built on the tears of the tortured inno-
cent has too high a price; it is beyond our means to
pay so much to achieve it ([locroeBckuii, 2006:
345-347).

When Ursula Le Guin wrote “Those Who Walk
Away from Omelas”, she had completely forgotten
about having read this passage, and instead got in-
spired by William James’ “The Moral Philosopher
and the Moral Life” (Le Guin, 1975: 275-276).”
The people of Omelas are mature, intelligent, pas-
sionate adults whose lives were not wretched. Ome-
las sounds like a city in a fairy tale once upon a time
and far, far away. There is a boundless and generous
contentment among the people of Omelas, a mag-
nanimous triumph felt not against some outer enemy
but in communion with the finest and fairest in the
souls of all men everywhere; the victory they cele-
brate is that of life. However, in that perfect setting of
art, and beauty, and serenity, and self-actualisation,
in a basement under one of the beautiful buildings of

27 James discusses three questions in ethics he believes must be
kept apart, the psychological, the metaphysical and the casuistic.
In one part of the exposition, he wonders about a Utopian world
on the shoulders of a tortured victim: “Or if the hypothesis were
offered us, of a world in which Messrs. Fourier's and Bellamy's
and Morris's Utopias should all be outdone, and millions kept
permanently happy on the one simple condition that a certain
lost soul on the far-off edge of things should lead a life of lonely
torture, what except a specifical and independent sort of emo-
tion can it be which would make us immediately feel, even
though an impulse arose within us to clutch at the happiness so
offered, how hideous a thing would be its enjoyment when
deliberately accepted as the fruit of such a bargain?” (James,
1912: 97-98).

Shoshana Knapp allows that we are entitled to be sceptical
about Le Guin’s supposed lapse of memory, however, and as D.
H. Lawrence suggests, to trust the tale instead of the teller

(Knapp, 1985: 75).
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Omelas, there is a room, and in that room there is a
sad, tortured child. The door is always locked; and
only rarely someone comes over to peer at it with
frightened, disgusted eyes (Le Guin even uses ‘it” for
the child, making it even more dehumanised).”® All
the people of Omelas know the child is there, mal-
nourished and feeble-minded, scared, and in pain.
Some of them have come to see it, others are content
merely to know it is there. They also all know that it
has to be there, writes Le Guin - some of them un-
derstand why, and some do not, “but they all under-
stand that their happiness, the beauty of their city, the
tenderness of their friendships, the health of their
children, the wisdom of their scholars, the skill of
their makers, even the abundance of their harvest and
the kindly weathers of their skies, depend wholly on
this child's abominable misery”. When explained to
the young spectators, this provokes shock and sick-
ening feelings, disgust, which they had thought
themselves superior to. They would like to do some-
thing for the child, but there is nothing they can do,
for the moment the child is saved and nicely treated,
all the prosperity and beauty and delight of Omelas
would wither and be destroyed. Everyone knows that
those are the non-negotiable terms. When they begin

8 When Knapp analyses the similarities, she notices that the
evil in the story begins with its creator, a figure who is absent
from James's formulation, and it is this emphasis that leads her
to remember Dostoevsky’s take, whom Le Guin has forgotten.
She lists other reminders, too - Le Guin has replaced James's
“certain lost soul” a being of in-determinate age, with the young
child of Ivan Karamazov's conversation with his brother; Le
Guin also expands James' abstract “lonely torture” into a pain-
fully concrete picture, similar to Ivan’s. Both artists, Knapp
adds, in fact, give us not only a philosophical formulation, but
(raw) flesh and (clotted) blood (Knapp, 1985: 78). For another
take on suffering children in literature, see Langbauer, 2008.



CONTEXT / KOHTEKCT 16, 2017

to perceive the terrible justice of reality, they some-
how accept it. The people of Omelas have no vapid,
irresponsible happiness, because their tears and an-
ger, the trying of their generosity and the awareness
of their own helplessness are perhaps the true source
of the splendour of their lives. They know that, just
like the child, they are not free. It is the existence of
the child, but also their knowledge of its existence,
that makes possible the nobility of their architecture,
the poignancy of their music, the profundity of their
science, all that allows them to dwell in bliss. How-
ever, sometimes, one of the adolescent girls or boys
who go see the child does not go home to weep or
rage, does not, in fact, go home at all. Sometimes
also a grown man or a woman falls silent for a day or
two, then leaves home.”” They keep walking, and
walk straight out of the city of Omelas, ahead into
the darkness, and they do not come back. Le Guin is

% In Dostoevsky’s presentation, Ivan shows both emotional and
logical refusal of the harmony built upon the suffering of the
innocent. In both James’ and Le Guin’s accounts, people are
held accountable for their reaction to the scapegoat, because
they are able to formulate it in full knowledge of the context and
stakes. James thinks that our enjoyment of this happiness would
be hideous because the bargain would be “deliberately ac-
cepted”, and every child in Omelas is given the opportunity to
see the scapegoat, at least once, and to understand that it has to
suffer. In both these scenarios the decision to decline to follow
the rules seems to be based on something other than rational
deliberation: a specified and independent sort of emotion, and
the refusal to go on like that by those who suddenly pick up and
leave Omelas.

at a loss as to the kind of place they walk towards,
perhaps even less imaginable than Omelas, it might
even not exist. But, she concludes, they seem to
know where they are going, the ones who walk away
from Omelas.

All three authors invite the reader to morally deli-
berate on the justifiability of the victimisation of one
for the promised bliss of the majority.

While important for the origins of cultural con-
flict, managing mimetic violence and religious ap-
peasement through the understanding of (some of
the) mechanisms of sacrifice, scapegoating in the
contemporary world remains a painful reality, al-
ways provoking a fresh moral reevaluation of con-
cepts of culpability and condemnation, and of the
justifiability of the principle of the greatest happiness
for the greatest number.
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Mapuja TonopoBcka

7KpTBeHHOT japel: puTyaJl, MEXaHH3aM, 3HAYCH€
(Pe3ume)

Cratyjara ro pasriie/iyBa >KpTBEHHOT japel] BO PUTYaJIOT 33 UCKYITyBare BO (DYHKIIMja Ha POYKCTYBAE O TPEBOBU
W 3710, TIPEKY MJejaTa 3a KpTBa 0J0paHa J]a ' MOHECe TPEBOBHUTE HA KOJIGKTHUBOT, MPOTEpaHa HAABOP 0J] 0e30eAHUOT
CBET Ha TpyIaTa, BO KOj, CO PUTYAIHOTO HCKYITyBaihe, TOBTOPHO CE Bpaka Mepuoj Ha crokojctBo. JKprtBata e pas-
rJe/laHa HU3 MUMETHYKaTa Teoprja Ha Pene XKupap, npexy wienTe 3a MUMETHYKATA XKelba, CeKoraill IpUuapyXeHa o
HAarOH 3a HACWIICTBO, U PEIIABAKETO HA CCKAIMPAYKUTE KOH(JIMKTH TOKMY MPEKY HAOIAmbEeTO0 Ha 3aCAHUYKH
,,BUHOBHHUK™. TIpo0eMOT Ha 00paH BHHOBHHK KOj € MCTOBPEMEHO M (JOKYCOT Ha KOH(MIMKTOT W HACHIICTBOTO, W
CracuTeN O]l HUB, € MPEHECEH Ha WJiejaTa 3a HEBUHA XKPTBA BP3 YHE CTPAJAlbe Ce IPaji cpekaTa Ha KOJICKTHBOT, BO
riaMeHHoT MoHouor Ha MBan Kapamasos on bpaka Kapamaszoeu va @. JlocToeBckU (XapMOHHjaTa HA YOBEIITBOTO €
Mpeckamna IeHa 32 COJ3HTE Ha €JHO M3MA4yeHo JIeTe), W Of] packasoT ,,OHHMe KoM cu 3aMuHyBaaT on Omenac™ Ha
VY. JI'T'yun.

Kyunu 300poBM: XPTBEH japer], puTyall, HCKYITyBambe, MUMETHYKA, KPTBA
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THE PELICAN AND THE NIGHT-BIRD: PSALMS AND
PRAYER IN MEDIEVAL ANCHORITIC LITERATURE
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This paper discusses the use of the Bible, specifi-
cally the Psalms, in the early Middle English text
known as Ancrene Wisse, which roughly means
‘A Guide for Anchoresses’. It aims to explicate
the varying ways in which particular psalms
function in this instructional text to equip its au-
dience in their life of prayer and ascesis.

‘Anchoress’, for those who may not know the
term, is the female-specific form of ‘anchorite’,
which refers to a particular kind of religious pro-
fession practised across medieval Europe. An-
chorites, like other kinds of hermits, separated
themselves from the world in order to be closer to
God, choosing to be solitary rather than join
communities as monks or nuns.

This type of religious profession has its roots
in the practices of the Desert Fathers, who left
urban Christianity in the third and fourth centu-
ries to seek God in the wilderness and fight the
devil as holy warriors. In high medieval England,
some eight or nine centuries later, this imagery

remained powerful, but the way it practically
worked out was very different — if only for rea-
sons of climate. Anchorites, both men and
women, usually lived in cells attached to
churches. They had a window through which
they could see Mass being performed, and an-
other to communicate with servants and people
who came to ask for advice or prayer. But they
spent most of their lives reading, meditating, and
praying.

Ancrene Wisse is anonymously written, but is
dateable to the first two decades of the thirteenth
century. It uses a particular literary dialect of
English which has been localised to the area
which is now the West Midlands. It is addressed
primarily to three enclosed women and secondar-
ily to a larger group following a similar vocation,
but it was widely read over the next three centu-
ries by both religious and lay audiences.

Modern historians have often called the Guide
a ‘Rule’, comparing it to the official monastic
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Rules which guided the different orders of monks
and nuns from the late antique period on (the
most widespread and influential in the West be-
ing the Rule of St Benedict). But our text is actu-
ally a less fixed, more literary document than that
label implies, full of elaborate parables, figures of
speech, and other rhetorical techniques. Further-
more, the author seems to know his initial audi-
ence personally. In one of the earliest manu-
scripts he describes them warmly:

I do not know any anchoress who has all she
needs with more ease or more respect than
you three have, our Lord be thanked for it...
You are much talked about, what well-bred
women you are, sought after by many for your
goodness and for your generosity, and sisters
from one father and one mother, who in the
bloom of your youth renounced all the joys of
the world and became anchoresses.'

He notes at the very beginning of the text that
these three sisters have been asking him to write
a Rule for them. He uses this request as a way to
explain the structure of the book: instead of a
conventional list of regulations like those found
in more official Rules, he will divide his attention
between an Outer Rule — the practicalities of the
anchorite’s life, her ‘outward behaviour’, which
can change according to circumstance — and an

! Millett 2009a, p.73. All further page numbers are given in
parentheses. All quotations from are from Bella Millett’s
translation into modern English, for ease of use, but the
original Middle English can be found at the same page ref-
erences in the accompanying edition (Millett 2009b).
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Inner Rule, which ‘is always internal and directs
the heart’ (p.1). He pays greater attention to the
Inner Rule: the book is split into eight parts, with
the first and last dealing with practical matters,
and the six parts in between devoted to matters of
discipline, faith, penance, and love.

The Outer Rule covers a wide range of topics,
from when to kneel in prayer, to the sort of
clothes and shoes the anchoresses should wear, to
whether they should keep animals (the author
specifies that a cat is acceptable). The Inner Rule
ranges across numerous parts of Christian doc-
trine, history, and legend. The purpose of the text
as a whole is to usefully model a life of self-
discipline and close communion with God.

A large part of the Inner Rule is based on Bib-
lical quotation and interpretation. The author
usually quotes the Latin Vulgate text first, which
was the normal and authoritative version of the
Bible in this time and place, and then follows
with a translated or paraphrased English version.
This is most likely because the anchoresses he
was originally writing to were not very proficient
in Latin, probably because they had been en-
closed as laywomen, rather than first being nuns.
So they would not have had the education and
liturgical practice provided for nuns by their or-
ders.

Nevertheless, it is useful to look specifically
at the author’s use of the Psalter, which was the
central text of the Bible for medieval Western
Christians. It was the foundation of all kinds of
liturgy, including the daily Hours of the Divine
Office which the anchoresses are instructed to
follow (they used a specialised shorter version
dedicated to Mary, known as the Little Hours of
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the Virgin). The Psalms, both in Latin and in
translation, would have been widely and well
known by all kinds of people in this period, par-
ticularly professional religious such as these
women. In a recent article, Daniel Anlezark notes
that ‘The Book of Psalms is the biblical text most
cited throughout the Ancrene Wisse, with at least
seventy-seven instances’, and also that ‘at a con-
servative estimate it is safe to say that the women
[who followed its recommendations for prayer]
used approximately fifty different psalms for the
prayers described in Part 1.”>

It is a widely believed stereotype that medie-
val Western Christianity was relatively uncon-
cerned with the Bible, especially for those who
were illiterate (that is, not able to read much or
any Latin), with the Bible limited to the small
elite who could read. But this impression comes
from a modern understanding of ‘reading’, and of
the Biblical text itself, which is inapplicable in
several ways to the high medieval period and es-
pecially to the vocation of these anchoresses.

We’ve established that the readers of the
Guide were unlikely to be fully literate in Latin,
hence the need for an English instructional text in
the first place. But their knowledge of the Psalms
through liturgical practice would be extensive,
internalised through religious devotion and sheer
repetition over months and years. What is more,
the Psalms were seen as a key to the whole of
Scripture, containing large amounts of typologi-
cal reference to Christ, and also naturally avail-
able to the Christian reader or speaker for appro-
priation to reflect his or her own situation. How-

% Anlezark 2017, p.84, p.91

ever any particular anchorite interacted with the
actual text of the Psalter — it’s not unreasonable to
think most would have had a manuscript copy,
though this isn’t absolutely certain — their main
engagement would have been through personal
participation in the liturgy as part of the life of
prayer.

Mary Carruthers, a noted historian of medie-
val theories of the mind, summarises the period’s
theoretical connection between text and memory
in this way: ‘A work is not truly read until one
has made it part of oneself’.” This could come
about through memorisation, which was a much
more widespread practice in this culture than in
ours; more deeply, internalisation of Scripture
was encouraged and cultivated by the author of
the Guide by his methods of interpretation. These
were intended to enable the anchoritic reader to
structure her perception of herself and her voca-
tion through Scriptural models, of which several
key examples are located in the Psalms.

The rest of this paper examines three psalms
quoted by the author of the Guide, in order to
give a broad sense of what different kinds of ma-
terial are doing in this text: the usage intended for
the anchoress will increase in complexity with
each example.*

Psalm 50

The first is Psalm 50, which is mentioned sev-
eral times across Ancrene Wisse. Like most of the

3 Carruthers 2008, p.11
*1 refer to the Psalms by their Vulgate numbering and quote
from the Douai-Rheims English translation.
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Psalms, it was known in the medieval period
primarily by its first words — Miserere mei Deus,
‘have mercy on me, O Lord’, and often simply
Miserere.

This psalm would have been well known to
the readers of Ancrene Wisse. It is one of the
Seven Penitential Psalms, a sequence of psalms
dealing with sin and repentance, which were of-
ten grouped together for devotional purposes —
the Guide recommends they be said every day
around mid-morning, after the recitation of
Terce, the third hour.’” Verses from Psalm 50
open the Matins (the first liturgical prayer of the
day) of the Little Hours of the Virgin, as well as
the Lauds of the Office of the Dead — another
specialised version of the Hours, some parts of
which are used as additional devotions in the rou-
tine given by the Guide. The readers are also in-
structed to recite it whenever they observe Mass,
which would have been most days.

The Miserere was in prominent use in many
settings across the medieval church, not only by
anchorites: for example, it was sometimes admin-
istered by priests as a penance after confession.
But in its paradigmatic expression of the broken,
contrite heart, it does seem to be considered spe-
cially appropriate for the audience of Ancrene
Wisse. Their whole vocation was characterised by
an intense focus on sin, repentance, and penance:
at the beginning of Part 6 the author says that
‘Everything you have to bear, my dear sisters, is
penance, and hard penance’ (p.132).

> The Seven Penitential Psalms are Psalms 6, 31, 37, 50,
101, 129, and 142.
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For the less devoted, the request in verse 9 to
‘sprinkle me with hyssop, and I shall be cleansed’
might have simply indicated the need to periodi-
cally settle one’s account with God — to wipe the
slate clean and get back to ordinary living. But
for the anchorite, cleansing was supposed to be a
continous way of life. The bones of the recluse
were ‘humbled’, even broken, by their voluntary
enclosure in a tomb-like cell, making a decisive
break with life and the world. Indeed, there is
archaelogical evidence that some anchorites were
buried in their cells, a literal extension of the ad-
vice given in Ancrene Wisse about work: ‘ancho-
resses... should scrape up the earth every day
from the grave in which they will rot’ (p.46).
They lived in proximity to death in order to die to
the world, and to shape the self through this peni-
tential death. The use of the Office of the Dead,
and Psalm 50 as part of it, would have reinforced
this effort.

This psalm, then, encapsulates the anchoress’s
vocation. It seems to act almost like a talisman, a
strong affirmation of her identity and sanctity,
paradoxically achieved through self-abasement.
In Part 2, the author advises the anchoress what
to do if a man makes unwanted advances towards
her: ‘close the window at once, and do not give
him the slightest answer, but turn away with this
verse’ — he quotes two verses about wicked men
from Psalm 118 — ‘and go up to your altar with
the Miserere’ (p.38). Reciting the psalm is a way
for the anchoress to fortify her solitude and chas-
tity, the spiritual equivalent of shutting the win-
dow and re-sealing the enclosure, re-affirming
her commitment.
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The other part of this procedure, however,
brings us to the second psalm under considera-
tion, Psalm 118.

Psalm 118

Psalm 118 is the longest psalm, at 176 verses,
and so on one level it’s unsurprising that it is one
of the most cited in Ancrene Wisse, given that
there is more of it to quote than other psalms.
Thinking about the content of this psalm, how-
ever, its focus in almost every verse on ‘the law
of the Lord’ provides an important context for the
discussion in the Guide of the nature of rules and
regulations, and the relation of the letter of the
outer law to the purity of the inner heart.

Its use in the advice quoted above, about deal-
ing with lewd men, is interesting because reciting
the text not only reminds the anchoress of her
duty to the law of God, rather than the tempta-
tions of the world; it’s also a rebuke, even a
weapon, against the hypothetical man who is try-
ing to distract her from her calling. Notice that
the author instructs her to say the verses aloud, so
that he can hear it, and presumably be shamed
into leaving. Furthermore, while Psalm 50 is
simply referred to by name, these two verses
from Psalm 118 are written out in the manu-
scripts — in fact, to be more specific, the first
verse only appears in a later manuscript, suggest-
ing it started out as an annotation which a later
scribe then incorporated into the main text. These
verses are seen as pieces of ammunition for the
fight to remain pure, useful to collect and inscribe
in books to aid further internalisation.

In Part 3, the author actually refers back to
this situation and quotes the same verses, with
further explanation of how the psalm acts as a
prayer to counteract sin. He says that one of the
benefits of enclosure is ‘the power of fervent
prayer’, particularly prayer to crush sin. We are
told that ‘the humble queen Esther signifies the
anchoress, because her name means ‘hidden’ in
English’. Just as the Biblical Esther interceded
before the king, God ‘hears and grants all [the
anchoress’s] prayers, and through them she saves
many people’ (p.65). One way of being a true,
‘hidden’ Esther is using those verses to send
away the impertinent man: ‘she can never crush
him more bitterly, or effectively, than with these
verses... she should turn away at once in towards
her altar and keep herself at home, like Esther,
‘the hidden’ (pp.65-66)

Other verses of Psalm 118 appear in various
places in the text, serving the same purpose of
affirming and strengthening commitment to en-
closure. During the section dealing with the
senses, the eyes are compared to the anchoress’s
window — necessary, but dangerous openings,
which must be monitored closely for sin: the au-
thor supports this assertion with verse 37 of the
psalm, saying that ‘All Holy Scripture is full of
warnings about the custody of the eyes. David:
Turn away my eyes so that they do not see vanity’
(p.25). Verse 7, furthermore, is ultimately used to
summarise the Inner Rule at the conclusion of
Part 7 of the Guide. God’s love, mirrored by our
love for him, the author tells us, ‘is the rule that
rules the heart. | will praise you with uprightness
of heart (that is, by its regulation)’ (p.154). The
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beauty of love for God, and the experience of his
love, is closely identified with enclosure: both
physical confinement, and the regulating enclo-
sure of the self within a strict ascetic lifestyle.
The anchoress interweaves the precepts of the
Inner Rule into her life, just as the Law of the
Lord is enclosed in almost every verse of
Psalm 118.

Psalm 101

Finally, Psalm 101 constitutes one of the most
intensive uses of a psalm text in the Guide, spe-
cifically verses 7-8:

I am become like to a pelican of the wilder-
ness: I am like a night raven in the house.
I have watched, and am become as a sparrow
all alone on the housetop.

These verses form the basis of a large portion
of Part 3, which paints a picture of the anchoritic
vocation using analogies with various birds.
While Psalm 50 represents an example of actual
prayer practice, and Psalm 118 structures its use
in the service of ascetic devotion, Psalm 101 pro-
vides a powerful metaphorical structure for the
praying anchorite to see herself within.

Other birds used as pictures include the os-
trich and the eagle, but the psalm provides the
images of the pelican, the night-bird, and the
sparrow. (The term ‘night-bird’ is a modernised
version of the early Middle English niht-fuhel;
the Vulgate Latin is nicticorax, literally ‘night-
raven’, and comes from a confusion in the texts
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over the Hebrew term kos, which in modern Eng-
lish Bibles is translated ‘owl’.)

The pelican, firstly, is used as a negative ex-
ample, warning the anchoresses of the spiritual
dangers of bitterness and anger. Medieval besti-
ary tradition, drawing on a legend going back to
St Augustine, held that pelicans shed their own
blood to revive their chicks, as the author ex-
plains: ‘the pelican is a bird that is so quick-
tempered and irascible that it often kills its own
chicks in anger when they annoy it; and then
soon afterwards it is overcome by regret and la-
ments bitterly, and strikes itself with its beak...
and draws blood from its breast, and with that
blood brings its dead chicks back to life’ (p.48).
Combined with the fact that, as a desert bird, the
pelican was traditionally associated with the soli-
tary vocation, this image is used by the author to
represent the cycle of sin, confession, and repen-
tance which the anchoress must enact every day
as anger and other sinful emotions and desires
arise in her heart.

In addition, he notes, ‘an angry woman is a
she-wolf... Whenever there is anger in a wo-
man’s heart, whether she chants versicles or re-
cites her Hours, Hail Marys, Our Fathers, she
does nothing but howl’ (pp.48-49). Like the fili-
cidal pelican, which kills its chicks — metaphori-
cally, these represent the good works of the an-
chorite — the angry woman becomes a speechless
animal and negates the efficacy of her prayers.

But the author also draws out a positive char-
acteristic of the pelican, one he wishes his readers
to adopt: spiritual ‘thinness’, a lack of the flesh
that drags one down. This introduces one of the
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author’s central representations of prayer, which
is prayer as flight: ‘“Those birds fly well that have
little flesh, as the pelican has... True anchoresses
are truly birds of heaven, which fly high and sit
singing joyfully on the green branches (that is,
lift up their thoughts to the bliss of heaven, which
never fades but is always green)’ (pp.52-53). This
is a fairly simple metaphor for prayer, given the
basic spatial metaphor that spiritual things are
‘above’. The author, however, creates a more
complex picture with his interpretation of the
image of the ‘night-bird’:

The night-bird in the eaves signifies recluses,
who live under the eaves of the church... they
ought to lead such a holy life that all Holy
Church can lean on them and be supported by
them... they should hold it up with their holi-
ness of life and their blessed prayers. That is
why the anchoress is called an ‘anchor’, and
anchored under the church like an anchor un-
der the side of a ship. [...]

Furthermore, the night-bird flies by night and
gathers its food in darkness. In the same way,
an anchoress should fly by night towards
heaven with contemplation and with holy
prayers, and gain food for her soul. (p.56)

The flight of the night-bird/anchoress in con-
templation is balanced by the image of the nest
under the eaves of the church. The anchorite’s
cell, tucked in on the side of the church, is like
the nest of the bird who flies out from it in
prayer: it is also like a heavy weight, but in the
positive, stabilising sense of an anchor, rather
than the fleshy weight of sin. (In the original text,

the phrase about anchors is a pun, as the same
Middle English term, ancre, is used for both ‘an-
chor’ and ‘anchoress’, although this isn’t the ac-
tual etymology.)

The author carefully juxtaposes over and un-
der, flight and anchoring: imagining the bird-
anchoress nesting in the safety of the church, and
from there soaring outwards to feed on God. The
sacrificial solitude of the life is affirmed by a fur-
ther verse from the psalm — ‘I have watched, and
have become like a solitary sparrow in the roof’:
this is interpreted to refer to keeping vigils and to
night-time prayer, imitating Christ in the Gos-
pels. Unlike the ordinary, sociable sparrow, the
anchoress should ‘constantly chirp and chatter
her prayers’ on her own (p.60). But the solitary
prayer life of the anchoress as night-bird exists to
hold up the community of the Church, and to
support all Christian people. She herself is light
and only loosely tied to the earth, able to leap up
to heaven. Her intercessory power, however, is
weighty and steady, an anchor and a foundation.

Up to this point it seems that the author has
used these images from Psalm 101 in a fairly de-
contextualised way, interpreting in the wide-
ranging, freely extrapolating fashion which is
typical of medieval commentators. They saw
Scripture as infinitely deep and interconnected in
meaning, and so felt able to make connections
and inferences which seem strange and some-
times even random to modern readers. But I ar-
gue that, given the extensive, internalised knowl-
edge of the Psalms which we can assume both the
author and his readers had, the context of these
images within Psalm 101 is essential to the model
of the vocation constructed by the author.
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The psalm as a whole is one of lament, char-
acterising itself in the preamble as ‘the prayer of
a poor man, when he was anxious’. It contains
graphic descriptions of pain, hunger, and grief:
‘my heart is withered, because I forgot to eat my
bread’; ‘my bone hath cleaved to my flesh’; ‘I ate
ashes like bread, and mingled my drink with
weeping’. In context, the images of the pelican,
owl, and sparrow all indicate the loneliness of the
afflicted. Their use in Ancrene Wisse goes far
beyond this base meaning, as we have seen, but
the original context of a cry to God out of suffer-
ing is equally important to the purpose of the
Guide. The author continually emphasises the
importance of pain and suffering in the effort to
know God through enclosure. Everything about
the vocation — the restricted space; the closeness
to the symbols and reality of death; the limitation
of food and other comforts — was intended to cre-
ate a framework in which the difficulty of life
lifted the anchorite into the sweetness of God’s
presence, and in such a powerful way that it also
drew in others through prayer.

Psalm 101 is split into two halves: the first
expressing suffering, and the second, hope. The
psalmist affirms the power and steadfast faithful-
ness of his God, and his commitment to answer-
ing prayer: ‘He will respond to the prayer of the
destitute; he will not despise their plea’. The an-
choress reading the Guide has been given several
detailed, vivid images for imagining herself and
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her life, but the author also reminds her, through
his prolonged meditation on the terms of this par-
ticular psalm, that her voluntary, painful poverty
in this life is precisely the condition of her pow-
erful prayer, and of her certain acceptance into
the everlasting bliss of heaven.

Conclusion

Out of more than seventy psalms mentioned
in Ancrene Wisse, we have examined only three.
But this discussion has, I hope, demonstrated the
multiple levels of the author’s engagement with
the Biblical text. He offers his readers individual
psalm-texts as tools, as illustration, as motivation.
He engages in characteristically medieval, mo-
nastic methods of interpretation, pulling apart and
re-weaving these texts to produce a complex and
convincing literary picture of the life he wants to
encourage his ‘dear sisters’ to live.

The Guide thus works not only as instruc-
tional material, but as a space in which the an-
choress could locate and ground herself: bringing
to life the Scriptural texts embedded in her mem-
ory by the liturgy, and using them to solidify and
build upon her connection to the divine. She an-
chors the Church, but is herself anchored in turn
by the rhythms and promises of the Psalms — an-
cient texts which still prove a steady support to
Christians today, even those not living in cells.
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Amnma Cvur

IMeanKaHOT U HOKHATA NTHLA: MCAJMHUTE H MOJIMTBATA
BO CPeTHOBEKOBHATA AaHAXOPETCKA KHUKEBHOCT
(Pes3ume)

Bo oBoj Tpyn ce pasrienysa ynorpebaTa Ha TPH IICAJIMH BO €JIEH aHTIIUCKH MOYYEH TEKCT O] TPHHAECETTHOT
BEK HAMEHET 3a MCIIOCHUYKH, co HacmoB Ancrene Wisse, mo oqHOC Ha TOa KaKO aHOHHMHHOT aBTOpP T'O IPUMe-
HyBa CEKOj OJ TPUTE IICAJIMH BO BHJ HA JyXOBHA ajlaTKa M CrieM(UUCH HAYMH Ha ce0CNONMAamke CO IeN Aa TH
MOTKPENH CBOUTE YHTATEIKH BO HUBHHOT JKMBOT Ha OCaMEHHUKa 1moOoxHOCT. Ilcaam 50 ce mocmarpa kako Ta-
JMCMaH M METOHWM 3a IMIOBUKOT Ha aHaxoperara; [Icamm 118 mpeTcTaByBa MOTCETHHK 32 HEj3MHATA BHATPEIIHA U
HAJIBOpPEIIHA TIOCBETEHOCT Ha TOj MOBUK; a npeky [lcanmm 101 ce 3acuinyBa mpeTcraBaTa 3a MOCCOHUTE MOKH Ha
MOJIUTBATA CO KOMIITO € HaJlapeHa UCIIOCHUYKATA.

Kayunu 300poBu: bubmnuja, [Icanmu, anaxopera, CpeTHOBEKOBHA KHIKEBHOCT, MOJIUTBA
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THE CONFESSOR

THE MOTIF OF THE CREATION (NATURE) IN THE NOVELS
OF MARILYNNE ROBINSON AND THEIR THEOLOGICAL
READING THROUGH THE COSMOLOGY OF MAXIMUS

Key words: creation, humanity sensible, intelligible, renunciation

Marilynne Robinson's acclaimed novels are set in
a concrete religious worldview of the Reformed
Church tradition as developed in the United
States. Much of her theological discourse in the
books reflects pondering, keen and creative theo-
logical interpretation that goes back to Calvin.
Critics have not missed the special role that crea-
tion plays in that interpretation, especially in the
light of Calvin's emphasis on sanctification.
Calvin was more open and willing than his
successors to put justification within the context
of sanctification. "We never dream either of a
faith destitute of good works or of a justification
unattended by them ... Christ therefore justifies
no one whom he does not also sanctify."' For
that reason Karl Barth names Calvin as "the theo-

John Calvin, 2013: I, X VI, 1.

logian of sanctification"® This understanding of
sanctification reveals in Calvin some sort of a
mystical inclination without which, Barth writes,
"... the Reformed doctrine of justification and
faith is impossible to understand".” For Calvin,
to separate sanctification from justification is as
impossible as it is impossible to separate Christ's
human and divine nature. "Calvin's theme is the
inhabitation of Christ in our hearts ... the mystical
union by which we enjoy him."*

This doctrine of inseparability of justification
and sanctification and the union with Christ was
soon to succumb to the margins of Reformed
theology because of the assiduous efforts of Cal-
vin's followers to put all their beliefs within a

%Karl Barth, 1956: CD IV. 2, 1671f.
3Karl Barth, 1956: CD L. 1, 274.
“Meyendorff, J, McLelland J 1973: 17.
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precisely systematized frame. They "did not
reckon such living union so important as sub-
scription to creeds (intellectual assent to certain
propositions) or conformity to standards of beha-
vior (external assent to certain ethos). ... [T]he
church of those living-in-Christ had become a
school of students progressing in doctrine."” For
Calvin’s successors sanctification is to be ex-
tended to the life of the individual, but not neces-
sarily to the created order in general. [‘It was Co-
leridge who said Christianity is a life, not a doc-
trine’.15]

I believe it was partially with the latter quota-
tion above that Marilynne Robinson wrote some
of her own views on the sanctity of the creation,
that she presents in a much more wholesome
perspective and that corresponds with Calvin’s
own views.

I suggest that through Calvin she connects
with the earlier spiritual and ascetical writers who
have been a major influence on the future devel-
opment of the Western spirituality and whom
Calvin knew in earnest.

The sanctity of creation of course presupposes
the Biblical idea of its goodness as being de-
clared as such in the first chapter of Genesis. This
feature comes across distinctly in Robinsons’s
novels. At one point in Gilead the old father
writes to his very young son about a boy and a
girl who playfully enjoy a walk after rain. The
passage brims with ‘exuberance’, a scene in Ro-
binson’s eyes sprouting from a myth, but a myth
immediately framed in Biblical imagery that re-

3Ibid: 17.
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minds of both, the instant of God separating
“the waters from the water” (Gen. 1:6), thus
creating space for life on earth, and of baptism,
the sacrament of new life in which water plays
the key role. Water brings with itself the fear and
the mystery of the deep and the abyss, but by the
hovering of the live-giving Spirit it “was made
primarily for blessings.”® The old preacher fi-
nishes his thoughts with a verdict that this good-
ness continues even in the midst of the fallen cre-
ation: “This is an interesting planet. It deserves
all the attention you can give it.””’

It is a fallen planet nevertheless. Humanity’s
sin has brought the whole creation under the
curse of separation from God. What should have
been a productive stewardship over the creation,
has now become a sinister toil “by the sweat of
[one’s] brow” over ground that produces “thorns
and thistles” (Gen. 3:18-19). But the mandate of
stewardship continues. While describing Jack’s
hard work in the garden, cutting and pulling
weeds, a truly miserable work, Robinson puts a
cryptic allusion to that mandate. “And here was
Jack outside in the new morning light wrestling
weeds out of the ground for all the world as if
something depended on it

From a Biblical point of view the whole world
depends on it indeed. One of the reasons vegeta-
tion did not grow yet, according to Genesis 2,
was that there “was no man to work the ground”
(Gen. 2:5). And there is Jack, the prodigal son, as
if trying to make amends to Adam’s fall, perhaps
all too aware of his own.

¢ Robinson, 2009: 27.
7 Ibid: 27.
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Although the story of Jack does not have the
straightforwardness of Jesus parable about the
prodigal son, Robinson uses the same cursed cre-
ation to show that God is on the move, and that,
although nobody can be the second Adam but
Jesus, the mandate of the first Adam remains
with us, and in spite all the thorns, thistles and
sweat, God’s blessing of human work is irrevers-
ible. Things in the long-neglected garden are get-
ting in order, “I’'m no farmer,” he said, clearly
pleased that his crops were doing well enough
just the same.”®

In such context, the role of the Second Adam
comes to the forefront. He, Christ, is almost no-
where to be mentioned in the novels, but much of
the description of the creation assume him, his
person and his work. This becomes especially
vivid in the parts where the hope for the restora-
tion of creation, its resurrection in earnest, is of-
fered subtly within prose that announces its es-
sential beauty and goodness even as the author is
on such topics such as draught, dust, and death.
Having almost killed themselves on a journey to
find the grave of their father and grandfather, the
father and son finally reach the grave where he
was buried. In one short sentence Robinson puts
on trial the not very theologically sound view of
the body being a simple container of the soul,
almost a nuisance in the soul’s path to freedom,
and gives it a suck air punch. “My father always
said when someone dies the body is just a suit of
old clothes the spirit doesn’t want anymore. But
there we were, half killing ourselves to find a

8 |bid: 254.

grave, and as cautious as we could be about
where we put our feet.”

During barren, scorched land through which
the wind blows gusts of dust in the air, the father
and son, in an act of hope against all hope, cut the
weeds around the grave the best they can, and
then take seeds they took from home and plant
various flowers. One cannot miss the physicality
of it, the most Christian feature of all, that of the
resurrection. The human beings are not complete
without their resurrected bodies. The world is not
complete without its restored physical creation.

Both books, Gilead and Home, end on this
note. That things will, and indeed have been res-
tored already. In the case of Home, as Glory re-
capitulates the time she spent in the house of their
ailing father with a long-estranged brother, she
realizes that, even as Jack could not make himself
have faith in God, an act that his parents and sibl-
ings found as natural as breathing, he understood
the foundational tenets of that faith, and with his
work in and around the house he was trying to
restore “Eden” as he remembers it from his
childhood, and in hope that his son will one day
participate in it as well. To illustrate this, we can
turn to a scene where Glory thinks about Jack’s
son who might at one point visit the place. This is
how Glory imagines such event, but through Ro-
binson’s all seeing eye one is sure it is the vision
of Jack as well:

Jack’s son says:

“Yes, the barn is still there, yes, the lilacs, even the

pot of petunias. This was my father’s house.”

% 1bid: 22
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Glory projects her thoughts:

“And I will think, He is young. He cannot know
that my whole life has come down to this mo-
ment.”

She finishes this projection into the future with the
concluding remarks:

“That he has answered his father’s prayers.
The Lord is wonderful.'”

This is Robinson’s way to demonstrate how
spirituality shines through the physicality of the
world, and that, physicality is the primary way
how it can be demonstrated to created beings
at all.

But before we turn to see how the thought of
Maximus the Confessor parallels with that of Ma-
rylinne Robinson’s one last feature of her treat-
ment of the creation is due. There is one episode
in Home that is the culmination of a long tacit
conflict between the family of the local Presbyte-
rian minister, and the atheist couple with distinct
socialist ideas about property. The conflict con-
sists in the couple’s unsolicited and unauthorized
use of farming land that by law belongs to the
minister’s household. After the children have
gone into the crops and walked through tramping
stalks along the way their father and mother send
them to the house of their hostile neighbors to
apologize. This is what the woman neighbor tells
them:

“To destroy is a great shame,” she said. “To de-
stroy for no reason.”

19 Robinson, 2009a: 241.
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Teddy said, “That is our field. I mean, my father
does own it.”

“Poor child!” she said. “You know no better than
this, to speak of owning land when no use is made
of it. Owning land just to keep it from others. That
is all you learn from your father the priest! Mine,
mine, mine! While he earns his money from the
ignorance of the people!” She waved a slender arm
and a small fist. “Telling his foolish lies again and
again while everywhere the poor suffer!”"!

If private property is one of the most che-
rished rights among conservative Protestants in
the USA, it seems that neither Robinson nor
Maximus agree that is part of the Gospel message
that Jesus preached. This is a good place to intro-
duce the thought on the same subject in Maximus
the Confessor. He might look as an unlikely can-
didate to compare with Robinson. After all the
first version of von Balthasar’s seminal work in
Maximus Cosmic Liturgy interprets Maximus’
keen preference for the intelligible over the sens-
ible as “Origenist crisis”. However, von Baltha-
sar was compelled to revoke this claims in the
second edition under the persuasive critic of
another towering Patristic scholar, Polycarp
Sherwood. "

But even with this corrective to reading Max-
imus view on the physical creation, one is still
left with a major question of his view of sexuali-
ty, in which he apparently agrees with Gregory of
Nyssa for whom sexuality is not sinful but it is
“garments of skin”, a providential intervention of
God in his foreknowledge of the Fall. This is dif-

' Robinson, 2009a: 11-12.
12 Sherwood, P. 1955.
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ficult to reconcile with the passage in which
Robinson addresses the topic: Thinking of her
young growing pupils she remembers them as
persons “[whose] bodies were consumed with the
business of lengthening limbs, sprouting hair,
fitting themselves for procreation.”" It cannot
be mistaken that procreation is a most natural
thing in the order of the creation! Although after
reading Maximus on this topic, one is left with
a wanting ambiguity, there are few places in
his works that emphatically affirm that procrea-
tion and the sex that goes with it belongs to the
order of nature. Maximus explains in the Am-
biguum 42.

