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Svetlana S. Kalezi¢-Radonji¢

SONG

398.8(=16):2-264(049.3)
Original scientific paper/Hzsopen nayuen itpyo

SOUTH SLAVIC METAMORPHOSES OF ARYOPHONE
DUALISM - COMPARATIVE ANALYSIS OF AMYTHICAL

Key words: mythological songs, South Slavs, grammatical gender, dualism, cosmic religion

A mythological song from the first book of
Serbian Folk Songs, which was recorded/written
down by Vuk Karadzic under the title Izjeden
ovcar or The Devoured Shepherd (Ne 237 within
the section Particularly Mythological Songs) and
containing startling imagery and a large number
and wide distribution of variants, long ago attract-
ed the attention of literary scholars — it exists in
almost a hundred versions and is known across
the wide southern Slavic lands from the far south
of Slovakia and the north of Slovenia through
Croatia, Bosnia, Serbia and Montenegro to Mace-
donia and Bulgaria. The first scholar who drew
attention to it at the beginning of 20th century was
Friedrich S. Krauss, followed by Marijan
Stojkovic a quarter of a century later, then Vinko
Zganec (several times during the 20th century),
Olinko Delorko Zeman and Erich Seemann,
whose analysis of this song during the 1960s was

the most completel. There were also particularly
interesting works by Miodrag Pavlovic and Zoja
Karanovic at the end of 20th century and the be-
ginning of the 21st. Zeman’s collection of vari-
ants, according to which, out of 82 recorded vari-
ants, 77 come from parts of the former Yugosla-
via, testifies to the fact that it is a creation of par-
ticularly South Slavic character?. In the meantime
another 20 versions of the song about the shep-
herd whose heart was eaten by witches have been
recorded by various collectors of national treas-
ures and scholars of this subject.

The subject of our interest will be the differ-
ent versions of this song recorded on opposite
sides of the Balkans (the region of Montenegro

1 BOSKOVIC-STULLI, Maja ,Balada o pastiru i tri
vjestice®. In: Usmena knjizevnost: izbor studija i ogleda, ed.
Maja Bogkovi¢-Stulli. Zagreb: Skolska knjiga, 1971) p. 90—
92.

2 1bid.
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and Bulgaria) and a highlighting of their specific
features. We will also try to shine some light onto
their shadowy mythological context and point out
the connection between the melody with the text
(for example, four variants were written down in
Montenegro). One of the main reasons why we
are dealing with these is that this song is still be-
ing performed in the northern parts of Montene-
gro. The already mentioned version recorded by
Vuk Karadzic will serve as a key parameter, since
it corresponds with the majority of the 100 or so
recorded ones, primarily in its dialogical form.

In its briefest form, the text of the song could
be summarised as follows: a mother and/or sister
wakes up a shepherd boy, warning him to bring
back the sheep that have wandered beyond the
woods or the hill, and he responds that he cannot
because the witches/fairies/female relatives have
eaten his heart. The Montenegrin versions of this
poem say that the brother was killed by his sister,
who “waking her brother ripped apart / with a
white tooth his throat™® (where the three female
characters are apparently compressed into one)
while in the Bulgarian variations of the song, the
crime against the young shepherd was committed
by his mother, sister and sweetheart* or the witch-

3 Novije crnogorske narodne pjesme. Izbor iz zbirke Branka-
Banja Saranoviéa. Edited by Radmila Pegi¢, Titograd:
Grafi¢ki zavod, 1964, p.21; KORDIC, Stevan. “Budeci brata
zaklala” (In: Crnogorska knjizevnost u knjizevnoj kritici 2.
Narodna knjizevnost. Edited by Slobodan Kalezi¢, Niksi¢:
Unireks, 1995). Muzicka tradicija Crne Gore (studija i izbor
muzickih primjera Dimitrije O. Golemovié), Podgorica: Per-
gamena 1992, p.36, and MILOSEVIC, Jovan. Zapisi narod-
nih pjesama iz Crne Gore, Podgorica: Udruzenje kompozito-
ra Crne Gore, 2000, p.73 & 94.

4 Ibid., p.92.

8

es who were waiting for him by the water and
plucked his eyes out.®

In the very first works about the song, atten-
tion is drawn to the old South Slavic belief re-
garding witches eating the hearts of sleepers,
which was fundamentally explained by Vuk
Karadzic.® Scholars explain the motif of eating
the heart as a remnant of the fertility rites that
maenads used to perform,” while others see in this
the traces of the initiation rites along the line from
the death of a child to the birth of a man, in which
the child is released from the authority of the
mother.®

The relationship between the three witches
(in some versions there are three fairies, or rather,
three relatives: a mother, a sister and an aunt or
bride) were shown through a gradatio — one takes
out the heart, the other holds a candle, while the
third holds a dish. Zoja Kranovic looks on the
“three villainesses” as a demonised variant of the
one-time lunar goddess of fertility, who had three
faces, or three forms; in accordance with the

5 MARINOV, Dimitiir. Izbrani proizvednija I1, Sofia: Nauka
i izkustvo, 1984, p. 499; Ibid. 3, p.92.

6 “A witch [...] eats people, especially small children; when
she finds a sleeping man, she hits him with some kind of rod
across his left breast, then she opens up his chest, takes out
his heart and eats it, then the chest heals back up again”.
KARADZIC, Vuk. Srpski rjecnik istumacen njemackijem i
latinskijem rijecima. Be¢, 1852, p.66.

7 PAVLOVIC, Miodrag. ,lzjeden ov&ar*. In: Obredno i
govorno delo: ogledi sa srpskim predanjem. Beograd:
Prosveta, 1986, p.54.

8KARANOVIC, Zoja. ,Pesma o ovéaru &ije su srce izjele
vestice, tekst i obredno-mitski kontekst“. Nebeska nevesta.
Beograd: Drustvo za srpski jezik i knjizevnost Srbije, 2010,
p.68.
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phases of the moon, the witch was depicted as a
young woman, a mother-parent and as an old
woman.® However, this threesome is also charac-
teristic of other lunar goddesses — “Artemis is
called tproditig, while Diana is trivia, and she
walks on three paths”i® and then there is Hecate
who is always depicted with three heads.*

In the Montenegrin versions, as we have al-
ready said, the three female characters are com-
bined into one, but only the sister remains of the
original villainesses. This has led some research-
ers to argue that the Montenegrin version contains
not so much “night-time magic, but describes a
real criminal event, while still preserving the same
sense of the macabre, the same horror and, more-
over, expressing a mythical intonation of the po-
em with its powerful final hyperbole: ‘blood
flowed to the sea, / mourning reached the sky’,
and in this way the introduction and the end of the
song sealed this ballad as a myth.”*2 It is our opin-
ion that the seal of this myth is recognised in the
central segment of the song, which we will try to
prove from here on in the text.

The contamination of fairies and witches in
different versions of this song can be justified by
the fact that these matriarchal demons of fate and

® 1bid., p.71.

10 NODILO, Natko. Stara vjera Srba i Hrvata. Split: Logos.
1981, p.625 {165}.

11 One should also definitely mention Margaret Murray’s
opinion, whereby she considers that the witches’ cult is a
remnant of the pre-Christian cult of Diana. Quoted from:
CICA, Zoran. Vilenica i vilenjak, Zagreb: Institut za
etnologiju i folkloristiku, 2002, p.21.

12 1bid. 3, p.103.

death have the same manistic basis'®. At a later
stage fairies become demons of nature. The Dic-
tionary of Symbols (Rjecnik simbola) points out
that the fairies (there were generally three of
them) were most likely the goddesses of the fields
and therefore the “three-part rhythm that charac-
terises their work was the rhythm of life: youth,
maturity and old age, or birth, life and death. [...]
They are connected with a three-part rhythm but
they also depend on a four-part rhythm. In music,
the time signature would be three-four; three em-
phasised beats and one rest. This is in fact the lu-
nar rhythm, and the rhythm of four seasons. The
moon is visible during three lunar phases, while in
the fourth phase it becomes invisible and it is said
to be dead.”** It is interesting that, although pre-
cisely in Montenegro there was a belief that
witches remove children’s hearts,® in the Monte-
negrin versions of The Devoured Shepherd noth-
ing of this has survived, while in the Bulgarian
versions it largely has. In South Slavic beliefs
witches are also associated with the moon, as it is
considered that it is a girl born in the last quarter

18 KULISIC, Spiro, Petar Z. Petrovié and Nikola Pantelié,
Srpski mitoloski recnik. Beograd: Nolit, 1970, p. 12. In all
old Indo-European beliefs the moon was connected with de-
mons of the night and the underworld. See: CAJKANOVIC,
Veselin. Stara srpska religija i mitologija, Beograd: Srpska
akademija nauka i umetnosti/ Srpska knjizevha zadruga,
1995, p.336.

4 CHEVALIER, Jean and Alain Gheerbrant. Rjecnik
simbola, Zagreb: Jesenski i Turk. 2007, p.816.

15 JOVOVIC, Luka and Milo§ Jovovié: ,,Crnogorski prilozi®,
in: Zbornik za narodni Zivot i obicaje juznih Slavena, knj. 1,
ed. I. MilCeti¢, JAZU, Zagreb, 1896, p.98.
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of the lunar phase that will become a witch.®
Therefore, it could be said that a witch is born
when the moon disappears. This brings us to an-
other important feature of this poem in the Mon-
tenegrin and Bulgarian versions.

All Montenegrin versions (as well as Serbi-
an, Croatian and Bosnian versions) have a cosmic
introduction — a scene of a starry sky which is
compared with a field full of sheep. The establish-
ing of parallels between the heavenly and earthly
domains (such as that the stars have no moon, just
as the sheep have no shepherd) is just one of the
many things underlying this song in its various
forms. It is not difficult to notice something that
was first noticed by Vido Latkovic — the new
moon is the same as the devoured moon or de-
voured shepherd.!” The opening image of the star-
ry sky (in Montenegrin versions, at one point the
Morning Star — Venus — is presented as the
brightest and lightest star), the “sheep without a
shepherd” or “star without a moon”, could be in-
terpreted as an eclipse of the moon in its last quar-
ter. In this regard Natko Nodilo points out: “When
there is an eclipse of the moon or the sun, our
people say: The Moon has been caught! or: The
Sun has been caught! They even say of the sun:
The Sun has been devoured!”1®

Hereafter, Nodilo compares Slavic and Scan-
dinavian beliefs, according to which the Moon is
chased by wolves, and “Vatroslav Jagic mentions

16 BUJIANOVIC, I. ,Praputnik“ (Vjera u osobita bica.
Vijestice), in: Zbornik za narodni Zivot i obicaje juznih
Slavena, knj. 1, ed. I. Milgeti¢, JAZU, Zagreb, 1896, p.234.
17 T ATKOVIC, Vido. Narodna knjizevnost 1. Beograd:
Naucna knjiga, 1967, p.152.

18 1bid. 12, p.605 {145}
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this Slavic gloss (IX 147): ‘Clouds that chase
peasants are called werewolves, so when there is
an eclipse of the moon or the sun, they say:
werewolves devoured the Moon or the Sun.’ [...]
| suppose even if it was not a real eclipse, a thun-
derous dark cloud covering the Moon was, in the
eyes of a simple Slav, such a wolf or werewolf. In
the 13th century Czechs believed when the moon
phases occurred that it was being eaten by witch-
es, who were spinning hemp in the dark, which
was a distinct belief of one Slavic branch.”*® The
belief that witches eat the moon is obviously not
just peculiar to the Czechs, since we find echoes
of those beliefs in various versions of this song all
over the Balkans.

The main characters of the Montenegrin ver-
sions — a brother and a sister — mostly have the
same names in all recorded texts (Radoje and Jeli-
ca, or Radojce and Jelena). The name Radoje
comes from the word for “joy”. In Bulgarian ver-
sions the main character’s name is most often
Stojan — it is an apotropaic (warding off evil)
name which was given to a child to protect it from
premature death.?® Although researchers of this
song insist that since the names of the “main
characters” change from version to version, they
cannot as such represent any additional source of
information,2* we cannot fail to note that the name

19 |bid., p.607 {147} & 148 {605}.

20 This name, whose primary meaning is sure, firm, durable,
which does not break, also had a different function — to pre-
vent more children being born, when there were too many.

21 In Croatian, Serbian, Bosnian and Slovenian the names
are: Jakobek, Ivo, lvek, Vanko, Larar (ek), Radoje, Dominek,
Frjanek, Martinek, Jure, Vid, Stefica, Alija and others). See
Ibid. 3, p.92.
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Jelena has its origins in the Greek name Helena,
whose root fjAtog means sun, while the name Jeli-
ca, according to one interpretation, is a diminutive
of that name.? The name in this case directly cor-
responds to the change from night to day, that is,
it relates to the new day that comes after night: we
deem that the line “with white teeth his throat”
may be interpreted as a sign of whiteness, that is,
the dawn. Furthermore, in the beliefs of the South
Slavs, Dawn had three persons (midnight, evening
and morning),?® so the three female characters
may be interpreted in this way: the moon, as a
main feature of night disappears when the dawn
comes, as a precursor of the new day. By studying
the religions of various Indo-European peoples,
Mirca Elijade concluded that there were equiva-
lent elements among them testifying to a common
protohistory. One of them, pointed out by
Georges Dumézil, is the initiation rite of a young
warrior who had to defeat three opponents or a
three-headed monster,?* so certain similarities
may be found in the lyrical “situation” in which,
on one hand, there is a child/young boy and on the
other, a “three-headed monster”.

The song The Devoured Shepherd in its dif-
ferent versions, including those recorded in Mon-
tenegro and Bulgaria, may be understood also as a
secularised form of ancient mythical and religious
plays which had faded from view over the centu-
ries, changing their form and colour, while pre-

22 Another interpretation is that Jelica originates from the
name for a fir tree (a symbol of slenderness and elegance).

2 bid. 12, p.210 {110}.

2 ELIJADE, Mir¢a. Istorija verovanja i religijskih ideja. Od
kamenog doba do Eleusinskih misterija, knjiga I. Translated
by Biljana Luki¢. Beograd: Prosveta, 1991, p.167.

serving within themselves reminiscences of an
ancient lunar myth. Even though researchers have
not found any traces of lunar deities among the
Slavic peoples, back in 1452 one adherent of the
old Glagolitic script that was used in the Croatian
church, for whom bowing to the sun or the moon
was forbidden, confirms Nodilo’s presupposition
concerning worship of the moon as a type of dei-
ty, while Gasparini notes that “they may be lunar
polycephalous idols of the Baltic Slavs, and de-
formed beings such as Baba Yaga are certainly
lunar. In [Gasparini’s] opinion, the Slavic kolo (a
round dance) symbolically represents the phases
of the moon, and the Bulgarian expression for the
moon — ‘grandfather Lord, grandfather God’ —
indicates the divine nature of the moon as the
forefather (originator) of humanity.”#

The reason why the lunar epiphany had fas-
cinated the first human society since ancient days
may be found in the phenomenon of immortality:
“Several thousand years ago the moon cult, in its
symbolism of regeneration, alluded to the pain
after the death of loved ones and suppressed fear
of one’s own death. The lunar hierophany, which
is rhythmically restored, quenched aboriginal
man’s desire for his own regeneration, strengthen-
ing his faith and hope in the possibility of rebirth
and resurrection, just like the moon.”?® Hence,
this appears to be a more logical explanation of
the fact that mothers, for example, sang this song
with its “macabre text” to their very small chil-

% Ibid. 15, p.201.

%6  SAFRANJSKI, Vlodjimjez. ,Praistorijske religije i
kultura®, Kultura i religija, Beograd: Radnic¢ka Stampa. 1981,
p.310.

11
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dren in their cradles. They did not sing it to fore-
shadow an initiation rite or “through songs, just a
few days after birth prepare them for the painful
but necessary separation from their mother”,?” but
rather this song was actually about a joyful event,
about the stubborn persistence of life, which is
renewed even after death. It is not recorded on
what occasions this song was performed in Mon-
tenegro, but in Bulgaria this terrifying text was
sung at baptisms.?® (In addition to this, it was
sung in Bosnia during the harvest in a kolo
dance,? and in Croatia when putting children to
bed or on the eve of St. Ivan’s Day.)®

However, regardless of all the possible vary-
ing interpretations and all the differences in the
Slavic versions of this song, still there is one con-
stant which actually refers to the grammatical
gender (a man is murdered by a woman or wom-
en), and can be ultimately connected with Neo-
lithic religious thinking, which will be expounded
upon later. Mirca Elijade stresses that “[...] within
the beliefs and customs of Slavic peoples, the
moon (masculine) plays a more important role
than the sun (neuter, probably derived from a
feminine noun). In order to guarantee riches and
health, prayers are said to the moon, which is
called ‘father’ and ‘grandfather’ — and its eclipses

27 Ibid. 10, p.68.

28 |bid. 7.

29 KULENOVIC, Skender. “Narodna sijela u Osmac¢ima kod
Srebrenice”, in: Zbornik radova XXXVI kongresa Saveza
udruZenja folklorista Jugoslavije Sokobanja 1989, Beograd:
Udruzenja folklorista Srbije, 1989.

30 ANDRIC, Nikola, ed. Hrvatske narodne pjesme. knj. VII.
Zenske pjesme (Ljubavne pjesme), Zagreb: Matica hrvatska,
1929, p.457.
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are wept over.”® On the other hand, the Morning
Star (Danica), which appears when the moon dis-
appears, is feminine, as well as Dawn (Zora)
which announces the new day. In old Slavic and
Serbian beliefs they thought that the moon (mas-
culine) during an eclipse had been ripped from the
sky by witches (feminine),® or that dragons and
alas (mythological creatures, both feminine)
“covered the moon with their wings, would start
biting it and try to devour it”.*® Therefore, what
survived throughout the centuries was preserved
in the language — that the disappearance of an
important masculine-gender ““divinity” is con-
nected with the appearance of feminine-gender
powers. This is how the transformation of “weep-
ing over the moon” emerged, while the “grammat-
ical essence” remained the same; and the mythical
context was replaced by the patriarchal — instead
of witches eating the hearts of those who are
asleep, especially of family members3, they are
now “just” female relatives. This type of “change”
when “bearers of opposite characteristics, without
losing their concrete nature, become signs of other
objects and an element of symbolic classifica-
tion”® Meletinski sees as a typical mythological
law, which is essentially almost always character-

31 ELIJADE, Miréa. Istorija verovanja i religijskih ideja. Od
Muhameda do Reformacije, knjiga Ill. Translated by Biljana
Luki¢, Mirjana Peri¢ and Mirjana Zdravkovi¢, Beograd:
Bard-fin, Banja Luka: Romanov, 2003, p.34.

3 CAJKANOVIC, Veselin. Stara srpska religija i mitologija,
Beograd: Srpska akademija nauka i umetnosti/ Srpska
knjiZzevna zadruga, 1995, p.335.

33 Ibid. 14, p.4.

34 Ibid. 34, p.216.

35 MELETINSKI, Eleazar Mojsevi¢. Poetika mita. Translated
by Jovan Janiéijevi¢. Beograd: Nolit, 1983, p.234-235.
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ised by binary opposition. Schelling, in a similar
transition from cosmogony to theogony, sees the
first astral religion, so-called Zabism (“star wor-
ship”) as a type of “battle outside of itself” that
humanity found itself in before its division into
nations.® In the context of this paper, it seems to
us that the most comprehensive opinion is that of
Veselin Cajkanovic, who thought that each folk
song “may be, or strictly speaking, must be, com-
posed of chronologically different elements, some
older and some newer”, and that these older layers
are detected “in some places only in individual
words or phrases” while in other places in “entire
images and motifs, or in longer episodes”.®’
Hence, the complex text of this song relates to
several layers from prehistoric and ancient times —
echoes of the existence of fertility deities, initia-
tion rites, lunar epiphany, belief in witches and
fairies and, most of all, dualistic pairs of light—
darkness, order—chaos, etc. It certainly appears
that the traces of these beliefs come from the pe-
riod of the early Stone Age, which may also rep-
resent our most complete answer to the mystery of
this unusual mythological song.

Traces of old Indo-European religion can be
found in the religions of all Indo-European peo-
ples. A number of ideas present in them, as Mirca
Elijade proves, may be connected to a common
source during the Neolithic period. Among them
is also the so-called cosmic religion, which devel-
oped when man discovered agriculture and when

36 SELING, Fridrih Vilhelm Jozef. Filozofija mitologije I.
Translated by Damir Barbari¢, Zagreb: Demetra, 1997,
p.154-157.

37 CAJKANOVIC, Veselin. Mit i religija u Srba, Beograd:
SKZ, 1973, p.546-547.

religious activity started to concentrate around
periodic world renewal. The discovery of agricul-
ture increased feminine and maternal sacredness
(since in the Palaeolithic division of labour, wom-
en were initially in charge of gathering fruits, and
later cultivating plants), where the fertility of the
land becomes connected with the fertility of
women: “The complex symbolism of the anthro-
pocosmic structure connects women and sexuality
with the phases of the Moon, the Earth (equated
with the womb) and what should be called the
‘mystery” of vegetation. It seeks the “‘death’ of the
seed so that it can ensure its rebirth.”*® So, the
thesis that the world must be destroyed in order to
be created again becomes the principle of a
unique explanation of human destiny, cosmic
rhythms and life in general: “The two cosmic mo-
dalities — life/death, chaos/cosmos, barren-
ness/fertility — actually represent two moments of
the same process.”?® We are of the opinion that
the old mythological song The Devoured Shep-
herd contains traces of precisely these Indo-
European beliefs, while in the later phases of the
myth, the drama of vegetation is substituted with
the drama of an eclipse of the moon; after that
there is the influence from underworld demons
like fairies and witches who, over time, adopt the
characteristics of women, transforming into a
mother, sister and aunt/sweetheart. We believe
that the transformation came about through old
South Slavic beliefs according to which there are
usually three fairies, and that witches mainly at-
tack their own relatives (which is also evident in

3 |bid. 26, p.40.
% |bid., p.61.
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the Montenegrin proverb: “Where would the
witch attack, other than among her own rela-
tives?”). However, as the Bulgarian and Monte-
negrin versions, recorded on different sides of the
Balkans, prove — there is no rule which can ex-
plain why in the different variations certain ele-
ments have remained and certain ones have dis-
appeared.

Even though most of the people who have re-
searched this song emphasise its ritualistic and
mythological context, where the phenomenon of
offering sacrifices plays a significant role, as well
as the phenomenon of bloodshed, there are still
two very important aspects which add an optimis-
tic vision and cheerfulness, which hide behind the
terrifying poetic images about the murder of a
young shepherd/moon — the melody and the occa-
sions on which it was performed. Stefan Kordic,
in his text Waking a Slaughtered Brother, analys-
ing this song, or at least the version which he re-
members from his childhood, cannot stress too
much the fact that the melody is “cheerful, merry
and lively”, and that this song “through that far-
from-unimportant aspect seems to sing about a
joyful event”.* We have already mentioned some
of the occasions on which this song was per-
formed (putting children to bed, St. Ivan’s Day,
baptism, Lent and harvest time), which makes
researchers even more surprised at the mismatch
between the melody and the text,*! as well as at

40 KORDIC, Stevan. “Budeci brata zaklala” (In: Crnogorska
knjizevnost u knjiZzevnoj kritici 2. Narodna knjiZzevnost, edited
by Slobodan Kalezi¢, Niksi¢: Unireks, 1995), p.270.