If marriage were reprehensible, so would be the
natural law of reproduction, and if this natural
process were reprehensible, then obviously, we
could rightly blame the Creator of nature, who in-
vested it with this law of reproduction. How then
would we refute the Manichees?

Neither Robinson nor Maximus are Mani-
chees. On the contrary both use the physical crea-
tion to point to it as a medium of the intelligible
creation and of God, the only uncreated being,
the “ultimately desired” end (16 £oyatov Opek-
16v)" for whose ... sake ... all things exist.”'°

All included sensible and intelligible. Using
the term hierarchy, coined by Pseudo-Dionysius,
Maximus, very much like Robinson announces
that not a single atom of the creation is to be ne-

13 Robinson, 2009a: 40.

" Maximus, C. 2014: 167-169. Amb. 42.
15 Maximus, C. 1985: 166.

16 Maximus, C. 2014: 83.

glected in the great restoration of the universe.
The rugged beauty of the fallen physical creation
is the permanent reminder that this is God’s plan
(Ps.19; Rom. 8), and that it is distinctly man’s
responsibility. Man according to Maximus is mi-
crocosm in whom the extremes of the physical
and spiritual meet, and as such his mandate is to
unite the divisions in it. That is the main reason
for the incarnation. Christ’s suffering on the cross
and his death are crucial for humanity’s redemp-
tion, but his incarnation is the supreme miracle,
overcoming the division between the uncreated
(God) and the created (man). Nature, intelligible
or sensible must be united in harmony of the hi-
erarchies of the created order in which the higher
are servants to the lower, rather than the other
way around.

The creative use of Pseudo-Dionysius’ hierar-
chies combined with the appropriation of Ori-
gen’s teaching about the logoi of creation and
Maximus’ distinctive teaching on the five divi-
sions of the world create an exceptional basis for
the church to contribute to the Christian view on
the creation. The hierarchies indicate that rather
than the higher being used to exploit the lower
hierarchies, they should serve as intermediaries
linking them to God. The logoi witness that al-
though the world is diverse, its underlying foun-
dation is unity in the one L0gos.

Reading the two authors separated by more
than thousand years, being “worlds apart” indeed,
from the perspective offered above, one sees the
(surprising) parallel between the two of them.
Both write about the sanctity of creation, that in
its essence is good, that it needs restoration and
that it will be restored, that resurrection means
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the body as well, or it cannot be called resurrec-
tion, and that Christ introduces humanity and the
whole world to the great restoration with his in-
carnation. But it also implicates that the mandate
of humanity has not changed, that Christ, the
second Adam showed the way and enabled hu-
man beings to be fit again for the task of the first
Adam. And that task includes the physical crea-
tion which is good and necessary as much as the
spiritual creation is.

From this perspective one can realize that
both Marylinne Robinson’s depiction of the crea-
tion and that of Maximus have a crucial common
feature. Living a life in accord with this high
view of the creation requires an appropriate life
style. Such that approaches nature not only from
the perspective of subduing it, but also from the
perspective of allowing it to flourish for its own
sake, thus flourishing for the sake of its Creator
to whom man has a mandate to bring it into a
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Kocrake MuiakoB

MoTHBOT Ha co31aHHeTo (MpUpoaaTa) BO poMaHuTe Ha MepuinH POOMHCOH M HUBHOTO TEOJIOLIKO
YuTame MpeKy KocMoJiordjata Ha Makcum McnoBenHuk
(Pe3ume)

Yerupure npouyeHu poManu Ha MepuiiinH POOMHCOH ce NOCTaBeHH BO KOHKPETEH PEeTUTHO3eH CBETOrJIe ] Ha
Tpaaunujata Ha Pedopmupanara mpkBa kako mrTo Taa ce pazBuBasia Bo CAJl. T'omeM nmen ox HEj3WHUOT TEO-
JIOUIKH JIMCKYPC BO KHUTUTE peIeKTHpa KOHTEMIUIATHBHO, MOCBETEHO U KPEATHBHO TEOJIONIKO TOJKYBAbE YHU
KOpeHH Taa v Haofa Bo KamsuH. Kputnyapure He ja mpeBujene mocedHaTa yiora Koja cO3JaHUETO ja UTpa BO
TOA TOJIKYBame, a NoceOHO BO CBET/IMHA Ha KaJBHMHOBOTO HAarjacyBame Bp3 MOCBETYBAKBETO U OCBETEHOCTa. Toa
€ KapaKTEepUCTHKA KOja Oriia 3auyBaHa OJ1 HErOBUTE HACIICIHUIY IIPUMCHETA BO XKHBOTOT HA IMOCIUHEIIOT, HO HE
OuJia HEOIXOTHO MPOIIMPEHA U BP3 OIIITHOT CO3/IaJICH MOPea0K. POOMHCOH o MpUKaXKyBa CO3MAHUETO BO CIAHA
MHOTY TOLCJIOCHA MEPCICKTHBA corjacHo co KaiBuH, a mMTO, COpeia MPOICHKATA HA HEj3HHUTC KHIDKCBHU
KpUTHYapU € MHOTY J100po mperno3HacHa. Hekou kputudapu ja 3abeiiexkyBaaT mapajieliaTa Ha oBaa KpakTe-
pHUCTHKA CO JejiaTa Ha KilacCH4YHaTa 3arajHa yXOBHOCT, Tpaauiyja Koja Ha KanBun My Ouia 100po mo3Hara.

Bo moeto unrame Ha POOMHCOH jac mpezsiaraM Jieka oBaa rapasesia Oy yliTe BO NOAAJCYHOTO MHHATO HA
ACKETCKUTE MUCATEIH, a KO OWJie TIIABHO BIHMjaHKE BP3 WAHUOT Pa3Boj Ha 3amajHaTa JTyxoBHOCT. [Ipeky unta-
IETO Ha pa3duparmero Ha co3lanneTo Ha MakcuM MCroBeHUK, jac Hy/laM YBH/J] BO H3HEHA[yBAaYKHUTE Mapaiesid
co onue Ha PoOuHCOH. ['TaBHUOT apryMeHT Ha ecejoT € Jieka 1 00ara aBTopa MOXKeMe Jla ' YMTaMe KaKko KOHed-
HO apupMaTUBHU M 32 WHTSIMTHOMITHOTO M 32 CEH3MOWIIHOTO CO3JaHHE, a KOU O Owiie MOKHUTE NMPUIOOMBKU
0]l TAKBOTO YHUTAME.

K.]Iy‘-lHH 360[)0]3]/1: CO31aHnE, YOBCUITBO, BUAJIUBO, HEBUJIMBO, OAPCKYBAHLC
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BUBJINJATA BO MAKEJOHCKATA KHU)KEBHOCT
BO INIOCJIEAHUTE IBAECET U IIET I'OJJUHHU

Knyunu 300poBu: bubnuja, makemoHcka KHKeBHOCT, Muxaun Penpos, Anrte [lonoscku, Edtum

KnetnnkoB

Bo 1990 roguna Bo uzganue Ha bpuranckoro
W CTpaHCKO OMOIMCKO npymTBO of JIoHIOH M3-
ne3e on nedar Ceeittoitio iucmo — bubnuja Ha
COBPEMEH MAaKEJOHCKH JIUTepaTypeH ja3uK, BO
MPEeBOJ] Ha ApXHENMHUCKOMOT OXPHUACKH M Make-
nmoucku ['aBpun (MuorieB). Bo mpeBomor Oea
BKJIYYCHU U JIPYTH HAJIBOPCUTHH COPAOOTHHUIU —
00pa3oBaH TEOJNO3H, ACTYMHO BO NMPEBOAOT Ha
lesitiepoxanonckuille KHuZu 1 0COOCHO BO JICIIOT
Ha pelaknujata Ha cuTe Oubnucku kuuru (50 Ha
Citiapuotti 3aseiti u 27 na Hosuoili 3aseiii)." Pe-
nakiyjata Ha BuOiaujaTa KOHTHHYHpPaHO Tpae W
JIEHEC, BKIIYYYBajKH TO U PEBUIUPAHOTO W3aHKE
Ha bubnujara Bo 2006 roguHa U U3AaHUjaTa MITO
cJemyBaa rmoToa.

' Bo 2004 roguna Ha [IpaBOCIaBHHOT GOrOCIOBCKH (aKyil-
tet ,,CB. Kimmment Oxpuacku‘ Bo Ckorije usnese cTyauja 3a
Maxkeodouckuoiti ilpe6od na bubnujaiia onx n-p Ano I'm-
PEBCKHL.

[Ipomonmjara Geme Bo Haponnata u yHuBep-
surercka oubnuoteka (18.10.1990) ,,Cretn Kiu-
MeHT OXpUACKH™, a TaMy MMalle apxujepeu, je-
peu, npodecopu, MucaTeind, KHIKEBHULH, CTY-
JEHTH U ApYyru npucyTHu. Ha neHoTt Ha mpomo-
1yjaTa Ha MakeJoHCKaTa buOmuja, mpeseayBa-
YOT, apXUENHUCKONOT ["aBpui1, r'u HCKaxa CeIHH-
Be 300poBU: ,,CBeTaTta KkHUTra bnbnuja e Hama He
caMO yuHuTeJIKa TYKy W BOCIHTyBauka. Taa,
BCYLIHOCT, € MyJPOCT Ha HAIIMOT >KUBOT HA IUIa-
Hetarta 3emja. Taa HE y4u Ha BUCTHHOJbYOHE, Ha
OorojpyOue, Ha OpaToJbyOMe, Ha YOBEKOJbYOHE,
Ha TpaBIoJbyOME M YECTOJbyOHME, TMa W Ha
MHPOIBYGHE”.”

2 A. A. Tupescku, Hezoso Buascencitico Apxueiiuckoii I'as-
pua, tpeiti tio ped na obnosenaitia Oxpudcka Apxueitucko-
ituja, Maruna Makenoncka, 1994, 67.
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BbubimjaTa — n3B0p Ha HHCIIHpPALHMja M HOPMA
Ha pa3sMHCJIyBame

Nmajku To mpeaBul YHUBEP3aTHOTO 3HAUCHC
Ha bubnujara, kako u Toa JieKa CEKOj HEj3UH HOB
MPEeBOJ] TMpeTCTaByBa TojeMa IMBHIN3ALKCKa
mpuIoOKBKa 32 HAPOAOT U 33 CpeauHaTa BO Koja
ce jaByBa, ke ce o0uaeMe npeKy NPUMEpH U JIHY-
HU CO3HaHHMja Ja YKaKeMe Ha Toa KakBa € MpBUY-
HaTa yJiora IITo ja UMallle MaKeJIOHCKUOT TPEBO/T
Ha bubnujata xaj HammoT OOMYEH W HMHTENEK-
TyaJieH YOBEK.

Nmeno, bubnujara, u mokpaj Toa MITO € CBETa
KHHTa, AICTOBPEMEHO € W ONIITOYOBEYKa, CIIOPET
CBOETO JIMTEPATypHO IOCTOMHCTBO W yOaBWHA.
Toa, mak, mWTO BO HEa ce COAPIKAT MOBEKE JIUTE-
paTypHH >KaHPOBH, IIOCTOjaHO IO TMOTTHKHYBa
WHTEPECOT Ha YUTATEJIOT, IOPaIy IITO U KHATATa
ce Haola Ha JHcTaTa Ha HajIpoJaBaHW KHHUTH BO
CBETOT, OMJIEJKU COAPIKU E€IIEMEHTH Ha HCYEKY-
Bame, JOXKUBYBAHE, JbYOOB, KAKO M Pa3HH CEKOj-
JTHEBHU WX TIpeUHETH YoBeukn emonmu. [Ipek-
pacHUTE WCTOPUCKHA CIHWKH On Bilopaitia
Mojceesa xnuza, Ha nipumep, wim on Kuuzuitie
Marxaeejcku, unu, nax, on enaitia ailocitioncku
MpeTCTaByBaaT M3BOPHU UCTOPHCKH (haKTH, TOJ-
Ky KMBH W MPUBJICYHH 32 MHO3WHA TIOETH U TIH-
carejy 3a TIpeco3/aBabe HOBH YMETHUYKH JIea.

Koe moetcko zemno mTo e co3aaieHo oJ YOBeK
MOJKE J1a ce CITOPEIH CO BO3BHIIIEHHOT BO3HEC HA
I canmuitie vnu, Ha npumep, co Ilecnaitia nao
ilechuitie? HuUTy enHa TlecHa Ha dYoBeUYKara
JpyOOB HE MOXE J1a ja HaAMUHE (MMEHO, TTOpaaH
TOa MITO Taa HE € TOJKY IIeCHA Ha YOBEYKa
Jby0oB). OBaa KaHOHCKAa MOETCKAa KHUTA HaIlH-
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mana o1 ConomoH LlpkBaTta ja pazoupa Bo anero-
pucka cmucina. [Tox OGpayna ABojka BO 1OrMarcka
cMmuciia ce noapazoupa Xpuctoc u Llpkeara, a Bo
aCKeTCKa cMHcia — XPUCTOC M YOBEKOBaTa AyIIa.
Toa Ha HWKO] HAYMH HE ja OJ3eMa H3BOpHATA
MHOTY3Ha4HOCT Ha Taa HEHaJAMUHJIMBATa JbYOOB-
Ha TIOETCKa KHWTa Oa3mpaHa, Mery Apyrotro, H
Bp3 ,,CBaI0apCKuTE" 00MIan.

300poBUTE HA MPOMOTOPOT, KaKaHH Hampel,
HE ce TyIH, aKO ce UMaaT MPEJIBUI TEKCTOBHUTE O]
NOyYHUTE KHUTU, Ha mpumep: Kwuuzaiia Myo-
pociu Conomonosa v Knuzaitia Myopociu Cupa-
X06a, KOU INPETCTaByBaaT MOPAJIHU TPAKTATH 3a
MIaguTe Xpuctjasu.’ He emmam e MOTBpACHO
Jleka Bp3 ocHOBa Ha bwubmwjata ce rpameno

3 Temara 3a MyapocTa ce NpOBIEKYBa Hu3 uemnor Crap
3aBeT, OnejKu MyapocTa Ouiia moBp3aHa Co CEKOjIHEBHOTO
JKMBOTHO MCKYCTBO, 0€3 pa3iuKa Jaay Toa ce CTEKHyBaJo Ha
JIBOPOT, Ha Ma3apoT WM aoma. Jla ce Oume Myaap 3Haveno
Ia ce nMa pobGap omHOC clpema JIyfero, 1a ce Ouae nodap
JICTIOBEH YOBEK M JI00pO Jia ce BpIIAT CEKOjIHEBHUTE 3a/1a-
yu. Jla ce Guzme Mynap, HCTO Taka, 3Ha4elo Ja ce IMoceyBa
pasyMHOCT M Aa ce uMa noOpa mporeHa. Co enen 3060p,
MyZpocTa 3Hadena 3HaeHmhe 33 TOa Kako Ja Ce CIPAaBHII BO
COINCTBEHHOT JKUBOT — KaKO POAMTEN, Kako AeTe, Oyaro-
POAHUK WK PaOOTHHUK — U BO TOA [ YCIICCIIL.

Mynapocra Bo bubimjara e, uCTo Taka, OBp3aHa CO JOHECY-
BAamkETO HA BUCTHHCKUTE MOPAIHHU o/uTyKH. KityuHara Mucna
BO KHHrata /3pexu, Ha IpUMep, € JeKa CTPaxolovUTTa KOH
Bora e mpBHOT YeKOp KOH MyJpOCTa M JIeKa BHCTHHCKAaTa
MYJIPOCT €, cenak, boxju aap. 3a MyIpOCHH KHHUTH CE CMe-
taat Myopuitie Conomonosu uspexu, Ilpoiioseonuroin (Ex-
auzujaitic), 3aemHo co Myopocita Coromonosa, Jog u opy-
2u. KoH HUB ce mpuCTamyBaio HE CaMO Kako KOH 300pHHIN
CO PENTUTHCKO-MOPAIHHU MPaBHIa TYKY M KaKO KOH IpaBuiia
CO OIIITECTBEHO-TparaHCKH KapakTep, Kako Ha obpaser 3a
OIIITOYOBEYKN JOOPOAETENH, O OMIITECTBEHHOT U O]
CEMEjJHHOT JKHBOT, Kako JH00pH ymarcTBa HU3 BPBHUIIMTE Ha
JKHUBOTOT.
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tBOpemTBoTo U Ha Illekcnup, Pacun, Jlante u
JloctoeBck,® kako u Ha apyru moern. Taka, Ha
npumep, ['ere BocxuTeHO Tiieman Ha bubmmjara
KaKo Ha MajCTOPCKO U KHHUKEBHO PEMEK-AeIo, U
KaKo TaKBo ro Beimuan.” 3a I'ete mapaGonaTa 3a
,ManoxymHocta Ha Ilerap”® (Mt 14, 22-36)
MPETCTaByBa €IHO OJ HajyOaBUTE €CTETCKH J0-
JKUByBama. 3aroa IMTO BO Hea IO Haoranl
BO3BHIIICHOTO y4eme JeKa ,,JOBEeKOT CO BepaTa u
yCpaHOCTa CBOja moOeayBa BO HAjTCIIKMTE MO-
MEHTH, a Kora ke ro o03eMe W HajMajo COM-

HeBarbe, BeIHamI ce ryon*.’

BbubimjaTa Bo MakefOHCKATA KHHKEBHOCT BO
MOCJIeTHATE IBaeceT U MeT FOAMHHA

[NosutuBen ogHoc koH bubnujara ce 3aberne-
’KyBa W BO JieJlaTa Ha HAIIUTE TIOSTH, IPEBe/yBa-
un® ¥ IMTEpaTypHHU KPUTHYAPH, KAKOB LITO €, Ha
npumep, Edprum Krnernukos, 3a koro: ,,bubnuja-
Ta € ‘OTKpUTHE’ ¥ U3BOP 32 HAIIUOT HICHTHTET...
a HHe He CMe ycrealie Toa Ja To BUANME™, 3aToa
npeBooT Ha bubnmjata Ha coBpeMeH MakeIoHC-
KM JIITEPaTypeH ja3uK ,,3a HAC € IPBOKIACEH

* Bubaus, Bo w3namme Ha , KusHp ¢ Borom*, Bproccens,
1977, 16.

S B. Mepiue u ap., Jan Bubnujaitia e c€ ywitie axitlyeina,
Ckomje, 1996, 61.

Mr 14, 22-36

" Exepman, Paszosopu ca Ieitieom, Kynrypa, Beorpan,
1970, 330.

¥ Makenonckuor npeson Ha Bubnujata ke mocmyxu mpu
NpeBeyBaeTO Ha poMaHu3upaHara Ouorpaduja (405) 3a
,.cyc Xpucroc* on @ynton Aypciep Bo npeBoa Ha Jarona
Cupnoposcka (1993) u, monorHa, mpyu MpeBOJOT HAa AEIOTO
Ha AnekcaHaap Memw, HaciI0BeHO ,,XpHUCTOC™, BO MIPEBOA HA
[Masen [Tomos (2000).

nactan®.’ Tloetor Josan Kortescku riejga Ha
nmpeBogoT Ha bubnujata kako Ha ,,KyJITYpeH
HACTAH OJ MpBUYHO 3Hauere™,'’ a moeror Pase
Cunjan Ha TOj HACTaH TJela Kako Ha ,,HEU3-
OpUIIUIMB TECTaAMEHT IITO MOXE €IICH HapoJ Ja
ro uma“."' TTecnara Hax I[lecHute, Ha MpuUMep, ke
ja mpenee Ante Ilonosckn,'” u Toa 0TKaKo ke ja
nmo0ue BO MpeBoj| MakeoHCKaTa bubnuja wiu, Ha
mpuMep, HeroBarta aHronoruja ,,Opdej u Ucyc*,
co OMONMCKM MOTHBH BO MaKeIOHCKaTa COBpE-
MEHa Toe3Hja, MpeKy Koja akaaeMuk [lomoBcku
Ha Ctpymkure Beuepu Ha moe3ujara 2000 roau-
Ha Ke OTKpue ,,roinemMa cernnHa™. KoH HUB ce
nogaBa u Muxaun PennioB co csoute ,,Ilcammu™
u apyru HeroBu jena.’’ Ckopo, Mak, ro Iriienas
JIOKYMEHTapELOT 3a aKaJeMHKOT W MICTaKHAT HaIlll
moeT Biama YpomieBuk, Koj, TOBOPEjKH 3a Bax-
HOCTa O] TO3HaBamkEeTO Ha bubnujara, mery
apyroro peue: ,,OHOj IITO HE ja 3Hae Kuuzaiua
Ha Jog, Temko ke ro pasdepe Illpoyec Ha
Kagxa“.'

Mucnupupan ox Ilcanmor IlpBu, Ha npumep,
TOJIEMHOT MAaKEJIOHCKM KHIDKEBHUK, IIOETOT
brnaxe Koneckw, ja Hamumia HeroBata ,,MomuT-

® E¢rum Knernukos, Bubiujaitia nawuoili udeniiuiieil,
npuka3 Bo ['omumiHnOT 300pHUK cO TpyAoBH HA borocmosc-
xuot dakynrer Bo Cxomje, kaura 1, Cxomje, 1995,197-198.
' Ano Tupescku, Vidoilipebailia Ha MaxedOHCKUOML jasuK
60 Lpxesaitia, Menopa, Ckorje, 2012, 219.

! Tamy.

12 Aure Tlonoscku, Ilecna wnao itecnuitie, Orienaio,
Ckomje, 1999.

13 Muxaun Pennos, Hcammu, TabepHakyin, Ckomje, 2000 r.,
U IpyTH HETOBH JIeJIa.

4 Emurysano na MTB Ha 22.6.2013.
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15 :
Ba“, KQjJa ACHCC CTaHa NMAaTCBOAUTCIIKA HA MHO-

TYMHHA, 114 ¥ MOja JINIHA.

Bubnujata He3a00MKOJIHO CTaHa MpPEAMET Ha
HaYYHOHMCTPaXyBauKH NPOEKTU. Taka, meT roau-
HU 1o mpomouyjata Ha bubnujata (1995), usna-
Baukata kyka Menopa on Ckomje ja usgane
KHUrara ,,bubnujara 3a Makenonuja u Makenon-
ouTe ona fopm ITor-ATaHacoB, Haml ITO3HAT
CHelnujaucT o o0jacTa Ha JMHIBUCTHKATa M
JIUTepaTypHara Hayka. Toa € mpBa TakBa KHUTa
Kaj Hac, Koja ja HCTpaKyBa €THHYKATa T'eHe3a Ha
MakeIoHIIUTe BO KOHTHHYHTETOT OJI JIPeBHOCTA
JI0 JIeHeC UCKITyYHBO BpP3 OCHOBA Ha IMOJATOIMTE
on Cseroro mucmo. Toa e kHMra mUIIyBaHa,
Kako mTo Benu noeror KieTHukos, ,,co roiema
JbyOOB, Hay4yHa akpuOHMja W aHAIUTUYHOCT, U
W3BOHPEIHO KOH3UCTEHTHO ja MPOMHUCITyBa TeMa-
Ta mTo ja obpaborysa“.'® Topru ITon-ATanacos
U AcHec ja nMa bubiujaTa Kako HaCTOJIHA KHUTA
MOpaay Herowara MPEOKyIaIHja OKOIy PEeKOHCT-
pyKuMjaTa Ha IPKOBHOCJIOBEHCKHOT TEKCT Ha
CBeTOoTO MUCMO M PAaKOMMCHOTO HACIEACTBO BO
Make10HH]a U MOIIMPOKO.

15 Ege ro nemocumor texcr na Monutsa Ha Baxe Konecku:
,,Cnacu Me boxke, o1 60THUTE JTyfe MITO ce HaKaKaHH, Ta HE
ce KpUBH, HHBHATA 371002 YMEPEHO CY/H ja, CAMUTE O] Hea
0[IBaj CE JKUBH.

Tue ce MucnaT MOBUKAHU J1a BOJAT Kako Mojcuja u Apyrure
MPOPOLIHU, a CAMHUTE HE MOXKAT Ja ce 0clIo00IaT U BieyaT 1o
cebe cutHu nopouu. Jlaj T'ocrmoe, mro moManky odute aa
UM TH OolaM - IITOM THE JIeBO ke (parar, jac JecHO na
omam®.

' Edrum KretauxoB, bubmujailia u3eop Ha HAWUOLL
udentuiutieid, I'opnmen 36opauk Ha [IpaBociaBHHOT GoTOC-
noBcku ¢axynter ,,CBetn Kiument Oxpuacku®, kH. 1,
Ckomje, 1995, 197.
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[Ipodecop n-p Mune Xanu Bapaapcku, Oeme
eIIeH O] TIPBUTE KOj JIMIHO ja 100 Ha map buo-
JjaTa of MPeBEAyBadOT, KOj OTKAKO ja MMPOUYHTa,
Hanuma: ,,MHOTYy TOIMHHE M€ Bp3yBaaT cO apXxue-
OUCKOMOT ['aBpuil... IOo4yeKaB JUYHO Ja MU TO
nmogapu CBETOTO MUCMO W HAOPTY My ce ‘moda-
7B’ J€Ka CO CBOETO MPO(ECHOHATHO BHUMAaHUE
ro IpOYMUTaB, HaBJIETYBajku 0coOEHO BO obiacrta
TECHO IIOBp3aHa CO WCTOPHCKHOT pa3Boj Ha
ypeayBameTo Ha O0MYajHUTE U 00MYajHO-I[PKOB-
HHTE CeMejHH mpaBmwia.' A, MeHe, HaK, CO Or-
Jel Ha HAIIETO JONTOTOMWIIHO IIPHjaTeNICTBO,
eneH jaeH mu pede: ,,Oten Ano, aa ja 6eB yuTal
bubnujata nopano ke 6eB U mogobap yuuTen u
nofgobap poauten.“ OBoj uctakHaT mpodecop,
Joarajkd 10 MHTEPECHH CO3HAHMja OJ IPaBEH
acnekT, Bo 1998 roauHa 00jaBu KHUIa CO HACJIOB
,bubnujata 3a Gpaxor u cemejctBoTo“."* Bo
BOBEIOT Ha HEroBaTra KHHTaTa K€ HCTaKHE: ,,3a
bubnujata co mpaBo € pedeHO MeKa, W JACHEC
(Taa) mpeTcTaByBa IJIaBHA MOTIOPA HA CUTE €THO-
rpad)CKu UCTpaKyBara Ha [EHEIIHHOT CBET U
TOA HE CaMO 3a HAyYHHUIWTE IITO ja MpH3HaBaatr
bubnujaTa Tyky 1 3a THE IITO ja OXpeKyBaar.

bubnujaTta crana mpeaMmer W 1eN Ha HAay4YHO-
UCTpaXyBauKUTE TPYIOBH Ha Teoso3ute Pato-
mup ['po3maHOBCKH, KOj JTOKTOpHpa Ha bubauja-
itla 60 Oenaitia Ha ce. Kaumeniti Oxpuocku
(Ckomje, 2002), a jac, mak, DOKTOpHpaB Ha

7 Ano Anekcanmap I'mpeBcku, HeZoso 6Giasicenciligo

apxueiiuckoit Taspun iupeiti o ped Ha o00OHOGeHailia
Oxpuodcka apxueituckoituja, Cxonje, 1994, 81.

'8 Mpod. 1-p Mue Xayusacunes — Bapnapcku, Bubnujaitia
3a bpakoiti u cemejcitieoitio, IlpaBen ¢axynrer u boroc-
noBcku dakynrer ,,Cs. Kimmvent Oxpuncku®, Cxomje, 1998.
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Ilpesoooiti na bBubaujaitia Ha coeépemen
maxedoncku jazux (Cxomje, 2004). I mnagurte
JOLIEHTKA OJf HamwuoT (pakydaTeT mpoydyBaa
Ooubimucku Temu: Mapuja I'mpeBcka ru cmope-
nyBamie OWOJIMCKUTE HACTAaHM BO JellaTa Ha
Ilejmc Ilojc u Tomac C. Emmor, a Amnera
JoBkOBCKa mutryBarie 3a xenara Bo bubujarta.

Jp>XKaBHUOT MpPOEKT, MakK, ,,SBE3U Ha CBETC-
KaTa KHIKEBHOCT™, KOj C€ yIIITe Tpae, BKITy4yBaj-
KM ToeIWHeYHH KHuUTW ox bubnmjara, He ja
HaMaiu BpeaHocTa Ha 1enoTo CBETO MUCMO,
TyKy HalpOTHB, IO 3rOJEMH HWHTEPECOT Ha
YUTATEINTEe TEMAaTCKM Ja TMPHUCTAIyBaaT KOH
OTKpUBamke Ha 3allUIIaHUTE U BO aMaHET OCTa-
BEHU YHUBEP3aJHH BPEIHOCTH 3a YOBECKOBHOT
JKUBOT U 3a HETOBOTO ,,0/IeJI0OTBOpYBame*’. Brpo-
4yeM, WjejaTa 3a H3IETyBamke OJ] KaHOHCKATa
30MpKa ¥ 1mevaTekhe Ha TOCeOHN OMOTNCKN KHUTH
Owia MpUCYTHA W MOpPaHO, 0COOEHO BO XeOpejc-
Kara W XeJeHCcKaTa KyJTypa, BKIYYUTEITHO U BO
CIIOBEHCKaTa, Kako M OOpaTHHUOT TMpolec —
CITIOjyBam-€ BO IIETI0CHATA KAaHOHCKA 30UpKa.

Bo Taa cmmcia, Toj mpoekT npercraByBa yoa-
Ba KOOpAWMHAIMja M cOpadOTKa Ha JAp)KaBara CO
L[PKBaTa MpH U3JaBambETO Ha CTAapO3aBETHU KHHU-
KEBHHU Jena. ,,[lako He e BooOM4YacHo fenaTta of
CrapuoT 3aBeT Ja ce meyarar OJJISIIHO — BElH
aKageMuK MallyHKOB — HUE HajIOBME 33 CXOJIHO
U BO eIuIlMjaTa ‘SBE3JM Ha CBETCKATa KHUKCB-
HOCT’ MMaMe jBa ToMma'® Ha xebpejckara KHH-

¥ Citiapa xebpejcxa xnusicesnociti | (Kaura Jos + Ilcanmu)
3a makenonckoro usnanue APC JlamuHa — myOnukanuu Bo
copabotka co APC-Cryauo, Cxomje, 2013; Citiapa xebpejc-
ka xuuocesnociti 11 (Kaura Pyra « Kanra Ecrtupa * U3pekn
ConomonoBu * IIpomoBennuk (Exiesmjact) ¢ IlecHa Han

JKEBHOCT CO HCKIY4YUTEITHA BHUCOKA BPEIHOCT.
Haxko mocToena u ¢ yIITe MOCTON pa3jinKa Mery
CBETOBHOTO M BEPCKOTO TOJKYBame¢ HA HEKOH O]
THE KHUTH, KaKBa IITO €, Ha mpumMep, ‘KHurara 3a
Jor’, koja e mevareHa nopano win ‘llecHa Han
MECHUTE’, KOja € COCTaBeH JeJ Off OBaa IIPOMO-
1I1ja, HUe, UCTO Taka, HeMaBMe HMKAKBU MPOOIIe-
MU OKOJTy YCOTJIACYBAH-ETO Ha PA3INYHHUTE MTPHC-
Tanyd KOH THE J€jla CO OIIITOYOBEYKA BaKH-
ocr.”

[pBuOT ToMm TH coapxku Kuurara 3a Jos*' u
[canvure.”? KuuZaitia 3a Jos, cnopen Hekou

necaure * [Imag ma Epemuja) 3a MakemoHCKOTO H3IaHHE
APC Jlamuna — nyonukauuu, Cxomje, 2014.

% Murko ManyHkoB, akanemuk, Ileciia dpomoyuja Ha
eouyujaitia See30u Ha ceeitickaitia knudicesnociti (HYB
,,CB. Kimment Oxpuncku®, Cromje, 28 Maj 2014 r.), 360p-
HUK Ha [IpaBocnaBuuot Gorocnoscku ¢axynrer ,,Cs. Kin-
menT Oxpuzcku™ Bo Ckomje, 6p. 20, 2014, 257.

2! Knuzaitia 3a Joe (B0 HamMoT oduiujane mpesos, Kuu-
rara JoB) Bo Bubnujara ce naora mo Ilcanmuitie. Ce mipert-
nocraByBa Jieka Knurara e HamuIiaHa Ha MOYeTOKOT of V
Bek mp.H.e. Ho, oHa mTO € CUrypHO € JeKa ja Haruiai
W3pannen, koj 100po ru mo3HaBaj KHUTUTE HA IPOPOLIUTE U
Ha ydeHute Mmyzaperu. JKuseen Bo Ilamectuna, HO decTo
naTyBaJl BO HaJBOpenrHocTa, a 6wr u Bo Erumer. Ce mpet-
MOCTaByBa JieKa € KHUraTa IMIITyBaHa, BEPOjaTHO, CIIOpeN
KHUTHTE Ha npopounte Epemuja n Ezexwi.

IIto ce ognecyBa no ¢umo3ogckaTa 3araTka, IOCTOjaHHOT
HHTepec 3a NpoydyBame u npenpountysame (Kjepkerop Bo
Tlositiopysarveitio nosukyBame: ,Yurajre ro, 4urajre ro
OJIHOBO M 0JIHOBO) Ha Knuzaitia 3a Jog Nnexu BO HCKOHC-
KaTa noTpeba Ha YOBEKOBAaTa IPHPOAA IIOCTOjAHO Jia Tpara
[0 BHUCTHHATa, jxejbara Ja 3Hae INITO BUCTHHCKH €, a He
caMo OHa IUTO ce YuHM zeka e. Otryka, Kuuzaila 3a Jog He
€ caMo eflHa O] HajHHTEPECHUTE KHUTU Ha JPEBHUOT CBET
TyKy € W €AHa Of HAjUHTEPECHUTEC KHUTH Ha MOAEPHOTO
BpeMe M 3a COBPEMEHHMOT 4YHTarell. BucTuHa e jaeka

&9
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MUCJICHA, Cllara BO JISCETTE Haj3HAYajHU JIelia Ha
CBETCKaTa KHI)KEBHOCT M CO TPaBO ro 3a3ema
MECTOTO Ha peMeK-/IeJI0 BO KJIACHYHATa JHUTepa-
Typa. OBOj m300p MOYHYBa TOKMY CO TOa JEJO,
0e3 Koe, BIIpoueM, BpBHATA JINTEpATypa HE MOXKE
Jla ce CIIeI, a HU Ja ce pa3depe: 00I0KyBamkETO
BO JylIaTa YOBEKOBA € €l€H Of HajBAKHUTE MO-
THBHU BO Jenata Ha MuntoH, I'ete, JlocToeBCckH,
Bynrakos utH. Beke nBa MuiieHMyMa HEj3HHHUOT
JpaMaTU4eH ja3uk, MOKHUTE MeTadopH, rnpedu-
HeTaTa IMoe3Hja, BO3BUIIICHATA €THKA U JTa0OKH-
Te MPOHUKHYBamba MPEIU3BIUKYBaaT )KUB UHTEPEC
Kaj punozodure, TEONO3UTE, IOSTUTE, TUCATEIH-
T€, HO ¥ Kaj OOMYHUOT YHTATEIL.

Knuzaita Icaimu (wnn Ha eBpejcku, Knuza
Ha iloxeanu), IPETCTaByBa HAjIIOTOIHA MOJHUTBE-
Ha KHUTa. BO cymTrHa, icanMuTe mpeTcTaByBaaT
,IOCTCKN u3pa3“. Mmajku TO TOa mpenBuL,
MpEeBeyBavyoOT BOJEN CMETKA Jia HEe ja Hapyllu
pUTMHKATa W TPaBe] MaKCHMAaJIHH HAIOPU IIPH
MPEeBEIyBambETO Ja Ce 3auyBa IMoerckara (opma,
mpu ITO OWie 3aAp)KaHd Tapajelu3MOT Ha
MUCITUTE U TIOETCKUOT PUTAM.

penuryjata u ¢uio3odujaTa ce UCTOBPEMEHO M CTapu U
HOBH, 3amTo penurujara (1 ¢unozodujata WM KHIKEB-
HOCTa) € WIM BEeYHA WM He e penuruja ($pmiosoduja mim
KHIKEBHOCT).

2 [canmuitie HPETCTaByBaaT KHUIa Ha OOTrOCIY)KEHUETO U
KaKoO TaKBH Ce cpekaBaaT HaiBOp oA bubnujaitia xako of-
nenHa KHWTA 1oj mmero [lcanitiup W, Kako BTOPO, BO
WCTOpWjaTa HAa TPEBOJOT Ha OuoOmmckute KHUTH, [lcan-
Muitie, 3aeHO co Eganzenueitio n Aitociuonoiu (Ilocranu-
Jjattia n Jlenaitia ailocitioncku) ce HajupeBeayBaHUTE OHMO-
JIMCKM TEKCTOBH WJIM, MAK, PEYMCH CEKOTall MM ce JaBalo
MIPUOPUTET BO MPEBEIYBABETO.
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Bo m36opor Ha BropmoT ToM ce HW3IBOCHU
IMEeCT KHUTH BO moceOHa 30MpKa, o7 KOWU JIBE
6uGmucko-uctopucky: Kuurata wHa Pyifia™ u
Kuurara na Ecitiupa,”* notoa Tpu Apyru noydHu

B Kuuza Pyiua — iipozailenen iipumep 3a uckpena upugp-
sanocitl mery nyreitio. Criopes eBpejckaTa Tpaauliiija, aBTop
Ha Knuza Pyitia e cynujata Camown, koj Biajaeen Bo XI Bexk
npen Xpucta. Kaurara 3a Pyra paBa mpukasHa 3a eqHO
CEMEjCTBO IITO JKMBEE BO BPEMETO Ha cyauuTe. Biiyuysa
MHOTY OOM4YaM OZ TOj MEPUOA, M TOA € KHUTa CO rojeMa
y0aBHHa M TpeKpacHH 4yBCTBA. PackaxkyBa 3a Moibara Ha
€/lHa BJIOBHIIA ¥ 32 JbyOOBTa M BEPHOCTA HA HEj3MHATA CHaa,
poleHa Kako TyruHka, 3a boror Mspaunes u 3a Herosara
Jby0OB ¥ TprkaTa KoH aBere. OXHOCHO, TIAaBHUOT aKIEHT €
CTaBeH Ha NPHMEPOT Ha IpuBp3aHocTa Ha MoaBkata Pyra
KOH CEMEJCTBOTO Ha CBOJOT MaXX, 0COOCHO KOH CBEKpBaTa
Hoemuna. HeBomjaTa Bo koja 3amaraat oBue ABE HAOOXHU
JKEHH MPETCTaByBa TPOTaTEleH MPUMEp 3a MCKPEHa MPHBp-
3aHOCT Mery JyfeTo 3a CHTe BpeMumba. ABTOPOT, Mery
IpYroTo, AaBa CIMCOK Ha IOTOMCTBOTO Ha Pyra u Bo3. Bo
HEro € BKJIy4eH M BeJUKHOT nap Jlasua. Pyra, nako yHmxke-
Ha Kako TylrMHKa, Omia HeroB npenok. Hekon cmeraar neka
NpHUKa3HaTa Owiia HaNuMIIaHa co Iel Ja ce npukaxe boxkjara
TpH’Ka 3a HEeM3PAWIIHTE, KaKo U 3a CBOJOT HApOA U, BEPO-
jaTHO, 3a J1a ce BOCIIOCTaBH PaMHOIIPABHOCT BO TOj OJHOC BO
BpeMe KOra pacHaTa 4HCTOTa Omila HEeNpaBefHO HCTaKH-
yBaHa.