41 On the other hand, Maja Boskovic-Stulli states that the
melody is very sad and ballad-like: “The nostalgic tune of
that song, so smoothly flowing with its ballad-like content,
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the fact that this song is performed at moments
filled with positive emotions. However, in search-
ing for this melodic line which Professor Kordic
called “cheerful and lively’, from our conversation
with him we realised that it was the same melody
as the Montenegrin song Pod onom, pod onom,
gorom zelenom (Under That Green Mountain).
This information brought a totally new perspec-
tive to the way we see this issue and, with it, new
conclusions. In a musical sense, it is not the same
case as with the text, where “gradual modifica-
tions led [...] to [...] specific differences in the
texts”,*2 but it was an “open” copying of already
composed melodies, which in the context of lyri-
cal folk songs was a normal procedure: “A fa-
vourite melody is often used to create a new
song.”*®

Speaking about the musical variants of this
song, it is hard to point out and impossible to de-
termine which one of them took primacy in the
melody.

When it comes to the melodic line of the
song there are even more differing variants com-
pared to when we look at the texts. If we were
only to compare the metric patterns of the differ-
ent versions it would be evident that they have a
wide range, from five- to twelve-syllable verse.
Metre, of course, affects the rhythm and the gen-
eral impression of the dominant atmosphere.

impressed me deeply” (lbid. 3, p.89). Also, in that text she
cites the transcription of one of the song variations of Jahau
je lve v lugah zelienih, written by Jerko Bezic (Boskovic-
Stulli, 1971: 94) which we cite here to compare it with the
melodic recordings of Montenegrin variants.

42 |bid. 3, p.101.

43 Ibid. 19, p.146.
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Bearing in mind the notation of one of the ver-
sions of this song, written by Jerko Bezic, as well
as three transcriptions in the Montenegrin version
of this oral work of art, some conclusions can be
made about the dominant atmosphere.

Here we cite all four transcriptions:
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Jovan Milosevic (Pastrovici)

Bezic’s version (recorded in the surroundings
of Cunovo) is cheerful and lively with a very fast
tempo, while both of Milosevic’s versions (from
Bijelo Polje and Pastrovici), as well as Go-
lemovic’s (from the area surrounding Pljevlja)
have a slower rhythm in comparison with the first
one, and the versions’ tone rows differ significant-
ly from each another (three in the first, five in
second and six in the third). A more detailed anal-
ysis shows that the variant of the song The De-
voured Shepherd written by Jovan Milosevic in
Bijelo Polje, is in a major hexachord which con-
tains a definite, though incomplete, major scale.
In the second case recorded in Pastrovici, the song
is in a minor pentachord, while Golemovic’s re-
cordings are characterised by ambivalent major—
minor opposition (a minor trichord extended by a
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tone lower than the final note, a so-called hypofi-
nalis which, although not explicitly found here, is
especially noticeable while singing). The second
interval below the finalis is characteristic of Bal-
kan folk singing: “That type of singing [...]
emerged in nature, for in its essence it tends to
carry as far as possible, from one hill to another or
from the pasture to the village. [...] Such a pene-
tration of sound could not be achieved by thirds or
other consonant intervals, which appear very of-
ten during folk singing, but it is the second that
acts, penetrating far into nature; it has acoustic
and psychological priority. [...] People found in-
spiration for this type of singing in nature. The
first to instruct them was an echo that was for a
long time produced by healthy peasant throats.
[...] In folklore intonation, the second interval
gained its place beneath the finalis. It became the
neighbouring tone beneath it, its tonal equiva-
lent.”#* 1t is the hypofinalis that during singing
gives the major-scale character to the melody,
which is one of the reasons why the major and
minor combine, creating brightness on one hand
and melancholy on the other. Thus, also the rec-
orded melodies of the song The Devoured Shep-
herd confirm the thesis about the ambivalent
character of the song in which fear or sadness are
intertwined (due to the eclipse, the “disappear-
ance” of the moon) with joy (because of its re-
newal and/or the dawning of the new day).

If in the end we should reach a conclusion,
we may use the words of Volodjimjez Safranjski
who saw in the emptying of the magic of fertility

4“4 VASILIEVIC, Miodrag A. Jugoslovenski muzicki folklor 1.
Beograd: Prosveta: Izdavacko preduzeée Srbije, 1950, p.360.
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at the end of Pleistocene one of the religious
symptoms: “In this way the great socio-economic
break that occurred in the early Stone Age [...]
was also reflected within the area of religion, re-
sulting in thought stereotypes which became the
basis for later world religions, especially Christi-
anity, and gave rise to ready-made examples from
the field of symbolic metaphorical images; I will
just mention the Passover lamb with its reminders
of totemic hunting and patriarchal cattle farming,
which are closely related to the agricultural sym-
bolism of ‘the Living Bread that came from heav-
en’ and the grapevine that symbolises Jesus
Christ, as well as Bacchus before him.”*® If the
main event in the song, the killing of the shepherd
by a female (or females) is interpreted in this
sense, it is clear that there is an inherited symbolic
“thought stereotype” on the level of night—day,
death-life, chaos—order, barrenness—fertility,
characteristic of the so-called Aryophone peoples
(of whom the Slavs and the Baltic peoples were
last to infiltrate Europe).*® This thought pattern,
which even after death foresaw renewal and re-
birth, whether through the devoured shepherd or
whether through Jesus Christ, offered (and still
offers) comfort to man, forever possessed by the
fear of death, so that the final end may be deferred
to eternity.

4 |bid. 28, p. 52.
% |bid. 33, p.31.



CONTEXT / KOHTEKCT 17, 2018

Cgeraana C. Kajaesuk-Pagomuk

JyxHocaoBeHcKH MeTaMop( 031 Ha apHO(OHCKHOT AyaJnu3aM — KOMIAPATHBHA aHAJIN3A
Ha e/IHA MUTOJIONIKA MeCHA
(Pe3ume)

Murosomkara mnecHa ,,JMickacan oBuap® moctou mery JyxHute CIIOBEHH BO OKOJIy CTO BEpP3UH M IPETCTa-
BYyBa €/lHa 0J1 HAjMUCTEPUO3HUTE IIECHH BO PETMOHOT. Bo IPBHOT 1€ 071 0BOj TPy ce pasriieyBaaT CIMIHOCTHTE
U pa3IHKHUTEe MOMeTry IPHOTOpCKaTa n Oyrapckara Bep3uja Ha MECHaTa, a UCTO TaKa Ce CIIOpelyBaaT M Pa3iInyHU
TEOpHH 3a TOA IITO BCYIIHOCT IPETCTaByBa OBaa IIECHA, MO INTO CE JaBa HOBO OPUTHMHAIHO TOJKyBame. Bo
MIOCJIEAHUOT JIeT Ol TPYAOT ja MOTBpAyBaMe HalllaTa TeOpHja CO IOJETATHA aHAIN3a Ha MEJIOJUNTE Ha HEKOJIKY
LIPHOTOPCKH BEp3HMH, OM/EjKM OBaa IECHA ce Iee M JeHeC BO ceBepHHOT aen Ha llpHa ['opa. 3a pasmuka on
MIPETXOAHNTE TOJKYBadM, KOW NPBEHCTBEHO ce oOuayBaie Ja ro AemmpupaaT MOLTa00KOTO 3HAYCHE Ha
KEHCKHTE JIMKOBHU IITO W3BPIIYBAaaT 3JI0CTOPCTBA MPOTHB MOMYETO OBYapye, HHE KOPHCTHME METOJA Ha TeHe-
panu3anyja, ITO yKaKyBa Ha Pa3jIMYHUTE CIOCBM Ha IeCHATa LITO ce M3AudepeHnupane U MOAUGUIHpaNe BO
TCKOT HA TOAUHUTCE. 3aKJ'Iy'-IOKOT CC OAHCCYBA HA AaHTUYKUTC CI/IM6OJ'II/I‘IKI/I KOHIICIITH HAa IPOMEHA Ha CBETJIMHATA U
TEMHHHATa, )KUBOTOT U CMPTTA, PEIOT M XaOoCOT ¥ IUIOAHOCTA M HEMJIOJHOCTA, KOW NPOU3JIETyBaaT O Tpajau-
ujaTa Ha apuo(OHCKUOT Ayanu3aM. J[BojHAaTa MpUpOJa Ha PA3IMYHUTE CIIOBEHCKU TEKCTOBU € MOTKPEHeHa U CO
3a4yBaHHU MEJOANHM Ha ImpuMepure 3abenexanu Bo Llpua ['opa.

Kayunu 300poBH: MUTOJIONIKY NECHH, jyKHN CIIOBEHH, TpaMaTUIKH PO, Ayalu3aM, KOCMHYKa PEINUTHja
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BO MAKEJOHHJA

82.091
Review article / IIpezneden nayuen itipyo

HOIVIEA BP3 KOMITAPATUCTHYKUTE UCTPAKYBAIbA

Bo uect 1 cnomeH Ha HEOJaMHa IMOYUHATHUOT
akageMuk Mwuan ['ypunnos (1928-2018)

Kiyunu 300poBu: KOMIapaTHCTHYKU UCTpaXyBarba, Muian | 'ypunHOB, KyATYpOJIOIIKH HCTPAXKyBamba

KommnpatuBHaTa KHIXKEBHOCT € XyMaHUCTHY-
Ka JUCHUIUIMHA KOja BO MOHOBAaTa MCTOpHja MO-
xeOu HajMHOTY Ouiia JIOBeIyBaHa BO Ipallame,
CTaBaHa I0J] COMHEBabe M KBATU(PHUKYBaHA KAKO
JUCUUIUIMHA BO Kpu3a. Ho, HEj3MHHMOT OCHOBEH
NPUHLMI Ha criopeda He MpecTaHyBa Jia ro 3pa-
YU OrPOMHHOT CYPHCTHYKU MOTCHIMjall M CE TO-
BeKe ja 3alBpCTyBa CBOjaTa PEIIEBAHTHOCT BO
MHTEPAMCIMIUIMHAPHATE HUCTPaXyBama IITO TO
o0jacHyBaaT U ro yHaIpeIyBaaT YOBEKOBHOT JKH-
BoT. Hej3uHara eTMuka KOHCTaHTa Ja MPHUIOHE-
CyBa KOH 3a€MHO 3al03HABabE U MPEIUICTYBAbE
Ha Pa3JIMYHHUTE CBETCKU KYITYpH ja MpaBH OCO-
O€HO aTpaKTHBHA BO CPEJAMHH KaKBa IITO € MaKe-
JIOHCKaTa, Koja MPeXHBYBa CTHIMAaTH3allMja Ha
nepupepHa U MHHOPHA KYJITypa, BO IIOCTOjaH
HCTOPHCKU CTPEMEkK 3a ceOenoTBpayBame. Bo
TaKBHM yCJIOBH KOMIIApaTUCTHKATa HE € caMo aKa-
JIeMCKa JIMCIUIUIMHA, TYKY HIMPOKO pacipocTpa-
Her uHTenekTyanen modus vivendi. OcHoBeH Ge-

JIeT Ha Pa3BOjOT Ha KOMITapaTHBHATA KHMKEBHOCT
BOo MakenoHrnja BO OBa CTOJIETHE € HEj3MHATa
cUMOHMO3a €O KYJITYPOJIOIIKUTE HUCTPAXKyBama,
KOM BO rojieMa MEpKa ja OJBJICKYBaaT O] HEj3u-
HUOT NMpUMapeH UHTEPEC 32 ECTETCKUTEe YMETHHY-
KM BpeJIHOCTH. Bo mMcTpakyBaukaTta M eyKaTHB-
HaTa cdepa BO MOCHEeIHUBE ACKaAW ITOMUHHpaa
aCeKTH KOWM paclpaBaa 3a HICHTUTETCKUTE
MTOJINTUKH, MOKTa, 00e3riaceHocTa, KOMepIlHja-
nu3anyjaTa, KOH3YMEPU3MOT WTH., a Ipaliamara
3a €CTETCKUOT BKYC M JJOKMBYBAmHETO HA KHUKEB-
HOTO ¥ YMETHUYKOTO JIeNI0 Oea CTaBeHH BO BTOP
mwiaH. KoMmmapaTtucTukata BO MakKelOHCKAaTa Xy-
MaHHCTHUKAa MOMEHTHO € IOCTaBeHa TOKMY Mpen
TOj TIPEN3BUK — JIa TH TIOMHUPH KYJITYPOJIOIIKUTE
JbyOOIIMTCTBA CO OHA OCHOBHO ECTETCKO Jby0O-
MUTCTBO, KO€ MPETCTaByBa NMpPB M OCHOBEH apry-
MEHT Ha KpeaTHBHaTa cdepa, OJHOCHO Ja ja
WHKOPIIOPHpAa BO CBOUTE HCTPaXKyBama WU BpEI-
HOCHATa JMMEH3Hja.
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l'onem moGOpHUK 3a OBOj ACHEKT Ha KOMIIA-
paTUCTUKaTa Kaj HaC € TOKMY OCHOBAYOT M Haj-
EKCIIOHUPAHUOT MEHTOP M TPEIBOJHUK Ha BEKe
noJiraTa MOBEKereHepalrcka HU3a Ha MakeIOHC-
KM KOMIIApaTHCTH, Npo(decopoT U aKageMHK
Munan D'ypunros (1928-2018). Cropen Hayu-
HUOT Tpodun ['ypurHOB Gellle MCTAKHAT KHIDKE-
BEH KpUTHYap, KOj 3a MOjaBUTE U IPOLECUTE BO
MaKeJ0HCKaTa JUTepaTypa UMa HaIUIIAHO roJieM
Opoj CTYIUH U KHHTH CO HU3pa3eHa KoMIapaTHBHA
ontuka. HeroBure paHm KOMIapaTUCTHYKH TPY-
JIOBH Cce OJIHeCyBaaT Ha BIMjaHWjaTa INTO TH
W3BPIIWIC TIO3HATHTE CBETCKU KIIACUIIM BO Ma-
KEJOHCKaTa KyJITypa, 0COOEHO OHHE Of CJIaBHC-
TUYKHOT KpyT. Toj UMale pa3BHEHO IJIOJOHOCHH
KOHTaKTH CO MOTYMHHA CTPAHCKH KOMITApaTHCTH,
KOHW BO MpPBO BpeMe Ha c€ ymTe cinabata Katempa
3a OIITa M KOMIapaTUBHA KHIKEBHOCT BO TEKOT
Ha OCYMJIECETTUTE TOJMHU OJ JIBAECETTHOT BEK
TOCTyBaa CO CBOM IpeJaBama MM 3eMaa y4ecTBO
Ha TIOJOIHE)XKHHTE KOMIIAPATHCTUYKU KOH(e-
peHImH, Kako Ha mpumep, npodecopor on Muc-
Opyk, 3opan KOHCTaHTHHOBUK, CJIOBAaYKHUOT KOM-
naparucr, J{uonns 'ypummn, xpBaTckute mpode-
copu, MunmuBoj Conap u Bmagumup butn, cprmc-
kute, PagocinaB JocumoBuk u HoBuna IleTkoBHK,
nonckure npodecopu, Tameym Mwuuka u Jlex
MuoauHCKu U MHOTY Ipyrd. Bo momonHexHUOT
KOMIIApAaTUCTHUKK npodun Ha |'ypumHOB mpeo-
BJaJyBallle CTaBOT 3a HEONMXOJHOCTa O]l aKCH-
onomka (yHIUPAHOCT HAa CEKOj BUJ KOMIapa-
THCTHUYKO UCTPAXKYBAIbE.

Bo TpymoBuTe Ha MaKeJOHCKHUTE KOMIIapa-
THCTH BO TIpBata ¢aza of pa3BOjOT HA HMHCTUTY-
[IMOHAJTHATa KOMITAPATHCTHKA Ce€ HWCTaKHYBaIle
HMHTEPECOT 32 KOMIUICTUPAkE Ha OUOIMorpadcku
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ITO/IATOIIM 33 COCTOj0aTa CO MPEBOANTE HAa CTPAHC-
KWTE TUTepPaTypy Ha MakeIOHCKHU ja3uK, Taka MITO
JOMUHHpaa CTYAUU KO Oea MOCBETeH! Ha pelier-
[MjaTta Ha OJICJIHM KHIDKEBHOCTH BO MaKeIOHC-
Kara KyJaTypa (fyquHOBa, A., 2001; Mojcuesa-
I'ymesa, J., 2002). ITapanenno co mpocienyBa-
ETO Ha IMPEBOANTE CE€ MCTPaKyBallle M BKITyde-
HOCTa Ha MakKeJOHCKaTa JIMTepaTypa BO I00ai-
HUTE CTHJICKH IpPaBLUM M TMOETHUKH, MOTOYHO Ce
UCTpaKyBaa INPBEHCTBEHO MOICPHUCTHUKUTE
IOCTaNK! BO MaKEJIOHCKAaTa JIUTepaTypa, Kou Oea
pe3yaTarT Ha 3acuieHa TBOpEYKa KOMYHHKAIHja
CO aBTOPHTE W JieaTa O APYTruTe €BPOICKH JIU-
Tepatypu. ['oneM mpujoHEC KOH MPOYy4YyBamETO
Ha KOHTakTUTe co (paHIlyckaTa aBaHrapjHa Ju-
TepaTypa H 0CO0EHO €O HaIpeaTuCTHIKOTO
HACJIEICTBO MMa BTOpaTa BOJEYKa JIMYHOCT Ha
MakeJIOHCKaTa KoMIlapaTucTuka, Bnajga Ypoiue-
BHK, UCTO Taka goyiroroauiieH npodecop na Ka-
TeIpaTa Io OIIITA U KOMIIapaTHBHA KHIDKEBHOCT,
aKajJeMuK, pOMaHKCT, nucared. Jen oa HeropaTa
MOTeCHA KOMIapaTUCTUYKa Npoduianyja mperc-
TaByBa M IPOYYyBaETO Ha KHIDKEBHaTa (aH-
tactuka (Ypomesuk, B., 1988 u 1993). Cumbo-
JUCTUYKUTE W HAJIPEUTUCTHYKUTE UMITYJICH IITO
NOTEKHYBaaT NPBEHCTBEHO O] (hpaHITycKaTa JIHUTe-
paTtypa, a Ouie 3Ha4ajHH 32 O(OPMYyBamETO Ha
cnenu(UKUTe Ha MaKeJOHCKHOT MOJCPHH3aM Ce
UCTpaXyBayKH Mpo0iieM Ha KOj ce OCBPHYBaaT H
JIPYTH MaKeIOHCKH KOMITapaTHCTH, HO CO MO3a-
OeNeKIMB HAayueH PEe3yNTaTr ce OJIMKyBaaT Tpy-
JOBUTE Ha KOMIIapaTUCTKara, npodecopka Hu
kputnuapka Jluamja KamymeBcka-/lpakymneBcka
(Kanymescka-/Ipakynescka, JI., 1998, 2011,
2003).
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Knacuyanor Monen Ha KOMIApaTUBHH HC-
TpaKyBama, KOU Ce HHTEpecupaar 3a MOTHBHTE
0]l aHTUKaTa W HHUBHUOT TpaHc(hep BO cOBpe-
MeHaTa KynaTypa, Koj ce Oa3upa Bp3 MHUTOKpU-
TUKaTa, UMa CBOM MPUBP3aHUIM M Mely Make-
JIOHCKUTE KOMIIAPATUBUCTH, MAKO BO HE MHOI'Y
ronem obem (AHnrenoscka, b.; Bojaymescka, M.,
1999). CBoeBuaHO MOMNONYBake Ha OBOj (hax Ha
KOMITapaTUCTHKAaTa MPETCTaByBaaT TPYAOBHU IPO-
W3NIE3€HU OJ KOH(EPEeHIMUTE OPTaHU3WPaHH O]
JpymTBOTO 3a KOMIIApaTHBHA KHM)KEBHOCT Ha
MakenioHdja Ha cleHHTE TeMu: Meitiamopgosu
u mettiattiexciiosu (2008), Oouceu 3a Oduceja
(2010), Cuitie ruya na cmewnoitio 00 antiuxkaiiia
00 oenec (2010), 3a wybosiua (2014), 3a oy-
watta (2016).

VYiite Bo mpBUTE MO3HAYAjHU TPYAOBH IITO
naTtupaaT Ol OCYMICCETTUTe TOJMHM Ha JBae-
CETTHOT BEK, MAaKEJIOHCKUTE KOMIIApaTHUCTH ja
YyBCTBYyBaa OrpaHMYEHOCTa Ha MOMMOT KHIKEB-
HO BJIMjaHHME, Taka LITO C€ 3adecTyBa HEroBaTa
3aMeHa CO TOCIIO00JHM KOHLENTH Ha TBOpPEUKa
penanuja, Kako Ha Ip. UMITYJICH, KOHTaKTH, MPO-
HUKHYBama. PazaTa Ha HaIMHUHYBame Ha IO3U-
TUBUCTUYKHOT KOMIIapaThU3aM ce€ COIJeAyBa Haj-
y0aBO BO 3HAYajHUOT M KOMIUIEKCEH TPOEKT,
pakoBozeH o7 Munan ['ypumHOB, K0j HCTOBpe-
MEHO € ¥ YpeIHHUK Ha 300pHHULUTE CO TPYIOBH, a
Koj ce peanusupame Bo MAHY Bo Tekor Ha
JeBelIeCeTTUTE TOAWUHM mox HacinoB KOMIIA-
PATUBHO TIPOYYYBAHKE HA MAKEJ[OHC-
KATA JIMTEPATYPA U YMETHOCT BO /[BA-
ECETTHOT BEK (1992-1998). Toj omaka ue-
TUpH TOTTeMH. MaxedoHckailia nuitiepaitiypa u
YMeUHOCUl 60 KOHIEKC oW Ha Uoelllukalila Ha
coyujannuoiti pearusam, Citipanckuitie nujanuja

60 MaxeOOHCKallla nuitiepaitiypa u Kyaiypa 60
ledeceiitituiiie u weeceididuitie 200unu, Make-
OJownckailla auillepailypa u Kyailypa 60 KOH-
iekcitloitl.  Ha Meoulllepanckaitla — KyailypHa
cpepa u Donxnopuuilie UMILYICU 80 MAKEOOHC-
Kaiia quitlepaitlypa u yMeliHoCii Ha O0seaeceili-
muoill 6ex. BO IPOEKTOT ydecTByBaa pPEUUCHU
CUTE KOMIIApaTHUCTH oA MakenoHHWja, Taka IITO
TOj BO MOMEHTOT Ha CBOjaTa peayin3aiinja, mpeTc-
TaByBallle €IHO OJ HajIa0WHCKUTE KOoMIapa-
TUBHM HCTpPaXXyBama IITO TH IPEUCHUTYBA H
METOOJIOIIKUTE MPUCTAIH, OJHOCHO ja mpoliie-
MaTH3Mpa KOHLENIMjaTa Ha BIMjaHHE M Ha
UMIIYJIC, @ UCTO TaKa ja HyIu MOXHOCTa Jia ce
NpUCTaNlyBa IOCTUYKH, HMCTOPUCKH MU BO
KOHTEKCT Ha TOIIMPOKUOT KYATYpeH peruoH. Toj
IPOEKT O3HAYM W eIHa HoBa (a3a BO KomIapa-
TUBHATa KHMKEBHOCT BO MaKE€JIOHCKAaTa aKajemc-
Ka CpeJuHa.