** Kuuza Ecinupa — srcusoitioiti na edna yapuya witlo ce
00susa 60 mouine opamaiiuuna cuilyayuja. Kaurata Ectu-
pa e, mpeJ ce, MPeKpacHO pacKa)kaHa, MPBOKJIACHA MPHUKa3-
Ha. Ce cimydyBa Bo Ilepcuja 3a BpeMe Ha ApTakcepKc WU
Kcepke. Knurara ja Hanumman Heno3Hat EBpenn okxomy 460
roauHa npex Xpucta. Bo Hea ce packaxyBa 3a OIICTaHOKOT
Ha e/Ha MaJia jyJejcka 3ae[HHIa, Koja ycreana Ja IpexH-
Bee Ipe] HaMmepaTa Taa IEJOCHO jJa Ouje YHWIITEHA Ha
tepuropujata Ha Ilepcuckoro LlapctBo. Ce packaxyBa 3a
€/IHa MHOTY JpaMaTH4YHa CHTYyalllja, BO KOja MHOTY YeCTO ce
JOBEIyBaHW MaluTe 3aeqHUIM. MeryToa, KHHrara [gaBa
TOJIEMHU HaEKH 3a yCIeX U H30aByBambe NPEKY MyIpO PAKO-
BOJICIE, CO KO€ Ce YCIeBa J]a CE OTCTPAHAT OMACHOCTHUTE
IITO Ce 3aKaHyBaaT, HO II0 HEKOE HENHIIaHO MPaBHIO
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KHUTH CO eTH4Ka conpxuHa — Mzpexu Conomo-
25 _
Hosu,” Qunozopckuot Tpaktat IIpoiioseonux

cexoram OumyBaar moGeqyBaHUM M OCYIyBaHU Ha HEYCIIEX.
Bo 0Boj citydaj cpekHHOT Kpaj ce KpyHHCYBa co U30aByBame
Ha €BPEjCKUOT HAapoa M YCTaHOBYBam€ Ha HpasHHUKOT [ly-
pUM, TIpOCIaByBaH Ha MpoOJeT mpen Npa3HUKOT [lacxa,
,,KaKO CIIOMEH Ha OHa IITO CaMHUTE I'0 BUJO0Aa U Ipomaruja’
(Ecr 9:26), a u ,,cIOMEHOT 3a HUB J1a HE HCYE3HE Kaj Jerara
HuBHU (EcT 9:28).

3 Kuuza Myopu Conomonosu uspexu — myopu coseitiu 3a
arcusoiiotl. Knuzaitia Myopu Conomonosu uspexu npeTcra-
ByBa 30MpKa Ha MyIpH KaKyBama, 0Jl KOU MOBEKETO My ce
MIPUIHUIIYBAAT, UCTO Taka, Ha apoT COJIOMOH, KO I'M HalH-
man 950 rogunan npen Xpucra. CoaoMOH OWJI CHHOHHM 3a
myapoct. Kuurara 3anouynyBa co 36oposure: ,,Kuura Comno-
MOHOBH H3pEKH", KOM C€ jaByBaaT MOBTOpHO Bo 25:1: , U
oBa ce myapu ConoMoHOBH uspeku’. Kuuzaita M3pexu um
mpurara Ha IOyYHHTe OMOJNMCKM KHHMTH CO crienududeH
JUTEpPaTypeH KaHp, KapaKTePUCTUUEH 3a APeBHHOT MICTOK,
KOj ce KOPHCTeNl 3a CTEKHYBAaHhE UM UyBame Ha MYJpPOCTA.
TonkyBauute Ha Knuzaitia HM3pexu mnpu3HaBaaT AeKa Taa
COJIP’KH M3JIarame Ha CTapO3aBEeTHHOT MOpa (€THKa) Kako
penurucKa AuiakTHka (T.e. Mopai co npaktuuHa uen). [Ipn
oJlpeyBame Ha CyIITHHATa Ha OBaa €THKA, OJHOCHO COAp-
xKuHaTa Ha M3pexu Conomonosu, TOIKyBadynTe OOMYHO ja
KOMEHTHpAaT Kako KHHIa — 300pHUK CO IpaBuia, ymaTrcTBa
3a MyZApoJbyOMB M HaOOXEH >KHBOT, KOM MOXKAT Ja ce
MIPUMEHYBAaaT O]l CEeKOro, 0e3 pasiuKa Ha MoJox0ara U mpo-
(ecujara: 3a auaepu, ToJieMI, dyfe 0e3 jaBHU (YHKIHH,
JOMaKWHHU, PabOTHULM, MaXXH, KCHH, 0COOCHO 3a MIIaJUTe.
Mynpocra rilaBHO ce jaoOHWBana BO KPYroT Ha IOMOT WU
cemejcTBOTO. Ponmutenurte, 0abuTe W NENOBIUTE, KaKO H
CEJICKHTE CTapellMHH ja IpeHecyBajie CBOjaTa MYAPOCT Ha
cleHaTa TeHepauuja. 3aToa aBTOPOT Ha M3pexku Oapa:
,Cywaj ja cunko foykailla Ha Wailika cu u He olippraj 20
3aeellolll Ha Majka cu, 3auilio Woa e KpaceH 6eHey 3a
2nasaitia wieoja u ykpac 3a epaitoiil wigoj (1:8-9). Ere,
3aT0a MHCIHUTE UCKKaHU IPEKy OBHE OMONNCKK CTUXOBH U
BO JICHENIHO BpEeME NPEIU3BHKYBaaT TOJIEM HHTEpeC Kaj
YUTATENNTE, CIOpPe MOYKUTE IITO T'M yNaTyBaaT W CIIOpeN
HOETUYHHOT CTHJI LITO CE YUTA CO BUCTHHCKO 330BOJICTBO.

(Exnusujaciti),’® xoj mpercraByBa IOTpara Iio
3HACHHETO U TI0 BO3BHUIIICHATA IMOE3HMja, U KHUTATa

Kuuza Ilpoiioseonuy, — ioitipaza o 3naereio.
Knuzaiua Ilpoiioseonux™ mpeTcTaByBa €1Ha OJ HajOpH-

THHAJHATE W Haj3HadajHu OuOimcku nena. [Ipumara Ha
rpynara noy4Hu kHurd. Hej3un aBTop HajBepojaTHO € apoT
CoIOMOH, TaTKOTO Ha MyJIpOCHAaTa KHIDKEBHOCT, KOj BIIa-
neen okoiy 970 mo 931 roguHa npen XpHcToc, HaKo HUKAIE
BO KHHMIaTa HE CE CIIOMEHYBa HETOBO MMe. ABTOPOT € HCK-
peH, U1aboKOo yeceH U MOIIHE OTBOpeH U aupekreH (8:11-
12). I'naBHa TeMa Ha KHMIaTa € YOBEKOBHOT XHBOT U CIHO3-
Hanuero. Knurara e nUHUYHA, NECHMHUCTHYKA, pealHa U 10
MaJKy cKenTudHa. ExHa of Hajmo3HaTHTE MHCIH Of KHH-
rara e ,,Hema HUITo HoBo noj conuero (IIpom. 1:9). Iluca-
TENOT yKa)KyBa Ha MHHIMBOCTa M HA KPAaTKHOT >KHBOT.
,»3aIlTO €IeH YOBEK Ce TPYIH MYZApPO, CO 3HACHE U CO YCIIeX,
U ceto Toa Tpeba Ja My ro mperajge Ha YOBEK, IITO He ce
TpyZel 3a Toa — Kako aa ¢ HeroB jei. [la u Toa e cyera u
3mo ronemo!“ (IIpom. 2:21). YoBeKOT € MPHUCHOCOOIHBO
OuTtue: MpoMeHIUBO € U c¢ Tpiu. Cekoj MOMEHT MOJKe J1a TO
CHajie PajocT WM mpomacT. ABTOPOT TBPAH JAeKa CEKOj
YOBEKOB TPyZ MMa 1o0pa u joma crpaHa. KoHewHHOT 36up
U 3aeHUYKUOT Ha3uB Ha c¢ e HumTo. C¢ momiexu Ha
npoMeHa 1 MUHIHBOCT. C¢ e JTayKHO: HaykaTa, 00raTcTBOTO,
JbyOOBTa M caMHOT *HBOT. Cop)KMHATA Ha KHUTaTa omdaka
CBETOBHO pa3MHCITyBame 3a 4YOBEKOT. Hekom kHurata ja
TefaaT Kako KPUTHKA Ha CEKYJIapu3MOT. ABTOPOT YKaXKyBa
Ha TOa KaKoB € )XUBOTOT Ge3 Bepa Bo bora. OBa mucneme ce
MOTKpeIyBa CO decrara ynorpeba Ha HM3pasoT ,,[I0A COH-
LeTo™ 3a J1a ce II0COYH Ha KHBOTOT XKHUBEEH BO ,,CEKY-
JIAPHUOT CBET™.

3a ¢unosogckuoini iipobrem na xuuzaitia. Ilpoiioseonu-
KOUl € KHUTra LITO My IpUIlara Ha PEalHUOT CBET, BO KOj JIy-
FeTo ce IpalryBaaT 3a 3HAYCHETO Ha JKMBOTOT: 3a IITO CIIy-
xu? Kon mro Bogu? Koja e cmucnara Ha c€? Ilpoiioseonu-
KOU{ COIP>KH MHOTY W3PEKH CIMYHH Ha OHHE BO Myopu
Cono-moHo8u u3pexu, HO TINaBHAaTa TEXWHA Ha KHUTATa ce
COCTOM BO MOTparara Ha aBTOpOT 110 3Haewme. T0j To ucTpaKy-
Ba CEKOj IaT JI0 3HACHETO U UCKYCTBOTO BO JKHBOTOT CO L€
Jla OTKpHUE Ay MPUTOAa IIOCTOM HEeKoja Hamepa Wik oOpasel.
U, cero Toa HM3 cTyauWja, Kpeanwja, 3aJOBOJICTBO, HAIOPHA
pabora u OorarctBo. IlncaTenoT ouwrneaHo € y4yurtesn U
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Ilecna nao iecnuitie,”” Kako W, Ha KpajoT, IIeC-
— .28

tata kaura — Ilnayoiu na Epemuja.” Tue ce

MOIIIHE MyZIap Y0BeK, KOj T'Y Mo3HaBal (HriI030()CKUTE IPUKU
CTPYH Ha CTOMLU3MOT U €MHKYPEH3MOT, ETUIETCKOTO JEJI0
Ouajnuukuoiti oujanoz co oywaitia (AIMEHO, CTaHyBa 300D 3a
HEKOj BHJ Ha eTHIETCKH JOB) M MECOMOTaMCKHOT eIl ,,[ -
ramemr“. Toa Omio 3aegHMYKA KylITypa Ha HCTOYHATa
MYZAPOCT.

2" Knuza Tecna nad fiecnuitie — ynugep3anno apedanue 3a
mwybositia. Kaurata Ilecna nao iiecnuite (IlecHa) mpecra-
BYBa peMeK-/IeJI0 Ha eBpejcKaTa KHIKEBHOCT. Jhybosilia Ka-
Ko dicusoitina gunozoguja. 3a oBaa KHUra 0OHYHO Ce BENH
JeKka © HajHHTMMHaTa BOo buOnujata. Taa e Bo3BHIlCHA,
CBETa M PaJOCHA HaleX Ha CPLETO YOBEKOBO, paboTa Ha
IJIaI0T U Kenra, Ha O6opbata u KomHexoT. [lecnaitia nHao
flecHailia TO COAPXKH CKPUEHHOT KiIyd Ha Bubnujata, koj e
JbyOOBHA MpHUKa3Ha, Oujejku Bor e jbyOoOB, a M KHUBOTOT €
JbyOOBHA TpuKa3Ha. KHurata mee 3a [OBOjHAaTa JbyOOBHA
MIpUKa3HA: BEpPTUKATHaTa — O0XKECTBEHaTa U XOPH30H-
TajHaTa — YOBeYKaTa. 3amoBeaTa 3a JbyOOBTa ce OJHECyBa
Ha bora m na Omwkumor. Taka Tpeba &Ia ce TOJIKyBa
Ilecnaitia nao itlecnuitie: o OOXECTBEH M OJf YOBEUKH
acriexT. CBpIIEHHKOT To cumbonusupa bora, HO OykBaHO —
K0j Omyo yoBek. CBplIeHHnaTa ja cuMOoIM3Hupa Ayniata, Ho
OyKkBaJIHO — KOja Omno xeHa. Taa jpyOOB BKIydyBa mpHja-
TEJICTBO, YyBCTBO, Kel0a U JbyOOB BO TOJEMO HCKYCTBEHO
OorarcTBO. MaKOT ¥ JK€HATa CH JIaBaaT €JeH Ha JAPYT TeJlo,
Iylia, )KUBOT, BpeMe, MIPpHUjaTelH, CBET, UMOT, aeua. [lecua-
itla Hao ilecHuilie € ONTOBOP Ha mpamameTo of [Ipoiloseo-
Huxoill 3a cyerata u Ha Jog 3a Tprenuero. [lecnaitia nao
ilecHullle ja 3aBpIlyBa YOBEKOBaTa OOXKECTBEHa KOMEIM]a.
Beymmnocr, CrapuoT 3aBer ja nemucTHHIHpa JbyOOBTa
IITO UM NpuUrara Ha CBETOT U Ha JIyfeTo, a Bpeau 3a bora u
3a 4OBEKOT. AKO MOCTOM JbyOoB, moctou bor. Moxe na ce
Kaxxe U 00paTHo: ako nmoctou bor, mocrou u Jjby00B.

2 Mnauoiti na Epemuja — Epemuun finau u yitiexa. Kuurara
IInavoiu na Epemuja (Ilmad) ce coctou of meT IJIaBU BO
bubnujara u Toa ce, BCYLUIHOCT, ileill ioemu (il1auosu) BO
KOM ce M3pa3yBa Anabokara Tara Mopaay pa3opyBameTo Ha
Epycanum. [IpBute detupu ce Bo popma Ha akpocTux. Toa e
MHOTY CJIOXEeH 00pasell, Ho JU1TaboKHuTe eMOLIUH Hajqo0po ce
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pasIuKyBaaT cropes 00eMOT, COApXHHATA H
¢dopmara Bo koja ce Hamumanu. Ha npumep,
€JIHU Ce MOETCKH, JAPYTH MPO3HH, & TPETH, TaK, Ce
BO (popMma Ha nmucMa. HUBHUTE aBTOpHU Ce IapeBH,
0JIATOPOJHUIIM, CBEIITCHUIM WJIH JIPYTH, 4YHj
WJICHTUTET MOXE caMO Jia C€ MpPETIOCTABH.
Meryroa, cute oBHe OMONHMCKH KHUTH C€ MOIIIHE
WHTEPECHHU KHIDKEBHU JieyIa.

Ete, rnenare, bubnujara, koja CTOTHIIA TOIU-
HU HMMalle caMoO IIPKOBEH KapakTep, OjeHAIl
CTaHyBa M CTaHa YMTIIMBA W HHTEPECHA, HAKO
MOXeOM He TOJKy W pa3bupnusa. [la ce pa3de-
peme. IlpeBomor Ha Bubnmjata He Oemie TONIKY
TOJIEMO OTKPHUTHE 32 MAaKeJIOHCKHOT HHTEICK-
TyaJiel] WIA 3a OOMYHHUOT YOBEK, OWIEjKH 3a
bubnujara 3naeme ox MHory mopaHo. OHa IITO
Npe/n3BUKa HCKIyYUTeNHa JyXOBHa Mpepoada
Oerre craTa Ha pa30OUPIUBUOT MajUHH ja3HUK.

buodanckuTe KHUTH ce ceKoraml COBPEMEHHA

Kynrypara mnpercraByBana Bo OuOIMCKHTE
KHUTH € O] JaMHElIHa 100a, a 3a MOBEKeTO YMTa-
TEJIW TOAa € KyATypa Ha jnaneuynu jayre. Cemak,
MWJIMOHU YUTATEIM CMETaaT AeKa OUOIMCKHUTE
KHATH MMaaT rojieMa BPeJHOCT U 3a JCHEeIIHaTa.

CTaBaaT BO CIIpera CO MOMOII Ha CTPOra CTHJCKA JHUCLHMII-
nuHa. [TecHure ce HanMImaHu Bo GOpMa HA TAXKAUKH IIECHU
WM BO TIECHU HA OIUIaKyBame. Bo oBHe miaueBHM noemu ce
OIUIIIAHY ITOTUIITEHOCTA M COJI3UTE Ha €PYCaTUMCKUTE XKHU-
TENMN TpeKy 300pOBHTE Ha IMPOPOKOT M IPEKy IepCOHH-
¢uxammja Ha EpycammM, koj Tyka 30opyBa. Knaurara ja
JETUTUMHPA OTPEBOBEHOCTa YOBEKOBA KaKO MNpPHYMHA 32
Ka3Hata W THeBOT Boxju, HO U BoxjoTo 4YoBekosbyOHE U
MMJIOCT, KOM JlaBaaT HaJeX, JOKOJIKY JIy['eTO HpecTaHar jaa
rpeuiar, a ce OTTPrHaT O IPEBOT U Ja c€ NPHUKJIOHAT KOH
BpuIemeTo 1oopu nena (Ilnag 3:22).
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OOnexkara u oOWYaWTe Ha JIyfeTO MOXKeOH ce
IPOMEHMIIE, HO JIyf'eTo, BO CYIITHHA, OCTaHAJe
uctu. Cekoram T'u IMaaT UCTUTE YyBCTBA HA JbY-
00B, ompaza, JbyOOMOpa, COXalyBambe U ald-
HocT. Tme wWCTO ja cmonenmyBaaT TajHATa Ha
’KMBOTOT — C€ paraaT M ce ABWXKAT KOH CMpPTTa.
be3 ornen many ro npu3HaBa T0a MM HE TO MPU3-
HaBa, CEKOj YOBEK IM03HAaBa IJIaj 3a HEIITO LITO €
HaJ XpaHaTa, TeJieCHa Jby0oB U ymno0HOCT. Cekoj
ja crozenyBa jajabokata YoBedka rmoTpeda aa ce
pa3bepe 3HAYCHETO Ha KUBOTOT M Ja CE 3al0-
BOJIAT HajAsIa00KUTE YOBEUKU MOTpeOH. bubmuc-
TUTE TBpJAT JeKa HeMa Jpyra 30MpKa KHUTH
KakBa mTo ¢ bubnujaTta, Koja BO TakBO rojemo
BPEMEHCKO pacTOjaHue, a Cerak, Ha eIHOCTAaBeH
HauuWH ja omdaka ceta YOBEKOBa €r3UCTEHIIN]a, U
YOBEKOT KaKO MHIUBH]Iya U YOBEKOT KaKO OIIII-
TecTBeHO OutHe. Tyka BO Mrpa ce W JHYHOCTH U
LEeJIW HapoJH, IPUPOJaTa U UCTOpHjaTa, parame-
TO ¥ CMpTTa, JbyOOBTa M OMpaszara, BOjHAaTa U
MHpOT, TIOpa3uTe U modenuTe, pagocra U Tarara.
Bo OuOimcKHuTE KHUTH CE IPETCTABEHH BUIOBHUTE
Ha HalIUTe CTpajaka W MYJITUIUIMIUPAHHUTE
yCIIeCH — M TOTalll UMaJIo Oeraiiny ¥ MUTPaHTH —
M CEeTO TOa MpPETCTaByBa BEYHO CBEX M HEHCIp-
MIEH M3BOp, a HA HOBUTE JIyfe IITO ce paraaT UM
JlaBa cera, CEeKoraml M MOCTOjaHO HOBH BIIAXHO-
BEHHja U rojieMa HaJIex.

JlutepaTtypa

bubnua. 1977. bproccens: ,,Kuznb ¢ borom™.

3aroa mak M Mak BenuMe: OMOJMMCKUTE KHUTH
HE ce KHWTH IITO NpeXHuBealle, KHUTH Ha MHHA-
ToTO. THE He ce caMo 3a UCTOpHUYApUTE U HA THE
IITO C€ 3aHMMAaBaaT CO KHIKEBHOCTA WJIM YMET-
HOCTa, WJIM CaMO Ha MCTPKYBAUUTE W Ha JbyOH-
TEJWTE Ha CEOMNIITaTa YoBeKOoBa Mucia. bubmuc-
KATE KHUTH M JCHEC C€ AaKTYeJlHH, CBETCKH
KHWUTH, T.€. aBTOPUTATHBHA M HOPMAaTHUBHU — 3a
€JIeH TOJIEM JIel Ha YOBEIITBOTO, IITO TPEJl HUB
ce TIOKJIIOHyBa M Tu mpudaka 3a BIaXHOBEHH
Boxju KHUTH — CBEIUTEHH, OJHOCHO CBETH KHH-
ru. Hekon oj HMB HacTaHalie BO OIIpeJieNiceHa
CpellviHa, cpejie eBpejcKUoT Hapo. [loroa muHa-
JIe BO TpajitHaTa Ha HOBHOT M3pawni, kaj XpucTH-
janute. Taka THe u J€HeC oAaT O] paka BO paka,
KaKO KHUT'H IIPpUpavYHULIHN 34 )KUBOTHATA MYAPOCT
W TIATOKa3u KOH BEYHATa panocT. bubnmckure
KHATH C€ €IMHCTBEHUTE KHUTH HA CBETOT IITO
MOXKaT na mpeoOpasyBaaT, mpeymyBaaT (UeTd-
VOl0) YOBEYKH >KUBOTHU cyaOwHHM. Tue wmaar
MOK OJf MHIMBUAYH [a CO3/4aBaaT JIMYHOCTH,
MPOMNaJHATUTE JIyf'e JIa TH MOJAUTaaT, HCUYCCHUTE
Jla TH HallpaBaT YeCHH, 3a0JIyZICHUTE TPE3BEHH.
ETe, 3aToa Tue u neHec ce unTaaT Kako KHUTH Ha
HOBHOT HapoJ, KOM BO HHUB IO OTKpuBaar box-
JHMOT TIJIaH 3a YOBEKOBaTa €r3MCTEHIMja, MOja U
Bamia. Ere, 3aroa bubnujata crana HempecyiieH
n3Bop Ha nHcnupanyja (2 Tum 3, 16) u HOpma Ha
pasMHCIyBambe, Ha KHUBOT.

T'upeBcku, A. A. 1994. Hezoso Brasicencitiso Apxueiiuckoii I'aspun, itipeiti ilo peo Ha obHogenaitia Oxpuocka

Apxuetiuckoiiuja, Cxorje: Matuma MakenoHcka.
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Aco Girevski

The Bible in Macedonian Literature in the Last 25 Years
(Summary)

There is little doubt that the Bible is the world’s best-selling and most widely distributed book. Apart from being
a Holy Book, the Bible is also profoundly human in its literary quality and beauty. The vast variety of the
biblical narratives, as well as its poetry, seem to be an unceasing fountain of inspiration for readers, writers, and
poets. A great number of poets and writers have marked their work with Biblical verses, for example, Dante,
Shakespeare, Milton, Blake, Goethe, Dostoyevsky, Tolstoy, Kafka or T.S. Eliot. Fortunately, we have also our
own examples of poets celebrating the Bible in their poetry, such as Eftim Kletnikov, Michail Rendzov with his
Pslams, and Ante Popovski with his Song of Songs. The purpose of this research is to identify the Biblical
presence in the work of several Macedonian poets after the publication of the Macedonian translation of the
Bible in 1990.

Key words: Bible, Macedonian literature, Michail Rendzov, Ante Popovski, Eftim Kletnikov
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Preliminary communication / Ipeitixoono cootiuuitiernue

FEMININE PRINCIPLE IN THE BIBLE AND IN THE
NARRATIVE CORPUS OF MEDIEVAL LITERATURE

Key words: biblical gender, biblical “femininity”, human sex (male: female), medieval belletristic
texts, cycle of “bad women” stories, medieval anthologies with mixed content, Tikves Collection

This paper deals with the process of constructing
biblical “femininity” as a reality of the patriarchal
social model and its “adaptation” in the Bible and
in belletristic texts. It is important to determine
the possibility of correlation between interpreta-
tions of these texts and the treatment of biblical
gender.

The medieval literature, for the most part of
its literary production in Macedonia, is presented
by the literature created in the spirit of the Chris-
tian church ideology. This study encompasses
texts of biblical and liturgical character, as well
as texts of theological, philosophical, and exe-
getic compositions, and texts of fictional and
apocryphal nature. The Bible in itself is a syncre-
tism: at the same time, it’s a mythology, a his-
tory, a religious ideology, a(n) (artistic) literature,
a law codex of the Jews and of the Christian
world and order. However, in the last thirty years
we have noticed a change in the relationship be-

tween science and biblical exegesis. The biblical
content became an object of critical analysis, a
kind of a discursive matrix in the field of various
modern sciences: anthropology, sociology, politi-
cal theory, literary science, psychoanalysis, and
feminism. (Kirova, 2005: 5-6) The intention is
for the biblical exegesis to be viewed in a wider
anthropological and cultural context. In this con-
text, Freimer - Kensky says that “The difference
of modern reading is that we became more sensi-
tive to the philosophical filter, more cognitive to
our own interpretative priorities, more keen to
expose the filter, to make it visible and reveal the
principles that rooted in the base of our work™.
(Freimer-Kinsky, 2002: XXV)

But the need to breach the dogmatically pre-
scribed relations or standards is comprehended in
the Middle Ages. Especially since the 14" cen-
tury when the new philosophical ideas and ways
of thinking made the writer reflect more freely in
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terms of digression from religious scheme of
dogmatic interpretation. This kind of thinking led
to a further development of spiritual and secular
explications of Christian ideology, creating a
deeper psychological impression and a personal
image in relation to prescribed knowledge.
(Benes, Jakumoscka-Tommk, 2007: 23). It is a
period when secular contents are acquired
through various possibilities of free interpreta-
tions of history and day-to-day life as essential
refreshments of medieval dogmatic literary con-
tents. These compositions have the function of
content distribution from three thematic and ety-
mological blocks: Ancient Eastern, Classical and
Western literary traditions, but also of adapting to
Christian and instructive interpretations as addi-
tional forms of consolidating religious views and
aesthetic reasoning of our south Slavic terrain
(Jakumoscka-Tommuk, 2013: 27).

At first this identification of subjective recog-
nition was manifested in the content of belletris-
tic and apocryphal texts. In that direction we will
try to extract the “settled” positions of popu-
lar/stereotype views on female characters in re-
gard to biblical understanding which through
many centuries reflected on the order of “univer-
sal” truths about their position in the society.
Whether and where an eventual deflection from
stereotypes of predictable interpretation of non-
canonical literature exists.

In the South Slavic literary tradition short
belletristic texts are found in collections with
mixed content. There you can feel the functional
coexistence between works such as apocryphal,
short stories, didactical texts. These texts will be
subject to our research through variations present

96

at collections with mixed content such as the
Belgrade collection from the third quarter of 14"
century (Belgrade, NL, Old collection No. 104),
the Tikves Collection from the end of 15" cen-
tury (Sofia, NL No. 677), the Veles collection
(Sofia, NL, No. 45, Conev Il 667), priest Pribil’s
collection from 1409 (Belgrade, NL, Old collec-
tion No. 828, Sv.M.196), the Bucharest collection
(Bucharest, State archive, No. 740) etc. Espe-
cially important are examples from the popular
Tikves Collection.

Let us continue with the issue of the process
of constructing biblical “femininity” as a reality
in the patriarchal social model and its “adapta-
tion” in the Bible and in the belletristic medieval
texts. It would be important to determine whether
it is possible in the interpretations of their texts to
note a concurrence in the treatment of biblical
gender. The biblical narration offers appointed
principles of building up a synopsis, rhetorical
mechanisms and set strategies of symbolic think-
ing, through which biblical “femininity” is pro-
duced. The aim is to emphasize the idea of con-
structing the biblical gender — female and male.

By reading both Testaments, the process of
imaging man and woman becomes recognizable
so that we get to know the determined practices
of thinking of the patriarchal world. Patriarchal
thinking is characterized with a dichotomy prin-
ciple through a regime of oppositions where a
world of couples with inconsistent features and
occurrences is being ‘“normalized”. One of the
basic pairs of thinking and acting in the patriar-
chal world is the antinomy man: woman. The
status of the man and the woman is already de-
termined in a concrete historical and sociological
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constellation of relations. On the first pages of
Genesis human sex (man: woman) is represented
as a construction which defines the very idea of
gender or sex as an antonymic assumption of bio-
logical heritage and “the role of sex” of an indi-
vidual as social organism. The man and the
woman are therefore positions of human exis-
tence, two different ways of being a human. (Ki-
rova, 2005: 13-14) The conceptions of “man” and
“woman” in the biblical and medieval belletristic
texts are not defined in the category of their es-
sential nature but as concrete positions of antici-
pated social roles, where the woman tries to get
out of the subordinated field of self-revealing, set
in opposition to determined “male standards” of
values. (CpOunoBcka, 2002: 41)

Adam and Eve, Abraham and Sarah, the cycle
of “bad women” stories (Delilah, Jezebel, Irradi-
ate and Theophanous) in the Tikves Collection
from the end of 15™ century (Sophia, NL No.
677), represent an “anthropological” and onto-
logical matrix of the whole system of viewing the
woman and femininity.

But it cannot be said that only religion (He-
brew and Christian) builds up this system of
viewing the woman. The reasons are much
deeper and more complex in regard to historical
development of the patriarchal world with all its
internal rules and mechanisms of social function-
ing. These facts bring us to a non-conditional
acknowledgement of the already determined rela-
tions. Mike Bal gives a good synthesis of the de-
veloped processes: “The events which cannot be
understood without moral assessment and there-
fore cannot be naturalized, receive a natural mo-
tivation from the readers. That motivation natu-

ralizes the very moral assessment by itself and as
such gives a possibility to get the work done and
makes appearances understandable and com-
pletely inevitable” (Bal, 1987: 39).

According to Northrop Frye, the content of
the Christian Bible is described as a “revelation”
with a process of consecutive events and dialectic
progression from the beginning of its content to
its end. Here you can see a sequence of seven
major phases: creation (genesis), revolution, law,
wisdom, prophecy, gospel and apocalypse. Each
phase is not perfectionism of the previous one but
a setting on a wider perspective. That sequence of
phases is another kind of biblical typology where
each phase is the type of the following one but
antitype of the previous (Frye, 1985:140).

If we consider the principal issue of creation,
the becoming of sexes, this will direct us to the
popular apocrypha of Adam and Eve, in regard to
the official biblical version. The text is known in
several transcriptions by three editorials (1Banos,
1970: 207-209), and among the important ones
are the transcriptions in the Bucharest collection,
entitled “Word of Adam”, and in the Belgrade
collection No. 104, entitled “Word from the palea
of Adam and Eve”. The later transcription shows
traces of South Slavic preposition with ortho-
graphic and lexical features which direct to Ma-
cedonian terrain. These apocrypha show certain
deflection from the biblical story of the book of
Genesis in regard to events and numbers. These
apocrypha episodes enhance especially in the
moment of their exile from paradise, for which
the Genesis does not give record. After the story
of Cain, Abel and Seth, the official record (Gene-
sis 5:5) ends with the chronicle note that after the
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birth of Seth, Adam was 800 years old, and that
he became father to sons and daughters. And all
the days that he lived amounted to 930 years and
he died. There is no record in this part about
Eve’s life and death. These blanks are filled in
the apocryphal book entitled Little Genesis or
Book of Jubilees of pre-Christian Hebrew origin,
where the life of Adam and Eve is described
more thoroughly. Therefore, these kinds of addi-
tions in Byzantine literary rewritings penetrated
first in South Slavic literature and after that in
Russian, where additional changes occurred un-
der the influence of dualistic teachings, such as
that of the Bogomils. That is the origin of some
transcriptions of this version of Adam and Eve.
Let us get back to the official version of the
appearance of gender diversity in a universal
sense. The interpretations of M. Kirova view this
process as an existence of two separate texts of
Creation in the Bible which is very different in
regard to how and in what order the first people
came to existence (Kirova, 2005: 25-38). At first,
most probably both texts existed independently
and later connected by the so called “editors”.
The older one (Yahweh version, accordingly
God’s name given in the text — Yahweh) starts
with the second and continues with the third
chapter of the Genesis. This version originated
from the 10" and 11™ centuries B.C. in the time
of David and Solomon. The second text comes
later and is called Elohistic (from the Hebrew
word “Elohim” for God) — it originates from the
5™ and 4™ century B.C. In this narration (1: 26-
29) God creates man in the sixth day in all as-
pects of the Creation. Man and woman appear at
the same time in a general creative impulse. “And
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God created the man by his image, in God’s im-
age he created him, male and female he created
them.” According to the Elohistic version the
Creation the female is treated as equally blessed
with the generic term “man”, “male-and-female”
which in archaic thinking bears the meaning of
“everything,” of equality and abundance. As a
reflection of perfection of the cosmic ideal, God
should hold the fusion of genders, as well as of
opposites.

In the analysis of M. Kirova, the second or the
Yahweh version dominated the Elohistic version
and imposed over the whole diachronic system of
views on woman and femininity. It starts with
verse 7 of the second chapter: “And Jehovah God
proceeded to form the man out of dust from the
ground and to blow into his nostrils the breath of
life, and the man came to be a living soul”. The
word consists the presentation of Adam — through
the focus of his manhood. Further: “And Jehovah
God said: “It is not good for the man to exists
alone. I am going to create an adequate helper for
him”. And then: “Hence Jehovah God bestowed
the man with a deep sleep, and while the man
was sleeping, he took one of his ribs and replaced
it with flesh.” This act was articulated as a re-
verse perspective “Adam creates Eve”, deeply
rooted in the popular Christian interpretations.
The Bible insists on switching male and female
role in the reproductive process, emphasizing that
the first woman is created from the flesh of the
first man. This belief is related to the unique un-
derstanding of God as male, reflecting the ethos
of the patriarchal society where man dominates.

The creation of Eve is accompanied with the
words of the man: “This is at last bone of my
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bones and flesh of my flesh. She will be called
Woman, because from man she was taken.”
Adam speaks up for the first time. His words give
birth to something new: gender diversity and hu-
man sexuality. Gender diversity becomes possi-
ble in a general act of mirror differentiation: the
man arises and gets to know himself in the mo-
ment of the woman’s appearance. “Male” and
“female” as biological aspects of sexual diversity,
but also as social constructions that should be
comprehended in their mutual relationship. The
patriarchal theology would like you to think that
the woman is created after the man, in order to
advocate for the Christian hierarchy of values.

One more aspect about the creation of Eve
where it is emphasized that man will leave his
parents and will become one flesh with his wife.
The parent is the basic image of our continuance
in time over our own limits, but that image must
give its place to the sexual union between man
and woman. From both parents the mother is the
one we tear away from at birth. Life in the nu-
cleus of Mother Nature, tied in a repeating me-
chanical cycle we cannot get away, manifests
itself in a cyclical continuity. (Frye, 1985: 142)

As stated above, several positions of strictly
determined perspectives about the woman ac-
cording to biblical treatment and comprehension
can be noted which are already rooted in the or-
der of “universal” truths. They are determined in
a sublime kind of historical defined positions and
principles by M. Kirova. She follows them
through seven sublimed points (Kirova, 2005:
20-23)."

! 1. The woman is created after the man was created, which
determines her secondary position and less important partic-
ipation in the human world.

This kind of understanding of the woman and
femininity can be found in the apocryphal text on
Adam and Eve. But here we see an expanded
story in which relations in the domain of human
and divine sphere of existence and behaviour are
being further developed. In the apocryphal text
on Adam and Eve there is an important moment
when Eve attempts to speak in a personal confes-
sion. At the death bed of Adam, Eve gathered her
children and recounted her life story. She was
deceived by the devil who appeared to her as an
angel of light and persuaded her to eat fruit from
the Tree of Knowledge, of which she gave to
Adam, and after transgressing they began to real-
ize that they were naked and then were expelled
out of the Paradise. Their spiritual exile starts

2. The woman is created out of the rib and the name of the
man. As a part of his flesh she will never exude the perfec-
tion of the wholeness from which she is taken.

3. The woman is created to be the man’s helper. This “fact”
determines her secondary ontological status and as a com-
plement to male roles.

4. The serpent deceived the woman but not the man, because
she is less reasonable, unfaithful and keen to temptation. The
ontology of the sin transpires, penetrating in the “female”
nature and remains imprinted in the feminine.

5. The woman misleads the man to “fall into sin”. She ex-
tracts the humanness from his divine nature; as a result of
her behavior, pain and death become inevitable elements of
earthly life.

6. God punishes the woman harder than He punishes the
man. She is disadvantaged, becomes submissive to her man
all her life. Institutional practices in Christian life were es-
tablished as a result of such belief. The woman cannot be-
come a priest (to preach); she has no right to participate in
public life, and cannot resume any authority.

7. Sin implies sexual character. This idea has an underlined
Christian origin because the western beliefs about sexuality
originated in the first four centuries of the Christian Era.
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right there as a product of sinful relations and a
deterioration from the ideal divine standard.

In the apocrypha Eve is given a possibility to
resurface from a submissive position, and to be
seen and heard. She is called Eve, mother of all
living things, she is represented in the established
hierarchy of values as the genesis of all life. Eve
might be a relict of an ancient matriarchal cult
and at the same time, a symbol of embedding the
woman in the motherhood as institution. (Kirova,
2005: 53). This moment is consolidated in her
“speech” in the midst of her offspring in the
apocryphal text, in a form of an utterance-
confession with a warning note for keeping the
family from evil.

In fact, through these texts about Adam and
Eve, both the canonical one and the apocryphal
one, with some deviation in the rigid approach
we comprehend the determined practices of
thinking in the patriarchal world.

In the First book of Moses of the Old Testa-
ment we find the record of Abraham, Sarah and
their offspring. On the other hand, the apocryphal
texts about the father of humankind and his fam-
ily are in the composition of a particular stories
cycle in the so-called Book of Abraham. We find
it in several collections with mixed content: most
representative versions are found in the Tikves,
Belgrade 104 and Bucharest collection. In the
Tikves Collection we find all seven episodes from
the life of Abraham, from birth to his death, di-
vided in separate short stories: The Story of
Abraham and Sarah, Narration for Sarah, The
Story of how Sarah taught Abraham her husband,
The Story of the Holy Trinity, The Story of Ish-
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mael, The Story of Isaac, The Story of the death
and life of Abraham.

Here we are affected by the issue of determi-
nation of the female character of Sarah in the bib-
lical and apocryphal text: a coincidence in the
projections and eventual differences in its repre-
sentation. Sarah is the most typical character in
the matriarch which we meet in the biblical text;
she is the Mother of the Jewish tribe and through
her body the history of the whole Jewish people
is created. Abraham s the father — master, Sarah —
the grand master’s wife.

Sarah’s complete behaviour, constructed by
the fragments of the narration in Genesis (16-21)
speaks of a complex character with a strong self-
confidence, thus holding a stabile family posi-
tion. Sarah is an evidence of perpetual embed-
ding of the woman in the institution of mother-
hood and of her domination in the sphere of do-
mestic-family relations. Sarah’s motherhood de-
termines her femininity which can be found in
the biblical and apocryphal text by following her
movement and behaviour in the context of most
relevant instances of social life: relations with
God, her husband, her slaves and the Jewish peo-
ple. Sarah freely speaks with her husband, cate-
gorically expresses her opinion; Sarah talks to
God as freely as to her husband, she even tries
consciously to deceive him (Genesis 18). Often
she tells Abraham what to do and frequently sug-
gests him to expel the maidservant Hagar and her
son Ishmael despite of the expected disagreement
with Abraham (The Story of Ishmael). Sarah’s
character reminds us of the mistress of life — the
first Eve. One more time we must underline that



CONTEXT / KOHTEKCT 16, 2017

in Genesis the first woman matriarch is repre-
sented as an independent character with unique
features (even furious), with clear reason and
strong will.

In the biblical text, as well as in the apocry-
phal version, the story of Sarah interlines with the
story of another woman — the slave girl Hagar.
The plot can be divided by parts of two chapters
in the biblical text: Genesis 16: 1-6 and Genesis
21: 9-21, and The Story of how Sarah taught
Abraham her husband and The Story of Ishmael
from The Book of Abraham in the apocryphal
plot. The narration about Hagar is also a story
about Sarah; both women are inseparably con-
nected through troubles (symbolically) of Abra-
ham’s history. Their interlineal destinies reveal a
complete “non-feminine” model of conduct.