Konrekcryanuzanujata cnopes reoKylITypHH
PerHMOHM WM CHOpEN WHTEPIUTEpapHU 3ach-
HUILITBA, U3PAa3€HO CO TEPMUHOT Ha CJIOBAYKHOT
KoMmapaTuctT J(uonu3 [ypuimMH, umja MuCcIa
Oeme muUpoko mpudareHa M BO MaKeJOHCKaTa
KOMIIAPTUCTHKA, CE TIOKaXka Kako Haj(QpeKBEHTEH
KOMIIapaTUBEH TPEeTMaH Ha MaKeJOHCKaTa JINTe-
parypa u KyaTtypa. Taka, BO MakemOHCKara
KOMITapaTUCTHKA C€ peaju3upaa HU3a CTYIUH
IITO CECTPaHO TO pas3rieayBaaT OalKaHCKHOT
KYJITYpeH KOHTEKCT W OalKaHCKHOT HHTEpKYJ-
TypeH ¢eHomeH (Llenena, E., 2005, 2006; Mojcu-
esa-T'yiresa, J., ITpokormes, A., I'ypuunosa, A.),
HO HCTO Taka 3a0CNIe)KIIMBU CE M TOJeM Opoj
KOMITAPaTUCTUYKH CTYAUU BO CIIABUCTUYIKHOT JO-
meH (Crojmencka-Emsecep, C., 2005), ocobeHo Bo
JIOMEHOT Ha jY)XHOCJIABUCTHYKHOT H jyrocjo-
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BEHCKHOT KOHTEKCT, KaKO KOHTEKCT KOj BO Iepu-
omot 1944—-1991 Gemie apxaBHa paMKa Ha Make-
noHckata kyarypa (I'ypumzoB, M.; Mojcuesa-
I'ymesa, J.). Co MomHe KpeaTMBEH NpHUCTAIl Ce
OJUIMKYBaaT TOJKyBamaTa Ha MakeJoHCKaTa KyJ-
Typa, KOM ja COrJieayBaaT Hej3uHaTa MPHUIIaIHOCT
BO MezuTepaHckuor konrtekcT (I'ypumHoBa, A.,
2013a), a BO mocieaHaTa JCKaaa HAj3aCTAlCHH Ce
WCTpaXyBama, H3JlaHWja U HAYYHU KOH(DepeHIuH
IITO IO MPOOJIEeMaTH3UPAAT EBPOIICKHOT KYJITypeH
KOHTEKCT BO KOj M MakKeJOHCKaTa KyITypa IO
mpoHaora cBoero aenukatHo Mecto (CrojMeHcKa-
Emsecep, C., 2012; I'ypunuosa, A., 2012).
[TapaneaHo co KOHTEKCTYyaJTHOTO TOJKYBAabe
BO MaKeJOHCKaTa KOMIAapaTHUCTUKa YIITE Of ca-
MHOT IIOYETOK C€ pa3BHBa HACHTHU(UKAIMja Ha
HCTPaXKYBAYKOTO TIOJIE CO KOHIETITUTE Ha JI1jalio-
ruzaMm u apyroct. Coakamara Ha Muxaun baxtin
3a JIjaJioroT KaKo KyJATYpeH HyKJIeyC ce OMHIIeHa
Wjeja BO KOMIIapaTHCTUKaTa BO MakeqoHHWja, a
TOj, KaKO PETKO KOj APYI MHUCIHUTEN O] CIIOBEHC-
KHOT apeasl, cO NCLEHHH YXHBAalle CTaTyC Ha
xomnapaructuuka ukona (I'ypunzos, M., Illere-
Ba, E., 2000, Crojmencka-Emecep, C., 1997).
HacnoBot Ha cryamjara Ha llleneBa OO unitiep-
cyOjeKitiu6HOCl 00  UHIlepUUeKCULYanHOCil
(2000) jacHo ja ompTyBa HacokaTa Ha pa3BHBa-
BETO Ha MHTEPECOT Ha KoMmmapatucture of bax-
THHOBUOT JWjalioru3aM KOH IOCTCTPYKTYpaiuc-
TUYKHUTE WIEH U MOCTMOAEPHATa JyXOBHA KIIMMA.
Toj mpomec noBene M0 mMojaBa HAa HU3a KOMIIA-
paTUBHU CTyIUM TIOCBETEHHM Ha HWHTEPTEKCTY-
amnocra (Iopruesa Jumosa, M., 2003), Ha apy-
TUTE HAPATOJOMWIKH OJUIMKU HA KHIKEBHOTO NIEINIO
(Cpb6unorcka, C. 2000), kako ¥ Ha MOCTMOEP-
nuctrukure nuckypen (IIpokxomnues, A., 2000).
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IToce6HO MecTO BO MakeIOHCKaTa KoMIlapa-
TUCTHKA 3a3eMa XEPMEHEBTUUKHUOT KOMITapaTU3aM
mTo To paseuBa Karuma KynaskoBa, TpeToT
yteH Ha MAHY wmefy MakemoHCKHTE KOMIIa-
parucTu, moereca, mpodecop U CTOXKEepHa JIMY-
HOCT Ha MHOTY MIPOEKTH, Me'y KOU ce UCTaKHYyBa
MPOEKTOT Jujanoz Ha unillepiipeiiayuyu W3BEJEH
BO copaboTka co ()pHALYCKUTE KOMIApaTUCTH
XKan Becuep, ®unun dapoc u mp. (2005), kako u
poeKToT HHiliepiipeiliailiugHu meitioou, Koj oBaa
rofivHa BIeTyBa Bo (puHanmHa (aza u mpercraByBa
€IHO O]l PETKUTEC KOMIUICKCHH 3a0KpYy>KyBama H
CUMOMO31 Ha KHM)KEBHO-TEOpPETCKUTE, (prmozodic-
KO-XEpPMEHEBTHUUKUTE U KOMIIAPaTUCTUYKHUTE I10-
TEHIMjany Ha MaKeJOHCKAaTa XyMaHHCTHKA. Ky-
JIABKOBA € MCTO TaKa PaKOBOJHUTEN M HA MIPOEKTOT
bankaucka cnuxa Ha ceeltiolil, OCTBapeH BO copa-
OoTka momery MakejoHCcKaTa akajaemMuja Ha
HaykuTe U ymeTHoctute u [lonckara akamemuja
Ha Haykute (2005). Toa e caMo elieH O/ FOJIEMHOT
Opoj MPOEKTH M TPYAOBH IUTO ja O3HAaYyBaat
JOMUHAIIMjaTa Ha HMMAaroJIOIIKAOT TPHCTAl BO
MOYETOKOT HA JIBAa€CET M IMPBHOT BEK BO Make-
JOHCKaTa Kommapaructuka. He ce pabotu 3a
00HOBa Ha KJIacMYHATa MMAaroJiordja oj BPEMETO
Ha AxeHckara mkona Ha Xyro JucepuHk, TyKy
cTaHyBa 300p 32 MMaroyioruja kKoja ce BKJIOITyBa
BO OMNIITHOT XYMaHHCTHYKHA MHTEpEC 3a Iparia-
HBETO Ha WJICHTUTETOT, KaPaKTEPUCTHUECH 32 Bpe-
METO Ha NMPEMUHOT Ha BEeKOT. Bo Twe roguHu Ha
rojemMa BpaTa BO MakKeIOHCKaTa KyJITypa ce
npudakaaT U ce MpeBeyBaaT JenaTa Ha MOCTKO-
nouujannara kputuka (ExBapn Cawpn, I'ajatpm
YakpaBoptu CrnmBak m Xomu baba), taka mro
MaKeJIOHCKHTE KOMIAPATHUCTH ja YCBOjyBaaT HUB-
HaTa TEOpHCKa amaparypa W ja MpUMeHyBaaT BO
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COTICTBEHUTE HUCTpaKyBama. OCcOOEH MOTTUK BO
Taa HacoKa IPETCTaByBa I10jaBaTa Ha KOHLENTOT
Ha ,,0ankanm3aM’ kKako maHgaH Ha CangoBHOT
,»OpHEHTaIu3aM™“ IITO To BOBEAyBa Oyrapckara
ucropryapka Mapuja Tomoposa (1997), a ro
N0O00NMMKYyBaaT M HU3a HMHTEIEKTyalnu ox Oai-
kaHckuTe npocropu (Becna I'oncBopau, boxxumap
Jesepuuk u ap.). KomnapaTuBHHOT mpucTan KOH
0aNKaHCKHOT KYJITYpeH KOHIJIOMEpAaT € CHIIHO
W3pa3eH BO MPOEKTH O] THIOT Ha barxauckailia
ciuka Ha ceettioii (MAHY u IIAH) u Cpoo-
HOCTUU Mery co8peMenailia MaKeOOHCKa uiliepa-
itiypa u opyeuitie bankarcku auittepaittypu (Muc-
THTYT 3a MakeJoHCKa nurteparypa, 2002-2004).
Make/IoOHCKUTE ~ KOMIIApaTHCTH  MpErno3HaBaaT
OMUCKOCT Ha COCICTBEHATa Er3UCTCHLMjajHa H
KyJITypHa CHUTYyalllja co UICUTEe U BOKaOyIapoT Ha
MOCTKOJIOHWjallHATa KPHUTUKA, Taka IITO BO
HUBHHUTE TPYAOBH CTaHyBa JOMHHAHTHAa TeMaTa
Ha CTEepeOTHNU3alMjaTa Ha OalKaHCKUTE KYJTY-
pH, BKJIYYUTETHO W MaKeJOHCKaTa, OJHOCHO
TemMara Ha KyJATypHa XereMOHHWja, Ha LEHTap U
nepudepyrja, Ha HAIMOHAJTHU MACHTUTETH, HaLU-
OHAJIHU HApaTUBH, KOCMOIOJIUTH3aM, XHOPHUIHH
WACHTUTETH, KaKO M TIOETUKUTE Ha er3wjorT,
JOMOT M HEBIOMEHOCTAa, KYITYPHUTE Da3IUKH,
MHUMHKpHjaTa, MerynpocTopoT... OBa UMILIEMEH-
TUpamke Ha TEOPETCKUOT MOJET Ha MOCTKOJIOHU-
janHaTa KpUTUKAa BO MaKeJOHCKaTa KOMIIapaThC-
THKa JOCIIEAHO CE€ CIPOBEAYyBa BO KHIDKEBHO-
KYJITYpOJOIIKATE aHanu3u Ha Enmzabera Ille-
neBa, nmpogecop, KpUTH4ap, aBTop U MpeBeayBad
Ha 3HA4YajHU KHIKEBHO-TEOPETCKU M KYJITYy-
ponomku aena (Llenesa, E., 2005).
[Mpudakamero Ha MOCTKOJIOHHWjaIHATA KpU-
TuKa BO MakenoHHMja € CaMO €lE€H CerMEeHT Of

OMIITHOT TPEHJ Ha KHIKCBHUTE MPOy4YyBama Ja
Ce MpPEeTOmaT BO KYJITYPOJIOIIKH IPOYy4YyBamba.
Komnapaructukara, hokycupajku ce Bp3 mpooiie-
MOT Ha HalMjaTa, €THOCOT, pPOJIOT, Klacara,
pacara, cTtaHyBa elHa BpeAHa copabOTHUYKA Ha
COIIMOJIOTHjaTa, TOJUTUKOJIOTHjaTa, aHTPOIOJIO-
rHjata ¥ Ha JPYTUTE AMCUMIDIMHU KOU 3aeJIHO Ce
TpaHchOpMHpaaT BO HWHTEPIUCIUTUIMHAPHUOT
KYJITYPOJIOIIKKA MPUCTAN KOH KHIDKEBHHUTE (heHO-
MeHH. ['onieM moTeHnujan BO TOj KOHTEKCT UMa |
(EeMHHUCTHYKATa KPUTHKA, OJHOCHO THHOKPH-
THKaTa, KOja Haora MHOTY TMPHUBP3aHUIIM U Mely
MakenoHckute kommapaructd (Kymakopa, K.,
ABpamoBcka, H.).

[Tokpaj AOMHHAHTHO KYJITYpOJIOUIKATa, APY-
rara HUIIKA Ha [IHPEHE Ha MPOYUYBABETO HA
KHI)KEBHOCTA CE JBMXKH BO HACOKa Ha HHTEp-
ME/HjaTHOCTA, OJJHOCHO KOH HHTEPCEMHUOTHUKUTE
penanyy Ha JUTEpaTypara co BH3yelHOTO (Ju-
KOBHATa YMETHOCT, (PUIIMOT), KaKO M CO My3HKaTa
u co nepdopmancor. Hajroremo BHHMMaHHE Ha
OBaa KOMIapaTUCTUYKa cepa MMa OOpPHATO IMPO-
¢ecopot u noetr Brnagumup Maptunoscku (Map-
tuHOBCKH, B. 2007, 2008), k0] Kako CBoja CyII-
CIICIMjaJTHOCT ja MMa IMpoOJieMaTHKaTa Ha eK(p-
a3MCOT, HO HE My c€ Tyl HH Tpaliamara 3a
Kopenaiyjara Mely KHH)KEBHOCTA M MY3HWKaTa M
JIPYTUTE YMETHOCTH.

Hcto Taka, BO MakeoHHja MOXe Jia ce eBU-
JICHTUPA U TOJIEMO BiMjaHue Ha uzejata Ha CysaH
bacheT 3a 1001MKyBamke 10 TOUCTOBETYBAkE Ha
KOMITapaTHBHATA KHW)KEBHOCT CO TPaayKTOJIO-
rujaTa, TakKa IITO Ce MOBEKEe Ce MUIIYyBaaT CTYIUH
IITO TIPUMApPHO C€ MOCBETCHH Ha MpPOOJIEMOT Ha
KHIDKEBHUOT TPEBOJ, KaKo INTO Ce Ha TpHUMEp
CTYJIMUTE HA KOMIApaTHCTKATa U MTAJINjaHUCTKA,
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npodecop W Kputhmuap AHactacuja I'ypunmHOBa
(2013).

Cute nocera CIOMEHAaTH HWMHUIbA CE CaMo
JIUIA IITO MMaaT aKaJeMCKH TMO3WIUH JIUPCKTHO
MOCBETCHH Ha eAyKalMja W HUCTPAKYBABE Of
o0JylacTa Ha KOMIIApaTHBHATA KHIDKEBHOCT U KOH
Ce aBTOPH Ha TOJieM OpOj KHWUTH, €CeU U CTY/IHH.
ITokpaj HUB, Beke HEKOJKY TIeHEpalud KOMIa-
paTuCcT C€ BOACYKUTEC MHTCIICKTYaJlld BO MaAKeE-
JIOHCKaTa KyJTypa, MOCEOHO BO HOBHHAPCTBOTO,
KyJITypHaTa IWIJIOMAaTHja, Ma W mojduThkara. 1
MOKpaj JOCTHUTHATHOT BHCOK YIJEA Kako pa-
CaJHUK Ha UHTEJEKTyalHW Kaapu, Kareapara 3a
KOMIIAPaTUCTHKA BO TEKOT HA IEUOT pa3Boj
uMarlie rojeM Opoj TPaKTHYHH TEUIKOTHH. Bo
MPBO BpEME OTHOPOT KOH KOMITapaTHCTHUKATa
Joaraiie oJf TBPAM HAI[MOHAIMCTUYKH ITOOYIH,
OWJIejKU ce cMeTallle Jieka Taa BO CBOWTE HaJlHa-
[IMOHAJIHU HCTPaXKyBamka I'0 3aHEMapyBa H3BOP-
HO-HAIIMOHATHUOT eleMeHT. Ho, co TekoT Ha
BpPEMETO HE CaMoO INTO TAKBHOT aHTArOHHW3aM Ce
HUBEIUpAIe TYKY U TCHEPATHO CUTE (DUIIONIO3U U
HCTPpaKyBauu BO 00JIacTa HAa KHM)KEBHATa Hayka
ja yCBOjyBaaT KOMITapaTUCTUYKATA METOIOJIONIKA
amaparypa ¥ ja HMMIUIEMCHTHPaaT BO CBOUTE
ucTpaxypama. OcobeHO €O (OPMHUPAHETO Ha
HE3aBHCHAaTa M CYBEpeHa AaBTOHOMHA JprKaBa
PerryOnmka Makenonuja Bo 1991 ronuHa cranyBa
jacHO JleKka HAI[MOHAJIHUOT KYJITYPEH TOJeM
€JMHCTBEHO MOXE JIa C€ MPOCKTUpPAa HU3 KOMIIa-
patuctiuka mpusma. CBecTa Jieka camMo IpeKy
CTIOpeyBamke CO JPYTHTE KYJITYpH U MaKeJOHC-
Kara HalMOHATHA KYJITypa TH Tpajd CBOUTE
BPEIHOCTH KaKO CIeI(HUIeH CErMEeHT Of Kyll-
TYPHHOT MO3aWK CTaHyBa BOJeYKa MIcCIa 3a
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yHanmpeayBameTOo Ha CTaTycOT Ha KOMITApaTHB-
HaTa KHIKEBHOCT.

3a KOMIapaTHCTHKaTa BO IBAa€CET U MPBHOT
BeK BO MakenoHHja MOXE€ Ja Ce pede JeKa
OeleXXM CWJIIEH OTKJIOH KOH KYJTYpOJIOIIKHATE
cTyauu, chaTeHH BO HAjIIUpOKa cMucia. Toa ro
MOCBEI0YyBa M IporpamMara Ha MOCTIUIUIOMCKH U
JIOKTOPCKU KYATYPOJIOIIKH HHTEPAUCIUTLINHAD-
HU CTyIud OpraHu3upanu onx WHCTHTYTOT 3a
MakeJIOHCKa JnuTeparypa. Bo OpaHOT KynTypo-
JIOIIKHA TIPEOKYMAIH CE€ pPa3BHBA M TEOPHCKUOT
MHTEpEC 3a MPOCTOPHOTO KYIATYPHO OJpEAyBambe
Y TIO3UITMOHUPAE, OJHOCHO CE YyBCTBYBA BIIHja-
HUETO Ha OMIITHUOT ,,[IPOCTOPEH MPECBPT' BO XYy-
MaHUCTHYKUTE JUCHUIUIMHU KapaKTePUCTHUECH 3a
MEPUOAOT HAa MPEMUHOT Ha BekoT. M3pa3 Ha Toj
uHTepec Oellle U TeMaTa Ha Koja Ce OpraHu3upaiie
YeTBpTHOT KOHIpeC Ha €BpOICKaTa Mpexa 3a
KOMIIApPAaTUBHU CTYAHWH, HA KO IOMaKWUHH Oea
MaKeJIOHCKUTE KOMITAPaTUCTH U KOj BO CKJIAJa CO
TeMara ce OJ[BUBAIllC Ha JIBE JIOKAIIWU, BO TJIaB-
HUOT Tpaa Ha Makenonuja, Ckomje, U BO e3epc-
kuot ucropucku rpag Oxpun (1-3 centemspu
2011) mox wmacmos: Literary Dislocation/Depla-
cements Litteraires/Knuowcesnu oucroxayuu. OBOj
KOHTPEC C€ peaju3upaiie TOYHO 10 TPU JIEKaTu
0J1 MHUIIWjATHIOT KOMITAPATHCTUYKH COOUP OAp-
’)KaH BO MCTHUOT MaKeIOHCKHU rpan Bo 1981 romm-
Ha, BO OpraHmsanyja Ha Muman [ 'ypdauHOB Ha KOj
MIPUCYCTBYBaje HajBUJHUTE KOMIIAPATHCTH Off
CBETOT BO TOA BpPEME M KOj TO O3HAYW MOYETOKOT
Ha OBaa JWMCUUIUIMHA Kaj HAac. BpojHOTO ydyecTBO
Ha MAaKeJIOHCKM KOMITapaTHCTH BO paboTara Ha
Konrpecor Bo 2011 ro mokaxkyBa IMOAEMOT Ha
JUCHWIUIMHATA BO MAaKEJOHCKUTE aKaJeMCKH
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KpPYTOBH BO TEKOT Ha TOj nepuoj. CranujamrHocTta
KaKo KOMIIApaTHCTHYKa TeMa MMa LIMPOK AHja-
Ma30H Ha MaHU(ecTauu, MOYHYBajKH O] 3aCHUIIe-
HOTO TIPHCYCTBO Ha MAEjaTa 3a HOMAICKHOT IyX,
MPBEHCTBEHO MOTTUKHATa BO MakKeAoHCKaTa Kyll-
Typa IPeKy NPUCYCTBOTO Ha FEOMOCTUUKUTE UJICH
Ha Kener BajT, notoa, npexky pa3nuuHUTE MOIYCH
Ha HCTPaXyBame€ HA MAaNHMPAmETO BO KHIDKEB-
HOCTa, OJHOCHO TPHCYCTBOTO HA TEOKPUTHYKH
Mozenu (mo yriren Ha @panko Mopetu, beprapa
Bectdan u np.), ma, mpeKy TOJIKYBameTo Ha
MOETUKUTE HA TPAaHHIIUTE, TOCTUKUTE Ha ETr3WJIOT,
MOCTUKUTE HA MUTPAIMUTE, XETEPOTOIHCKUTE
BapHjalliy U CII.

CumOuno3ara Ha KOMIapaTHcKaTra co KyJTy-
POJIONIKHTE CTYJWH CE YyBCTBYBa M BO ITOMEC-
TYyBamETO Ha (POKYCOT O]l camMO CTPOTO EIUTHC-
TUYKM KHIDKEBHH TEMH KOH IIOIyJapHaTa KyJ-
Typa, TepIHIupaHa BO Hajpa3HOBHIHH HHjaHCH
Ha cBoOjara 10jaBa, HU3 pa3InyHUTE MEAUYMHU U CO
pa3iIMYeH ONMIITECTBEH UMIAKT. Toa ro mokaxysa
u MefyHaponHata koH(pepernuja [loiyrapua xyn-
iiypa: iozned 00030o.a, opranusupana ox Unc-
TUTYTOT 3a MakeaoHcka jureparypa (2014), kako
CBOGBUAHO oj0enexyBambe Ha jyOunejor Ha
neeceTToqUIIHIHATa o1 GopMupameTo Ha bup-
MHHTEMCKHOT LEHTap 3a COBPEMEHH KYJITYpO-
JOWKKH CTynuu Bo Bemmka bpuranumja. Ha Hea
y4ecTByBaa MHOTYMHHA YHHUBEP3HTETCKH Tpode-
COpH CO KOMIAPaTUCTUUKU OSKTpayH, KOU /13102
CBOj TIPHJIOHEC BO HCTPAXYBAalETO HA OBaa
HETMOOWTHO TPOBOKAaTHBHA TeMa 3a COBpEMeEHaTa
KyJTypa.