Social difference plays important role in gen-
der opposition. In the text Sarah and Hagar are
displaying not a very “feminine” conflict. After a
long period of being barren, Sarah suggests her
“maidservant, the Egyptian girl named Hagar” to
go to the tent of her husband Abraham in order to
secure an offspring. The apocryphal version
dominates with the Abraham’s meeting with the
Lord’s prophet Melchizedek on Mount Tabor,
where Abraham received the name of “Patri-
arch”. The prophet convinced Abraham to accept
his wife Sarah’s advice to lay down with the
slave girl Hagar in order to conceive and give
birth to a son called Ishmael. But this action of
exchanging bodies through the hierarchy of so-
cial relations gives an unwanted outcome in both
directions.

The Egyptian girl Hagar, after strengthening
her position through her son Ishmael, immedi-

ately starts despising the surrogate mother Sarah.
Vice versa, Sarah reciprocates with humiliating
and mistreating the slave girl. In the second part
of the history of Sarah who was ninety years old,
she gives birth to a son called Isaac, but he brings
a new kind of hatred and envy towards the slave
girl and her son Ishmael. Sarah sends the Egyp-
tian girl and her child into exile in the wilderness
of Beersheba with some bread and water. But on
their way they meet the God of the Jews who af-
ter saving them, gives a promise to Hagar that her
son will form a numerous and strong tribe (the
future Ishmaelite). Practically that is a covenant:
Jehovah made the same covenant with a foreign
woman like the one He made with Abraham.

In the apocryphal text this event has a nega-
tive connotation. Although the apocryphal Story
of Ishmael is related to the biblical text, here it
gets a different elaboration based on incest moti-
vation. After being far from the home of Abra-
ham, Ishmael slept with his mother Hagar and out
of that relationship the “rogue people” were born:
Turks, Tatars, Arabs and Saracens. According to
the biblical text Hagar did not sleep with her son
but married him to a girl from the land of Egypt.
This motive implicated in the apocrypha is em-
phasized because of Hagar’s position as a for-
eigner, an unwanted one, an underestimated
woman — an Egyptian girl and a slave. Hagar’s
destiny represents all typical aspects of violence,
being considered as “normal” for the biblical
woman: tribal slavery, sexual harassment, and
social torture. But these features, mainly condi-
tioned by her affiliation, manage to transform her
into a symbolically transformed hero. Contrary to
what we might call “ethnical logic”, the ancient
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Jewish readers perceived her probably with obvi-
ous fondness and sympathy.

In the medieval literary tradition, we come
across a very interesting cycle of short stories
unified by the motive of bad women as a stereo-
typical relapse of patriarchal prejudices. Such a
cycle is shifted in the Tikves Collection and is
unified by an introduction, entitled: John Chry-
sostom’s story on how five women ruined the
whole world. According to the Tikves Collection,
we read the following paragraph: “Eve expelled
Adam from the Paradise, and Delilah who fell
into tears deluded Samson and lost him, and
Jezebel sent the prophet Elijah into exile through
the world, Herodias beheaded John, Theophany
the barmaid executed Phokas and his eight broth-
ers in one night.””

Among the texts we also find The Story of
Samson, The Story of Prophet Elijah and The
Story of King Phokas. It is interesting that besides
the structure of the story cycle about “bad
women”, each work can be found as an inde-
pendent composition with its own autonomic text
history (JakumoBcka-Tommk, 2010: 23-24). Most
probably, the Introduction was created by an
autonomous editor of the cycle in order to unify
the works with similar subjects of women’s cun-
nings, using previously translated and well
known compositions. That is the case of the story
about Samson, which was shifted from the Tikves
Collection to the collection of the priest Pribil in
1409 and in other collections from the 16th, 17th
and 18th centuries. There we can see the stylistic

2 We present the text according to B. Koneski’s translation
in Tikves Collection, page 17.
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editorial intervention in the text by the cycle
composer, done over an older translation that ex-
isted prior to the cycle’s creation. The Story of St.
Elijah is known only for the cycle’s composition
and it seems that it was translated simultaneously
with the composition of the cycle. Much more
independence shows the Story of Theophany out
of which 12 south Slavic and Russian transcrip-
tions dating from the period between 14th and
17th centuries are well known. The very second
editorial shifted in the Tikves Collection deals
with a stylistic and compositional intervention
towards its attachment to other cycle composi-
tions. As of the author of the cycle, it can be con-
cluded that he appears as the author of the Intro-
duction, as an editor of previous translations of
separate narrations and even maybe as a transla-
tor of compositions (such is the case with the nar-
ration about St. Elijah) in order to enclose them
in the cycle, according to the motive and thematic
orientation. And again, the question of the “gen-
der role” of an individual as a social construct is
been raised, defined by specific standards of
femininity, imposed by the patriarchal-social
model. With the creation of the cycle, an original
interpretation of a popular theme in the domain
of belletristic and short medieval narration has
been established.

According to the biblical basis of the text and
later interpolations and adaptations, and the spirit
of the current period and needs of the medieval
reader, the Story of Samson is placed in the apoc-
ryphal narrations. In order to understand the inte-
gral apocryphal text, it is necessary to compare it
with the biblical event. Samson’s appearance is
inscribed in the legendary paradigm of the mi-
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raculous womb. His mother, the wife of Manoah
from the Jewish tribe of the Danites, was barren
for many years until God’s angel brought her the
message that she would become pregnant. Before
he was born, Samson was pledged to God from
birth and through that act his extremely strong
physical powers were guaranteed. It means that
Samson was conditioned to pay the price for be-
ing exceptional through his dedication to God
and to the “male” (religious-ethical) responsibili-
ties. But his (inconsistent) character shows am-
bivalent behaviour, not typical for a “man
of God”.

On the other hand, the popular tradition of in-
terpreting this case is taking into consideration
his life drama as an illustration of the idea of a
woman’s cunning. Delilah is a paradigm figure of
“female” predisposition towards treason and in-
capable of fidelity. Fundamental theme in the
narration of Samson and Delilah is probably the
conflict between the force and sexuality in the
male/heroic behaviour. The force is God given; it
is an instrument to solve assignments of collec-
tive importance (in our case to exterminate the
Philistines, which kept Israel in subordination for
40 years).

We find here that the biblical events coincide
with the apocryphal story. Sexuality is a dark and
blind element which overcomes the reason and
imposes rhythmical repeat of mistakes in human
behaviour, and so mistakes turn into sin that
needs redemption. In the first episode we find an
unusual romance. The hero notices the Philistine
girl, passionately falls in love with her and faces
numerous troubles that have impact on his behav-
iour in the social and intimate sphere of action.

The love of Samson is so blind that the text is
forced to rationalize and edit its structural image
with a motive of a hidden and divine conception
which will allow the punishment of the hated en-
emy. His exceptional heroic behaviour is further
on revealed in a regressive direction as “down-
wards”, to the infantile roots of passion; jealousy
towards the mother figure, according to psycho-
analytical theories of human experience. In the
biblical event, Delilah is most probably a Philis-
tine girl that worships money and above all, she
lives alone in her own house. She isn’t presented
as anyone’s daughter nor wife but as a free
woman with an epitome of danger in the biblical
text; she personifies the abnormal, something that
breaks the determined systematic of social rela-
tions (Kirova, 2005: 159).

In the apocryphal text, she is Samson’s wife
from the midst of his enemy, and successively
she is betraying him. The betrayal is present in
both versions. It is strange why Samson did not
react earlier?! The symbolical blindness, due to
the sexual experience, becomes later a physical
reality. Having to “know” her, Samson ceased to
perceive God; and God doesn’t want to know
him anymore. He consciously reveals his secret
to Delilah. With his hair shaved off Samson
stopped playing his role of an ambivalent hero.
At this point Delilah disappears from the story
because is no longer needed. Her lingering laugh-
ter is an ominous indication of future (female)
evil deeds and betrayals.

The basis of the Story of Saint Elijah and how
he ran off from a woman is in the Bible. The
apocryphal text is a compacted narration, largely
deviated from the biblical text. After the miracle
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of desiccating the (biblical) altar built for three
years, or the (apocryphal) chimney, performed by
St. Elijah, Jezebel the wife of King Ahab seduced
St. Elijah by tarnishing herself with a “body
scent”. With this accessory the narrator tried to
achieve a bigger effect of her outstanding evil. At
this act of seduction, the Holy Spirit left St.
Elijah. In the text, Elijah comes forth as an honest
representative of monotheism. Among the proph-
ets he is singled out as an idealist, an appearance
veiled in many legends. His cult was especially
strong and cultivated as a prophet of the Old Tes-
tament and as a prophet of the New Testament.
Jezebel wanted to kill Elijah, fearing his pro-
phetic power and being a man of God. Elijah fled
from her into the wilderness, and after staying
there for five months the Holy Spirit returned to
him. The fundamental symbolic line of how the
prophets understand fornication is the retreat
from Jehovah, which is the worst religious infi-
delity! Infidelity is naturally connected to a line
of stereotypical understandings of the behaviour
of the female kind (seduction, intrigue, infidel-
ity), out of which, no matter how big of a para-
dox this sounds, the representatives of the male
kind come forth. The woman-deceiver appears as
an exceptionally productive figure in the mytho-
logical-allegorical biblical symbolism: she is in a
state of double transgression: the wife deceives
her husband and so deceives the divinity in the
male religious position, and secondly — she de-
ceives the feminine in herself. Of course, the an-
cient patriarchal subject (being even a prophet,
like in our case) never reason through socially
historical reasons of its gender situation, but ac-
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cepts them as eternal and normal, and often as
sacred.

These conclusions might refer to the last story
in the cycle — Story of Theophany the Barmaid,
which by itself is expressing historical-legendary
motives. This popular composition has a historic
backing around which develops the plot. In it,
although in a modified manner, the conspiracy of
queen Theophany and John Tsimiski against the
Byzantine Emperor Nikephoros II Phokas (963-
969), son of Emperor Bardas Phokas, is being
presented. The reliability of the facts given in this
story was subject to research of prominent re-
searchers: P. Sirku, K. Mecev, S. Dill, E. Tur-
deanu and others (Antuk, 1978: 209-214). The
historical data are followed up through the prism
of traditional folks-fable interpretations, sup-
ported by fictional elements. The motive of Cin-
derella is transformed in its content. In fact, the
king married the daughter of the landlord inn-
keeper, through the practice of looking for the
bride with the help of a small shoe — a character-
istic motive in the folk tales.

Possibly, the author of the story originates
from the monastic orders in Greece, which glori-
fied Nikephoros Il Phokas, whose ambition was
the extreme ascetic component of Christian life.
The story entered the south Slavic literary com-
munities not earlier than the 13" and 14™ centu-
ries, and the literary production has witnessed the
period of the 14™ century (the Belgrade transcrip-
tion, No. 104, as the oldest known transcription).
It shows many similarities with the text of the
Tikves Collection. In the literary tradition this
narration is present also in the: Collection of
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priest Pribil from 1409; Collection of words and
hagiographies (Sofia, NL No. 299, Conev II 681)
and in one more apocryphal collection from the
same transcriptional collection. These texts show
inconsiderable deviation which implies to their
common source, so far unknown but older than
these and most probably of South Slavic — Mace-
donian or Bulgarian — origin. The source might
be a translation from Greek texts, which is be-
lieved to have had a great influence on the south
Slavic literature. Two editorials developed out of
this source. The older transcription No. 104 em-
phasizes the path to godly submission of Phokas’
eight brothers, a motive which is missing in the
other transcriptions of the XV century (AHTHK,
1975: 211). The differences are in regard to the
changes in the composition of the text, such as in
the transcription of the Tikves Collection, which
brings more logical and accurate details. As for
the compositional changes that are worth men-
tioning, we may emphasise the shifting of the
paragraph of the devout King Phokas from the
beginning of the story (as it is in the Belgrade
transcription) to the middle of the Tikves Collec-
tion transcription, right after marrying Theo-
phany, due to the necessity to explain the King’s
motive of not wanting to live in matrimony with
his wife. The second edition represents an addi-
tional adaptation of the text in order to compre-
hend the composition in the evil women story
corpus (Iletkanora, 1992: 245-246).

An additional proof with regard to the as-
sumption of secondary adaptation of the Story of
Theophany, is the general stylistic and notional
direction of the rest of the texts in the cycle of
“bad women” in such collections as Tikves Col-
lection. Through a socially/verbal constructed

psychological reality — the capability of adultery
and fornication transforms into an emblem of
female essence with recognizable feature of sin-
ful (therefore in every) female presence. After the
woman commits an infidelity (in our case it is a
capricious decision, because her husband didn’t
want to respect the law of marital bed and so she
cheats on him with his advisor Tsimiski), the
story easily starts a series of symbolic manifesta-
tions, where betrayal in the form of fornication,
intrigue, murder and above all “femininity”, en-
hance the scope of (astounding) situations and
monstrous features (Theophany cunningly exe-
cutes her husband and his eight brothers).
Theophany is guided by greed in a moral sense,
which can be explained as a lack of strong faith
in God, prone to “disgusting” cults, moral and
religious inconsistency. The Story of Theophany
comprehends the patriarchal thinking in its char-
acteristic dichotomy, which works through the
principle of oppositions. The cognitive and as-
sessment relation of their reality asks their world
to normalize in pairs of opposite features and ap-
pearances. The bodies of Phokas and his brothers
release holy breath which speaks about the divine
character of their flesh. That enhances the di-
chotomy of the relation male: female into divine:
profane, and pure: sinful.

In conclusion, given the former examples of
inclusion and exclusion of the gender treatment
in the episodes between biblical and belletristic
medieval texts, the symbolic signification of (bib-
lical) history is infiltrated into the diatopic space
of relations between clerical and secular, divine
and human, social and intimate, and above all,
metaphorically — between male and female.
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Maja JakumoBcka-Tomuxk

7KeHCKHOT NPUHIUI BO OMOJIMCKHOT U BO PACKAKYBAYKHOT KOPILYC
Ha CPeJHOBEKOBHATA JIUTepaTypa
(Pe3ume)

Bo Tekcrort, 3a Hac € Ba)KHO, Jja Ce MPOCIIeIH MIPOLECOT BO KOj C€ KOHCTpyUpa Oubinckara , )KeHCKOCT,” Kako
PEATHOCT Ha TATPHjapXaJHUOT COIMjaJeH MOJEN M HEj3MHATa ,.ananrtaiuja” Bo bubnujata u Bo Oenerpuc-
TUYKWTE CpPEJHOBEKOBHM TEKCTOBH. Hammrte npumepu npeky OMOJMCKHUTE NpPETCTaBH W IPETCTABUTE BO
anokpuuTe U CpeJHOBEKOBHHUTE packa3zu Ha Anam u EBa, Ha ABpam u Capa, Kako M IMKIYCOT packasu 3a
HJommte sxkeHn” (danmra, BemsaBenma, Upommjana m Teodana) ox THKBEMKHOT 300pHHK BO pejandja co
CTepEOTUITHHUTE TIPETCTaBu of buOnmjara, ke HM MOCTYyXkaT Kako ,,aHTPOIIOJIOIIKA W OHTOJIOIIKA MAaTpHUIla Ha
LENMOT CHCTEM OJ TOTJIEAW 3a JKeHaTa M JKEHCKOCTa cropen OMOIMCKOTO cakame Kako KOHCTPYKT Ha
CpPETHOBEKOBHOTO TIOMMame. 3a HAC € Ba)KHO JIa Ce OJTOBOPH Ha IMPANIameTo Jallil U KaJle eBEHTYAIHO MTOCTOH
OTCTalyBamke OJ CTCPEOTHUINTE Ha IpeIBUAIHBATA WHTEPIpETaldjaTa Ha JKEHCKOcTa o7 OuOimckara BO
HEKaHOHCKaTa W OEeNeTPUCTUIKATA CPSTHOBEKOBHA KHIDKHHHA. OBHE TEKCTOBH CE MPOCIEAYBaaT MPEKy HUBHUTE
BapHUjaHTH COTJIEJIaHH BO CPEJHOBEKOBHHMTE 300pPHMIM CO MEIIOBUTA COAPXKHMHA TJIABHO OJ jyKHOCJIOBEHCKO
MOTEKJIO OJ THIOT Ha: beiarpaackuor 300pHUK, TUKBEMIKHOT 300pHHK, Benemkoro 300pHUYe, 300pHUKOT Ha
mortot IIpubun ox 1409 romuna, Bykyperiku 300pHuK 1 ap. OcoOCHO 3HAYAjHU CE MPUMEPHUTE BO MOMYJIAPHUOT
TukBemku 300pHUK.

Kayuynu 360poBu: OHOMMCKH poj, OMONMCKA ,,KEHCKOCT', YOBEKOBA ITOJIOBOCT (MaXX: YKCHA), CPECIHOBCKOBHA

OeneTpuCTHKa, LUKIYC packasd 3a JIOWIUTE XKCHH, CPECAHOBEKOBHU 300PHHIM CO MELIOBHTA COINpP)KUHA, THK-
BEIIIKH 300pHUK
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THE END OF DIFFICULTY: COLERIDGE AND WILLIAMS
ON BIBLE AND LITERATURE

Key words: difficulty, Bible, literature, Samuel Taylor Coleridge, Rowan Williams

On hearing [Jesus], many of His disciples said,
"This is a difficult teaching.

Who can accept it?"

The Gospel of John, 6:60

‘Modern poetry is supposed to be difficult’
T. S. Eliot, The Use of Poetry
and the Use of Criticism*

Introduction

This conference addresses the Bible and Litera-
ture from the perspective of different disciplines
and discourses. One experience we all have all
shared, at least on occasion, with respect to both
Bible and Literature, is the experience of finding
a book or a passage ‘difficult’. One recent expo-
sition of why we might call the Bible ‘difficult’ is

"' T. S. Eliot & J. Harding and R. Schuchard, The Complete
Prose of T. S. Eliot: The Critical Edition: English Lion,
1930-1933 (Baltimore: Johns Hopkins University Press,
2015), p. 689.

given in The Bible Made Impossible by Christian
Smith, of the University of Notre Dame. He
writes:

The problem is not that the theoretical claims to
biblical sufficiency or authority [or clarity] are
proved to be wrong or erroneous per se; rather,
they are defeated in relevance by the undeniable
lack of interpretive agreement and consistency [...]
The Bible contains a variety of texts that are prob-
lematic in different ways [...] Some are passages
that are simply strange. And some are texts that
seem to be incompatible with other texts.”

A formal definition of ‘difficulty’ in literature
is offered by The Princeton Encyclopedia of Po-
etry and Poetics:

% Christian Smith, The Bible Made Impossible: Why Bibli-
cism is not a Truly Evangelical Reading of Scripture

(Grand Rapids, MI: Brazos Press, 2011), p. XI.
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Resistance to swift and confident interpretation.
While the term more accurately denotes an inter-
pretive experience in affective terms [...] difficulty
is a quality conventionally attributed to [texts]
themselves.”

Here I offer five reasons why texts might be
experienced as difficult — as resistant to swift and
confident interpretation. These track the typolo-
gies of difficulty set out by T.S. Eliot in his lec-
ture, The Use of Poetry and the Use of Criticism,
already referenced, and George Steiner in his es-
say, ‘On Difficulty’.*

Difficulty arising from failure of the reader
Difficulty arising from failure of the author
Difficulty arising from the complexity of the sub-
ject matter

Difficulty arising from contextual factors (histori-
cal or cultural distance, for example)

Difficulty ‘chosen’ by the author — for some ‘end’,
benefit or good

It is this final kind of deliberately introduced,
purposeful difficulty that interests me. What are
the goods, benefits, ‘ends’ intended by an author
when she intentionally makes a text difficult?

We readily recognise that some literary texts
are intentionally made difficult by their authors —
T. S. Eliot’s work, and modernism in general,
being an excellent example. But if we were to

3 Roland Greene (ed.), The Princeton Encyclopedia of Po-
etry and Poetics, Fourth Edition (Princeton: Princeton Uni-
versity Press, 2012).

* George Steiner, ‘On Difficulty’ in The Journal of Aesthet-
ics and Art Criticism, Vol. 36, No. 3, (Spring, 1978), pp.
263-276.
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remain entirely within the realm of academia, of
narrowly professional discourse on texts, we
could happily resolve all questions of the ‘diffi-
culty’ of the Bible into one of the first of my four
causes of difficulty: Failure of reader — Perhaps
we secular moderns are just not good at these
kinds of texts; Failure of the author — While the
Scriptures contain great prose and poetry there is
also semi-literate, Koine, street-Greek; Subject
matter — Attacking questions of meta-physics,
attempting a totalising account of reality is intrin-
sically tricky; and, finally, Contextual — As has
been observed by philosophers and theologians, a
broad, deep ditch of time, culture and history,
divides us from these texts.

However, while I’'m only a part-time aca-
demic, I am a full-time Priest, Chaplain and pas-
tor to students at the University of Oxford. There-
fore, I find it hard to remain entirely within the
academic discourse. I’'m also troubled by, and
interested in, the questions brought to me by stu-
dents wrestling not just with texts, but with ques-
tions of faith relating to those texts.

For the religious community, in my case a
Protestant, Western, Christian community, the
difficulty of Scripture cannot be completely ‘re-
solved’ into those initial four categories. If we
have a traditional, high view of Scripture, we
stand with the Apostle Paul, writing to his disci-
ple Timothy, affirming: ‘All Scripture is God-
breathed and profitable for teaching’ (2 Timothy
3:16-17). Christian faith and doctrine understands
God as, in some sense at least, the ‘author’ re-
sponsible for Scripture. We are compelled to seek
some goal, purpose or end in the Bible’s diffi-
culty.
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In what remains of this paper, | would like to
offer two short, constructive sketches of what
might be the ends / beneficial purposes of diffi-
culty in Bible and literature. The first sketch is by
a great poet who also wrote theology — Samuel
Taylor Coleridge. The second sketch is by a pro-
fessional theologian who is also a poet — Rowan
Williams.

First Constructive Sketch: Samuel Taylor
Coleridge, Confessions of an Inquiring Spirit®

In this essay, Coleridge attacks one strategy
which tried to smooth-over and iron-out diffi-
culty in Scripture — an extreme, positivist theory
of plenary verbal inspiration. For Coleridge, the
‘infallible dictation’ doctrine far from overcom-
ing difficulty makes matters worse, giving rise to
a completely unmodulated, undifferentiated
‘voice of God’ speaking in every book, chapter,
verse, word, syllable of the biblical text.

In Confessions of an Inquiring Spirit, written
towards the end of his life and published posthu-
mously, Coleridge writes a series of seven letters
to a friend, outlining what he believes to be a bet-
ter, more faithful, more fruitful approach to bibli-
cal interpretation.

We see why Coleridge rejects ‘infallible dicta-
tion’:

Because the Doctrine in question petrifies at once
the whole body of Holy Writ with all its harmonies
and symmetrical gradations [...] turns it at once

5 Samuel Taylor Coleridge, Confessions of an Inquiring
Spirit (Stanford, CA: Stanford University Press, 1957).
® Coleridge, Confessions, pp. 44, 63.

into a colossal Memnon’s head, a hollow passage
for a voice, a voice that mocks the voices of many
men, and speaks in their names, and yet is but one
voice and the same; - and no man uttered it, and
never in a human heart was it conceived.’

Of greater relevance to this paper is Col-
eridge’s constructive proposal, especially as it
relates to the purpose or end of difficulty in
Scripture. Letter IV tells of a Sceptic — ‘serious
and well-disposed’, ‘halting, yet with his face
towards the right path’ — who had dismissed the
Bible entirely because he could not reconcile
what he found in the text with the extreme and,
ultimately, untenable hermeneutic of ‘infallible
dictation’. The Sceptic tells Coleridge:

I am told this Doctrine [of infallible dictation]
must not be resisted or called in question, because
of its fitness to preserve unity of faith, and for the
prevention of schism and sectarian by-ways! — Let
the man who holds this language trace the history
of Protestantism, and the growth of sectarian divi-
sions ... And then let him tell me that for the pre-
vention of an evil which already exists, and which
the boasted preventive itself might rather seem to
have occasioned, I must submit to be silenced first
by the learned Infidel, who throws in my face the
blessing of Deborah, or the cursings of David, or
the Grecisms and heavier difficulties in the bio-
graphical chapters of the Book of Daniel, or the
hydrography and natural philosophy of the Patriar-
chal ages.®

7 Coleridge, Confessions, pp. 51-2.
¥ Coleridge, Confessions, p. 61.
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Challenged by Coleridge to trust God and
embrace the difficulty (rather than attempt to by-
pass or ignore it), the sceptic’s experience of the
Bible is transformed. Coleridge writes:

Studying the sacred volume in the light and in the
freedom of a faith already secured, at every fresh
meeting my Sceptic friend has to tell me of some
new passage, formerly viewed by him as a dry
stick on a rotten branch, which has budded and,
like the rod of Aaron, brought forth buds and
bloomed blossoms, and yielded almonds.

[The difficulties] are neither more nor greater than
may well be supposed requisite, on the one hand,
to prevent us from sinking into a habit of slothful,
undiscriminating, acquiescence, and on the other,
to provide a check against those presumptuous fa-
natics, who would rend the Urim and Thummim
from the breastplate of judgement, and frame ora-
cles by private divination from each letter of each
disjointed gem, uninterpreted by the Priest, and de-
serted by the Spirit, which shines in the parts only
as it pervades and irradiates the whole.’

These final paragraphs offer a succinct sum-
mary of the benefits, the ends of difficulty as far
as Coleridge understood them:

Difficulty is intimately related to the revelatory
power of Scripture. When difficulty is embraced,
rather than artificially avoided, the dry, dead rod of
Aaron blooms, blossoms, and brings forth fruit.

Difficulty is a medicine with the potential to cure
laziness and to press responsibility upon the rea-

? Coleridge, Confessions, pp. 64-5.
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der, ridding him of ‘slothful, undiscriminating ac-
quiescence’.

Difficulty calls into question the appropriateness of
individual reading and interpretation — ‘private
revelation’ of ‘presumptuous fana-tics’.

Second Constructive Sketch-Rowan Williams,
Writings on Scripture and Literature

Rowan Williams is a natural person to turn to
on questions of difficulty. The first book-length
treatment of his thought by another theologian
was entitled — A Difficult Gospel." And in the
postscript to his influential, early monograph,
Arius, Williams writes:

‘Making difficult’, this confession that what the
gospel says in Scripture and tradition does not in-
stantly and effortlessly make sense, is perhaps one
of the most fundamental tasks for theology.'

Many of his books and essays bear witness to
his wrestling with the purpose of difficulty and
identify ‘ends’, beneficial purposes, that bear
striking resemblance to the three just seen in Col-
eridge:

Difficult texts that demand a costly form of atten-
tion have formative power.

Difficult texts act as signposts towards the need for
an ‘interpretive community’.

19 Mike Higton, Difficult Gospel: The Theology of Rowan
Williams (London: SCM Press, 2004).

' Rowan Williams, Arius: Heresy and Tradition (London:
SCM Press, 2001), p. 236.
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Difficult texts have a unique kind of revelatory po-
tential.

The Formative Power of Difficult Texts

In Dostoevsky: Language, Faith and Fiction,
Williams defends the point-of-view that identifies
Dostoevsky as a Christian and, indeed, an Ortho-
dox novelist. Against those detractors who see
Dostoevsky as vacillating and lacking religious
conviction, Williams argues that an authentically
Christian narrative, one that avoids superficiality
and Kkitsch, must retain ambiguity:

In writing fiction in which no formula is allowed
unchallengeable victory, Dostoevsky has implicitly
developed what might be called a theology of writ-
ing, specifically of narrative writing. Every fiction
is at its most fictional in its endings, those pre-
tences of closure and settlement. Every morally
and religiously serious fiction has to project some-
thing beyond that ending or otherwise signal a
level of incompletion, even in the most minimal
and formal mode, indicating an as yet untold story
[...] You do not find fundamentalist novelists
(only what you would have to call fabulists, writ-
ers of narratives with closed significance).'

In an essay, ‘The Suspicion of Suspicion:
Wittgenstein and Bonhoeffer’, Williams suggests
that great art, visual or literary like the novels of
Dostoevsky, demands a costly form of attention:

12 Rowan Williams, Dostoevsky: Language, Faith and Fic-
tion (London: Continuum, 2008), p. 60.

Sometimes you will hear people talking about the
‘life’, even the ‘inner life’, of a picture [poem or
novel]: the sense that the viewer [reader] has of not
exhausting the object when all its details have been
taken in, a quality that can sometimes be called en-
igmatic, sometimes warm, spacious, or deep [...] if
we speak of its inner life as what teases and eludes
us or what invites us simply to look and absorb,
without ‘results’, without decoding, we mean, I
think, that the [artwork] strikes us as sufficiently
solid, sufficiently realized in itself or worked
through, that it resists being mastered and made to
serve some function in our mental programme.

The attentive, costly engagement demanded
by such art is formative. Coleridge saw the strug-
gle with the difficulty of Scripture as an impor-
tant bulwark against laziness and irresponsibility.
Williams, following one of his heroes, St Augus-
tine, sees it as a part of Christian discipleship:

The Christian life itself, as we have seen, is in con-
stant danger of premature closure, the supposition
that the end of desire has been reached and the
ambiguities of history and language put behind us;
and thus the difficulty of Scripture is a kind of par-
able of our condition ... It is not suggested [by
Augustine] that the difficulty of the sacred text of-
fers a kind of elevated recreation for advanced
souls ... The recognition that revelation is not ob-
vious to the fallen mind is humbling, and humility
is the indispensable soil for caritas to grow upon."*

13 Rowan Williams, Wrestling with Angels: Conversations in
Modern Theology, ed. Mike Higton (London: SCM Press,
2017), p. 198.
4 Rowan Williams, On Augustine (London: Bloomsbury,
2016), p. 48.
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Signposting the need for an interpretive
community

Second, Williams argues that engagement
with difficult texts shows us that interpretation
must be a communal rather than an individual
practice. Difficult texts can be dangerous texts.
He says, ‘it becomes possible for someone to
look into the text and see only difficulty, and into
the heart and find only emptiness, if there is no
interpretive community to settle meanings.’

Understanding, explaining, interpreting are not ef-
forts of an individual to penetrate a surface: they
are social proposals for common reading and
common, or at least continuous activity (a gesture
or performance that in some sense goes on with or
takes up from mine). "

Williams, like me of the Protestant, Western,
Christian tradition, pushes back against very in-
dividualistic habits and practices of readership
and interpretation, towards a prioritisation of the
communal, liturgical reading of earlier ages and
other traditions.

The Possibility of Revelation

The final end of difficulty explored by
Williams is a more metaphysical, we might even
say mystical, event. In his recent book, The Edge
of Words: God and the Habits of Language,

'S Rowan Williams, ‘Theological Reading’ in Susan M.
Felch (ed.) The Cambridge Companion to Literature and
Religion (Cambridge: Cambridge University Press, 2016)
pp- 21-34, especially 23.
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Williams addresses the challenge of speech
about God.

The challenge in speaking about God is the chal-
lenge of referring appropriately to what is not an
object among others or a definable substance that
can be ‘isolated’ and examined.'®

Rather, God is the context, the frame, the
condition of possibility of all things, the horizon
towards which all human speech strains. As you
can’t refer to or denote this directly, God is al-
ways to be found at the points at which routine
description fails.

Where Coleridge, harking back to his early
poetic creativity with Wordsworth, favours the
bucolic metaphors of the budding, fruiting, blos-
soming branch as a means of representing ‘reve-
lation’, Williams speaks of revelation in terms of
a ‘phenomenology of explosions’.'” Difficulty
may be the sign, the materiel, or even the mani-
festation of the ‘explosion’ that occurs at the
moment of ‘the breakdown of speech when it
turns to God’ — and tries to name and signify that
which is not one more object among others, and
again at ‘the breakdown of speech when it is un-
able to turn to God’ — and is forced to face its
own instability, impermanence and provi-
sionality."®

For Williams this experience of the boundary
or, actually, of boundlessness can be a moment of
revelation:

16 Rowan Williams, The Edge of Words: God and the Habits
of Language (London: Bloomsbury, 2014), p. 17.

'7 Williams, The Edge of Words, p. 34.

'8 Williams, The Edge of Words, p. 34.
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If our speech is consistently opening out onto the
horizon of further questioning, we can begin to see
how this trajectory, for practical purposes unlim-
ited in prospect, may carry with it a shadow of the
image of an infinite flow of activity characterized
by what we can only think of as generosity. "’

Conclusion

At the end of this short paper, I would like to

close with one testimony to the end, beneficial
purpose, or aim of difficulty:

! Williams, The Edge of Words, p. 32.

I wander and scour [the Old Testament], winded,
sweating from humanity’s condemnation, and
Christ meets me and refreshes me everywhere in
those books, everywhere in those Scriptures,
whether out in the open or in hidden ways. He sets
me on fire, sparked by the desire that comes from
the difficulty in discovering Him, so that I may
soak up what I avidly find and, by what’s hidden
in its marrow, reach journey’s end in good health.
Saint Augustine®

20 Augustine, Contra Faustum, 12.25-27.
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IlonaTan BpanTt

Henra na nanopot: Konpny nu Bunnjamc 3a bnéimjata u kHnxeBHOCTA
(Pe3nme)

MoskeMe niecHO Jia 3a0eeXiuMe JIeKa IOCTojaT OJPEIeHH aBTOPH KOM HaMEPHO IO OTE)XHYBaaT pa3OHpameTo
Ha CBOMTE TEKCTOBH, KAaKO IITO TOA CE BOOUYBa Kaj MOJepHUCTHUTE, Ha mpumep. L1ITo ce ogHecysa 1o ,,Harmopot*
BO pa3OupameTo Ha OJpeneHN OMONMCKM TEKCTOBH, €QHA OJ YETHPUTE NMPUYMHHN OW Omma: HeyclexX Ha YuTa-
tenoT. Ho, xou ce mpumoOMBKUTE O TEIIKOTHjaTa BO Pa30MpameTO Ha TEKCTOT LITO aBTOPOT HAMEPHO ja CO3-
naea? OHa IITO cakaM Jia 'o II0cCO4aM BO OBOj TPY[ € Ja MOHYAaM JIBa KPaTKH, HO KOHCTPYKTHBHHU OIKCH Ha OHA
LITO MOJKE J1a MIPOM3JIe3e KaKo MPUAOOUBKA OJ] TELIKOTHHUTE BO pa3OMparmeTo Ha OMOJIMCKUTE M Ha KHU)KEBHHUTE
TekcToBH. IIpBHOT ommC ce OJHECYBa Ha €lIeH MOeT KOj MMIIyBalle U TeoJolKku TekcToBu — Cemjyen Tejimop
Kosnpuy, a BTopHOT OITUC ce 0JTHECYBa Ha eJIeH TeoJIOT KOj MUIllyBa u roesuja — Poyan Buijamc.

Kayunu 300poBu: HaopHoct, bubnuja, kumxesnoct, Cemjyen Tejnop Konpuy, Poyan Bunujamc
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IIPABOCJIABHATA ACKETHUKA M )KEHCKHAOT EPOC
(HU3 IIPU3MA HA POMAHOT OBJIEKA HA JJVIIIATA
OJ1 BOIIKO CMAKOCKM)

KuyuHu 360poBH: mpaBociIaBHa aCKeTHKa, )KEHCKH epoc, bomko Cmakocku

CtpaBoT O Bile3eH BO KOCKHTE Ha MAIIKUTE
YJICHOBM Ha cemejcTBoTO Ha Jlabwxkup Crema-
Hond of ceno Pacnar. JlBe opau jaHn4apu, KOu
MUHYBaJIe HU3 TO] Kpaj, OwWje pacmopeIeHd BO
CEJICKHTE KyKH 32 JIa C€ 3aCOJHAT OJ HEBPEMETO
mro v 3adartuio. Tpojua o1 HUB — BO KyKaTa Ha
crapuoT [laOmxuB, BO KOja >KUBeeJe HErOBHTE
nBa cuna Ilepyn u Tpudyn co cemejctara. XKe-
HUTE ¥ JlelaTa ceziele 3aTBOPEHHM BO 3ajHaTa
co0a, ofieKa BO MpenHata Onie MakuTe 3aeJHO
co Bojuunute. [locnenuure, mak, HAMOKPEHU Of
JIOXKJIOT, Celielie coceMa pacoOJIeUeHn Kpaj or-
HUIITeTO. MakuTe Ouiie MperJiameHd Ha CMPT 32
cBoute xeHu. [lo nen nen momuHaT BO cobara,
[epyHunia noBeke He MOXKena Jia U3APKH, Ma U
nokpaj cure odbuam Ha [lepyH na ja cmpeuw, ja
TypHaJIa BpaTaTa ¥ BJerja Bo IpenHara coda.

ITokpaj OTHOT TH BHJE pasroelHUTe TypIIH.
Jena 1a Gea ke ce obujea Ja ja MOKpHUjaT cpa-
MoTHjaTa, Aa ce cTyTkaar. Ho Tue, cecuiHmTe,
VIITE TOBEKE I'M pacueKkopHja HO3ETe, a OUUTE TH
BIIEPHja BO JKEHATa KAKO BO HEIPHjaTEJICKH Ipajl,
UM cBeTea HeHacuTHo. [lepyHuna, npedaTeHa co
3a0aHOT, MOMUHA MMOKPaj HUB, TH U3IJIEAa BO Cpa-
Mortdjata. ['m uW3riaena paMHOIYIIHO W BO3Ap-
*aHo, kako kaauja! Ilotoa m3ne3e HM3 Bpara,
otune nma ce onecHu. Kora ce Bparu, ja BuIe
ucTaTa ClIHKa, jaHMYapurte ce TeraBea kpaj Or-
HOT, J[aOWKXWB — HH >)KMB HU MPTOB, a [lepyH u
TpudyH kako KynuiiTa roMmHa mpej Bparute. Ha
jaHWYapuTe UM O0ea OMIIMTaBeHH TellaTa, He Ode-
KyBaa TOJIKY ocTap morjien on xena. [lepynuna
HE BJIe3e BO cobaTa, ocTaHa HHU3 KyKH, TH CyIpa-
BaIe paboTuTe, He OOpPHYBajKH UM BHIMAaHWE Ha
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pasronenure Typuu. Taa u He cdaTh Ha KakBa
MaYHUHA TH CTABU: Jia OMJaT HEBAXHU U CIIOpEI-
HU, Kako Bpamnu. TOJKy UM ce Hamajuja Tejara
Ha Typuwmre, Ta moOp3aa na cu T'M CKpHjaT BO
YIITE HeCYBHTE YAKIIUPH (...)"

ABTOpOT ja 3aTBopa CcCIleHaTa CO CIICIHHUOB
CTIHJIOT:

MakenoHCKaTa >KeHa, HajyecTo, HE € CBECHa
3a cBojata Mok. Taa W HajxpaOpure pabOTH TH
M3BelyBa Kako OOMYHHM, 3aTOa HHUKOTAll HE CH
npuiaBa BaXHOCT, MHCIM J€Ka IO HalpaBuia
oHa mTo Tpebano ma ro Hampasu (...) [lepyrmia
(...) cera Mamkoct Ha Typuure uMm ja cBexe 0
M3JIeryBambe el BPaTa, J0 Majia HykK/a’.

[lepynuiia He € MPOCTO MpUBIICYHA JKEHA —
Taa e majkaitia B0 JoMoT. Cexoj Max BO AOMOT
nobuBa cuMmOoIMuku cratyc Ha cuH. OHOj HITO
Ke Mocaka Ja CTaHe HEj3UH ,,Jamyc”, ma ce
MOCTY)KHME CO ja3WKOT Ha TCHXOaHAIN3aTa, ce
COOYyBa cO Hea Ha cyry0 Ha4WH — O] e/IHa CTpa-
Ha KaKo CO MpeIMeT Ha MOXOTHaTa eida, a of
Jpyra — Kako CO TpedKa IITO r'0 OHECTOCo0yBa
na ja ocTBapu »keibata. CUTE CHIHM MaXXHd BO
KykaTa ce HHWYKOCAaHW — W jaHWYapuTe, U HEj3HU-
HHOT CONpYT €O JeBepoT W cBekopoT. [Ipsure
KakKO HaTpalmHuiou H Hanafatm, a BTOpPUTE KakKo
OpaHuTeNnM Ha HeEj3UHATa dYecT. BeymHoct, u
eIHUTE W APYIUTE CTaHale >XPTBH HA HCTaTa
npesiecT — TOMHUCIIaTa JeKa Majkaitia MOXKe Jia
Ooune oOecuecteHa. Ennute BepyBane gexa
MOJKaT Jia cTamnar BO MOJIOB OJTHOC CO Hea, 10/eKa
JIpyTUTEe BepyBaje Jieka ja WMaaT yjorara Ha

! Bomko Cmakocku, O6rexa Ha Oywaitia, Cxomje 1986, 111.
2 Bomko Cmakocku, Obnexa Ha Oywaitia, Cxomje 1986, 112.
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Hej3uHM 3aiuTUTHUIM. OyeKyBamaTa Ha JBETE
cTpaHu ocraHaje HewcrnoimHeTH. CE mojeka xe-
HaTa TO UMa CUMOOJHMYKHOT CTaTyC Ha Majka —
HEj3MHAaTa JAOMHHAIHMja BO JOMOT OCTaHyBa He-
NPUKOCHOBEHA.

[IpobnemMoT BO OBaa MpeTcTaBa ce COCTOM BO
camMoMapruHaiusupameTo Ha IlepyH BO cBOjOT
corctBeH JoM. Hamecto T0j nma Ouae TaTko Ha
CEMEjCTBOTO, CIMHCTBEHUOT Nan aH Ha [lepyHu-
11a, K0ja r0 HOCH HETOBOTO MME, TOj ja CIIOeIyBa
yJoraTta Ha AeTe, 3aeHO CO CHTE APYTd MPHCYT-
HU BO JOMOT. [lepyH He e peajm3upaH Max Ha
HauYMHOT Ha kojmro [lepyHuna e peanusupana
xeHa. TOKMy 3aToa, HETOBHOT €pOC € HECKPOT-
nuB. Toj HE TO Haora €pOCHOTO 3aI0BOJICTBO BO
3aeJ[HHIIATA CO COIICTBEHATa COMNpYyra, TyKy TO
Oapa Bo omamte Ha TypumHkara EmuHe, BO Koja
0e3yMHO ce BJbyOyBa. ACKETCKOTO pa3Oupame Ha
BJbyOCHOCTa KaKO TIOTPEIIHO HAacoYyBame U
Hepealn3alyja Ha epocoT € WICATHO OTCIMKAHO
Bo mnpumepor Ha Ilepyn. IlorpemHoro Haco-
YyBamke€ Ha KOIHE)XHATa €Hepruja Ha YOBEKOT
BOJIM KOH HEMOXXHOCT 32 HEj3WHO 33JI0BOJTYBAIbC
— KOJIKY TIOBEKE Ce CTPEMH KOH IMOTpeLIHaTa el
TOJIKY IONpa3eH OCTaHyBa M TOJIKY IOBEKe Ha-
MOpH BJIOXYBa JIa Ce 3aJI0BOJIK 0€3, MPUToa, Ja ja
NPOMEHH HAacoKaTta M TIPEIMETOT Ha CBOjOT
ctpemMex. Toa € MeXaHU3MOT Ha MOpoKoT. [lepyH
on0uBa ma OWae OHA INTO € CAMMOT — ILAilKO,
T.€. €IWHCTBEHHOT KOj MOXE Ja ce Hajie BO
cuMOoNMUKa Mo3uLuja Ha ,,(axyc Bo onHOC Ha
Majkara. CuMOOIMYKaTa pefaluja TaTKo — MajKa
€ MPOCTOPOT BO KOj €pocHATa €Hepruja Hempe-
YEeHO IUPKYJIHMPA U CE OCTBAPYBA.

UzpaseHo mpeky KOHLENTYaJHO-TEPMUHO-
JOMIKKOT arapar Ha MpaBOCIaBHATA ACKETHKA,
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penanyjata TaTKO — MajKka UMa CaKpaMCHTAaJCH
KapakTep. bubmuckure 300poBH ,,00ajmaTa ke
OMIAT eQHO TEIo™ He MPETCTAaByBaaT CaMo
pEeNMTuo3Ha J03BOJIA 32 TEJIECHO COCIHHYBAME
Mery CONPYXHHUIUTE TyKy O3HA4yBaaT, Mpeja ce,
eIMHCTBO Ha OuTreH miaH. CTaHyBajKu pUYIaACT-
HU Ha TaMHCTBOTO Ha lIpkBaTa, Ma)XOT U KeHara
CTaHyBaaT camuTe TauHCTBO. CTaTycoT Ha Maj-
YUHCTBOTO M TATKOBCTBOTO ja HAaJMHHYBa OHO-
JIONIKaTa JEeTePMUHUPAHOCT Ha  YOBEYKOTO
MOCTOCHE — CaKPaMEHTAJHHOT CTaTyc He ce
nobuBa 1Mo Hyosicroci (peKy OHMOJIOUIKO 3auHy-
Bamke M parame), TYKy o c10600a. Bo KOHTEKCT
Ha aHAJIM3WPAHUOT HapatuB, llepyH e Max Ha
[lepynuiia ¥ TaTko Ha TpH Je€la, HO TOj HE €
TaTKO BO CUMOOJMYKA CMHCIA — TOj, BCYIIHOCT,
“Ma CUMOOJIMYKYU CTAaTyC Ha CBOEBHIIHO ,,HAjCTa-
po nmere Ha llepynmma“. Toj cranyBa nma ro
0JI0paHM HEJ3MHOTO MajuYMHCTBO, HO HE KakKo
TaTKO, TyKY KaKO CHH — 3aTOa HETOBHOT OOHJ Jia
ja cripeuu nma msnese oj cobara e OeneH. Majka-
ifia ja TypKa BpaTaTa W CTalyBa BO cobara ImoiiHa
CO HEJIOpPAaCHATH MaXKH, CO TIOTJIE]] UM TIpecyayBa
Y 3aMHHYBa TI0 TOJIeMa HYXJa — MMOKaXYBajKH CO
TOa KOJKY BpeId W INTO 3aciyKyBa HUBHATa
jajoBa ,,MaIIKoCT .

[lo oBoj HacTaH BO OYHWTE Ha COCEIAHUTE
[lepynuna cranamna noseke of camo ,,Ilepynumna‘
— majkara Ha [lepyHoBute neua. He ocranana Hu
camo ,llepynuma“ — majkara Ha llepyHOoBHOT
oM. Taa crekHama craTyc Ha Majka 3a Yeioiio
ceio:

* Edpec 5,31.

[Ipuxasuute 3a [lepynunia, Ha cute, ¥ CTapo U
MJIaJ0, UM JI0j70a KaKo 3HaMe Ha OTHOPOT, HEj-
3MHOTO KPYIMHO TEJO IIoJIeKa ja U3ryOyBarie
JKEHCKaTa TPUBJICYHOCT W C€ MPETBOpAIle BO
CBETOCT, BO HECTBAPHOCT .

Hej3nHaTta >KEHCTBEHOCT ja TpaHCICHIHUpaIa
nmpupoJiHaTa TenecHa yOaBuHA. OCTBapyBameTO
Ha €pOCOT BOJHU BO CBETOCT, KOja OJHAJIBOpP HE
MOXKe Ja Oujie CIo3HacHa M Kako TaKBa Haora
MECTO BO NPOCTOPOT METy CTBAPHOTO U HECTBAp-
HOTO. Taa mpeTrcraByBa MpEeAMET HA BOOJYIIE-
BYBalkh€ M IMOYUT, HO HE U HA UHTUMHO HOXHBY-
Bamke 1 OcO3HaBame. CBETOCTa OCTaHyBa HECIIO3-
HajMBa HAJABOp OJ Hea camata. [IpuvactHocTra
KOH Hea HE MOXE Ja Ce OCTBapH HaaBOP O
€pOoCHAaTa BPCKa CO CBETOTO. Pacyunayujaitia ox
MajYMHCKAaTa CBETOCT € TUIHMYHA 32 JETEeTO, HO
HEJ3UHOTO HO3HAHUe OCTaHyBa JOCTAITHO CIMHC-
TBEHO 3a TaTKOTO . HeclyuajHO MOMMOT ,,1103Ha-
Hue* Bo CBETOTO MHUCMO €€ OJUIMKYBa CO MCKITY-
YUTEITHA TOJUCEMUYHOCT, 03HAYYBAjKU T0, MEry
JPYTOTO, M MOJNOBOTO coemuuyBame’. Ho, mo3Ha-
HUETO HE Ce CBEIyBa CaMO Ha TEJEeCHATa 3aej-
Huma. Toa e caMo eJHO O]l HUBOAaTa Ha KOE ce

* Borko Cwmakocku, Obnexa na oywaitia, Cromje 1986, 120.
’ OTTyka M MojaTa Te3a [eKa KOHICIITOT 33 CBETOTO KaKO
mysterium fascinans moxe sa ce ojHeCyBa caMo Ha peiid-
THO3HOCTa KakKo ,,HeIopacHaTo* 3Hacwme 3a bora, xoe BO
CYIITHHA My € HHO Ha aBTeHTHYHOTO OOTOIIO3HAHUE HA CBe-
turenor (Bernard E. Meland, "Rudolf Otto, German Philo-
sopher and Theologian", Bo: Encyclopeadia Britannica Onli-
ne, mpucrareHo Ha: 1.2.2018). JKuBotoT Bo Xpucra crom
Haj PEJIMTMO3HOTO, KaKo ILITO CTOM W HaJl CEKyJapHOTO
pasbupame Ha ctBapHOcTa (Alexander Schmemann, For the
Life of the World, Sacraments and Orthodoxy, NY 1973,
107-113).

% 1. Moj. 4,1; 4. Moj. 4,1; 31,35.
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OCTBapyBa €JUHCTBOTO Ha MajkaTa CO TaTKOTO,
IIPEKy KOe THE I'0 CTEKHyBaaT HMBHHOT Cakpa-
MeHTaJeH cTaryc. CMuciaTa Ha COeAMHYBAaHBETO
HE ja TpaHCLUEHOUpa CaMO TEJIEeCHOCTa TYKYy H
WHTEPIIEPCOHATTHOCTA. XPHUCTHjaHCKUOT Opak e
3aeIHAIIA MeTy MaxX U keHa — Bo Xpucra. Tokmy
BO ,,TpeTHOT", BO XPHUCTOC, € COJpKaHa MPHUPO-
nata Ha OpauHara 3aeqHuua. Taa e 3aeAHUIA ,,BO
Xpucra“. Merycebnoitio coeAuHyBamke HE € Le-
Ta, TYKy cpedciligo 3a TIOCTUTHYBambE€ Ha IIENTa,
Koja e Xpucroc.

XKencknor npuHIMI Ha OJAro4ecTHETO BO
npaBociiaBHATA acKeTHKa HMa anaboka eKiHu-
cuosomika cMucna. Ilapanenara mery lLlpksara
Kako 3aeqHHUIIA Ha BEPHUTE, BO3IJIABEHA O
Xpucroc u llpecera boropoaumna, e amaboko
BpekKaHa BO TpeAaHckara cBecT. llpkBara e
HECKpLIIMBA — HE TMOpPaju Toa ILITO HEj3MHHUTE
YJICHOBU CE€ CIIOCOOHHU Ja ja oa0paHaT OJ UCKY-
LICHHjaTa ¥ OPOTUBHHULHUTE, TYKy MOpagd Toa
mto Hej3uHUOT JKenux u ['maBa e cammoT Xpuc-
toc. LlpkBaTa e nesecitiaitia Xpucitioga 1 BO Toa
CE€ COCTOU CYLUTHHATA HA JHCEHCKUOUL apxetuuil
Ha 3aeHHUIATa Ha BepHuTe. OBaa MHCa MOXeE /12
MOCITY>KM M KaKO M3JIe3Ha TOYKAa NMPU KOHCTH-
TyHpameTO Ha €JHa MCUXOAHAIUTHYKA TEOpHja,
Koja Om Omila BTEMeJNeHa Bp3 aHTPOIIOJIOIIKHUTE
MPETIIOCTaBKM Ha IpaBOCJIaBHATa ackeTuka. Bo
Hea MEeHTPAJIHO MECTO OW MMall apxelliuiloiti Ha
Majkaitia, HaMeCTO (POjIOBCKUOT apXeTHI Ha
TAaTKOTO, BTEMEJIEH BP3 €BpejcKaTa pelrrao3Ha
Tpagunyja. IIpuroa, 4eTHOTO MECTO HA UMAHEHT-
HHUOT ckiydyBad Ha Ctapuor 3aBeT, ABpaam, Ou
OWI0 OTCTalleHO Ha WMMAaHSHTHHOT oO0Opa3 Ha
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60FOMajKaTa MNPpEeTCTaBCH BO YHWHOT Ha bnaro-
BCIITCHUCTO.

kskok

Ceerocta u HectBapHOcTa Ha [lepyHnia Ha
Bormko CMakocky CYIITHHCKH M CE€ CIIPOTHUBCTA-
ByBa Ha €JHA Jpyra MpeTcTaBa 3a JKEHCKaTa
CBETOCT M HECTBAPHOCT, UMEHO OHaa kaj ["abpuen
lapcuja Mapxke3. Epocor Ha ybOaBumnata Peme-
JIMOC OJT CIIAaBHUOT pomaH ,,CTO TOJHHU CaMo-
THja* ce peann3upa BO HEj3MHATA HEJOMHPIINBA
ybaBuHa. Taa ce ABIKU pasroiieHa HU3 AOMOT U
CHUTE ja TJIe/laaT U ja TOKUBYBaaT Kako OOXHIIA —
Taa € JEBUIATA, ,JeBaTa‘“ Ha JAOMOT. ApXeTul-
HHOT KOHIIENT 3a cBeTocTa Ha boromajkara BO
NpaBOCIABHOTO IpeJaHue TyKa 3acTaHyBa Hac-
MpOTH OHOj Ha cBeTarta JleBa BO pPUMOKATO-
nudkoTo Onarouectue. Epocor Ha /[leBara ¢
3aTBOPEH BO HEj3MHATA HEAOMHPIMBOCT. AKICH-
TOT 3acTaHyBa Bp3 HEj3MHATa HECTBAPHOCT H —
ocTaHyBa Tamy. AHaIOTHO, Pemenuoc e HecTBap-
Ha U KaKo TakBa HE MOXE J1a OCTaHe BO OBOj
cBeT. TOKMy TIOpaJii Toa U ce BO3HECYBa, OCTa-
BajKH TO CEMejCTBOTO byeHawja BO HUBHATa
3aemHMUKa camoTHja’. Taa e cama, HO ,,caMa BO
cebecu®, a ,,He cama co apyrure’. [Ipexy TakBara
IUjajieKTHYKa caMoHeranyja Ha caMmoTHjaTa, Ha
Koja 1 Tpeda ,,ApyruoT™ 3a Ja MOXKe J1a C€ OCTBa-
pu — Taa e cmoboaHa, ocI000AeHA OJT CaMOTHjaTa
Kako ,.caMoTHja co Apyruotr. Taa Beke He e
YOBEUKO OwuTHe, OWCjKHM HEj3UHHOT €poc ce
ocio0omyBa OJ AMjaJIEKTHYKHOT OJHOC Ha

7 Gabriel Garcia Marquez, Sto godina samoce, Ljubljana
2006, 154-158.
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cOoeMHyBame U paszzenda (T.e. ocamyBame). Ho,
TaKBHOT €pOC HE C€ aKTyaJu3Hpa HHUKOTaml —
TYKy OCTaHyBa 3aKJIydeH BO HEj3MHATa HEIOHM-
JuBa yOaBMHA Ha HMBO Ha BEYHA MOTCHIIH]a.
Hacnporu apxetunor Ha [leBaTa, mpaBociaB-
HUOT apxeTun Ha boromajkarta ja akTyaau3upa
noteHiujata. IlpaBociaBHUTE TO TIpa3HyBaaT
ycreHuero (cMpTTa) Ha boromajkara, a aujanek-
THYKATa JPaMaTUYHOCT Ha OBOj YMH CE€ M3pa3yBa
Ha U3BOHpEJIEH HAYWH BO MPABOCIABHATA HKOHO-
rpaduja. Ha omapor nexu tenoto Ha Ilpecsera
Boropomuina, momexka okolly Hea CTOjaT aroc-
TOIIUTE, KOHU ja oruiaKyBaaT. LleHTpamHo BO KOM-
MO3UIIMjaTa, HaJ OJapOT, CTOM XPHCTOC, APIKEKH
ja Bo pauere boromajkara BO BHI Ha IOBHEHO
0eOe. Taa ce para 3a Be4eH )KUBOT M HEj3UHHOT
CHH, KOT'O Taa To ApKeja BO palere Kako Miiaje-
Hell, € OHOj IITO ja BHECYBa BO TOj HUBOT. Epo-
cOT HeMa noTpeda /1a ja UITHOpUpa CMPTTa MPEKy
YyJIeCHO M3JUTamke HaJl YOBEUKOTO OIIITECTBO,
HaJl HETOBAaTa IOJIEJICHOCT, a CO T0A U CMPTHOCT,
TYKy 3a HETO CMpPTTa € OpyXje Ha modemara Haj
camata cMpt®. 3aToa Bo TpomapoT Ha Bockpe-
CEHHETO UEHTPAJHO MECTO HMaar 300pOBUTE
,»CMEPTHUIO CMEPTh MompaBb™ (,,cO CMpTTa ja
nobemu cmprra®)’. Epocor Hema mortpeba ma ce
Kpermu Bp3 TellecHaTa y0aBMHA W MIAIOCT —
Ougejku HeroBaTa CMHCIIA € BO TPaHCLCHIU-
pameTo, T.e. OCBETYBamETO Ha YyOaBHMHaTa U
MJIQZI0CTa, 2 HE BO HUBHOTO BEYHO (QJIXEMHCKO)
3agpxyBame. Ha kpajot, cMuciara Ha epocoT He
€ BO HEroBOTO HEAONPEHO (HEOCKBEPHETO)

8 Cn. Teopru Kanpues, Busanitiviickaitia Punocous, ue-
iwiupu yenitivpa na cunitiesa, Codus 2001, 112-114.
? Ilpasocnasuviii Moauitieocnoss, Mocksa 2004, 58.

BO3HECYBam-€ OJ1 OBOj CBET, TYKY HEroBara IIeJI Ce
COCTOM BO TOa Ja IO OIUIOAW CBETOT, Ja TO
YMHOXH CBETOT, Ja TO Mpeodpa3u CBETOT H
npeoOpaszyBajku ce caMHOT Ja CTalmd BO CTBap-
HOCTa Ha ecxaTojolkoro. M Toa e apxeTumnor
oApa3eH Bo JuuHocTa Ha Ilepynunia Ha bomiko
Cmakocku.

Aekok

3amucnete, 3a Kpaj, HamecTo llepyHuua on
cobara ma wm3ne3ena ybaBumara Pemenwmoc Ha
Mapkes. Bepojatno, Mapkes 0u ce OTpyImI Aa
J0je 10 UCTHOT UCXOJ — Taa Ja OCTaHe HeIOIl-
peHa on HatpamuuiTe. Ho, k0oj Ou Oni MOTHBOT
3a Toa? Cyaejku 1Mo KOHIEHT 338 CBETOTO LITO MY
e Omm30K Hemy, THE OW OCTaHaje CTalHMCaHU
npes Hej3uHata y)xacHyBauka yOaBuHa. HeOape
paiiete ¥ JIpyruTe JENOBH OJ TEJIOTO OM UM ce
ucyumwie oja camuoT jgomup co Hea. Co eneH
300p, THe OW Owmie yXacHaTH OJf BOOAYIIE-
ByBaukara yOaBHHa Ha OO0XXECTBEHO IJIMYHATA
Pemennoc. Ho, kaj CMakocku uMaMe IpyT MOTHB
3a ,,BO3ApKaHUETO " Ha HaTpanHuuuTe. Hej3u-
HUOT €pocC He 2u Upeiliautyea, TyKy TU 3acpamy-
6a. Jannuapute He ce Bo3npKyBaaT ox [lepyHuia
nopagy CTpaB O]l OIIUTEHETO CO Hea — 3HaaT
JIeKa HeMa HUIITO J1a UM Ce CIIyYd aKo ce JAO0mpar
no Hea. Taa He € omacHa 3a HUB — U TIOBTOPHO,
Taa HacTaIyBa Kako CyJuja npej HuB. Hej3uHnor
ocieapen epoc To pa3oTKpUBa HeoclsapeHuoill
epoc Ha MIJIQINTE jaHUYAPH U Ha CUTE BO JIOMOT —
3aJl HMBHATa IOXOTa THE C€ OoOWIyBaaT Jaa ja
CKpHjaT COIICTBEHATa HECIIOCOOHOCT (MMITOTEHT-
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HOCT). Ml TOKMY BO HEj3HHHOT €pOC THE ja COTJIe-
TyBaaT | ja TO’KMBYBAaT CONICTBEHATA HEMOK.
,,Cmirara Moja € Bo HEUIyjOT, BO TPCKaTa IITO
Horatra Moja He Ke ja MpeKpmu — cO OBHUE
300pOBM  MUTPONOAUTOT MeToauj 3maTaHOB
MTOETCKU TH Tapadpasupa 300pOBUTE IITO My TH
ymarysa bor Ha cetnor npopox Mmmja'’. Tlpa-
BOCJIaBHHOT XPHCTHjaHWH € NMPUYAaCHHUK Ha 0Baa
cwia. Toa e cunara Ha mpaBoOCIaBHATa XHUMHO-
rpaduja, apxutekTypa, nkoHorpaduja. Taa He ce
COCTOM HHUTY BO EKCIUIMIUTHATA HAKUTEHOCT
(kako BO peHecaHcaTa W 0apoOKOT, Ha MPUMED),
HUTY BO JIEMOHCTpallljaTa Ha CHJa M MOK (KaKo
BO TOTCKaTa ecTeTHKa, Ha mpumcep). CunaTta Ha
MPABOCIABHUOT €pPOC CE€ COCTOM BO ucIionHe-

JlutepaTtypa

itlocitia Ha ybasunaitia 60 0obpunaitia. Jlenara
Ha MPaBOCIABHOTO TBOPEIITBO HEMaaT 3a el Ja
HE BOBEJAaT BO CBETOTO TIPEKy YKACHYBAUKO
BOOJIYIIICBYBaWkE, TYKy NMPEKy TUBKUOT BETAp Ha
Omaromarra, 4nja Cwia HE € pa30UpiNBa, HO €
[ENIOCHO JIGjCTBEHA IMpeJ| JIMIETO Ha HaTparl-
HuKoT. ,,Ke ru moGeamme co yGaBMHA®, BO3IIa-
cyBa 0aplOT Ha MakeJOHCKaTa alTepHAaTHBHA
my3uka L'opan TpajkoBckn'' — yGaBMHA IITO
HATPAITHUKOT HE MOXKE Jia ja Crio3Hae, Oujejku
HETOBHOT €pOC HE U € JopacHar, HO KOja Hempe-
KHHATO [ICjCTBYBa BO HCTOPHjaTa — ,,cO BIacT™ ",
MIPUBEIYBajKH ja CEBKYITHATa TBAp KOH HEJ3HHOTO
€CXAaTOJIONIKO UCIIOIHYBAE.
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Milan Pordevié

The Orthodox Christian Asceticism and the Feminine Eros (From the Perspective of the Novel
“Cloathing of the Soul” by Bosko Smakjoski)
(Summary)

The of Perunica in the novel Cloathing of the Soul by Bosko Smakjoski is enigmatic, not only for the traditional
religios-moralistic, but also for the modern feminist and psychoanalytic interpretative position. The starting point
of the following analysis is the claim that her impassibility is not asexual, but, on the contrary, essentially erotic.
The sexuality of Perunica is fulfilled sexuality in its paradigmatic form. The filfilment of the erotic energy stays
in the base of the Orthodox aestetic of the body. The “impassibility” of the orthodox iconography is not
“impotent”, but is an expression of a perfectly actualized potency. In the discussion, we will concentrate on the
analyse of the theological-philosophicel concepts €pog and arabio, at what we will turn to iconic examples from
the Holy Scriptures of the Old and the New Testament interpreted in the terms of the Orthodox-ascetic exegetic
tradition.

Key words: orthodox christian asceticism, feminine eros, Bosko Smakjoski
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FROM A FRESCO TO A POEM: THE TOPOS OF
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MACEDONIAN POETRY
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Ever since the period of early Christian sacred
art, scenes from the Bible have been transposed
into paintings, with visual narration reaching its
peak in medieval Byzantine fresco painting.
Through the perspective of inter-art relations, our
study proposes to perform a comparative analysis
of the topos of motherhood and the symbol of the
mother witnessing the death of her child as pre-
sented in: 1) the Bible, 2) medieval fresco paint-
ing (representations of the Virgin Mary and Ra-
chel in the churches of St. George in Kurbinovo,
12" ¢., St. Panteleimon, 12" ¢. and St. Demetrius,
14" ¢.), and 3) contemporary Macedonian poetry.
The focus of our analysis will be put on poems
incorporating depictions of the iconography of
the Annunciation, The Descent from the Cross,
and Lamentation.

In the foreword to the thematic anthology Or-
pheus and Jesus — An Overview of Biblical Motifs

in Contemporary Macedonian Poetry (2000),
compiled in celebration of the second Christian
millennium, poet Ante Popovski (1931-2003),
attempting to unravel the primary causes of the
frequency of biblical intertexts in the thematic
range of contemporary Macedonian poets, pro-
vides the following insight: “I am now convinced
that the biblical theme is no coincidence whatso-
ever, no aesthetic accident, but one of the pivotal
aesthetic and philosophical constants of contem-
porary Macedonian poetry; one of its fundamen-
tal thematic and aesthetic verticals: the theme of
The Bible and Christianity inhabits the contempo-
rary Macedonian poet, painter, or composer just
as much, if not more, as Macedonia inhabits The
Bible. In it Macedonian authors seem to find a
refuge, a shelter, and a hearth...” (IlonoBcku,
2000: 5). If we scrutinise Ante Popovski’s antho-
logical selection, it is impossible not to perceive
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that hardly a Macedonian poet exists who has not
penned at least a single poem inspired by medie-
val fine arts, primarily by painting on wet plaster,
also known as “fresco painting”.

Hence, our first central hypothesis is that fres-
cos and icons from medieval churches and mon-
asteries signify one of the essential pathways by
which, via the process of intermedial trans-
position, biblical texts reach the eye of the con-
temporary Macedonian poet in an aesthetic form:
iconographical representations on the walls of
medieval churches operate as a kind of bridge or
mediator in the intertextual, i.e. intermedial se-
ries. In fact, sacred biblical texts represent inter-
textual models for painted artworks (frescos,
icons), which in turn are a source of inspiration
for new literary texts (for instance, a poem cre-
ated by employing the ekphrasis technique). On
this occasion we suggest analysing several antho-
logical Macedonian poems concerned with theme
of motherhood and motherly suffering, whose
iconographical sources may be located in the
frescos of: 1. St. Panteleimon (Nerezi, 12" ¢.); 2.
St. George church (Kurbinovo, 12" ¢.); and 3. St.
Demetrius church (Markova Sushica, 14" ¢.).

The theme of motherhood is closely related to
the Annunciation composition in the church of St.
George in Kurbinovo, which is regarded as one
of the highest achievements of 12™ century Byz-
antine art. The poetic canon of Katica Kulavkova
(1951) contains several impressive poems associ-
ated with biblical intertexts, as well as with
fresco painting (in particular the poems: “Enligh-
tenment” and “Monastic Sign: The Testimony of
Luke, the Beatific”), while the poem “Before the
Fresco of the Annunciation”, from the poetry
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book Annunciations (1975), is emblematic of the
Bible-painting-poetry relation from several view-
points:

1) Namely, the title provides a precise location
of the viewpoint from which the icono-
graphical representation Annunciation is re-
garded. In this way, not only is the observer
placed in front of the medieval fresco, but this
position is also implicitly “offered” to the
reader of the poem.

It is particularly indicative that the reader dis-
covers that the lyrical subject is a female one
precisely due to the presence of the theme of
motherhood, found in the basis of the icono-
graphical representation. Similarly to the bib-
lical story, in Kulavkova’s poem the voice of
the archangel has the power to impregnate and
awaken motherhood: The magical secret of
your voice has me wakened (...) I’'m stolen
from the present, to motherhood taken.

The lyrical subject in the poem addresses the
angel of the fresco (This I shall tell thee: Thy
power suspend, Gabriel), whereby the pain-
ting becomes a kind of mediator between the
biblical texts and the contemporary poet.
Through the very dialogue with the archangel
Gabriel, the lyrical subject alludes to several
biblical episodes (from the Deluge to Gogo-
tha), while the painting has the power to take
the lyrical subject back to the ancient, biblical
past (to primeval times takes me) through a
“nostalgia of colours” and symbolism.
Prompted by the unreachable aesthetic heights
of Byzantine art of the St. Panteleimon temple,
built under the donorship of prince Alexios I
Komnenos in the 12" century, the lyrical subject

2)

3)
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in the poem “Nerezi” by Gane Todorovski (1929-
2010) exclaims: Come here more often / and
learn the meaning / of your own existence!' The
enormous iconographical wealth of the St.
Panteleimon church is an intertextual breeding
ground for the multiple poetic achievements of
Mihail Rendzov (1936), a poet whose creations
live in symbiosis with biblical motifs, spanning
from his first poetic attempts to the book entitled
Psalms (2000), as well as his long poems Apoca-
lypse (2002) and Harbinger (2009).

The poems of Mihail Rendzov created in a
dialogue with the Nerezi frescos were published
in the poetry collection Nerezi (1982), the only
book of poetry in contemporary Macedonian lit-
erature entirely dedicated to this monastery com-
plex. In this sacred space of forgotten colours
and trowels / forgotten angel-masons, aligned
with the epigraph of the collection (the quoted
words by G. Todorovski), the poet dives into the
search for the “meaning of existence”.

The spiritual vertical reflected by Rendzov in
his introspective projection in Nerezi finds its
central point in the perception and intermedial
transposition of several magnificent frescos re-
lated with the painted narratives of the most dra-
matic life episodes of Jesus Christ, the God-Man.
It is quite telling that the subtitles of the poems:
“Entry into Jerusalem”, “The Apostle’s Com-
munion”, “The Descent from the Cross”, and
“Lamentation”, titled after their respective icono-
graphical representations of biblical scenes, con-
tain the word “fresco” in brackets. Despite the

! Translated into English by Graham W. Reid and Ljubica
Todorova-Janeshlieva.

fact that the subtitles point to explicit quotations,
bearing in mind the ekphrastic character of this
poetry, the latter suggests that what stands before
the reader is a “fresco painted with words”. Tak-
ing into consideration that the sources of medie-
val frescos is found in biblical texts, Rendzov’s
poetry is simultaneously intertextual and inter-
medial: the poem converses both with the Nerezi
frescos and the biblical texts.

In this respect, the poem “The Descent from
the Cross”, dated 1976, and included in almost all
anthologies of contemporary Macedonian poetry,
is particularly striking. This poetic creation is
inspired by the eponymous composition (painted
around 1164), and located on the western wall of
the church. The first two stanzas of the poem
thematise the instance when the Mother of God
and the apostles lower Jesus Christ’s dead body
from the cross:

When taking you down —
They wept.
The cross looked like a bird to him.

Blood trickled like myrtle from his wounds.
Upon His face, ah, upon His face

Yellow fruits between two rows of stars
Angels alit upon that face

White basil blossoming

Angels alit upon me

These lines are the most convincing proof that
the art of painting provides the poet with an in-
centive towards “painting” a new “fresco”, com-
prising a series of metaphorical descriptions of
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what has been seen, and also complemented by
and enriched with new and original poetic images
(Rendzov interpolates the bird to each painted
artwork), which issue from the poet’s fevered
imagination, all of which work towards enhanc-
ing the dramatic effect, also brought to the ex-
treme in the artwork as well. As opposed to the
painted composition, which, in accordance with
the characteristics of its medium, is fixed on the
scene of “The Descent from the Cross”, Rend-
zov’s poem also speaks of what transpired prior
to the Saviour’s crucifixion. If in the first two
stanzas the lyrical subject depicts “the descent
from the cross” occupying the role of a witness of
the events, then in the last stanza — by means of a
shift of viewpoint — the role of the lyrical subject
is assumed by Jesus himself:

The cross looked like a bird to me.
Blood trickled like myrtle from my wounds.

When taking me up,
Ah, when taking me up

They wept.

The answer to the question whether it was
“the Mother of God and the apostles” who cried,
or the Roman soldiers whose task was to crucify
Jesus, is left to the reader to decide.

The most renowned composition, “Lamen-
tation of Christ”, which, according to Balabanov
represents “an apogee of dramaticism in medie-
val art” (baBabGaHoB, 1995: 72), and a unique im-
age that is distinguished by “the inner emotional
content of the saints painted”, is the source of
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inspiration for two of Rendzov’s poems. The lit-
erary intertextual model for this exceptional mas-
terpiece of painting (which portrays Christ’s dead
body, lamented by the Mother of God, who is
kissing his face; John the Apostle, who is kissing
his hand, while Joseph and Nicodemus are hold-
ing his legs) is scientifically located in Nicode-
mus’ (apocryphal) gospel, on the pages of which
the Mother of God says: “How am I not to lament
thee, my son? How should I not tear my face with
my nails? (...) This is the sword which now goes
through my soul. Who shall put a stop to my
tears, my sweetest son?”

Art historians Sasho Korunovski and Eliza-
beta Dimitrova deem that it is precisely the
motherly suffering of the Mother of God that is
highlighted in this composition: “In the perfect
rhythm of the painted architecture of the scene,
the Mother of God, devastated by the agonising
pain of the death of her son, falls over Christ’s
body, lamenting him. Touching her face to his
cheek, torn by profound emotion, she weeps in
bitter woe, with a motherly torrent of tears”
(Kopynocku, lumutposa, 2006: 74).

Therefore, in Rendzov’s poem “Lamentation”,
the lyrical focus is placed on the very visage
of the Mother of God and her suffering: Two
birds / Two swallows / in a sad flight / in the
Mother’s eyes. E. Kletnikov notes, too, that black
as a colour of lamentation and grief predominates
in the poem: “Even the face of the Mother of
God 1i1s black; black are the two swallows, the
brows knitted in anguish, blooming on her face as
she laments the dead son at the northern wall of
the ancient Byzantine temple” (KneTHukos,
1985: 195).
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The motif of motherly suffering is also central
in the poem “The Monastery of St. Mark” by
Blazhe Koneski (1921-1993). Immediately after
the Battle of the Marica River (1371), King
Marko summoned the group of an unknown icon
painter to paint the frescos in the church of St.
Demetrius in Markova Sushica, in the Skopje
region, which had been built from 1346 to 1372.
According to the folk legend, published as an
intertext in “The Monastery of St. Mark”, from
Blazhe Koneski’s cycle of poems “King Marko”,
Marko erected “seventy churches”, wishing thus
to deliver himself of the sin committed when
“seventy children (...) died when he was building
the fortress”, i.e. Marko’s Towers in Varosh,
Prilep: “For his sins and for the seventy children
who died while he was building the fortress
Marko built seventy churches”.

Similarly to the other four poems in the cycle
(“The Breaking of the Strength”, “Sterna“, “For-
tress”, and “Pesje Brdce”), in “The Monastery of
St. Mark”, King Marko plays the role of the lyri-
cal subject, while the fabric of the text inter-
weaves the historical and folklore intertext (the
legend and the folk heroic epic). Yet, unlike these
four poems, in this case, it is the medium of the
painting, i.e. the fresco painting of the monastery
of St. Mark, whose style, in scientific terms, is
called “Byzantine expressionism”, which also
constitutes the intertext.

As early as the opening lines, Marko ela-
borates the reason because of which he has built
the church:

| built a monastery in a hidden place
to stand alone for years
to tell of me in the future.

The standpoint of the poem coincides with
Marko’s “viewpoint”: he enters the temple for the
first time since its painting and observes the fres-
cos, during which his inner drama unravels. Af-
terwards he exits, deeply disturbed. Prior to his
entrance in the church, two saints, each on one
side of the church door (thus enabling the reader
to look at the fresco from outside the temple)
warn Marko not to go any further, yet he senses
that a message that he must “read” has been
woven in the frescos:

But on | went eagerly under the dome
as if getting to know myself with each step.

With these verses, Koneski reached the core
of Byzantine aesthetics in a poetic manner — to its
“gnoseological” dimension. In the church half-
light, Marko has a specific “mystical” experience
— the characters in the fresco seem to come to life
and approach him, while fragments of the painted
compositions are depicted as if through a film
camera, that is, through moving focalisation.
Each line alludes to a separate image of the
fresco: “dark warriors with crossed spears and
swords” — the Holy Warriors; “mournful women
by a deathbed” — the “Lamentation of Christ”
composition; and “bodies pierced by arrows, dy-
ing” — the images of the martyrs.
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Nevertheless, the culminating point in the
poem is found in the confrontation of the lyrical
subject with the artistic representation of Rachel,
who, with unspeakable anguish, grieves over her
dead children, like the Mother of God grieved
over the dead Jesus Christ. Through a synaes-
thetic technique, Marko even hears the voice of
Rachel:

| stopped before the altar as if to pray,

yet still alarmed.

And then I clearly heard a woman weeping
from the dome:

Rachel, her arms raised in despair,

wringing her hands,

grieving over her dead offspring,

her wailing filling the universe.