AKTYeTHHOT cTaTyc Ha KOMIIapaTHBHATa
KHI)KEBHOCT BO MakeZoHHja € LEJIOCHO BO 3Ha-
KOT Ha KyJITYPOJIOIIKUTE UCTPAKyBamba, TaKa IITO

peuucH cekoraim Kora ce ynorpedyBa Komria-
paTHBHATa METOJOJIOTHja Taa Pa30TKpUBA U IOJ-
71a00KH, KYJITYPOJIOIIKA WMIUIMKAIlMA W HHTEp-
(hepeHIUN.

Ceto noHamnpes U3JI0)K€HO yKa)KyBa Ha MOX-
HOCTa Jia M3BEJEME OIIITAa KOHCTaTaluja JeKa
KHIDKEBHATa KOMIIAPATUCTHKA € CIelU(pUUCeH Ha-
YYH Ha UHTEJIEKTYaJHO OIILUTEHE U €r3UCTUPAbE
BO cBeTOT. Jla rW crmopedyBall HalWOHATHUTE
KHIDKEBHH M KYJITYpPHH BPEIHOCTH Ha CBojaTa
KyJITypa CO OHUE Ha APYIUTe KYJITYpU € €IUHCT-
BeHaTa MOXXHOCT THE Ja OMaT MPerno3HacHU KaKo
mocebHoct. Mcto Taka, ako HE TOCTOM cBecTa 3a
MOCTOjaHOTO MeryceOHO MHTepdepupame U Kpe-
ATHBHO HAJIOTIOJIHYBabE HA PA3IUIHUTE KYJITYPH,
TOTall HE MOXKE HH JIa TIOCTOM CBECT 32 HEKAKBH
riobannu Bpeanoctu. Komnapatucrure Bo Make-
JIOHUja TOa MHOTY JI00pO TO 3HAaT U IO YyBCTBY-
BaaT BO CBOjOT €r3MCTEHIMjaleH HANop Aa Oupar
LITO MOOTBOPEHHU 3a WACU M UMITYJICH O APYTH
KYJITYPH, HO U Jia TH BIIMIIAT CBOUTE HAIIMOHAITHH
KYJITYpHH BpPEIHOCTH Ha Tio0aiHaTta Mama Ha
XyMaHaTa 3aeAHMLA. AKTYEITHHOT HJIEOJIOLIKO-
NOJUTUYKH MOMEHT Ha MakenoHuja ja TpaBH
JIEJHOCTa Ha KOMITApaTHCTUTE HEOIXOJHA, 3aToa
IITO Taa OOMBa AWMEH3MHM Ha CBOCBHIHA KyJ-
TypHa auruiomMatdja. Huzata KommapaTUCTHYKH
cpendu MOCBETEHH Ha pellallii Ha MaKeJOHCKaTa
CO HEKoja Apyra HalMOHaJHa KyJlTypa, Ha IpH-
Mep, MAaKeIOHCKO-CIIOBaYKW KOH(EpeHLUUH Ha
HUMJT (3060opHUK ypeneH ox JakumoBcka-TomIuK,
M., Tanecku, 3., Komnocku, C., 2016) wim
MaKeJOHCKO- XpBaTCKU KoH(pepeHiuun Ha ML,
noTtoa KOH(EpPEeHIMH 3a MaKeIOHCKO-TIOJICKH,
MaKe/JI0HCKO-aMEPUKAaHCKH W JIp. ja3W4HU, KHU-
KEBHHM M KYJITYPHU BPCKU C€ IOTTHUK 33 3a€MHO
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3all03HABAKE M 32 IUIACHPAE Ha MOCEOHOCTHTE.
Bo ycnoBu kora Ha MakeJOHCKaTa KyjiTypa IITO
ce pa3BUBa BO COINICTBEHA HE3aBUCHA U aBTOHOMHA
Ap>kaBa camMoO JBaeCeT W CEeIyM TOJMHU U Ce
MOCTaByBaaT HHU3a MPEUKH HA MElyHAPOJCH IUIaH,
KyJlTypHaTa apupmMaliija € HeITo IITO M € MOBEKe
on motpedHo. MakeqoHCKaTa KyaTypa ce J0KH-
ByBa cebe cu Kako mnepudepHa ¥ BO H3BECHA
cMuCIa cybanTepHa, co oryie] Ha (akToT IITO CO
BEKOBH OICTOjyBaJla BO pa3HH KOJOHHWjaTHH
KOHCTeNnanuu (OCMaHINCKO porcTBo, KpaicTtso
Ha CXC, ma nypu u Bo COPJ Bo koja 3a mpBmar
MMallle JUCKyTaOWJIHAa KyJITypHa aBTOHOMHja Ha
HUBO Ha e1Ha OJ miecTe (elepaTHBHH peryo-
JIMKH) M CO Oryiea Ha (DaKkTOT JIeKa c YIITe He €
npudareHa BO eBPOICKOTO CEMEjCTBO KaKO pam-
HompaBHa wieHka. OTTaMy, MakeJOHCKaTa KOM-
napaTUCTUKa ¥Ma TOJKY CHJIEH aKIeHT Ha
WJICHTUTETCKHUTE Mpaniama. Mcro Taka, nak, pea-
HHOT MYJTHKYJITypalu3aM W CYNTHJIHHOT Oal-
KaHCKH CKIJION Ha WJICHTUTETCKU peNali T'H
YHHAT CIOPEIONTE BO KHMKEBHOCTA U KYJITypaTa
YIITE MOMOTPEOHN M CEKOTAIll aKTYEJIHH.
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MakeZoHCKaTa KHI)KEBHOCT KaKO KHIKEB-
HOCT Ha ja3uK cO Mall Op0j TOBOPHUTENH MHOTY
TEIIKO T0 Haofa CBOjOT MaT J0 YHUTATEId BO
JpyrojasuyHy cpeanHd. [IpBOTO HUBO Ha AKTUB-
HOCT 3a MoI00pyBame Ha TIOCTOJHUTE COCTOjOU €
KBaJJUTETHUOT TPEBOJ], JOJAEKa BTOPOTO HUBO €
KOMITapPaTHBHO TIPOCIIETyBahe Ha MAaKEJOHCKHTE
KYJITYpHH BPEIHOCTH KO€ OM OBO3MOKHJIO IOTO-
JeMa BHUIMBOCT M TPENO3HATIMBOCT HAa HEj3U-
HHUTE CIeUU(PUIHOCTH, KOM BO €paTra Ha OITaTa
rnobanm3anyja ce MHOTY KPEBKH W KPIUIABH.
TokMy 3aroa KOMIapaTHCTHKaTa € eJHa XyMa-
HUCTHUYKA IUCLUUILUTMHA KOja OCOOEHO M KOHBH-
HUpa Ha MakeIOHCKaTa KyJITypa €O CBOETO
Hayelo Ha PECHeKTHpame Ha CEKOj KpeaTHBEeH
HAIop, KOJKY U J1a € TOj peanHo nepudepeH Hiu
HACHJIHO MaprHUHaJIM3UpaH OJf pPa3sHH HPUYHHH.
BepojarHo u 3aT0a HEe camMO IITO WMa rojieM Opoj
MPUBP3aHULM BO AaKaJEMCKUTE KPYTOBH, TYKY
KOMIIapaTUCTHYKaTa METOAOJIOTHja U €TOC UMaaT
3HaYajHO MECTO BO MONIMPOKHOT KPYyT Ha (rro-
JOIIKA W KYyIATYPOJOIIKM HCTPaKyBamba BO
Makenonuja.
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Sonja Stojmenska-Elzeser

An Overview of Comparative Literary Researches in Macedonia
(Summary)

The text is dedicated to the Macedonian distinguished literary scholar, critic and member of Macedonian Acade-
my of Sciences and Arts, Milan Gjurcinov, who was founder of the Department of General and Comparative Lit-
erature on Faculty of Philology “Blaze Koneski” at Ss. Cyril and Methodius University in Skopje. It summarizes
the main methodolocical tendencies among scholars in Macedonia who are professionally devoted to teaching and
researching in the field of comparative literature and culture. It also marks the history of the discipline in Macedo-
nia and its most prominent representatives.

Key words: comparative literature researches, Milan Gjurcinov, cultural researches

31






lvan Dodovski

VK 792.071.2.028-055.2(497.7)
Review article / Ilpezneden nayuen itipyo

SISTERS TO THE MAENADS: PROMINENT WOMEN
OF MACEDONIAN THEATRE IN THE SECOND HALF
OF THE 20™ CENTURY

Key words: maenads, Macedonian theatre, women of theatre, T. A. Kolarova, Vojdan Chernodrinski,
Marija Chernodrinski, Todorka Kondova, Milica Stojanova, Elena Doncheva, Joana Popovska

In a passage of her essay ‘A Room of One’s
Own’ (1929), Virginia Wolf hypothesises that her
fictitious character, Judith, a Shakespeare’s sister,
would have been denied the opportunity to estab-
lish herself as a successful playwright even if she
had the same gifts as her famous brother Wil-
liam.! Alluding to V. Wolf’s observation, this pa-
per presents a brief historical overview of the po-
sition of women in the theatre life of the Republic
of Macedonia and highlights the work of four
among them who, unlike the imaginary Judith
Shakespeare in her time, have left a major imprint
in the second half of the 20" century. As famed
modern day sisters to ancient maenads, they testi-
fy to an era in which women find their own mode
of artistic expression and become a vital part of
contemporary culture.

! Virginia Wolf. (2015). A Room of One’s Own. Reprint of
the original edition of 1929. Albatross Publishers.

Ancient dancers, modern actresses

Among numerous artefacts exhibited in the
Archaeological Museum in Skopje, a petite
bronze statuette of a dancing woman, known as
‘The Maenad of Tetovo’, does not seem to feature
prominently. Nonetheless, scholars would argue
that it is one of the most important archaeological
findings in Macedonia. This exquisite figurine, 9
cm high and 4 cm wide, had apparently decorated
a larger cup dating back to the 6 century BC.? Ex-
cavated in Tetovo, north-western Macedonia, it
indicates the presence of Dionysian rituals in
which women appear as frenetic dancers. These
celebrations, as F. Nietzsche contends in his fa-
mous work The Birth of Tragedy from the Spirit

2 The Maenad of Tetovo. (2014, September). Macedonian
Welcome Center. Retrieved from http://www.dmwc.org.mk/
wp-content/uploads/2017/01/The_Maenad_of_Tetovo.pdf
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of Music (1872), can be seen as early theatre
forms whereby the ancient spectator affirms the
meaning of life in the face of human suffering: the
Apollonian (rational) and Dionysian (ecstatic)
aspects of the human condition are being revealed
through performance which captures concomitant-
ly the joy and horror of existence.® Conspicuous-
ly, women played an important role in these artis-
tic expressions which mark the turn of the era of
Antiquity.

Other archaeological excavations at four an-
cient amphitheatres — in Stobi, Heraclea, Skupi
and Ohrid — hint at a significant performance arts
tradition in Macedonia. However, later history
remains silent as regards the involvement of
women in theatre productions. Christian tradition-
al values must have prevented women from ap-
pearing on stage. During the middle ages women
would have mainly featured in folk customs and
rituals characterised by sundry dramatic elements.
The long centuries of Ottoman rule have also con-
tributed to the exclusion of women from public
and artistic life. There are a few records about
female singers and dancers as part of travelling
companies from the early 19" century. However,
for centuries, female parts in theatre productions
have been exclusively performed by men.