The study Byzantine Macedonia (2008) by
Sasho Korunovski and Elizabeta Dimitrova situ-
ates “The Cry of Rachel” composition in the con-
text of the theme of the Massacre of the Inno-
cents: “’The Cry of Rachel’, the most powerful
composition in the narrative of the ‘Massacre of
the Innocents’, depicting the silhouette of the dis-
tressed mother who laments the slaughtered new-
borns with raised arms, is turned into a tragic
symbol of eternal pain”. The second contextuali-
sation refers to the historical setting: the fresco
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Baapumup MapTHHOBCKH

On ¢pecka 10 necHa: TONOCOT HA MAJYNHCTBOTO H MajYHHCKOTO CTPaiame BO
Buéonujaiua, cpennoBekoBHUTE GpecKH U COBPEMeEHATA MAaKeAOHCKA N0e3Hja
(Pe3nme)

VYiTe BO paHOXPUCTHjaHCKATa YMETHOCT, CIeHUTE o bubaujaitia 6vie TpaHCTIOHMPAHH BO JINKOBHH TBOPOH,
a BU3yellHATa Hapaluja Ha OMOIUCKUTE COOUTH]a IO JI0KUBEalla CBOJOT 3CHHUT BO CPEIHOBEKOBHOTO BU3aHTUCKO
(peckocnukapcTBo. Bo oBaa cTyadja HU3 NepcreKTHBaTa HAa MelyyMETHHYKHTE OJHOCH MpejiaraMe Komiia-
paTHBHA aHaJW3a Ha TONOCOT W CHMOOJIM3MOT Ha MajYMHCTBOTO M Ha MajYdHCKOTO CTPajambe, NMPEKy Ipocie-
IyBam€ Ha MpeTCTaByBamaTa BO: 1) bubnujaita, 2) cpeTHOBEKOBHOTO CIIMKAPCTBO (NpeTCTaByBamara Ha boro-
poauia u Paxena Bo npksute CB. I'opfu Bo Kyp6uroso, XII Bek, CB. [Tantejnemon, XII Bex u CB. Jlumutpuja
[MapkoB manactup], XIV Bek) u 3) coBpeMeHaTa MaKelOHCKa Ioe3uja. 3a Taa Lel, BO (OKYCOT Ha HALIMOT
MHTEPEC CE MOETCKUTE TBOPOM MOBP3aHH CO TONOCOT Ha MajYMHCTBOTO M MajYMHCKOTO CTpa/ame, Kako M CO
uKoHOTpadujara Ha brazosewitienueitio, Cumnysareitio 00 kpcitioit u Oilraxysarseilio.
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TeMara Ha MajuMHCTBOTO € BO TECHA peNallija co KoMnosuuujata hrazosewilienue Bo upksara CB. ['opiu Bo
KpyOmHOBO, KOMIIO3HITHja KOja ce CMETa 3a €IeH OJ HajTOIEMHUTE OCTPEIH Ha BH3aHTHCKa yMeTHOCT ox XII
Bek. Bo moerckuot onyc Ha Karnna Kymaskosa (1951) MMa HEKoJIKy BIEUaT/IMBH TIECHH TIOBP3aHH CO OGHOIHC-
KHOT MHTEPTEKCT, a mecHata ,,JIpen ¢peckara ‘bnaroBemrenne’ ox moerckara kHura brazoseciuu (1975) e
aMONeMaTH4Ha 3a OJHOCOT bubiuja-cnukapcTBO-TIoe3Wja O HEKONKy acmekTtw: 1) HacmoBor mpenmsHo ja
JIonMpa TIeIHaTa TOYKa BO HabJbyIyBambeTO Ha HKOHOTpadckaTa mpercTasa ,,buarosemrenne. Ha Toj HaunH He
caMo IITO HaOJbyAyBadOT € MOCTABEH IPEN CPEAHOBEKOBHATa (hpecka, aMm Taa MO3UIMja UMIUIHIUTHO My CE
HYIU ¥ Ha YUTATEJ]OT Ha IecHaTa. 2) YnuraTenoT 1o3HaBa JeKa ce paboTH 3a JKEHCKH JHPCKH CYyOjeKT TOKMY
OmaromapeHue Ha TEMaTH3UPAaETO Ha MajYMHCTBOTO, KOE CE€ Haol'a BO OCHOBaTa Ha MKOHOTpadCKaTa MpeTcTaBa.
Kako Bo GuOJHcKaTa IpHKa3Ha, H BO IecHaTa Ha KyllaBKoBa TMIacOT Ha apXaHTeIoT MMa MOK J1a OTUIOyBa U Ja
ro Oyau MajunHcTBOTO. 3) JIMpCcKHOT cyOjekT Bo oBaa necHa My ce oOpaka Ha aHrejaoT o (peckara, co IITO
JIMKOBHOTO JIEJIO CTaHyBa €JICH BHJI IOCPETHUK MeT'y OMOJIMCKUTE TEKCTOBU M COBPEMEHHUOT IOET.

INecuure Ha Muxaun PennioB (1936) co3maseHu BO Iujajior CO HEPEMIKHOT ()PECKOIKC CE MOMECTEHH BO
ctuxo3oupkara Hepesu (1982), enuHCTBEHaTa MOETCKa KHATAa BO COBPEMEHATa MaKeJOHCKa JINTeparypa Koja e
LIEJIOCHO MOCBETEHa Ha OBOj MaHACTUPCKM KoMIulekc. MMajku ja mpeaBuj exkdpasuckara NMpHpPoOAa Ha OBaa
noesuja, MOKpaj Toa IITO IIOJHACIOBHTE OJAT BO NPWJIOT HA EKCIUIMIUTHATA IMTATHOCT, HA OBOj HAYMH CE
HaBECTyBa J€Ka OHA IITO CTOM IpEN YUTATEIOT € ,,ppecka HacInuKaHa co 300poBH™. AKO ce MMa MpEeABUJ JIeKa
W3BOP Ha CPEIHOBEKOBHHTE (ppeckn ce OMONMCKUTE TEKCTOBH, IOe3MjaTa HA PEHIIOB € MHTEpTEKCTyalHa U
MHTEpMe/IMjaliHa NCTOBPEMEHO: IeCHAaTa BOAU AMjaJIor Kako co ¢peckure on Hepesu, Taka n co Oubimckure
TeKCTOBH. Bo oBaa cMmucia, 0coOeHO BreYaT/IMBa € NecHaTa ,,CHMHYBame 0J] KPCTOT ““: 3a pas3JiMKa OJ HaclMKa-
HaTa KOMIIO3UIIMja, KOja, COTTIACHO CO OJUIMKHTE HAa MEAMYMOT, Tojapa30upa (Gukcupame Ha crueHarta ,,CUMHY-
Bambe 01 KPCTOT, TecHaTa Ha PEHIIOB rOBOpH M 3a OHa LITO Ce CIy4yBajo MpeJ| paciHyBambeTo Ha CriacuTenor.
Axo BO mpBUTE JIBE CTPO(HU JUPCKUOT CYOjeKT ro ONUIYyBa ,,CHMHYBAbETO O/l KPCTOT™ BO (yHKIIMja Ha CBEIOK
Ha HACTaHWTE, TOTAlll BO MOCJEAHATa cTpoda — MpeKy MpoMeHaTa Ha TOYKara Ha Iielambe — BO yliorara Ha
JTUPCKUOT cyOjekT ce jaByBa camuoT Mcyc. Hajnpodyenata xommosuiyja ,,OmiaKkyBameTo XPHUCTOBO ™ € U3BOP
Ha WHCHHUpalyja 3a mecHata ,,OmiakyBameTo Ha PeHIIOB, BO Koja JTUPCKUOT (HOKYC € TMOCTaBeH TOKMY Bp3
JUKOT Ha boropouiia v Ha HEj3MHOTO CTPAJabe.

MoOTHBOT Ha MajUMHCKOTO CTpajiamke € IIEHTPaJIeH U BO IecHara ,,MapkoBnot MaHactup® ox biaxe Konecku
(1921-1993). Kako u BO OCTaHATHTE YETHUPH IECHU O]l HUKIYcOT (,,Om3eMame Ha cunata®, ,,CrepHa®, ,, Kane“ u
»llecje bpaue®) Bo mecHara ,,Mapkosuot manactup™ Kpane Mapko ja mma ynorara Ha JHUPCKU CyOjeKT, a BO
TKMBOTO HA TEKCTOT CE€ IPEIUIETYBaaT MCTOPHUCKUOT M (DOJKIOPHHOT MHTEPTEKCT (JlereHgaTa M HapoJHara
JjyHauka emuka). MeryToa, 3a pasiMka oJ JIpyruTe YETUPH MECHHU, BO OBOj CIIydaj KaKO MHTEPTEKCT CE jaByBa U
JIMKOBHHOT MEINYM T.e. ppeckornmcoT ox MapkoBuoT MaHactup. Mako Bo mecHara ce ajnyaupa Ha rojeM 0poj
KOMITO3HILMH O]l CPEIHOBEKOBHHOT XpaM, KyJIMHHATHBHATa TOYKA BO IIECHATA € COOYYBAETO HA JIMPCKUOT
cy0jexT co TMKOBHATa MpeTcTaBa Ha Paxema, Koja co HEMCKakimBa OOJIKa I'l OIUTaKyBa HEj3WHUTE MPTBH JE1Ia,
cmHO Kako boropomuma Han mpTBHOT Mceye Xpuctoc. [Ipeky mocramnkara Ha cuHecTe3mnja, Mapko Aypu u ke
TO CiIymIHe rinacoT Ha Paxena, Koj TporHaT u3neryBa of IpkBaTa. CoOdyBameTO cO (peckara € MpUYMHA 3a
MTOKajaHWEeTO Ha JIMPCKHUOT cyOjekT. HecomHeHOo e neka apxerurickaTa Ooilka Ha MajKaTa IITO TW T'yOW CBOUTE
Jena, TIOTPECHO apTUKYJIHPaHa BO KUBOIIUCOT Of XPaMoT, ja pa3jaayBa IprkaTa Ha coBecTa Ha Mapko mopanu
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MPTBHTE MIIQJICHIM" CIIOMEHATH BO MOTOTO Ha mecHara. CnmkaTa Ha OMOJIMCKOTO MajuMHCKO CTpaslambe To
coouyBa Kpase Mapko co riiacoT Ha MajKHTe IITO I' OIUIaKyBaaT CBOMTE Jena. Ha Toj HauuH, 1ajT-MOTHBOT Ha
CTpasiame, COOUyBame CO IPEBOT U MOKajyBambe O] LIeJINOT HuKIyc ,,Mapko Kpane* no6uBa cBoja ekcruio3nBHa
eKCIpecHja TOKMY BO HHTep(depeHIja co peakiiuTe mTo ' M00yAyBa CPETHOBEKOBHHOT (PECKOIIIC: CO MOC-
PEACTBO Ha JHMKOBHATa yMETHOCT, OMONMCKUTE TOMOCH HAa MajYMHCTBOTO M MajuYMHCKOTO CTpaJame BOCKpecC-
HyBaaT BO COBpEMEHATa MaKEIOHCKa IT0e3Wja, JEMOHCTPHPAjKH T'M CBOUTE ApXCTUIICKH M ONMIITOYOBEYKH
JIMMEH3HUH.

Kayunu 300poBH: MakeIOHCKA Toe3uja, hubiuja, ppeckocaukapcTBo, boropoamma, exdpaznc
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Introduction

James Joyce (1882 — 1941) was born in Dublin,
but he spent most of his life in Europe: he lived
in Pula, Rome, Trieste, Paris and Zurich. Yet,
Dublin remained his omphalos — the focal point
of his literary work: not only in his most
renowned work, Ulysses (1922), but also in his
volume of short stories, Dubliners (1914), and in
his autobiographical novel, A Portrait of the
Artist as a Young Man (1916). Joyce was very
much close to the Anglo-American avant-garde
prose techniques that helped him energize the
everyday language into a literary language.
Controversial and scandalous, banned for
publication in the UK until 1936, intertextual, at
times even unreadable, let alone translatable, but
immensely funny and enjoyable, Ulysses is
undoubtedly the master piece of 20th Century
Modernism. The journey lasts for a single day —
16 June 1904 (a date on which Joyce met his

future wife, Nora Barnacle) — in the lives of three
Dubliners: Leopold Bloom, the advertising
salesman, Stephen Dedalus, the poet, and Mrs
Marion Bloom, singer and wife of Leopold
Bloom. Their journeys, thoughts and encounters
create the foundation of the narration: a cele-
bration of the entire human experience through
the lives of several individuals who walk the
streets of Dublin. Ulysses is at the same time an
experimental novel, but also a book which deals
with the personal everyday life of modern
society.

1. The Biblical references in Ulysses

When reading Ulysses, we inevitably observe
the reflection of Joyce’s theological education in
the strong allusions and references to the Holy
Scripture of the Old and New Testaments that he
consciously and cautiously makes on the pages
of his masterwork. The evidence of references to
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the Scripture are inevitable not only in Ulysses,
but in Dubliners, Portrait, and Finnegans Wake
as well. The Biblical references found in Ulysses
seem to appear in the consciousness of its
characters.

Immediately, in the opening sentence of
Ulysses, Joyce unbolts the very last book of the
Old Testament, the Book of Malachi, within the
name of the character of Malachi “Buck” Mulli-
gan. Of course, our minds may often struggle
with what is not easy to understand from the Old
Testament, but also Joyce’s allusions to it are
multi-layered even if at the first reading (and thus
perhaps naive and incomplete) they might seem
to act as parodies of the Scripture. Throughout
the novel, we do come across a series of parodies
related to ecclesiastical and clerical topics,
however, we rarely find a deliberate intention to
belittle the foundations of the Church. In a 1902
letter to Lady Gregory, Joyce writes the
following:

All things are inconstant except the faith in the
soul, which changes all things and fills their in-
constancy with light. Although I seem to have
been driven out of my country here as a mis-
believer I have found no man yet with a faith like
mine. (Letters 1:53 [11/19027])

Gottfried (2008: 17) defined Joyce’s depar-
ture from Roman Catholic Church as “schism”
and in return, considered it as an approach
towards the theology of Orthodox Christianity
(especially in Finnegans Wake) — as a kind of a
diversion tactic by which Joyce refused the
universal view on the world and refused to
succumb to it. Lernout (2010) advocates an
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atheistic point of view, despite the theological
education that Joyce received throughout his pre-
adult life. What is fascinating (at least to me) is
how Joyce remained very well versed in theology
and ecclesiology in a book that is undisputedly
considered to be a landmark of twentieth-century
modernism.

2. Epicleti. A Priest-like Writer

The way how Joyce establishes a relation
towards priesthood and the Sacrament of Ordina-
tion is quite impressive. Richard Ellmann (1982:
30) suggests that “[t]lhe majesty of the Church
excited him and never left him. He was impre-
ssed, too, by the portraits of the saints and great
men of the Jesuit order”. Indeed, Joyce’s alter
ego, Stephen Dedalus, an Irishman, would say
that he was “a servant of two masters, [...] an
English and an Italian” (U: 1.638), referring to
the British Empire and the Roman Catholic
Church. When Haines, at the Martello Tower,
consequently asks him “You’re not a believer,
are you? [...] I mean, a believer in the narrow
sense of the word. Creation from nothing and
miracles and a personal God,” (U: 1.611-13), the
theologian Stephen does not give a straight ans-
wer to the Englishman. Instead, he simply res-
ponds: “There’s only one sense of the word, it
seems to me.” (U: 1.614).

Joyce compares the writer to a priest. The
image of the priest at the Divine Liturgy (Mass)
celebrating the Eucharist is a kind of a myste-
rious equivalent of his approach towards writing:
an aesthetic equivalent of the Sacrament of the
transubstantiation of the bread into a mysterious
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body (transsubstantiatio, or the Greek metou-
siosis): to encompass the ephemeral moment of
human existence and to transform it into an
eternal artistic legacy.

The Eucharist is identified as a sacrifice, a
communion with the Body and Blood of Christ
Who instituted this Sacrament. It is the office of
a priest or a bishop to celebrate the Holy
Communion (the New Testament Epistle to the
Hebrews expounds the theme of Christ’s blood-
less sacrifice). It follows the sacrifice on Calvary,
and as Sergei Bulgakov (1991:135) points out, it
is for “everyone and everything, both for the
living and the dead.”

When in 1904 James Augustine Aloysius
Joyce started writing Dubliners and completed
his first short story Sisters, in a letter to Constan-
tine Curran (July 1904), Joyce informs his editor
that he was writing a series of epicleti:

I am writing a series of epicleti — ten — for a paper.
I have written one. I call the series Dubliners to
betray the soul of that hemiplegia or paralysis
which many consider a city. (JJ July 1904, Letters
1:55; Ellmann, 1975: 22)

By writing epicleti, Joyce thinks of epiclesis —
an invocation of the Holy Spirit upon the Eucha-
ristic bread and wine (a tradition characteristic
for the Anglican and Orthodox Churches, but not
for the Roman-Catholic Church). Gottfried
(2008: 29) comments that in 1904, Joyce “had
hardly any acquaintance with Greek, but he
already possessed a firm sense of English.” The
suggestion of consciously referencing to the
church terminology emwoAém for Gottfried (31)

is a sign of schism from the yoke of the theo-
logical education towards ,,a freedom of artistic
possibilities.” Joyce’s fascination with the Ortho-
dox celebration of Devine Liturgy is evident in
Dubliners. While he was staying in Rome, Joyce
wrote to Stanislaus:

While I was attending the Greek Mass here last
Sunday it seemed to me that my story The Sisters
was rather remarkable. The Greek Mass is strange.
(Letters 2:86)

Not only that Joyce adopted the concept of
epiphany from the ecclesiastical terminology, he
even suggested a resemblance between his wri-
ting and the doctrine of Christian theology, as
Stanislaus later witnessed in his journal, entitled
My Brother’s Keeper:

Don’t you think [...] there is a certain resemblance
between the mystery of the Mass and what I am
trying to do? [...] to give people some kind of
intellectual pleasure or spiritual enjoyment by
converting the bread of everyday life into
something that has permanent artistic life in its
own... for their mental, moral, and spiritual uplift.
(My Brother’s Keeper: 116)

According to Orthodox tradition, man had the
meaning to be the priest of all the visible
creation. Priesthood is a Sacrament that cannot
be repeated, for which it is “an inerasable grace”
(Bulgakov, 1991:135).

Additionally, Northrop Frye reads Joyce’s
contribution to world literature and culture as a
continuity of Christian tradition:
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In Joyce’s personal life his break with the Catholic
Church meant not that he wanted to believe in
something else but that he wanted to transfer the
mythical structure of the Church from faith and
doctrine to creative imagination, thereby exchan-
ging dogmatic Catholicism for imaginative catho-
licity. (Cf. Franke, 2009: 643)

Catholicity in the sense of universality and
commonality is embedded in the Nicene Creed.
The evocation of the Divine Liturgy and epiclesis
does mnot necessarily suggest a refusal or
departure from Christianity, but may be inter-
preted as a disturbance of the supposedly
exclusive right of “catholicity” of the Roman
Catholic Church.

3. The Prophet Malachi and the Father-Son
Relationship

The final book of the Old Testament, Malachi
received its name from its author, the Prophet
Malachi (Mal 1:1). Malachi prophesied in Judah
after the rebuilding of the Temple (between the
5" and the 6™ centuries BC), but before or during
the rule of Ezra and Nehemiah. Nothing is
known of him beyond what is contained in his
book of prophecies. He is not mentioned in other
books of the Old Testament, but he is quoted in
the New Testament (Matt. 11:10, Mark 1:2, Luke
7:27, Rom 9:13). What we know for certain is
that Malachi preached in Jerusalem, and he is
commemorated on 3 January.

In Hebrew, the name *2%%% [mal'akhi] comes
from a word meaning “my messenger” or “my
angel” (“messenger of God”), as in “Behold I
send my angel [mal'akhi]” (or “I send ‘My

138

messenger’”) (Mal 3:1). A prophet is a pre-
speaker, a preface, a predecessor of the speech:
“Hear my words: When there are prophets
among you, [ the Lord make myself known to
them in visions; I speak to them in dreams.”
(Num. 12:6). It was also written that “If a
prophet speaks in the name of the Lord but the
thing does not take place or prove true, it is a
word that the Lord has not spoken. The prophet
has spoken it presumptuously; do not be
frightened by it.” (Deut. 18:22)

In An Exact Exposition of the Orthodox Faith,
St. John Damascus concludes that God “is
ineffable and incomprehensible.” “God, how-
ever,” adds Damascus, “did not leave us in
absolute ignorance. [...] [B]y the Law and the
Prophets in former times and afterwards by His
Only-begotten Son, our Lord and God and
Saviour Jesus Christ, He disclosed to us the
knowledge of Himself as that was possible for
us.” Thus, the Book of Malachi has a special
status in the eyes of the Christian believers — it
approaches messianically and apocalyptically
towards the New Testament as it calls upon the
teachings of Moses by offering the opportunity
for the people and particularly the Israeli priests
in post-exilic Jerusalem to amend their ways and
behaviour. The text witnesses that scepticism,
doubt and general neglect of spiritual matters had
crept in. Malachi calls for renewed observance of
the covenant. He addresses issues that concern
him — priestly corruption, hypocrisy and divorce.

The priest is considered to be the messenger
of God: “For the lips of a priest should guard
knowledge, and people should seek instruction
from his mouth, for he is the messenger of the
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Lord of hosts” (Mal 2:7). For it is also written
that “A bad messenger brings trouble, but a
faithful envoy, healing.” (Proverbs 13:17)

Then again, we read the Hebrew “messenger”
as “forerunner”, and as “messenger of the cove-
nant”: “See, I am sending my messenger to
prepare the way before me, and the Lord whom
you seek will suddenly come to his temple. The
messenger of the covenant in whom you
delight—indeed, he is coming, says the Lord of
hosts” (Mal 3:1-2). The prophet announces a
future arrival of Elijah (Mal 4:5). “He will turn
the hearts of parents to their children and the
hearts of children to their parents, so that I will
not come and strike the land with a curse” (Mal
4:6). Malachi calls for reverence of the covenant
that God made with Levi (Mal 2:4) as it was “the
covenant of our ancestors” (Mal 2:10).

Malachi preaches God’s love for Israel and
God’s greatness beyond the borders of Israel
(Mal 1:5, 1:11, 1:14). The father-son dichotomy
is presented as a union, as a symbiotic coexi-
stence, and not as a confrontation of opposites:
“He will turn the hearts of parents to their
children and the hearts of children to their
parents” (Mal 4:6). In Ulysses, Stephen Dedalus
describes fatherhood as a “mystical state, an
apostolic succession, from only begetter to only
begotten” (U: 9.838-9). Also, his name suggests
another story of a father-son relationship: the
myth of Daedalus and Icarus. Mulligan makes
jokes at his expense: “The mockery of it! Your
absurd name, an ancient Greek!” (U: 1.34).
Stanislaus, in his autobiography witness another
curious anecdote about Joyce:

The chant and words of [...] Peter on Palm
Sunday: ‘Et si omnes scandalizati fuerint in te ego
numquam scanadalizabor’, moved him profoundly.
He was habitually a very late riser, but wherever
he was, alone in Paris or married in Trieste, he
never failed to get up at about five in all weathers
to go to the early morning Mass on Holy Thursday
and Good Friday. (My Brother’s Keeper: 118)

Holy Thursday is the day on which Christians
commemorate the Last Supper of Christ and it is
a record of the institution of the Christian priest-
hood and thus the Scriptural root of the sacra-
ment of holy orders. These symbols add up to
Joyce’s background in theology.

4. Pseudo Malachi “Buck’ Mulligan

Malachi Mulligan is the first character that we
encounter as we open the book of Ulysses — he
pops out in the opening page of what Joyce calls
“Telemachiad” (or the long wandering of Tele-
machus, i.e. Stephen Dedalus). He is perhaps one
of the most impressive characters in the novel.
As roommates and friends he and Stephen lodge
at the Martello Tower in Sandycove, near Dublin
Bay — quite an unusual place for a home — a
place that Mulligans calls the omphalos among
the towers — “the navel,” says Nabokov, “the
center of the body, the starting point and center
of the book; and also the seat of the Delphic
oracle in ancient Greece” (Nabokov, 1982: 290).

Mulligan’s nickname “Buck” refers to a male
animal (a male deer, antelope, kangaroo, or
rabbit) with an additional meaning of “a high-
spirited man” or “a dashing fellow”. And Mala-
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chi’s character quite befits the buck — a happy,
robust, blasphemous vulgarian; an energetic and
imposing fellow — the usurper of Stephen’s
omphalos, the navel of a priest and a poet.

It is 8 o’clock on a Thursday morning, 16
June 1904. Joyce reveals that he is making
theological references by using the colours of
white and gold (alluding to the colours of
Liturgical Vestments, a colour symbolizing rejoi-
cing and purity of soul) and the symbol of the
ancestor. Joyce modelled the character of Mala-
chi Mulligan on his one-time friend Oliver St.
John Gogarty with whom he stayed at the
Martello Tower on 9 September 1904 (Ellmann,
1975, 145 n).

Mulligan comes from the stairhead, “leaping
like calves from the stall” (Mal 4:2), bearing his
shaving bowl with mirror and razor crossed and
chanting in a mockery of the Mass. Behaving
like a heretic, “blithe in motely” (U: 9.1142),
“He held the bowl aloft and intoned: Introibo ad
altare Dei.” This ceremony calls to mind the Old
Testament verses: “Then I will go to the altar of
God, to God my exceeding joy; and I will praise
you with the harp, O God, my God.” (Psalm
43:4). These are the opening verses of the Divine
Liturgy. This scene is often interpreted as a
mocking parody of the Roman-Catholic Mass
(Gifford, 1988, 1.5), where the “priest” is
carrying a shaving bowl instead of a chalice:

He faced about and blessed gravely thrice the to-
wer, the surrounding country and the awaking
mountains. Then, catching sight of Stephen Deda-
lus, he bent towards him and made rapid crosses in
the air, gurgling in his throat and shaking his head.
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Stephen Dedalus, displeased and sleepy, leaned his
arms on the top of the staircase and looked coldly
at the shaking gurgling face that blessed him,
equine in its length, and at the light untonsured
hair, grained and hued like pale oak. (U: 1.9-16)

Although Mulligan bears the trace of the Old
Testament prophet Malachi, he plays the part of a
jester and a kind of a blasphemous “prophet”
who makes a mockery of the Mass with a
shaving bowl and a razor, dressed in a yellow
ungirdled dressing-gown. We could hear the
oracle of the prophet: “O priests, who despise my
name. [...] By offering polluted food on my
altar.” (Mal 1:6-7)

The yellow colour of Mulligan’s “vestments”,
mocking the golden robes usually worn during
the Divine Liturgy evokes the symbol of
degradation, jealousy, betrayal, and deceit (just
as we find in Medieval paintings the depiction of
Jude in yellow garments). His robe is ungirdled,
the girdle being part of the priest’s vestments
following the example of St. John the Baptist, the
forerunner of the High Priest (Heb. 4:14-15, 5:1-
10). Thus, it is suggested that Mulligan lacks the
girdle of purity (as he is also an enthusiastic
brothel-goer).

5. The return

Stephen meets Mulligan’s untonsured hair
and plump face, equine in its length, “displeased
and sleepy” (1.13), and during the course of the
day he would think to himself: “Lubber...
Stephen followed a lubber” (9.1106-7). Mulligan
is part of the “Brood of mockers: pseudo
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Malachi” (9.492). Yet, it is Stephen who thinks
of the One who walked on the water (Mt 14:25)
and of the polluted food on Lord’s table (Mal
1:12) as “The eyes of the Lord are in every place,
keeping watch on the evil and the good” (Prov.
15:3):

Here also over these craven hearts his shadow lies
and on the scoffer's heart and lips and on mine. It
lies upon their eager faces who offered him a coin
of the tribute. To Caesar what is Caesar's, to God
what is God's. A long look from dark eyes, a
riddling sentence to be woven and woven on the
church's looms. Ay. (U: 1.83-87)

Stephen distances himself from Mulligan’s
false priesthood. Geert Lernout (2010: 146)
suggests that Stephen’s distance “from his
friend’s mockery does not necessarily mean that
he is offended or that he takes the church’s side;
Joyce only seems to think that mockery is not the
right weapon in the fight against religion.” Of
course, this conclusion is given in the context of
Stephen’s statement that he is ‘“a horrible
example of free thought” (U: 1.625-6).

The symbol of ancestry implies the theme of
fatherhood and the succession in a mythical,
creative and spiritual sense. “The Lord is my
chosen portion and my cup; you hold my lot. The
boundary lines have fallen for me in pleasant
places; I have a goodly heritage.” (Psalm 16:5-6)

Paradoxically it also refers to non-possession:
Stephen does not hold the key of the Martello

Tower, just as Leopold Bloom does not have the
key of his home at Eccles Street.

The theme of possession and succession is
also present in the Book of Malachi, where we
read: “Have we not all one father? Has not one
God created us? Why then are we faithless to one
another, profaning the covenant of our an-
cestors?” (2:10). Malachi continues in another
oracle:

See, I am sending my messenger to prepare the
way before me, and the Lord whom you seek will
suddenly come to his temple. The messenger of the
covenant in whom you delight — indeed, he is
coming, says the Lord of hosts. But who can en-
dure the day of his coming, and who can stand
when he appears? (3:1-2)

Malachi prophesizes: “Return to me, and I
will return to you” (3:7). In the Nestor Episode,
Stephen says to Mr Deasy:

- That is God.
Hooray! Ay! Whrrwhee!
- What? Mr Deasy asked.

- A shout in the street, Stephen answered,
shrugging his shoulders. (U: 2.383-6)

“A shout in the street” does not only allude to
Proverbs 1:20-22 and Isaiah 42:2, but it also
evokes Apostle Matthew’s verses: “Truly I tell
you, unless you change and become like
children, you will never enter the kingdom of
heaven.” (Mt 18:3).
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If we approach Ulysses with faith, just as a approaches the Old Testament with faith), we
priest approaches the Scripture (William Faulk- might read into Stephen’s “shout in the street” a
ner once suggested that we should approach sign of announcing a return.

Joyce’s Ulysses as the illiterate Baptist preacher
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Mapuja I'upescka

CekaBame Ha CBeroTo mucmo: Crapuor 3aBet Bo [lojcoBara ,,Tenémaxujana“
(Pe3nme)

[IpBuTe Tpu emu3onu Bo pomaHoT Yiuc, ,,Tememax®, ,,Hectop* u ,,IIpotej*, nim Kuawura I, nacmosena ,, Tené-
Maxujaza“, Ha Pa3IYHA HHUBOA To eBormpaar CTapHOT 3aBeT. YIITe BO mpBara pedeHuna on Viuc, Ilojc ja
orBopa Kmmrara Ha mpopokor Manaxuja npeky iukor Ha Manaku (bax) Manuran. Cexako, YUTameTO Ha
Cgeroro ITrcmo e camo o cebe coXKeHa W TellKa 3a/1a4a, Ho ucToBpeMeHo U [lojcoBute amy3un koH Ctapuor
3aBET C€ MHOT'Y3HaYHM, MAKO NPH MPBOTO (M 3aTOa HAaUBHO M HELEJOCHO) YHTAE CE YNHM JIeKa BAKBHTE €BO-
Kalliy Ce YHCTa IpoBOKanuja u napoauja Ha Ceeroro mucmo. OCBpHYBajKH ce Ha OBHE pedepeHIHn ecejoT TU
ucrpaxyBa Tparute Ha CBetoTo nrcMo Ha CTapHuoT 3aBeT oHaka Kako wmTo [lojc ru mnokymeHTHpa Bo Viuc u BO
CBOUTE IHCMA.

Kayunu 360poBu: Viuc, Crap 3aser, [lojcoBute nucma, Tenemaxujana, Kuurara Ha npopokotr Manaxuja
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IMPOTO-CTPUIIOBUTE U BUBJIMCKATA BEHEPAII1JA BO
CPEJHOBEKOBHATA I'PA®UYKA JIUTEPATYPA

Kayuynu 360poBH: CTpuI, IpOTO-CTPUII, CPEAHOBEKOBHA rpaduuka IuTepatypa, OuOircka BeHepa-
1yja, (C)JIMKOBHO pacKakyBambe, WIYCTPUPAHHU PAKOIIUCH

For the last hundred years, the subject of reading
has been connected to the concept of literacy...
learning to read has meant learning to read
words...but the reading of words is a subset of a
much more general human perceptual activity,
which includes symbol decoding. The reading of
words is one manifestation of this activity, but
there are many others — the reading of pictures,
maps, musical notes ....

Tom Wolf

BoBen

Cekoja YMETHOCT, TIa U CTPHUIIOT Kako (C)Iu-
KOBHO PacKaXyBame, I'0 LPIX CBOjOT €CTETHYKU
JETUTAMUTET TMPEKy CIEeIU(PUIYHHOT U aBTOHO-
MEH MEAWYMCKH HIEHTUTET M MPEKy Kamarure-
TOT 3a OIIITECTBEHO BiWjanue. [IpBoTo, roBopu
3a uKOoHOrpadujaTa Ha CTPUIIOBCKHOT ja3sWK M
HETroBaTa aBTCHTHYHA OMMOJAHA JIUTEPAPHOCT,
a BTOPOTO 3a CyOBEp3MBHMOT MOTEHLMjall Ha

CTPHUIIOT ¥ HErOBHOT KamalUTeT 3a IPeIu3BHU-
KyBam€ OIIITECTBEHH NMpoMeHu. Meryroa, oHa
mTo jaBa (UHAIHA JETHTHMAlKja HA yMETHUY-
KHOT PO/, CEKOTalll € HeroBaTa UCTOPHja U HajBHU-
COKHUTE JIocTpenu Bo Hea. Taa mocieHuBe CTOTH-
Ha TOJMHU € HEeBepojaTHO Oorara M PacKOIIHO
pazmuuna: on Pomond Tomdep (Rodolphe Top-
ffer) u Herosara Les amours de Mr. Vieux Bois
(1837), npeky 3natHata no0a Ha cymepxepojc-
KHOT CTpHII, T1a C& JI0 OCJIETHUTE PEMEK JIeNa OJ1
COBPEMEHOTO CTpHIT TBOpemTBo kako Habibi
(2011) na Kpejr Tomcon (Craig Thompson)
(Gravett, 2014). Bo Hea, HarjgenHo ce Ipeno3-
HaBa JIeKa CTPUIOT, (HOpMaIHO TiIeAaHO, MpeTc-
TaByBa (C)IUKOBHO pacKaxkyBame (graphic story-
telling) Bo koe ¢abynapHUTE MUKTOpPATHH eJie-
MEHTH Ce HI)KaT BO KaJpuapaHa U pacKaxyBadka
enHo-mo-apyroct (Sequential) Bo hopma Ha jykc-
Tano3uuuoHupanu (Side by side) nmukoBHH KOM-
MTO3UINH (WA T.H. CTPUII ITaHEIH) Ha KOU UM ce
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BMETHYBaaT TEKCTyaJlHH alaTK{ INTO ja JOIOJ-
HyBaaT ¢urypanHara Haparja. OBaa CTPYKTYy-
pagucTHYKa onapenda ja HM30CTpyBa aBTOHOM-
HOCTa Ha CTPUIIOT KaKO YMETHUUYKHU POJI, HO YIITE
MO3HAYajHO, OBaa TEXHHKA HA PAaCKaXKyBame MO-
’KEeMe Ja ja TIperno3HaeMe M BO MHOTY JpPYyIH
u3pasau ¢popmH HU3 uctopujata. Jlaneky mocra-
pu on npsute ctpunoBu Ha ['ucraB [dope (Gus-
tave Dore), Buixenm Bym (Wilhelm Busch),
UYapic Poc (Charles Ross) u Mapu [lyean (Marie
Duval) ox Bropara monoBuHa Ha XIX Bek. 3aToa
CO TIpaBO MOXKEME Jia TOBOPUME 3a MPOTO-CTPH-
MOBH, apXaudHu CTPHIl (HOPMATH, CTPUTOBUIHU
YMETHUUYKH (OPMH 3a PacKaKyBame, U CEKaKo,
32 Pa3IMYHUTE HOCHTEIMTE HA CTPHIIOBCKATa
(eHOMEHOIIOTHja U HETOBHUTE MPOTO-POPMH Ha
M3pa3Ha apTHKYyJalyja HU3 OHa IITO Ke TO Hape-
KyBaMe MPEANCTOpHja Ha CTPUTIOT.

Bp3 ocHOBa Ha omepaTMBHATA M CTPYKTypHA
JneQUHUIMja HA CTPUIIOT, KOja HE € HUMAJIKY pa3-
JMYHA O JIMHHjaTa Ha OJpeAyBame LITO ja Ipe-
nourja Bun Ejcuep (Will Eisner) u Ckotr Mekk-
nayn (Scott McCloud)', crpuror kako Meauym 3a
pacKkakyBame HU OBO3MOXYBa BO CPEIHOBEKOB-
HaTa rpaduuka JUTepaTypa JAa TMperno3HaeMe
CTPHUIIOBU/IHM OCTBapyBama KOW CHJIHO IIOTCe-
TyBaaT Ha UKOHOrpadujaTa Ha MOJACPHUOT CTPHIL.
Co ornen Ha JyXOT Ha BPEMETO, HAjroJIeM AET Of
CpeTHOBEKOBHATa (C)JIMKOBHA JHTEpaTypa HMa
CaKpajHa KHIDKeBHa (DYHKIHMja M ja perpe3eH-
THpa OOronpeaaseHocTa U peUrucKkaTa MoHu3Ha
MOCBETEHOCT Ha BEepHHOT BO Xpucra. Taksarta
BEHepalyja MpeKy rpa@uuKkuTe YeTHBa Ha Cpej-

! Cropenere; (Petersen, 2010: 14-20), (Duncan and Smith,
2009: 7-8), (Eisner, 2000: 1-5), (McCloud, 1993: 8-9)
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HOBEKOBHETO O€a MpeiIMeT Ha UCTOpHjaTa Ha
KHIDKEBHOCTA, HCTOPHjaTa Ha XPUCTHjAHCTBOTO H
ci1. Meryroa, hopMaTHO-CTPYKTypaaHaTa aHaJIH-
32 Ha CPEIHOBCKOBHHTC OWMOIATHM KHWKCBHH
Jieia CTaHa BO3MOXKHA U HAYYHO pPEJICBaHTHA Ca-
MO TIO YBEpYBamETO Ha aKajJeMcKaTa, KyJITypHa-
Ta U CTPYYHA JaBHOCT JIeKa CTPUIIOT KaKO JCBe-
TTa YMETHOCT UMa CBOja HEOCIIOPHA BPEIHOCT H
C€CTCTNYKU JICTUTUMUTCT.

HanmunayBameTo Ha JONTO BKOPEHETUTE CTe-
PEOTHITH JieKa CTPUTIOT € MeThnapayka HUCKO KyJI-
TypHa IIyHJ T0jaBa BO MOMN-KYJITyparta, U IOTOJ-
HUTEJHO JIeKa HE caMO IITO € OJTrOBOPEH 3a
HETYBam¢ Ha JIONIMOT JINTEPATypEH BKYC, TYKY U
3a MopaimHaTa KOpymiFja Ha MIIaguTe , OBO3-

% IloBekeTo IOCBETEHH JbYOMTENH HA CTPHI-KYITypara
3Haar 3a pasopHara kxHura Seduction of the Innocent ox
aMmep. IcuxujaTap co repmancko morexsno ®penepuk Bept-
xaMm (Fredric Wertham) o6jaBena Bo 1954, Bo koja ctpuro-
BHUTE Gea MPOTJIACEHH 3a HE3/[paBa KUY JIUTEpaTypa JUPEKT-
HO OZITOBOPHA 3a 3TOJIEMEHHOT OIICeT Ha KPUMHHAJI M Majo-
JeTHUYKa JenukBeHnuja Bo 50-ture roxunu Bo CA/l. Ilo
oBoj HayueH best seller, kaurara He camo miTo Gemie 3eMeHa
3a CepHO3HA OJ] MHTEJIEKTyaIHaTa jaBHOCT, aBTOPUTETUTE BO
OIIITECTBOTO M POJUTENHTE, TYKy INPEIU3BHKa U TaKOB
OIIITECTBEH ajJlapM M Hepa3OMpiIHMBa XUCTEpHja, Koja pe3yl-
THpPa CO pajMKalHa KaMmmama 3a LeH3ypa M 3a0bpaHa Ha
CTPUIIOBUTE, MPOCIEICHA CO LEPEMOHHMjAIHU Iajielka Ha
CTPUIIOBUTE M HHMBHO jaBHO JXUTOCYBam€ KAaKO OIlaceHa
nojasa. [lo oBa, Cenaror Ha CAJ] ¢popmupaiie TOTKOMUTET
3a UCTPaKyBambe Ha MAJIOJICTHUYKATA ACINKBEHIMjA U UCTH-
oT BO 1954 roauHa ru ojpxKa IMO3HATUTE WHKBU3ULUCKHU
COCITyIIIyBarha Ha CTPUII - U3/aBa4YnTe 110 KOM THE, IT0J I0-
JUTUYKH MIPUTOCOK Ha IIEJIOCHA 3a0paHa, YCBOHMja aBTO-IICH-
30pHO TeNno co aBTo-1eH3opeH kof (1954 Code criteria) mo
KOj CTPHMI-KYNTypara IOXHBea CTpMoriaB maj. Hemro
cimaHO ce cimydwno 20 roguHU MOAOIHA BO JyrocnaBwja.
Nwmeno, 1971 roguna Bo Kparyesan e onpkaH MaOHCTHYKA
Konrpec Ha KyiTypHaTa aknuja, Kaje LITO PaIMKaIHO ce
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MOXH IIOJIEM Ha HAayYHHTE HMCTPaKyBama W Ha
ucTopyjata U Ha ¢uno3odujara/ecTeTuKaTa Ha
cTpunoT. JleHec Iypu ce TOBOpH W 3a moceOHa
HayKa 3a CTPUIIOT CO MMe IaHeyojoruja (pane-
lology). Mefytoa, HaIMUHYBakETO OTBOPH ITPOC-
TOp 32 HCTPaKyBamba M HA KOMIUICKCHUTE (hOPMHU
Ha HACOJIONIKA MOK W TIOJUTHYKU DPeIICKCHH,
KOM CTPHIIOT Kako ()eHOMEH Ha MOIM-KyNTypaTa
rd Hocu Bo cebe: ox Apt Llnurenman (Art Spie-
gelman) koja mobu IlymuuepoBa Harpama 3a
crpuniotr Maus, He 103BOJIOBajKH HOBUTE I'eHEpa-
UK J1a TO 3a00paBar y>KacoT Ha XOJOKayCTOT, Ia
MpeKy HMKOHUYKOTO TIOJUTHYKO BJIHMjaHUE Ha
Anan Myp (Alan Moore) u [lejsua Jloja (David
Lloyd) co ctpumor V for Vendetta u mackara Ha
I'aj ®okc (Guy Fawkes), ma cé 10 OTBOpameTo
Ha Mpalamara 3a npaBara Ha KeHaTta BO Uclamc-
KaTa KyJTypa Bo rpaduukure Hoeau Persepolis
u Embroideries na Mapujue Carpamu (Marjane
Satrapi) 1 CTPUNIOBCKHUOT TparaHCKH KypHaIH3aM
Ha [lo Cako (Joe Sacco) om BoeHHTE XapuIlTa
HH3 CBETOT.

OoCyIWIe CHUTE KaTeropuy Ha MOIyJIapHaTa KynTypa Kako
YHCT IIYHA U KUY U IOTIOJHUTEIIHO Of BIIACTUTE € MoOapaHo
BOBeIyBame Ha 3axon npomug wynoom (3aKOH 3a U3MEHA U
JIOTIONIHYBamke Ha 3aKOHOT 3a PermyOIMYKH JaHOK Ha IPOMET
Ha cToka Ha Mano). KoHrpecor, kako oapeaeHa MIaIuHCKa
KyATypHa akiyja, ro HaarienyBan (YUTaj; OpraHU3UpI)
toramtHUOT cekperap Ha Cojyzor Ha KomyHucture Ha
Cp6uja, Jlarmaka IlepoBuk. Bo 3mak Ha mojnpmika Ha
Oopbara TPOTHB JIOIIMOT JIMTEpaTypeH BKYyC, HapoOIOT
n3ne3eH cpen Kparyeeam u mpex 3rpagaTta Kaje INTO ce
OJIBHBaJI KOHIPECOT, PUTYAIHO BO MPOLIECH]a TH CHayBa BO
ersajTanyja CUTE CTPHI M pulp mpuMeponn Ha jJecHa U
HemonoOHa nuTeparypa. Taka, 1971 ronuna Bo Jyrocnasuja
ropar: Tapsan, Oubnmorexara Jlame, poTo-poMaHuTe,
MOMyJIAPHUTE Mara3uHu | JIp.

Jenec, ocobeHO 10 HEOJJaMHEIIHATA BECT Je-
ka Columbia University's Department of Educa-
tion My mo3Boau Ha Huk Cyszanuc (Nick Sousa-
nis) aa JOKTOpHWpa CO JUCepTalrja CO HACIOB
Unflattening: A Visual-Verbal Inquiry into Lear-
ning in Many Dimension koja e Hamuiana/Hac-
JMKaHa 1IeJOocCHO BO (opma Ha crpui, a Oere
npudaTeHa co BOOLyLIEBYBabE MOPaIi CBOCBH/I-
HaTa akajeMcKa JISTHTUMaIija Ha (C)JIMKOBHHOT
ja3WK ¥ pEeBOIYIMOHEPHOCTA HA YUHOT BOOMIITO,
€ MoBeKe Of ONpaBIaHO JAa ce 300pyBa, HE CaMmo
3a TPEJUCTOpHja Ha CTPUTOT, TYKy W 3a CHTE
CCTCTUYKU IIpaliakba IITO T'M IOBJICKYBA KakKoO
HapaTuBeH poXd. OBOj HEOOMYEH JOKTOpaT BO
(¢opma Ha cTpuIl, HU3 AEKOHCTPYKLHUjaTa HA BOO-
OMYaeHUOT aKaJeMCKH AUCKYPC Ha YUTATENOT My
HYJIW €JHa HCKIy4uTelHa rpaduika yMETHOCT
Ha BU3YEITHO PacKaXKyBame KOja ja MPEeUCIUTyBa
YOBEKOBaTa MOK 3a TO3HAHHE M IEJaroIKhTe
TepCIeKTHBY Ha (C)IMKOBHATA JINTEPATypa.’

3 Kunrara ma Hux Cysammc Unflattening: A Visual-Verbal
Inquiry into Learning in Many Dimension e emnucremo-
JIOLIKA W TIE/IarolKa CTyAuja BO JMKOBHA HapaTHBHA HHU3a,
KOja He IIpeTcTaByBa MeTacTpun Kako nenara Ha Ckor
Mekknay Ha AMPEKTEH HAuMH, TyKy Ha YIITE MOBHCOKO
HHUBO aBTOPOT FOBOPH 3a BPEAHOCTA Ha (C)JIMKOBHATA apTU-
KyJlallija Ha MHUCJaTa U KanalUTeTOT Ha CeKBEHIMjaJHaTa
YMETHOCT Jia Oujie JISTUTUMHA ANWAKTHYKA alTepHATHBA Ha
BepOaHO-TEeKCTyallHaTa Naujerja Ha HameBo BpeMme. OBaa
KHHT'a IO JICTHTHMHpPA CTPUIIOT U KaKO YMETHHYKU (opmar,
HO M KaKO KpUTHYKa MpaKTHKa BO (opma Ha eqHa HOBa
mickyp3uBHa ctpareruja. Bo CAJl oBoj HaunH Ha 00JH-
KyBame Ce HapeKyB essay-as-comic. Bo Hamrata nmtepa-
TYpHa KPMTHKa M TEOpHja OBaa TEXHUKA HA PACKAKYBAIbC €
Oaucka 10 OHAa INTO MOXE Ja Ce Hapeye KHIKEBEH
OpHKONaXX CO MHTEPIUKTOPATHOCT, HAMECTO HHTEPTEKCTY-
anHocT. HoO, BO OBHE MAaTacTPHIICKM Jeja MM essay-as-
COMIC, TEKCTYaJIHHOT el € CEeKOoraul CyIUIEMeHTallija Ha
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[IpenucropujaTa Ha CTPUIIOT € €ICH O] TEMe-
JUTE HAa HETOBHOT €CTETHYKH JIETHTHMUTET, T1a
3aToa BO CJICJHUTE IIOTJIABja K€ TM aHaJIH3HUpaMme
U Ke TY BpeIHyBaMe Hajperpe3eHTaTHBHHUTE TIPO-
TO-CTPUIIOBCKH OCTBapyBama BO CpPEIHOBEKOB-
Hata (C)IMKOBHA JHUTEpaTypa: MPOTO-CTPUIICKH
cpenHOBeKOBHH paxomucy, Biblia pauperum,
KCWIIOrpaCKUTE  CPEIHOBEKOBHH  CTPHIIOBH,
rpaduukute Bep3uja Ha Psychomachia u amex-
cangpuaara Roman d'Alexandre en Prose, xaruo-
rpagckara MKOHOrpaduja BO BHU3AaHTHCKATa Lp-
KOBHa YMETHOCT, KapUKaTypaJHUTE LPTEKH BO
cpenHOBeKoBHaTa wiymuHaimja The Smithfield
Decretals i kuHOKe()aTHCKOTO PUKAXKYBaHbE CB.
Kpucrodep Bo ncrounara npkaa.

HpOTO-CTpI/IHCKI/I CPC¢IHOBCKOBHH PAKOIIUCH

Bo ronemara pu3HuIAa Ha )KMBOIIHCHO YKpace-
HHUTe cpenHoBeKoBHU pakomucu (illuminated ma-
nuscripts) BoodyBamMe HEKOJKY HMIIO3aHTHH
PaKoOTBOPOM, KOM CHJIHO OTCTAamyBaaT OJ BOOOH-
YaCHUTE MJIYMHHATOPCKH MPAKTUKU HA BU3YEIHO
00paboTyBare 1 TEKCTyalIHO CTHIH3upame. U Bo
NOIJIe[l HAa WIYCTPHPAmHETO Ha (C)JIMKOBHHTE
MHUHHUjaTypHA M BO TOTJIE] Ha TOJCMHHATa Ha
camara TeKCTyalHa noiomka. [loTtodHo, BO
eIeH Maj Jell O] OBHE CPEIHOBEKOBHH paKo-
MUCH, WIYMHHAIIMCKUTE TpapUUKUd TEXHUKU Ha
packaxyBame Ha OMOJIMCKUTE COAPIKMHU U HITyC-
TpPALMCKK BH3YEJIHH PEIICHHja, BO TojieMa Mepa,

(C)MUKOBHUOT ja3uwk. 3aToa, HE MOXe Ja craHe 300p 3a
HoapKaHa JuTepaTypa. Mopa ma roBopuMe Hid 3a Gumo-
JaHa/MyITAMOZATHA JINTEPaTypa, HHTESPMEANjATHOCT I
aK 3a KJIACHYEH CTPHII.
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MOKpaj TOa IITO HEMOKOJIECOIUBO MOTCETYyBaaT Ha
eTadNupaHuTe UPTAYKU IPAKTUKU O] MOJEPHHOT
CTpHII, BOCIIOCTaBYBaaT U TaKBU KaHOHM Ha Ipa-
(hMUKOTO packakxyBame KOHM 10 JEH JCHeC Ipec-
TaByBaaT JIETUTUMHA M IIUPOKO ymoTpeOyBaHa
BU3y€JHAa CTWJIMCTUKA BO cTpun-ymerHocta. Co
Opyrd 300pOBH, Mely CpPEJHOBEKOBHHUTE MaHY-
CKDHUIITH TpOHAaoraMe TakKBH HIYCTPUPaHU
pPaKoTBOpOHM KOW CO HEIOCHO MPaBO MOKEME Jia
Td CMeTaMeé 3a PaHu CPEAHOBEKOBHHU IIpeIBeC-
HUIM Ha MOJEPHUOT CTPUIl WIH T.H. HPOMO-
CMpUnosu.

Crnuka Op. 1.

Fol. 34r ox MopranoBaTa 6ubmmja Bo Koja ce riesia
JIBOTIAHEIIHATA CTPYKTYpHA KOMIIO3HIIHja U
TEKCTYaJHUTE 3alMCH HAa MApPrHHUTE
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[TpBUOT TaKOB BIEYATINB CPEIHOBEKOBEH pa-
KOITUC BO KOj WJIyCTpalldjaTa He € MUHHjaTypHa,
HHUTY € KOMIUICTHO HOAPEIeHA Ha TEKCTOT, TYKY
HANpoOTHB, caMaTa TO HOCH HapaTHBHHOT
MOTEHIIMja] BO ceOecH Mmopaau Hej3uHaTa MocTa-
BEHOCT BO PACKaKyBauKd CIMKOpPEH, € PaKOIH-
COT mITO ce HapekyBa Mopeanosa 6ubnuja (The
Morgan Bible). Taa Bo ucropujara Ha cpeHOBe-
KOBHUTE MaHyCKPHIITH MOXE [Ia C€ CPETHE M IO/
umero Crusader Bible nmm Maciejowski Bible.*
(Bumu cimka Op. 1.) Taa e emgHa on HajBmevar-
JUBUTE IpaMUKy JIUTEPATypHHU JieJla BO CPEIHO-
BEKOBHHOT NEPHOJ M NPECTaByBa HEIPOLCHINBO
HCTOPHUCKO OOraTcTBO. MIMyMHHUPAHUOT JINKOBEH
paKkomuc BO Hea T'M pacKaxKyBa COOHMTHjaTa OJ
CrapuoT 3aBeT, 01 CO37]aBamb-eTO Ha CBETOT, I1a CE
1o kpajiot Jaeua, Bo BKynHO 283 ciuku Bo 00ja,
KOHM TPETCTaByBaaT MpPOTO-CTpunl naHeian. OBue
CIIUKH KaKO M3I[BOCHU PACKaKyBauyKH TpapuyuKu
CIMHUIM MMaaT jaCHO Ha3HAYCH CErMCHT Ha akK-
1Mja u jacHo ozapeneH crpurcku outline. Cruku-
TE C€ HajuecTo apamkHpaHH BO JIBOIIAHETHA
HapaTuBHa Kommosunuja. OJHOCHO, BE CIUKH
Ha e/IHa CTpaHa MoJIpeaAeHH eIHa 1o apyra. Vcra-
Ta KOMITO3HIIMja Ha CIIMKHUTE IMOTCETyBa HA pacKa-
’KYBAUKHOT JIBOMIAHENICH CTHJI HA CECTPHUTE AHIle-

* MopranoBara 6uGauja e wiyctpupana Bo 46 Qonun, a
COJIP>KH IIPTEXHU BO 00ja Ha coOMTHja 0] XeOPEjCKUTE CBETH
TEKCTOBU CMECTEHH BO MH3AHCLEH O OOMYaW M MPaKTUKH
Bo ®panmuja ox XIII Bex. Cekaxo, MpUKakaHU BO XpHC-
THjaHCKa mepcrekTrBa. HalpTaHuTe CLeHH ce OMKOJICHH CO
TEKCT Ha TPU NMUCMa M 5 jasuuu (IaTHHCKM, NEPCUCKH,
aparcky, jyaeo-nepcucku u xebpejcku). Yetnpuecet U TpU
¢onuu on MopraHoBara 6ubnuja ce dyBaaT Bo Pierpont
Morgan Library, nse Bo Bibliothéque nationale de France, a
nocieanata Bo J. Paul Getty Museum Bo Los Angeles.

na u Jlycujana Ily3anm (Angela and Luciana
Giussani) BO HUBHHOT CTPHII /[ujaboiux WA Ha
JIBOIIAHENICHUOT PACKaXXyBauykd CTpUI-popMaT
BO KYNTHHOT HTaJMjaHCKH cepujan Aran Popo
Ha Maxkc bynkep u Marnyc. Ilomery nBomnanen-
HaTa CTPYKTypHa KOMIIO3MIMja Ha JIMKOBHATa
Hapaiuja ce 4yBCTBYBa OCTaBEHHOT NPOCTOP 3a
JOUMaruHupame, a LPTauKO-PacKaXyBauKHTE
CIICHH CTPHITOBCKHM BapupaaT O CIIMKHA BO TIOTO-
JeM pa3Mep Ha IeJla CTpaHWIa JO CHEHH CO
JHMKOBHO nodakame (encapsulation) na doxanuu-
TE€ TOYKH Ha MPHUKa3HATA.

Cruxka Op. 2.

Heran ox comic bleed — osute
Bo MopranoBara 6ubiuja

Bo HUB, HC CaMO LITO CTPUIl KWHCMATHKATa €

[PTAYKH BOOUWINBA, TYKY MOXKEME Ja JETCKTH-
pame u T.H. Comic bleed. Bo coBpemennoT cTpui
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II0]] OBOj TIOMM C€ MOoApa30oupa CIMKa [ITO H3Jie-
ryBa HaJBOp OJI rpaHuudre Ha naHenor. Oaa
[pTayka TEXHHKA CE KOPHCTH HA HACIOBHHTE
CTPaHWIM WM BO PAMKHUTEC Ha HEKOM KPEATUBHU
pellCHIja Ha KOMIIO3UIMUTE HA CTPHII MAHEIUTE
3a pacKaXyBame BO DAMKUTE HA €JHA CTPHII
Tabna. Bo Hea MMaMe TOKMY TaKBH BIICUATIUBU
comic bleed—osn.’ (Bumu cmka 6p. 2)

Cnuka 0p. 3.

[Tanen oq Mopranosarta 6ubnuja

5 MoprasoBata 61GIHja BO AUTHTATICH (OPMAT HA CIEIHHOB
muak  <http://www.themorgan.org/collection/Crusader-Bib-
le/thumbs>
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durypanHara Hapamyja € 3aCHJICHa CO TEKC-
TyaJeHO pacKaKyBame KOE € 3alHIIaHO HA CHTE
MapriHd OKOJIy [aHeNoT. ABTOpPOT KOPHUCTH
padmHUpaHa mo3nara BoO OOUTE U CO HEj3HMHA I10-
MOII JI0JIOBYBa TaKBa CjajHOCT Ha OOUTE Ha Koja
MOJKaT J]a T03aBHJAT U COBPEMEHUTE JUTHUTATHU
CTpHUII-KONIOpUCTH. Mopeanosama 6ubauja Owuna
BO JIMYHA COICTBEHOCT Ha (DPaHIyCKHOT Kpaj
Jlyj IX u npeky Hea, KakO YBEPEH KPCTOHOCEII, ja
HEryBaj cCBOjaTa XPHCTHjaHCKa Oorompenase-
HOCT. (BUU cIIUKa Op. 3).

BropuoTr BHeuaTiMB CpeIHOBEKOBEH IPOTO-
cTpun e mosHar moj umero Apocalypse Picture
Book. Iloctojar moromem Opoj WIyCTpUpaHU
Anokanuncu BO CpeTHUOT BEK KOH, TOMAIIKY HIIH
MoBeKe, HANMKYBAaT Ha MPEJIBECHUIINTE HA CTPU-
IIOT, HO HUE OBII¢ K€ TOBOpHME 3a OHaa Anoka-
Junca WTo TOTeKHyBa o ['epmaHuja o1 cpenu-
HaTta Ha XV BEK U Ce 4yBa BO BpUTaHCKHOT My3¢j
moja Karajorumsaiucka oapemnmia Additional
19896. OBaa kHura € Ha JATUHCKU ja3WK, a IHC-
MOTO € BO TOTHYKM Kyp3uB. Ho, TekcToT €
mojipe/icH Ha (C)JIUKOBHM KOMITO3UIMH. BKyImHO
ce 92 na 40-uHa CcTpaHMLIM, HAjuYeCTO IO IBE
MIyCTpamuu Bo 6oja Ha exHa crpammma.’ Vnen-
TUYHO Kako Bo MopraHoBaTa 6ubnuja, 1 BO oBaa
uIycTpupana repmancka Apocalypse BoodyBame
(C)IIMKOBHO pacKaXyBame CO M3IBOCHH HApaTHB-
HU rpadUyKd €IUHHMIN (IIPOTO-CTPUI IMAHEIIH)
KOM uMaar ojpeneH crpurcku outline. Ilpoto-
CTPHIT TIAHENIUTE, KaKo (C)IMKOBHH EAWHHIM 3a

¢ Apocalypse Picture Book Additional 19896 e mururamno
JOCTAlHa Ha CIICHHOB JINHK
<https://www.bl.uk/catalogues/illuminatedmanuscripts/recor
d.asp?MSID=8185&CollID=27&NStart=19896>
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BU3YEIHO PacKaXyBame CE MCTO Taka, apaHkKu-
paHU BO JABONAHEIHAa HAapaTHBHA KOMIIO3WIIMja:
enHa Bp3 apyra. [lomery nBomanenHara BH3yel-
HO pacKaxyBayka CTPYKTypa ce 4yBCTBYBa IpET-
MOCTAaBYBamhETO HA CTPUIICKUOT Qutter m crpur-
KrHeMaTukaTa. [IukTopujaiHaTa Hapalmja ce J10-
MOJIHYBA CO TEKCT LITO € MOJPE/ICH U BIUIIAH BO
CTWIIM3UPAHU TEKCTYaJIHH KBaJpaTilmba KOH
MoTCEeTyBaat Ha COMIC captions. Bo Hea ce packa-
’KyBa )KHBOTOT Ha ariocToj JoBaH, HETOBUTE 3ac-
TpalryBaykKd BU3UM W OCYM BHJICHHja, HOBHOT
Epycanum, HeOecHaTa aHTeNCKa apMuja, BO3JbY-
OyBamETO Ha SBEPOBHTE, OY/ICHETO HA MPTBHTE,
YPHUBaKETO HA XpaMoOT Ha J{ujaHna u apyru codu-
tuja ox OTKpoBeHHeTo Ha JoBaH. ABTOPOT Ha
oBaa rpaduuka amokanurca, co GurypaiHa Jgoc-
JISTHOCT Ha JIMKOBHHUOT ja3WK Ha TOA BPEME, a BO
MMETO Ha eCTeTCKaTa CeH3alHja, ja 00OTrOTBO-
pyBa BEJIMYECTBEHOCT M BO3BMIICHOCT Ha aroc-
TOJIOT JOBaH M HErOBUTE BHUCHHUja MPEKY TAKBO
apTHCTHYKO JHMKOBHO Prosede koe uma ady-
JlapHa OINpPaBIaHOCT BO MoTpedara Ja ce ojane
BEpCKa JIaTpHja Ha TEKCTOT OJ AroOKajauIicara
3HAUCHETO Ha arocToJOT JoBaH 3a HPKOBHATa
ncTopuja (Buau ciuka op. 4).

[TocieHUOT O HU3ATAa CTPUIOBHIHU CpPEJ-
HoBekoBHH pakomucu ¢ Hours of Jeanne d'Ev-
reux. OBoj pakomuic € BCYIIHOCT CTPHIICKH IIp-
KOBHO-00TOCITY’)KOCH 4acocyioB (Tpuku: polo-
y10v, aHraucKu: book of hours) koj ce mon3ysa Bo
OorociyxOHaTa TMpakTHUKa, a COAPXKH TICAJIMHU,
MOJIUTBH, TIECHH, JINTYPTUCKH TEKCTOBH M CII.
IHCAHM]a OJ] THEBHHOT GOTOCTYKOEH KpyT.’

’ Hours of Jeanne d'EVreux e ZocTameH Ha CIEIHHOB JIMHK
BO JUrHTANeH popMar

CEALGUG MTITECCIUNE, QU JECIAIC T AN Gill ot pos |
OmiH e€ Ut .6 xemrten e VYOG i fa .!n:mrm,mcx,mrqp‘.m\ %
e, s aueen fiousifinlel conea preceprumimer ligam o pRTmics

Cruxka Op. 4.
JIBomiaHeTHM MUHUjaTypH Of
Apocalypse Picture Book

Unyctpupan e Bo roTcku ctui. Ce mpernocTa-
ByBa JIeKa € HAacJIMKaH BO TOAWHHUTE MOMery
1324-rata u 1328-mara roguHa Mo XpHCTa O
CTpaHa Ha MPOCIABEHHOT MAPUCKU HMIyMHUHATOP
Kan Ilycen (Jean Pucelle) mo napauka na XXana
ne Espo (Jeanne d'Evreux) — Tperara »xeHa Ha
Yapic IV. Ox 1954-tata ce uyBa Bo Hbyjopk, BO
Metropolitan Museum of Art. Packomrauor ne-
KOp Ha OBOj rpa)M4kH 4acoclOB C€ COCTOM BO
BOOJIyIIIEBYyBauKUTe LpTexu Bo grisaille crun
(upTame U ceHUeHE Ha WIycTpanujara co HUjaH-
cu Ha cuBa 00ja, KOe JIeHEC MPECTaByBa €ICH O
WIYCTPAIMCKUTE CTaHJApAX BO CTPHUI-TBOPEIII-
TBOTO), KOW yIaTyBaaT Ha JAOTOTall PETKO BUICH
padbunupan ymetrHuukd BKyc. Hours of Jeanne
d'Evreux coapxu cekBeHIHWjamHa HH3a 01 25

< http://www.metmuseum.org/toah/works-of-art/54.1.2/ >
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CIIUKU Ha IIeJaTa CTPaHUIla, KOU CE pPacKaxkKy-
BauyK{d MPUIOCHH CO CIHUKH OJ XPHUCTOBOTO
netrctBo, Ctpagameto u PacmeTnero (Buay cimka
Op. 5u 6).

Cnmka 6p. 5

Hours of Jeanne d'Evreux: The Arrest of Christ and
the Annunciation to Mary
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durypure CTUINCTUYKU Ce MPEUHETO M3BE-
JICHH CO HUjaHCHUTe Ha cuBara 0oja, Koja JaBa
CTPHIICKH U CKYJIITYPEH KBAJIUTET, a BO JICJIOBU-
T€ BO KOM WIIyCTpaLUMHUTE ce 0o0jaT BOOUyBaMe
npe(UHETO HArJacyBambe U HIPame CO HEKHU
JONMPH Ha LPBEHATa, MOPTOKAIOBATA, YKOJITATa,
po3oBara, THpKH3HATa U Apyru 6ou. OHa mTO ja
NpaBM OBaa KHHUTa MPOTO-CTPHUIICKK (hEHOMEH e
IITO Ha MapruHUTE BOOYYBaMe OTPOMEH Opoj
WIYyCTpallii, KOM TU ONMIIYBAaaT EMHCKOIUTE,
MUTAYUTe, YIMYHUTE TaHYApH, ACBOJKHTE U MY-
3U4apuTe IITO TH HacelyBaje YIHLIUTE Ha
CpenHOBEKOBHHOT [lapm3, kKako M MajMyHHTE,
3ajanuTe, KydumbaTa M CylmTecTBata Ha (aHTa-
3ujata. OBHE WIYCTpalMM MMaaT TaKBa YKHBOCT
BO ce0¢ W JIMKOBHO TOJIKY JOHAIIMBO T0o moda-
KaaT JBIKCHETO, IITO OAJaBaaT BHU3YEJCH BIIe-
YaTOK JeKa CTaHyBa 300p 3a ONMTIMBU OOMIM 32
packaxyBame MPEeKy MOJAIUTETHTE Ha (C)IUKOB-
HHUOT packa3. Kommo3uiuure coapxkar rpagudxa
OJIBOCHOCT Ha LIEHTPAIHOTO COOUTHE O] MpOTa-
TOHHCTHTE Ha MAaprHHUTE Ha LPTEXKOT, MeryToa
HHMBHATa JIMKOBHA IMOBP3aHOCT HOCH KpeaTHBHA
nKOHOTpadcKa mopaka v MPerno3HATINBO CEKBEH-
LujaHO (C)JIMKOBHO HIKEHwe. Bo cure oBue tpu
pakonucH, GpurypaTuBHaTa peMHTEpIIpeTantja Ha
JIMKOBHUTE M HACTAHUTE O] XPUCTUjAHCKUTE CBETH
TEKCTOBH M CaMOTO BH3YEIHOTO HCKYCTBO IIpe-
JIM3BUKYBAJIO Kaj YHTATEJIOT HECOMHEHa Ooro-
NpPeaIcHOCT, aBTEHTUYHH PEJIMIMCKU CEHTUMEH-
TH W apTHKyJIMpaHa BU3yellHa MpUKa3Ha 32 HUB-
HaTa BO3BUIIIEHOCTa M OOXKecTBeHata Omaroc-
JIOBEHOCT.
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Crnuka 6p.7

Biblia pauperum
Biblia pauperum

bubnuja 3a cupomamuu (Biblia pauperum)
Ousie HapeKyBaHH (C)TuKoBHUTE bubnuu mro 3a-
noyHane aa ce mojaByBaar Bo XIII Bek. (Bumm
cnuka 6p. 7, 8 u 9) Tue 3a pasziuka o HIyCT-
pupanute bubmuu Bo KOM MallUTe CIIMKH CE KOM-
IUIETHO MOJAPENCHN Ha TEKCTOT, COAPXKAT TOJIEeMHU
Y [IEJIOCHH WITYCTpAIlMX HACIHMKAaHU BO KaJpUpaH
HapaTHBEH PEOCIe]] U MoipeieH! BOo (hopMma Ha
BU3YEJIHO pacKaXXyBauka jykcramosunuja. Tue ce
MPOCIIEACHN WM CO KPAaTOK TEKCT, KOj LEIOCHO
HAJIMKyBa Ha COMIC caption wiam mak wmmycTpa-
[UUTE TH PacKaKyBaaT CTapo U HOBO-3aBETHHUTE
coOuTHja camMo €O ja3WKOT Ha ciukute. MeryToa,

OHa IITO € HajBNeYaTInBO BO bubnujaTa 3a cupo-
MaIllHU € IITO TOBOPOT WJIM JUjaJiorOT Ha MpoTa-
TOHUCTUTE BO OMOJIMCKUTE MPUKA3HU T'O HIYCT-
pupajie NmpeKy WIyMHHHPaHU MHUHHjaTypd U TO
3aIMIIyBaje Ha CBUTOLM M POJIHU KO C€ LPTaHU
BEJHAII JI0 YCHUTE Ha JIUKOBHUTE, TOKMY HAaJHK
Ha ToBOpHHTe oOmaumiba (Speech balloon) ox
MOJIEPHHUOT CTPHIL.

Hajuecto Owite muiyBaHu Ha JIATUHCKH, & BO
MOYETOKOT PayHO LPTAaHU U OOCHU HA BEIyMH, HO
Bo XV Bek Bo ['epmanmja m XomnmaHawja, mon
MOKPOBHUTENICTBO Ha cB. Ockap, HaAOUCKYIIOT BO
BpemeH, ce mojaByBaaT M me4aTeHH HMPUMEPOLIU
n3paboreHn co kcmiorpadcka texnmka. IlpBara
TakBa bnOmuja 3a cupomamiHH € TedaTeHa Cco
MmoJBWXHaA Tipeca Bo bambepr, ['epmanuja BO
1462 romuua on crpana Ha Anbpext [lductep
(Albrecht Pfister) — mperxomuukor Ha ['yren-
Oepr. Bo enunuckara nakyHaOyna ce BOpojyBaaT
18 BakBu mpumepouu. Hako Bo wumero ce
aTyaupa Ha CHPOMAIIHHTE, CeTaK OBHUE CTPHIIO-
BUIHK OuOiMyM He OMmiIe HaMEeHEeTH 3a HUB.
Pakoncute Ouie pacKkoIIHO YKPAaceHH W CKary,
Iypu ¥ BO Toa Bpeme. MeryToa, co IojaBaTa Ha
Kcmnorpackara TeXHUKA H3/aHWjaTa CTaHAle
MOEBTUHM M BEPOjaTHO JOCTAIlHU Ha IOTOJIEM
Opoj CBEITEHHIM KOW ja mMmofi3yBaje oBaa buo-
JMja BO TIPOCBETUTEICKUTE MHCHUH M XOMHJIHC-
kute nporoseau. Mmero, Biblia pauperum um e
naneHo aypu Bo 30-tute roguHu Ha XX BEK Of
CTpaHa Ha TUM FepMaHCKH KOH3€pBaTOPU U Hayd-
HHUIM, KOM I'0 HCTPaKyBajie OBOj (DEHOMEH BO
cpenHoBeKoBHaTa Tpaduukara nureparypa. On
nIpyra crpana mak, Biblia pauperum, xako mpea-
BECHHK Ha MaecTpaJHUTe OcTBapyBama Ha [lo
Kyb6ept u Hectop Penonmo, co Hacnos The Bible
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(1975) u The Book of Genesis lIllustrated wHa
PoGepr Kpam0, Hocu BO cebe KOMIUIETHA HKO-
Horpadcka mporpama Ha €JIeH CTPUIIOBCKH ja3uK
BO 3apOAHMIN, KOja MMa M MOAIA00KO CaKpaIHO
3Hauewa. Taa CTPHUIICKO apTHKyJIUpaHa BEHEpa-
IIja € BO UMETO Ha T.H. TOMOJIOMIKO OOTrOCIIOBHE.
Bo 6ubnuckata erzeresa moa THIIOJIOLIKO O0roc-
JOBUE ce Tojapa30upa NOKTPUHA IITO HWHTEp-
nperatuBHO pedepupa Ha penaruure mery Cra-
puotr u Hosuotr 3aBer. CoOurhjaTta U mpoTaro-
Hucture o CTapuoT 3aBeT Ce TOJNKYBaaT U Ce
riaenaat Hu3 XpucToc Kako apXeTHIICKO OCTBapy-
Balkbe HAa CTapO3aBETHOTO IPOBUICHME. 3aToa,
cekoja cTpun-Tabna (crpanuiia) Ha Biblia paupe-
rum e mocBeTeHa Ha €JCH HOBO3aBETEH HACTaH,
KOj € HapaTUBHO MPHUAPYXKEH U (C)IMKOBHO Kaj-
pHUpaH CcO MaHEeJU O]l CTApO3aBETHH CIIydyBama,
KOM TO MPETIIOCTaByBaaT TJIABHHOT LEHTPAJICH
HACTaH OJl MPOTO-CTPUIN Tabjara. A CHTE OBHUE
KaJpUpaHd KOMITO3UIIMK Ce TEKCTYalHO Mpociie-
JICHU CO POJIHM Ha KOW C€ 3alMIIaHH M3BaJOLH
Ol KHUTHUTE Ha CTapO3aBETHHUTE MPOPOIH KOH TO
HAaBECTyBaaT IIEHTPATHOTO HOBO3aBETHO COOU-
tie. Ha oBOj HaumH, mpeKy KaapupaHa JHKOBHA
CEKBEHIMjATHOCT Ha CTapO3aBETHUOT HACTaH CO
HOBO33aBETHUTE JIMKOBH M TMPEKy TOBOPHHUTE
ceurouy, Biblia pauperum we camo mTo ja wmc-
MOJIHYBA CBOjaTa cakpaiiHa (yHKIIHFja BO IIOTIEN
Ha (y)BepyBameTO BO XpHCTa KaKo CTapo3aBe-
TEHO HajaBeHa 00Kja MUJIOCT, TYKY ja IOKa)xyBa
U CIIOCOOHOCTa HA HApEACHHUTE JMKOBHU KOMIIO-
3UIMM J]a pacKaKyBaaT cO eIHa IoceOHa IHc-
Kyp3HUBa CTpaTeryja.
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Cnmka 6p.8

Jlerara u necHra ctpana of Biblia pauperum

Cnmka 6p.9

Craporepmancka Bep3uja Ha Biblia pauperum
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Kcunnorpagcknure cpelTHOBeKOBHHM CTPHIIOBH

Bo cpennosexkoBHa EBpoma Bo BTOpara
nonoBuHa Ha XIV Bek ce mojaByBa KCHIIOT-
padckaTa rpaduuka TEXHUKA HA M€YATCHE KHUTH
KOHM COApKaT M CIMKa M TEKCT CO ITOMOII Ha
u3pe30aHu U TpaBHpaHHU JAPBEHU IUIOYKH. Tep-
MuHOT Kcwtorpaduja (Xylography) e koBanmia
ox maBa rpukd 300opa, Xylo- (apso) uf -graph
(3ammc) W HAjUYECTO HAa CJIOBEHCKHTE ja3WIM Ce
npeBenyBa €O JpBope3. Meryroa, He CHTe
JIpBOpE3N ce pe3daaT W TpaBUpaaT BO HETATHB.
ITotouno, Bo Kcwiorpadckata TEXHHKA Ha
neyareme, camara rpaduyuka CiIHMKa ce BpPexyBa
BO Ma3HaTa JIpBEHa IUIOYa CO T[OMOII Ha
CHELUjaJHU OCTPH M Malll HOXEBH, MeryToa
MOBpPIIMHATA WM CIMKAaTa INTO CE IeyaTu He ce
pe30a, HUTY rpaBUpa, TYKY c€ OTCTpaHyBa IOBp-
IIMHATa OJl JpBEHATa IUIOYKa Koja HpH Ieyarte-
IETO/HATUCHYBAaWETO OCTaHyBa Oena. Taka,
n3pe3baHara npeasomka, Gororpadcku KaxxaHo

BO HETaTHB, KaKO TPH CEYCHETO M MOATOTBY-
BamkETO HA CTCHCWIIN, c€ OOW U ce BTHCHYBA HIIH
pavHO MK CO MOMOIII Ha MevaTapcka mpeca.

Bo anrmuckara jasu4yHa TpajaulMja OBHE
kuuru ce HapekyBaat block books. Hajcrapara
JpBEHa TUIOYKa KOja ce MOJ3yBaja 3a IeuaTeHmhe
B0 EBpoma gatupa ox kpajot Ha XIV Bek co nme
Bois Protat. Ha Hea JHMKOBHO € mNpUKaKaH
3a4yBaH Jei 0j1 XpUCTOBOTO pacnetrue. [Ipen
I'yremOepr na ja M3MHCIM MOXXHOCTa 3a Iedya-
TCHE CO JBWKEYKH KapaKTepH, OBOj KCHIIO-
rpadcku MeToJ BO KOj WIyCTpalldjaTa MOXKE aa
Ouge TpocieeHa COo TEKCTyalleH el CTaHyBa
OMMWJIEH MEAMYM Ha rojieM Opoj cIMKapu BO OBOj
nepuoa. Kcunorpadgcku minouku m3paborysaie:
Maptun llynrayep (Martin Schongauer), Aj-
6epxt Hypep (Albrecht Diirer), Xanc Xomnben
(Hans Holbein), banayar Xanc (Baldung Hans),
tatkoto Jlyka Kpanax (Lucas Cranach u cuHoT
Jlyka Kpanax (Lucas Cranach) u apyru 3Ha4ajHH
Kopudeun Ha JIMKOBHATA YMETHOCT OJ1 OBOj IEPH-

Cnmka 6p.10, 11 u 12.

H3z6a00yu 00 kcunoepaghckuom npomo-cmpun Apocalypse
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on. Kuaurure mewyareHm mpeky oBaa TEXHHKa
“MaaT, o] HeKOJKY ma c¢ro 50-WHa CTpaHHMIIH.

Bo XIV u XV Bek Bo cpenHoBekoBHa EBpoma
(¢yHKIMjaTa HA OBME WIYCTPHUpPAaHH KHUTH Omia
LIMPEeHE¢ Ha BEPCKUTE ONpenendu U (C)IMKOBHO
n3pasyBambe Ha MOYUTYBAHETO M 000)KAaBAHETO
Ha XpHUCTOC W CBETUTENHUTE OJf MCTOpHjaTa Ha
upkBara. Ce KopucTene 3a JpamMaTuh3audja u
€JIEMEHTH Ha IIepCya3MBHATa TEaTPaIHOCT O
CTpaHa Ha MPONOBEJHUIIATE Ha BepaTa BO
Xpucroc Bo T0j nepuoj. CoBpemMeHaTa MHKyHa-
Oymuctuka Bo 1991 romuHa HampaBu WJIEH-
TU(UKaAIMja, KOMIUIETCH Hperjiel W AWTHTaH-
3alHja Ha 3adyBaHWTE GIOK-KHUrU'. WneHTHU-
KyBaHU ce okoiry 40-TMHa pa3inu4YH{ HACIOBH U
rojeM Opoj PeTPUHTH Ha TOMyJIapHU OIOK-KHUTH
on 1oj mepuoxa. [lokpaj KOPUCTEHETO Ha OBOj
Meton 3a mpaBewe Biblia pauperum, 3a koja
TOBOPEBME BO MPETXOIHOTO IOIJIaBje, Haj3Ha-
YajHM Cce ClIeJHMBE OCTBapyBama: Apocalypse,
Ars Memorandi per figuras evangelistarum, Ars
Moriendi, Canticum Canticorum, Aelius Donatus
Ars minor, Dance of Death, Exercitium Super
Pater Noster, Speculum Humanae Salvationis,
The Fable of the Sick Lion u ap. Jlen on Hus, ce
KJIACUYHM WIYCTPUPAHU KHUTU W3paOOTEHH BO
OBaa TCXHHKA, KaJ€ IITO CIIMKHUTC CC WIH MaJld
WIN My C€ MOAPEACHU Ha TEKCTOT KaKO HEroBa
nojuomka. Meryroa, kcunorpadcekara Apoca-
lypse u Canticum Canticorum ce wiryctpupaHu

8 Sabine Mertens et al., Blockbiicher des Mittelalters:
Bilderfolgen als Lektiire:Gutenberg-Museum, Mainz, 22.
Juni 1991 bis 1. September 1991, Verlag Philipp Von
Zabern, 1991.Catalog of exhibition of block books, with a
census of all known copies.
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HEBEpOjaTHO CIMYHO CO MOJCPHUOT CTpHIL.
HwkemeTo Ha ciydyBamarta € MpeKy KajJpH BO
BpPEMEHCKA HHM3a KaJle IITO HAPATUBHOTO KOHTHU-
HyHpambe Ha JCeTaIUTe C€ pa3rpaHudyBa Co
KOMITO3UIIUCKOTO YCTPOjCTBO HA CEKOj BH3YelleH
MIPUKa3 OJIETHO. 3aT0a K& ce 3apKUME caMo Ha
OBHE JABE KCWIOrpadcku KHUTH KOM CO MPaBO
MOYEM Ja TH CMETaMe 332 IPOTO-CTPHUIIOBH.
Kcunorpadekara Apocalypse e 610k-kHura 3a
KOja ce MpeTIocTaByBa Jeka € Komuja u3pado-
TEHa BO JAPBOpE3 3a IeYaTemhe TOKMY Ha pako-
NHCOT O] repMaHckara rpaduuka Apocalypse 3a
KOja TOBOpeBME BO TPBOTO moriasje. M Taa ru
coapxu cuenute o OTkpoBeHHETO Ha JoBaH U
Ol amoKpU(HUOT KHUBOT Ha CB. JoBaH. (BHIH
ciuka 6p.10, 11 u 12). Ce cMera 3a Hajcrapa
rpaduuka KHUra o1 0BOj BuA. Mma romem Opoj
pEeNpHHU, a 3a4yBaHU CE€ TPHU IMPOTO-CTPUIICKH
Bep3uu: repMmaHcka Bepsuja on 1450-1452 koja
ce uyBa Bo GubmHoTeKkaTa Bo Kem6pui.’, xo-
naHjcka Bep3uja ox 1465-1470, koja ce dyBa BO
Hammonannata 6uGmuoteka Ha basapuja'® u
MOIOITHEKHA TepMaHcka Bep3uja ox 1468-1470,
Koja ce yyBa Bo Harmumonannara OuOnmoTeka Ha
Bagapuja.'' Canticum Canticorum (ITecna Han
NECHUTE) TMaK, WMa JBe TrpadUYKd MPOTO-
CTPUIICKH BEP3WH, KOU JaTHPAT O oKoiry 1469-
1470-TtaTa roguHa u ce yyBaa Bo Hanuonannara

° JlururanHo RoCTamHA Ha CIEAHMOB JNMHK < http://cudl.
lib.cam.ac.uk/view/PR-INC-00003-04245/1 >

10 TururanHo 1ocTamHa HA CIEIHHOB JIHHK

< http://daten.digitale-sammlungen.de/~db/0003/bsb000399
62/images/index.html >

! JlururanHo 1ocTaHA Ha CIEIHHOB JIHHK

< http://daten.digitale-sammlungen.de/~db/0003/bsb000399
63/images/index.html >
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6ubmmorexa Ha Basapuja.'> Bes pasnuka mro Bo
OBHE CJIydal HMaMme JIpyra TEXHMKa Ha IIpo-
IyKIxja, BoodyBaMe uaenTueH modus operandi,
KO] HM IIOMara BO OBHE JIBE KCHJIOTPaCKH
rpaduyKy Jena a mperno3HaeMe oInpeaetyBadKa
CTPHIIO-BHAHOCT. HO MOKOHKPETHO, KaKo M Kaj
CTPHUIICKUTE MaHYCKPHUIITH, ¥ OBJE BOOYyBaMe:
OJIJICITHM PACKaKyBauKW LIPTEKU LITO COAPIKAT
CerMEHTH O]l HAPATUBHOTO JICjCTBO, HUBHO OMe-
fyBame CO jaCHO OJpE/ICHH TPAaHUYHU JIMHHH,

apamXHpaHU BO JIBOIIaHEIHA HapaTHBHA KOMIIO-
3WIUja, CTPUII-KUHEMATHKA U BH3YeIHO Jodaka-
e Ha KIIYYHUTE MOMEHTH O] TIpUKa3HaTa. (BUIU
ciuka Op. 13) Ho, oHa mro e HajBIIEYaTIMBO €
TOa IITO (hUTypaTHATa Hapalyja € JOMOJHeTa

Crnuka 6p.13

JIBe cTpaHu co 1o Ba maHe H oj rpaduuKaTa Bep3uja
Ha Canticum Canticorum

!2 JIuruTaaHo JOCTANHH HA CICIHHOB JIHHK
< http://daten.digitale-sammlungen.de/~db/0003/bsb000399
68/images/index.html >

CO TEKCTyaJleH Jiell, BO KOj jaCHO C€ OJICJICHH
2080pOM HA NPOMA2OHUCMOM KaKO TEKCTyaJeH
€JIEMEHTH, BITUIIAH BO TOBOPHU POJHH KakKo
apXauyHH TOBOPHM OOJIauMiba KOM CE HAIPTaHH
OnuM3y riaBaTta Ha JIMKOT W OX Jpyra CTpaHa
2080pOmM HA Hapamopom, BIUWIIAH BO CTHIIH-
3UpaHH TEKCTYaJHH KBaJpaTydiba, HUMAJIKY
pas3JIMYHM O] OHA ILITO BO CTPHII-TBOPELITBOTO CE&
HapekyBa comic captions. Osue Kcwmorpapcku
CTPUITOBH (HYHKIIHOHHUPAAT KAKO KOMYHHKAIIUCKa
alaTKka oJ CIMKU M 300poBU. Taka HapeyeHHOT
timing win PEHOMEHOT Ha CTPUIICKO Tpaewe (du-
ration) € COBMECHO Ha JBOIIaHEJIHATa KOMIIO3H-
nja. A, BH3yeJHaTa aHaTOMHja Ha JINKOBUTE €
HarjiiaceHa BO COTJIACHOCT CO AHTPOIIOJIOIIKATA
MO3MUIMja BO CPEJHOBEKOBHATa (uio3oduja Ha
Tenoto. Bo kcuiorpad)ckute MpOTO-CTPHIICKU
Bep3un Ha Canticum Canticorum BoouyBame
MPELHU3HA U MPEPUHETO CTHIM3UPAHH T'OBOPHHU
ceutorm (word/speech scroll) kou mpecraByBaaT
HajIparoueH MpUMep Ha OHa INTO BO UCTOpPHjaTa
Ha yMeTHOCTa ce HapekyBa banderole wmu
phylactery. Bo oBHe mNpOTO-CTPUIICKH TOjaBH,
WIyCTPATUBHHU JICHOTATOPH CEKOTall COIpPKAT
cakpalieH TOBOp M MMaat cakpaiHa ¢pyHknmja. Bo
HHB C€ CEKako cTHXOBUTE o] [lecHa Hax HecHUTE
MPEeKy Koja ce M3pa3yBa aJeropucka BeHepaldja
koH LIpKBara mpeky OJHOCOT Ha BO3JbYOCHHOT W
BO3JbyOeHaTa. (BuaM ciuka 0p. 14).
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Cnnka 6p.14

Encapsulation u speech scroll o Canticum Canticorum

I'paduuxure e6ep3uja wa Ilcuxomaxuja n
Anexcanopuoaitia Roman d'Alexandre en
Prose

Bo paHOTO CpeqHOBEKOBHE, OCHOCHO BO X
BEK, ¢ HacJIMKaHa Trpaduykara Bep3uja Ha paHO
XpHucTHjaHcKaTta moemara Psychomachia wmm
Jlywobopcmeo (Ha aHTIIMCKA Ce€ TIPEeBEIyBa
npeHocHo kako Battle of spirits wau Soul war).
[lcuxomaxuja € moema Ha JIATWHCKH ja3WK O]l
JIOI[HaTa aHTUKA JaTupaHa BO V Bek Mo Xpucra
Ol UINMAHCKUOT XPHCTHjaHCKU TMOeT Aypenuje
Knement [Ipynenmm;.
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Ha nea, kako Ha 3Ha4yajHa ¥ MOIMYyJIapHA
MOETCKa aJIeropuja, ce TemeJaT TPOMOJIOIIKHA U
AHATOIIKUTE XPUCTOJIOMIKH MOJIHCEMUH BO CpE/l-
HOBEKOBHATa JHTEpaTypa Kako: Pomanom 3a
posama, Bunujamosomo sudenue na Iupc Ilnay-
man 1 ci. Bo Psychomachia na Ilpyneniuj kako
aneropuja Ha OopbOara mery JloOpoTo u 31m0TO
IpUKakaHa € OuTKara Mery XpHUCTHjaHCKHUTE
JN00JIECTH M MAraHCKUOT HAOJIATPUCKH HEMOpall.
Bo Hea nobGnectute: Hazek, TPE3BEHOCT, HEBH-
HOCT M IMOHU3HOCT C€ MEPCOHUHUITUPAHU BO TIPO-
TO-CTPHUIIOBCKH CYNEp *XEHH KOH ce OopaT co
JpPYTH Cylep >KeHHU IITO TH MpecTaByBaaT HEMO-
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paJHUTE: TOPIOCT, THEB, MaraHu3aM M aadHOCT.
CuTe NaTHHCKU TEPMHUHH 3a OBHE 100JecTd U
raJloCTH Ce BO TpaMaTHyKU )KeHCKH poi. Cekako,
nobOeayBaaT OOroyrojHu 100JE€CTH BO UMETO U
BEYHATA CllaBa HA XPHCTHjaHCKATa MOpPAJIKC-
THYKaA €CXaTOJIOTHja M HEj3MHATa COTHUPHOJIONIKA
nepcnekTrBa. OBaa oemMa BO PaHOTO CpPEIHOBE-
KOBHE HMa ToJieMa IIOMMyJapHOCT W 3aTroa ce
3a4yBaHHM JI0 JIeHEC MHOIITBO pakonucH. J[Baece-
TUHA O[] HUB CC UIIYCTpHUpPAHU, HO CICH OO HUB €
WIIyCTPHpaH Ha CTPUIIOBCKH HauuH. [loTo4HO, BO
Jlonmon Bo British Library mon onpeanumnara MS
Cotton Cleopatra C VIII ce uyBa Psychomachia
Ha [lpupeniyj og X Bek mo Xpucra Koja MMa
cocema JIpyr TpadU9KH KOHIIETIT Ha WIyCTpaIyja
O]l OCTaHATUTE CIIMKOBHO BOOOJMYCHHU BEP3UU HA
noemara. Toj KOHIIENT BO ToJieMa Mepa ro mpec-
TaByBa OHA IITO I'O HapaKyBaMe MPOTO-CTPHUI BO
CpeaHOBEKOBHATa (C)IMKOBHA JATEepaTypa. Bo
Hea, He caMo IITO 3a MpPB IaT UMaMme HalpTaH U
BpeIHYBaH JKEHCKH Xepou3aM BO CBOCBHUJICH
wonder WOmMeNn-oBCKH MacTHX, TyKy HMamMe Hu3a
CIIEMEHTH O]l CTPHII-eCETUKATa KaKO: H3IBOCHH
packaxyBayku (C)JIMKOBHU €JAWHHLM T.H. CTPUI
MAHEeNW CO jaCHO HAa3HA4YeH CETMEHT (CTPHIICKO
BpeMe) Ha akIiija u jacHo oapenen outline, gutter
noMmery JIBOIIAHEHATa CTPYKTYpHA KOMITO3HIIUja
Ha JIMKOBHATAa Hapaiuja, JBOINAHEIHA KOMIIO-
3MIMja KoOja IMOTCETYyBa Ha pPacKaKyBayKHOT
JIBOMIAHENICH CTWJI, BOBEIHU LPTAuyKO-PACKaKy-
BayKM CICHA BO TIOTOJIEM pa3Mep W TOBOPHU
00J1a4nba, KO HE ¢e BO CTpPHUIICKa (hopMa, HO IO
perpe3eHTUpaaT aUjaJoroT CO CTapo AHTIHMCKU
TJIOCH Ha JIeBaTa W JicCHATa MapruHa, BeHAI JI0
MaHeNoT KaJie IITO HApaTUBHO C€ BOOOJIMYECHU
CEKBEHIIMUTE O] CTPUIICKUOT COCTaB Ha COOUTHja

(Bumm cmuka Op.15, 16 u 17). ujanosute aBTO-
POT ' Ha3Ha4yBa CO IpBeHa 00ja, a BOOWINBA €
[pTayKaTa CTPUI-KHHEMAaTHKa U OOU 32 JIUKOB-
HO nodakame Ha JBIKEHETO Ha IMPOTAaroHHC-
tute. Ce TIefa v CTPUIICKO XepPMETHIKO modaka-
e (encapsulation) Ha (hOKATHUTE TOYKH U HA

T

GGy

Cnuka 6p.15, 16 m 17

WsBamorwm ox rpadudkara Bep3uja va Psychomachia
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yIapHUTe MOMEHTH Ha IpuKazHaTa U ap. Roman
d'Alexandre en Prose e exHO o1 MHOTYTE Cpell-
HOBEKOBHH TpuKa3HU 3a Anekcanmgap I Maxke-
JIOHCKHU TpepacKkakaHn Ha TeMEeJOT Ha CKa3HaTta
3a JMoKUByBamaTa Ha Ajekcanmgap ox Ilcesmo-
Kanucren, koja martupa on Il Bex mo Xpwucra.
Tue nomynapHo ce HapeueHH Anexcanopuou.'
Ha crapo ¢paniycku jasuk mma 17 3auyBaHu
paKom¥CH, a eIeH O HUB € WIIyCTPUpaH Ha Ha-

Cnnka 6p.18

JlukoBHara Hapamnuja Bo rpaduukara Bep3uja
Ha Roman d'Alexandre en Prose

13 Peunicn cexoja jasmuHa KynTypa MMa CBOja TpepaboTKa,
ma ce TOBOPH 3a: IpuKa, aHIIHCKA, (paHIyCKa, eBpejcKa,
UCIaMCKa, epMEHCKa, JIATHHCKa U 1p. Bep3un. Cekako, UMa-
Me U cioBeHCKa Bep3uja o 1810 koja Jbybomup Munernk
ja nponajae kaj [TaBen Xayu Kupujakos. A Bo CnajaHcko-
MakeJ0HCKaTa OIMIITa UCTOpHja Ha I. ITynescku Bo XIX Bek
BOOUYyBaMe M MakeloHCKa Bep3uja Buam; Jbybomup Mune-
tna: “Enna 6barapcka Anexcanapus ot 1810 rox.” (Bbi-
rapcku crapunn XIII), ctp. 48, Codwuja, 1936.
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YHH Ha KOj BOOYyBaMe BIIEYATIMBA yrnorpeba Ha
CTPHUIICKM KaHOHHM 3a BH3YEIHO PacKaXyBame.
Ogaa ¢panirycka ctpunoMopdHa Bep3uja ce qyBa
moj karranomnika oxpenuuiia Detailed record for
Royal 20 A V na Katanoror 3a wiyMHHHpaHU
manyckpunti Ha The British Library." Opaa
cTpunioMopgHa Bep3uja AaTHpa oJl MOYETOKOT Ha
XIV Bek W mpecTraByBa CTPUIOBHIHO HITYCTPH-
paH MaHyCKpHIIT, HAIIMIIAH Ha BEpPHAKYJIApeH

Crmka 6p.19

Hptex ox rpaduukaTta Bep3uja
Ha Roman d'Alexandre en Prose

cTapo-(paHIyCKH ja3UK CO TOTCKO CTHIIN3UPAHO
nucmo. [lpukaznata Bo Roman d'Alexandre en
Prose e 3a nporepaHuoT nepcuckuotr mar Hekra-
HeOyc (Nectanebus), koj joara BO JABOPOT BO

!4 lururanHara Bep3uja e JOCMHA Ha
<http://www.bl.uk/catalogues/illuminatedmanuscripts/record
.asp?MSID=7948&CollID=16&NStart=200105>
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[lena u ja yBepyBa Onummnuja, BO OTCYTCTBO Ha
®unui, BO IPEBHOTO MPOPOIITBO JIeKa BO COH Ke
Ouje 3a4HaTa U OECTENECHO OIUIOJICHa O/ OOrOT
AMOH U ke pojJH CHH-OCBOjyBad Ha CBETOT. lla,
HekraneOyc, kako BpBeH Mar, BO UM€ Ha HCIIOJI-
HyBame Ha MPOPOIITBOTO CE TPETBOPA BO 3Mej U
ce BTYpHyBa BO noctesiara Ha OJIuMIIMja CTpacHo
BOJEjkH JbyOOB co Hea. Mefyroa, HajBmeyar-
JUBHOT JIEJT € IITO BO OBOj MAHYCKPHIIT BOOYYyBa-
Me pacKaKyBame MPEeKy CIUKHU LITO ce Hajpee-
HU BO OJHOC HAa TEKCTOT, PACKaKYBamE IMPEKY
CIIMKH IITO C€ KOMIIOHUPAHHW M apaHXKUPaHU BO
HapaTUBHO HapeeHa HU3a (€IHO-I0-IPYTo), pac-
KQXXYBambe IITO COAPKH MUKTYPATHUA MOTTHIN U
CYNTHIICH CTPHUIO-TIOBUK 32 JOMMArHHUPAKE Ha
cobuthjaTa U (GOPMHUTE Ha LPTAYKH JHMHAMHU3AM
BO o0OuAWTE 332 (PUTypasHO pPENpe3CHTUPAmE Ha
aKIMjaTa/ABIKEH-ETO Ha JIMKOBUTE W CI. (BUIU
civika Opoj 18 u 19)

Xaruorpadgckara HKoHorpaduja BO BH3aH-
THCKATA HPKOBHA YMETHOCT

Bo Bu3aHTHCKTa XpHUCTHjaHCKa YMETHOCT C€
10jaByBa €I€H MPOTO-CTPUIICKH (EHOMEH BO KOj
e BoowInBa (opMa Ha packaxyBame CO jyKcTa-
MO3UIIMOHUPAHN CEKBEHIWU Ha ciuku. [lorouHo,
BO paMKHTe Ha xarumorpadckarta tpamunuja (ha-
giography), mpu mnpecTaByBamETO Ha KUTHjaTa
Ha CBETHUTEIHNTE M EKYMEHCKHTE TPEIBOIHHUIIN,
MOKpPaj TEKCTYATHUTE )KUTHja HA CBETUTEIUTE, Ce
mojaByBa MOCeOEH BHUJA WKOHH. THe WKOHH TH
HapeKkyBaMe xaruorpacku MKoHU. Bo HHB, BO
HEHTPATHHOT JIeJI OJ1 UKOHATA € HACIUKAH JIMKOT
Ha CBETEIOT, a OKOJIy HEHTPAIHHOT JIe] ce Hac-
JUKaHU Malld KOMITO3HMLIMHM WJIM MaHEeIH KOW ce

YUTaaT BO KPYT OJ JIEBO KOH JECHO, O/ TOpe KOH
Jlojie, OJl JECHO KOH JIEBO M O] JI0JIE KOH TOpeE.

Cruxka 0p. 20, 21, 22

Xaeuoepagckume uxonu na Beruxomavenuya
Mapuna, Josan Kpcmumen, cé Huxona
00 Xl u X1 gex

161



Bbomrko Kapanios: [IPOTO-CTPUIIOBUTE 1 BUBJIMCKATA BEHEPALIMJA BO CPEJJHOBEKOBHATA...

Tue mamu jyKCTanmo3WIMOHUPAHU (C)IMKOBHHU
CJIEMEHTH C€ TIOAPEJICHH €HO JI0 JAPYro U BH3Y-
€IHO TO pacKaXyBaaT >HBOTOT HA CBETEIOT
OpeKy T.H. UKOHHYHO CHHONTHYKH EKCIPECUU
WIN JCNHUKIMU Ha CSCEHLHjaJHUTe COOMTHja Of
OBO3EMHHMOT JKHUBOT Ha CBETEHOT. (BUIM CIIMKA
op. 20, 21 u 22).

XaruorpadckaTa MKOHa € NPOTO-CTPHUIICKA
CHKAICyJaluja Koja, Kak0 M CUTe HUKOHH BO
WCTOYHATA TPABOCIAaBHA I[PKBA, CO IOMOII Ha
(urypaisHuTe JIMKOBHH CIIEMEHTH, BO PAMKUTE Ha
CUMOOJIMYKHOT pealin3aM, CO CBojaTa ClIMKapcKa

Hromnockacka 3a bocomajxama

eKCIpecHja, ro MpeHecyBa JyXOBHHOT acleKT Ha
nprkasHata. Taa cOAp)KM MOCBEIOYEHA TyXOBHA
BPEIHOCT, BO MMETO Ha J00JECHHOT, UyHOTBO-
peH, OorompenajeH W AyXOBEH MKHUBOT, Koja
JIUKOBHO C€ Wu3pa3yBa IMPEKy XapMOHUYHUOT
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LpTeX, Koja uMa (YHKLHja, KAKO M CTPHIIOT,
MPEKy BHUUIMBOTO (MMIIPECHOHHUCTHYKH ITOTTHK)
Jla TOBOPH 3a HEBHIJIUBUOT (IOMMAarWHUPAIHE)
YOBEYKH Maj, HErOBHOT Mpolec Ha mpeodpaszy-
Bamke U 000XKeHHe MpeKy Xpucra. Xaruorpade-
KaTa WKOHA, KaKO CEKBICHIIMOHAIIHA YMETHHYKA
(dopma 3a rpaUUKO pacKaKyBarme, HE CaMo IITO
€ yXOBEH MOJUTBEHUK M MOpATHA BOAMJIKA, TY-
Ky CO TOa IITO € 0CI000/IeHa 0] CTETUTE Ha IJia-
TOJNCHETO, a TJIArojdd CO ja3HMKOT Ha CIHUKUTE,
NPECTaByBa, 32 BEPHUTE BO XPHCTA, M MIPUCYCTBO
Ha TPACUEHJEHTHOTO, 00ecTBeHOTO. M MKOHO-
rpadujata, 1 (PPECKOMKUCOT, ¥ KOINAHHUYAPCKHUTE
MKOHOCTaCHH pe30H BO IpaBOCIaBHATA YMETHOCT
ro umaat MCTHOT cTpurcku modus operandi.
[okoHkpeTHo, Xaruorpadckara UKOHA U JKUBO-
TOIUCOT BO ()PECKUTE, KAKO CEKIIMOHAIHA YMET-
HOCT C€ €IEH BHUJ CBETa YMETHOCT, KOja IPEKy
BUJUIMBOTO (HACIMKAHOTO) CBEJOYM 33 HEBHJI-
JTUBOTO (CaKpaJHOTO) Ha HAYMH, CJIMYCH Ha CTPU-
TIOT, KOj C€ MCIOJIHYBa TOKMY BO HUBHOTO COE/IHU-
HyBame. HacnukaHoTo U cakpaiHOTO, BUIIIMBOTO
W HEBHUIMBOTO, KCTOPHCKAaTa CTBApHOCT U
ctBapHocTa on IlapctBoTo HebecHo, co3najne-
HOTO W OIIaroiaTTa WM CO CTPUIICKH KaKAHO —
cnvkara W uzejata. Bo mpaBocnaBHaTa ¢uino3o-
¢uja Ha WKOHaTa ce BepyBa JAeKa TpapUUKHUOT
NpPUKa3 Ha CIIACUTEJIOT WM CBETHTEIOT HE Camo
HITO HE € IpeB, TyKy € W JOBOJHA MPUYHMHA 32
YyZOTBOPHHOT MHUT Ha OCBETyBalm€¢ Ha camara
nkoHa". MKOHCKOTO MOYHTYBame pedepupa Ha

' Mcrounara mpaBocnaBHa pka ¢ €IeH HEBEPOjATHO TOJNEM
crpurt. Bo Puncknor mManactup u gpeckure Bo HEro BOouy-
BaMe: MOCeOHU HAPATUBHU LIPTEXH KOM COIPXKAT (GparMeH-
TH of OMONHCKHUTE COOMTHja U Ce MOAPENCHH BO PacKaxy-
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HacJHMKaHaTa JUYHOCT, a HE Ha MaTepujaiHara
nomyomka. On oBHE NMPHYMHU, BO XPUCTHjaHC-
kata puao3odrja Ha UKOHATA CE MPaBU Pa3IMKa
Mely narpuja (OoromounTyBambe Ha XPHUCTOC),
unenynvja (HaTmounTyBamke Ha Majkara boxja)
M BeHeparmja (mountyBame Ha ceriute)'’. Bo
CTPHUIIOBUAHUTE Xaruorpapuu u (PpecKOmHCH
MOXXEME Jla TH BOOYMME CHTe TpH (HopMH Ha
OoromnpenaneHoCT U nokiaoHeHue. OTTyKa ciemy-
BaaT U TpuTe (QYHKIHUK Ha MKOHUTE U (PECKHUTE
BO ITIPaBOCIaBHATa YMETHOCT: AMIAKTUYKA, KOH-
TeMILUIATHBHA M IOCPeIHUYKa' .

Kapukatypannure uprexu BO

cpenHOBeKoBHATA wiymmuHauuja The Smithfield
Decretals n xuHOKedaTUCKOTO NPHKAKYBaHe

cB. Kpucrtodep Bo ncrounara nupkaa

Bo cpenHOBEKOBHETO BOOYYBaMe [IBE JIMKOB-
HO-€CTCTHYKHU I10jaBU KOH, 110 CBOjaTa PacKaxy-
Bauyka (opma, HE CEe MPOTO-CTPHUIIOBH, MelyToa
WITYCTPAIUCKUOT CTHJI, IPTEKUTE, HACTAHUTE U
JUKOBUTE ce TpapUyuKy NMpPUKaKaHU HA €JeH He-
MOBTOPJIMBO (paHTA3MArOPUUCH HAYMH KO] HAJIHU-
KyBa Ha IPTAYKHOT ja3uK BO MOJICPHUOT CTPHIL.

Bayka XapMOHHja 332 BU3YEITHO YUTaE O JICBO KOH JECHO
kajze ¢urypanHarta Hapaiuja € JOIOJIHeTa cOo mHpeduHeTo
CTHJIN3UPAHU TOBOPHU POJIHH.

'S Bo Maxenonuja HajBICYATIIMBY XarHOrpadCKy UKOHHU Ce:
MKOHATa Kuruero Ha cB FoprI/I o XV Bek (Bo IpKBara CB.
Fopm Crpyra) ¥ UKOHATa CB. Fopm CO HETOBOTO KUTHE
HaciukaHa Bo 1630 rommma (Bo upksata cs. I'opru, Ilo-
JIOIIIKO).

7 E. M. CaenkoBa, JXutuiinas HKOHa, IIpaBocnaBHas DHIU-
kJoneauns noy penakuueit [larpuapxa Mockosckoro, on line
article < http://www.pravenc.ru/text/182315 . html >

Crmka Op. 24

Cg. Kpucrodep

IlpBaTa TakBa JIMKOBHO-ECTETCKAa I0jaBa ja
BOOYYBaMe BO BH3aHTHCKAaTa HCTOYHO I[PKOBHA
YMETHOCT BO KOja HMaMe JPeBHA M BOCXUTYBayKa
Tpaauiidja Ha HUKOHOrpa)CKO MPHKAKYBambe Ha
cB. Kpuctodep kako CuiieH U BUCOK CBETEI] BOWH
co rimaBa Ha Kyue (cynocephaly)'®. Oaa sBepo-

18 Pyckara mpaBocnaBua upksa Bo XVIII Bek ro 3abpanu
OBOj HAYMH Ha NPHKAKYBamkhE Ha CBETUTEINIOT, a BO 3allaHAT
[[pKa ce MPHUKaXyBa CO YOBEYKHU JIMK OHAKa KaKO IITO Cyre-
pUpa ¥ HErOBOTO MME M JIETEHJATa O HErOBOTO JKUTHUE:
OHOJj-IITO-TO-HOCH-XpHCcTOC-Ha-pameHa. (Christopher, the
“Christ-carrier). CoBpemeHaTa Hayka yBepyBa [eKa Kyde-
rimaBocta Ha cB. Kpucrodep e mocneanna Ha mpeBepyBad-
KaTa HeCMacHOCT BO Hekoj ckpuntopuym (“Cainite” — sons
of Cain, “Canaanite”(cananeus) — giants of Canaan, and
“Caninite” (canineus)—Dog-men WK Ky4eriaBu).
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rnaBocT (theriocephaly) ke crane HajpenpeseH-
TaTHBHA NMUKTOpPHjajiHAa MPAKTHKa BO MOJEPHUOT
crpun.'’ Bo 3amagHaTta XpUCTHjaHCKa TpaiuImja
BOOYYBaMe €/IeH KJIaCHUYCH MIIYCTPUPaH PaKOIHUC
co HacioB Decretals of Gregory IX with glossa
ordinariamnu momo3Har kako The 'Smithfield
Decretals' on crpana nHa Pajmonn on Ilenadopr
(Raymund of Pefiafort) u bepnapn on Ilapma
(Bernard of Parma), koj € HaluIaH Ha JATHHCKH
BO TOTHYKH CTWII, a TIOTeKHYBa o1 DpaHnuja of
nepuogoT okony kpajor Ha XIII n mouerokoT Ha
XIV Bek. Mma ronmem Opoj 3auyBaHM BakBU
MaTCKH JIEKPETH, HO OHa IITO € MHTEPECHO € IITO
WIyCTPUPAHUTE MHHAjaTypu M JIMKOBHU IEKOpa-
LUK COApPKAT CIIEHU O €ACH MPHIUYHO CTPHUIIC-
KM, CAaTHpHUECH M KapukaTtypaieH cerT. [lorouHo,
winyctparuute Bo The Smithfield Decretals roso-
par 3a 1.H. Mondo alla rovescia (Haomauku cBer)
KOj IpecTaByBa HMarvHaTWBHAa W apTUCTHYKA
Kpeanyja, IpuapyKeHa cOo packakaHa MpUKa3Ha
Ha JIMTEpaTypHO M HKOHOTpadCKO paMHUIITE,
Kajie IITO BO CBETOT Mery JyfeTO M >KHBOTHHTE
c¢ € paJuKalHO HAOoMaKy M BO IOIJIEJ Ha OIII-
TECTBEHUTE YJIOTH M BO TIOTJIC/ HAa COIIMjaJTHUTE
penanun. Haomaukuor cBetr ox The Smithfield
Decretals compku eKCUEHTPUYHH H OH3apHU
CICHM Ha TMAaCTOPH, >KUBOTH, NHjaHU EPMHTH,
JeTeuykn pulu, Ofeme Ha TIJlaBa, CEKCyalHH
JeBUjalul U cJI. Mako OBOj NpEIBECHHK Ha
CTpUIICKAa caTHpa W KapUKaTypaJlHOCT UMa amo-

19 JloBosiHO € na ce cetume Ha: [lluwmo Ha Bont [u3Hwu,
kuHokedanure Bo The Incal Ha Xomoposcku u Moebius,
kydernasuot ox Ghost Rider, Dog Boy Ha Crus Jlediep
(Steve Lafler) u MHOTY Apyru aHUMHUpPAHH U CTPHUI JIMKO-
BOBH OJ1 ION-KyITypaTa Ha XX BEK.
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JIOIIKa, a He CyOBep3uBHA (DYHKIIMja KaKO MOJEp-
HaTa CTPUI-CATHpa M KapHKaTypa, Cenak KOH-
IENTOT Ha (C)ITMKOBHO MPHKAXyBamke Ha IOCTe-
JMIATE OJ TMOJPUBAKETO HAa OINIITECTBEHHUTE
BPEIAHOCTH M OIIITECTBEHATa XHEPapXHja MpPeKy
rpaduukd TpaHCrpecHMBHa (UKIMja 33 €ICH
HAOIa4yKH, HApyIIeH COLMjaJeH M CUMOOIHYKH
CBET MOXeE Ja Ce CMeTa 3a eIHa O] Hajper-
PE3CHTATHBHUTE TMUKTOPUjATHH TPAKTHKA BO
MOJICPHUOT CTPHII U Kapukatypa (cimka op. 25).

Crmka 6p. 25

®parmenT o1 Haonaukuor cBer
ox The Smithfield Decretals

3akiay4ok

[Iporo-cTpunoBuTe HU OBO3MOXYBaaT |
mono0po na ja pa3dbepeMe camaTa NpUpoaa Ha
crpunor. Ilorouno nHerosmor modus operandi.
Hcropujata Ha JIMKOBHO—HApaTUBHUTE POJIOBU
BO ()OpMaTUTE 32 KOM TOBOPEBME KaKO MEIUYMH
Ha CTPUIICKAa H3PA3HOCT HArJeHO HU MpeJo-
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gyBaaT JAeka Oe3 pasiuka Ha MaTepujaIHUOT
HOCHUTEIl, TIPUpOJIaTa Ha CTPHIIOT CE€ OCTBapyBa
BO JIBeTE KJIYYHU DEIENTUBHHU JIOKWBYBamka M
MOXHOCTH: a) (00)UMASUHUPAFbemo IITO TO
OBO3MO’KYBa HUMIIPECHOHUCTHYKUOT MHKTypaJIeH
nottuk (call) ¥ MpasHUOT PELENTHBEH MPOCTOP
Mery naHenute (response) u 0) CEKBEHIIU]jaTHO
KOHTHHYHUPamke MpeKy (C)IMKOBHOTO IIpocee 3a
packakyBame. OBUE OCTBapyBama OJ1 CPEIHOBE-
KOBHAaTa WCTOpPHja Ha IPKOBHOTO TIpadUyuKo
packaxxyBame, BO KOHM IPEMO3HABME CTPYKTY-
paJieH 3apoJIHill ¥ POIOB MPEIBECHUK HA MOJEP-
HUOT CTpPHUI, HH OBO3MOXXYBaaT 3aKIydyHO [a
coryiezaMe JeKa CTPUIOT KaKo MEIUYM 3a pacKa-
JKyBamkbe € JIaleKy IMOCTap HapaTOJOUIKA MOJENT
co Oorara u wm3BecHa mnpenucropja. CpenHoBe-
KOBHaTa Tpaduuka JuTepaTypa M HEj3HHHUTE

JIutepartypa

CTPHITOBUIHY JIOCTpPENH, HE CaMoO IUTO TH COJp-
AT CTPYKTYpaJHHTE E€JIEMEHTH Ha MoJjepHara
CTpun-uKoHorpaduja, TyKy M TIOKaxyBa JeKa
BU3YCIHOTO pPAaCKa)XyBamke MOXKE Ja COAPKH
KHIDKCBHU TEMH, JINTEPApHU (DYHKLIUH, HUHTEP-
TEKCTYaJTHOCT, XepMEHEBTUYKH TTOTSHIMjall U CII.
KOM HE T0/pa30HpaaT MCKIyYHMBO MIIaJd YUTa-
TEIN U XyMOPUCTHYHU coapxuau. Co npyru 300-
pOBH, XpHcToJbyOHATa BeHepanuja Bo Tpadmuu-
KATE 4YeTHBa HAa CPEIHOBEKOBHETO yMaTyBa Ha
(haKToOT NIeKa PacKaKyBambeTO IMPEKy KaJpupaHH
CIIMKA MOXe Ja Oulie KOMIUIEKCHA U yBEpiUBa
JUIAKTUYKA, MJCONOIIKA K KOHTEMIUIATHBHA
TEeXHHKa Ha packaxysame. [Ipeamcropumjata Ha
CTPHIIOT KaKO JEBETTa yMETHOCT € €leH Of
TEMEIUTEe Ha HEeroBara BPEIHOCT, ECTETHYKH
JIETUTUMUTET ¥ ONMIITECTBEH MOTEHIIN]all.
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Boshko Karadzov

Proto-comics and Biblical Veneration in Medieval Graphic Literature
(Summary)

Every art, especially comic book art as a graphic storytelling, draws its aesthetic legitimacy through the specific
and autonomous media identity and through the capacity for social and cultural influence. The first one speaks
about the iconography of the comic book language and its authentic bimodal literacy, and the second one about
the subversive potential of the comics and its capacity for causing social and cultural changes. However, what
gives the final legitimization of every art discipline is always its history and the highest achievements in it. His-
tory of comic book art has been incredibly rich and different over the last hundred years. From Rudolf Topffer
and his Les amours de Mr. Vieux Bois (1837), through the golden age of the superhero comic books, to the latest
masterpieces of contemporary comic art works such as Habibi (2011) by Craig Thompson. In it, it is widely
recognized that the comic book art, formally speaking, is a graphic storytelling in which the fable and iconic
elements are laced in a forme of narrative sequential side-by-side visual compositions (or so-called comic
panels) which are inserted textual tools that complement the figurative narration.

This structural definition illuminates the autonomy of the comic books as an artistic genre, but even more
importantly, as soon as comics are visual storytelling in which the pictorial and fable elements are composed in
arranged frames, then this technique of narration can be recognized in many other forms of expression
throughout history. Far more older than the first comic books of Gustave Dore, Wilhelm Busch, Charles Ross
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and Marie Duval from the second half of the XIX century. Based on this, we can profaundly talk about pro-
comics, archaic comic formats and about comic book phenomenology and its proto-forms of expresive
articulation. All this, through the prehistory to comic book art.

In this study, we will focus on most remarkable achievements in the history of visual narratives in the
medieval period in which we see graphic storytelling similar like a modern comic books. Based on the Will
Eisner’s and Scott McCloud’s operative and structural definition, the comic books as a narrative medium enables
us to recognize in the medieval graphic literature such achievements that strongly resemble to the iconography of
the modern comic books. Most of the medieval graphic literature has a sacred literary function and represents the
divine and religious humility of the believer. This kind of venerative function graphic storytelling in medieval
period was a subject of research in the history of literature science, in the history of Christianity, and so on. But,
structural analyzes with the help of the hermeneutics of medieval bimodal literature became possible and
scientifically relevant only after the conviction of the academic, cultural and professional public that the comic
booka as art has its undeniable value and aesthetic legitimacy. For a long time the comic books was considered
to be schundliteratur phenomenon in pop culture, and additionally not only "responsible" for "nurturing" the bad
literary taste, but also for the moral corruption of the youth. But overcoming of this long-standing stereotypes
enabled the posobility of scientific research on the history and philosophy comic book art. Today, we even spoke
about special science of comics - panelology. However, this overcoming has opened up space for research on the
complex forms of ideological power and political reflections that the comic as a phenomenon of pop culture
brings in itself. From Art Spiegelman, who received the Pulitzer Prize for the comic book Maus, not allowing the
new generations to forget the horror of the Holocaust, through the iconic political influence of Alan Moore and
David Lloyd with the comic book V for Vendetta and Guy Fawkes's mask, until the raising of rights woman in
the Islamic culture in the Persepolis and Embroideries graphic novels by Marjane Satrapi and Joe Sacco's civic
comic journalism from the military hotspots around the world. Today it is more than justifiable to speak not only
about the prehistory of the comic book, but also about all the aesthetic issues that comics draws as a narrative
gender. Especially after the recent news that the Columbia University's Department of Education has allowed
Nick Sousanis to complete a PhD dissertation titled Unflattening: A Visual-Verbal Inquiry into Learning in
Many Dimension, which was written/painted entirely in the form of a comic book. This unusual doctorate in
form of comic book carries with itself kind of academic legitimacy of graphic language and through the decon-
struction of the usual academic discourse, offers an astonishing graphic art of visual telling that examines the
human power of cognition and pedagogical perspectives of graphic literature. On the basis of all this, in the
following chapters we will present, analyze and evaluate the following achievements of the history of visual
narratives in the medieval period: proto-comic medieval manuscripts, Biblia pauperum, Xylographic medieval
comic books, graphic version of Psychomachia and Alexandria Roman d'Alexandre en Pro, hagiographic
iconography in bizantine art, caricatured drawings in The Smithfield Decretals and cynocephalystic depiction of
Saint Christopher in orthodox iconography tradition. All this in order to show that the comic book as a medium
for storytelling has a rich and a certain prehistory which is one of the foundations of its aesthetic legitimacy as an
artistic form.

Key words: comic books, proto-comic, veneration, medieval graphic literature, medieval manuscript
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