The first ever Macedonian woman to appear
on stage is T. A. Kolarova, a teacher, who played
the title role in Genevieve of Brabant by Christo-
pher Schmidt staged in 1875 by the drama section
of the Society for national education ‘Spark’ (Is-
kra) in Veles. Quite telling of how courageous

3 F. W. Nietzsche. (2000). The Birth of Tragedy. Oxford:
Oxford University Press.
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was her decision to appear on stage is the review
published in a local newspaper five months after
the premiere which calls into question the “moral
qualities” of Kolarova.* Other female teachers
who wished to take part in school productions of
the time have been publicly mocked and hence
discouraged (like Penka Pelivanova in Prilep) or
even blackmailed not to perform (like Marija
Korobar in Veles).> And yet, the taboo has been
gradually relinquished allowing for more than a
dozen of local actresses to appear in amateur pro-
ductions of works by Gogol, Moliere and other
famous playwrights in the first decades of the 20%"
century.® It is also worth noting that both until and
during the Balkan Wars, Macedonia served as an
arena of conflicting nationalist propagandas by
the neighbouring states and so theatre was often
used as a means of assimilation of the Macedoni-
an people; professional troupes from Serbia and
Bulgaria gave guest performances in major towns
across the country, and some of these ensembles
included actresses.

At the turn of the 20" century there were also
attempts to produce theatre in the Macedonian
language. Vojdan Chernodrinski (1875-1951) is
considered the founder of the Macedonian profes-
sional theatre and dramatic arts. His endeavours to
write and stage plays among the Macedonian em-
igration in Bulgaria were in line with the objec-
tives of the illegal Internal Macedonian Revolu-
tionary Organisation (VMRO) to mobilise people

4 Cited in Risto Stefanovski. (1990). Teatarot vo Makedonija.
Skopje: Misla, p. 42.

5 Aleksandar Sterjovski. (2004). Karijatidi na teatarot. Bito-
la: NU Bitolski teatar, p. 194.

6 Sterjovski, pp. 195-196.
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and resources for the imminent uprising against
the Turks for the national liberation of Macedo-
nia. The first two among Chernodrinski’s one-
acts, entitled The Woodcutters (Drvarite) and At
the Bar (Vo meanata), were staged in Sofia in
1895 by a semi-professional ensemble called
“Young Macedonian Association’, which included
five men and two high school students: R.
Baladjieva and M. Leseva. As one theatre histori-
an reports, the appearance of the two girls in the
performance was subsequently sanctioned with
lowering of their grade for conduct by the school
council.’

Following a few years during which Cher-
nodrinski held a teaching position in Macedonia,
his theatrical ambitions reached an apogee upon
his return to Sofia, where he staged his most re-
nowned play Macedonian Bloody Wedding (Mak-
edonska krvava svadba). Premiered on 20 No-
vember 1900 at Slavjanska Beseda Hall in Sofia,
this play became a true milestone in the history of
Macedonian theatre.? Its plot, evolving around the
abduction of a young Macedonian woman Cveta
by a Turkish bey and her subsequent release upon
the intervention of European diplomats, which
nonetheless culminates in a massacre of Chris-
tians by the bey’s band at the wedding of Cveta to
her Macedonian fiancé — seems to encapsulate the
very fate of the Macedonian people under Otto-
man rule. Emotionally appealing, the play had the
potential to trigger deeper national sentiments and
so to bolster the Macedonian patriotic cause in-

7 Stefanovski, p. 57.
8 See Jelena Luzina. (Ed.) (2000). Makedonska krvava svad-
ba: sto godini potoa. Skopje: Matica Makedonska.

spiring, as it was reported, a massive recruitment
of viewers for the VMRO. Hence, the first pro-
duction inevitably met with serious challenges.
First of all, the Bulgarian authorities refused to
give the permission for this public performance
fearing that it may cause a diplomatic incident
with the Ottoman Empire. Second, and it seems of
no lesser significance, was the problem of finding
a sufficient number of players, especially women.
One theatre historian notes that Chernodrinski had
to go “from door to door among the Macedonian
émigrés in Sofia” to win their support.® Finally,
the play was performed even without the official
permission of the Bulgarian authorities and with a
group of “armed Macedonians on guard at the
entrance and round the building ... to deter possi-
ble intervention of the Bulgarian police”.1® Along
with eighteen actors, a vital share in the exceeding
success of this production had the four actresses:
R. Mojsova, E. Terzijanova, M. Miskanova and
Sijka Razmova (who played the role of Cveta).!
In the years to follow Chernodrinski organ-
ised a professional troupe — first named Greif and
Comfort (Skrb i uteha) and later on renamed sev-
eral times — which embarked upon guest perfor-
mances across Bulgaria, but also in Serbia in
1903, and in several cities in Macedonia, includ-
ing Solun (Thessaloniki), after the Young Turk
Revolution of 1908. That Chernodrinski’s compa-
ny remained a means of national mobilisation and
essential part of the revolutionary activities is in-

9 Stefanovski, p. 58.

10 Ibidem.

11 Aleksandar Aleksiev. (1976). Osnovopolozhnici na make-
donskata dramska literatura. Skopje: Kultura, p. 54.
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dicated by the fact that 25-40% of the profit went
to the local branches of VMRO. What is also
worth mentioning is that the ensemble attracted
new performers, including several actresses.
Among them was the talented Marija Stoichkova
who would marry Chernodrinski in 1902 and ac-
company him in all comings and goings.*?

With the partitioning of Ottoman Macedonia
after the Balkan wars and the First World War,
the territory of today’s Republic of Macedonia
was incorporated in the Kingdom of Yugoslavia.
Theatre life was organised with actors from Ser-
bia as part of the wider state apparatus for serbi-
anisation of the local people. However, some of
the professional companies also hired local Mace-
donian performers. Among them were Elena
Tashanova, Kalipso Nalcha, Blashka Dishlen-
kovikj and Violeta Djambazova who will com-
prise the small list of professional actresses to
appear on Macedonian stages shortly after the
Second World War.*?® A few folklore melodramas
‘in a local dialect’ (so called bitovi drami) by
Macedonian playwrights were also staged be-
tween 1928 and 1941. In a liberated Macedonia
after 1945 most of these plays were being re-
staged time and again becoming a sort of Mace-
donian “classics’. Needless to say, the female
parts were thereafter readily taken by Macedonian
actresses.

The beginning of professional theatre in the
newly declared Macedonian state is associated

12 Aleksiev, pp. 60, 112 et passim.

13 Jvan lvanovski. (1997). Osnovopolozhnici na akterskata
umetnost vo Makedonija. Skopje: Matica Makedonska, pp.
32-36.
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with the first production in the Macedonian lan-
guage, the one-act Gjore Magarevski by the Mac-
edonian playwright Vlado Maleski, on 14 No-
vember 1944 in Bitola, only ten days after the city
was liberated from the fascists.'* This date is also
considered as birthday of the National Theatre of
Bitola, whose ensemble would comprise both pro-
fessional and amateur performers, some of whom
were partisans still wearing their war uniforms.
The cast for this play included more than a dozen
of men and several women, of whom Vera
Vuchkova and Meri Boshkova later on became
actresses of high prominence. On 3 April 1945,
Vera Vuchkova would also speak the first line
(‘How close is the sun!” from O. Korniychuk’s
play Platon Krechet) in the Macedonian language
on the stage of the newly established state Mace-
donian National Theatre (MNT) in Skopje.*
Other names of actresses of the first and sec-
ond post-war generation (born before 1936) in-
clude: Mara lIsaja, Todorka Kondova, Angelina
Ivanova, Draga Arsenievikj, Olivera Filipova,
Dobrila Puckova, Desa Prlichkova, Dobrila
Ivanova-Chabrikj, Cvetanka Jakimovska, Stojka
Cekova, Ivanka Zendelska, Milica Stojanova and
Ljupka Djundeva in Skopje; Mara Georgieva,
Mara Savevska, Marija Vrkikj, Nada Stefanovska,
Zhivka Gjorgieva, Dragica Popovska, Vishna
Stefanovikj, Olivera Filipova, Sonja Kodrikj, Zora
Stefcheva, Mirjana Dimitrova, Andrijana Zafiro-
va, Vaska Boshkova, Olga Naumovska and Ratka

14 Vladimir Dodovski. (1994). Teatarski vremeplov: hronika
i kritichki osvrti za dejnosta na Narodniot teatar od Bitola.
Bitola: Misirkov, p. 9.

15 |vanovski, p. 49.
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Chorevska in Bitola; Stojka Sleanska and Ruzha
Ikonomova in Shtip; Rajna Savova and Stojna
Apceva-Drobnjak in Veles; Ana Tokova and Lju-
pka Vardjiska in Kumanovo; Kuma Georgievska,
Zora Georgieva, Ljubica Piperevska, Veska
Vrteva and Tinka Srbinova in Strumica; Blaga
Alampioska, Nada Galeska, Pravda Ilikj, Nada
Geshoska and Zhivka Labetikj in Prilep; as well
as some who performed in Albanian and Turkish
as members of the Theatre of the Nationalities in
Skopje: Antoaneta Kovachevikj, Vera Joza, Leze
Tomi, Musharef Lozana, Mesaret Chavoli, Diana
Mehmeti and Nizaket Ali.!

Women of theatre

The second half of the 20" century saw an
unprecedented ascent of women in the theatre life
in Macedonia. The opportunities for professional
education and the unremitting state funding of
theatre repertoires allowed for the emergence of
women not only as actresses but also as profes-
sionals who took the positions of theatre directors,
stage, costume and light designers, and theatre
critics. Still, there was hardly any female play-
wright of public acclaim until the early 1990s: one
of the few Macedonian authors whose plays were
being staged both in Macedonia and abroad is
Zhanina Mirchevska (b. 1967), who also holds a
Slovenian citizenship and writes both in Macedo-
nian and Slovene. To conclude, it seems virtually
impossible to name all female theatre artists who

16 Jvanovski, pp. 42-144; lvan Ivanovski. (1984). 40 godini
Naroden teatar - Bitola: monografija. Bitola: Naroden teatar
— Bitola.

contributed to the development of Macedonian
culture since 1945 or to exhaust the list of their
achievements in the Macedonian and former Yu-
goslav context and beyond. Hence, what follows
is a modest contribution to the memory of four
such names of prominent women who became,
along with many others, a sign of their time.’

Todorka Kondova-Zafirovska (1926-2003)
was the leading actress of the Macedonian Na-
tional Theatre (MNT) and of Dramski Theatre in
Skopje (DTS), teacher of theatre acting at the
Faculty of Dramatic Arts (FDU) in Skopje and the
first Macedonian national with a university degree
in theatre directing. Born in Prilep, she spent her
childhood in Skopje. Her father was a former
Constantinople student, teacher by vocation, and
also an amateur painter, musician and actor.
Shortly after finishing high school, Kondova be-
gan her acting career in MNT. With her seventeen
years, she played the role of Maria Tarasovna in
A. Korniychuk’s Platon Krechet, which was the
first full-length performance at MNT and marked
the official beginning of an institutional repertoire
theatre in the Macedonian language. On the ex-
haustive list of Macedonian theatre directors,
Kondova-Zafirovska appears as the first one with
a formal degree, and the very first among the tiny
minority of female directors. In 1952 she graduat-
ed from the Belgrade Academy of Theatre, Film
and Television, in the class of the eminent profes-

17 Earlier version of these four biographies appeared in
French as entries in Béatrice Didier, Antoinette Fouque &
Mireille Calle-Gruber. (Eds.). (2013). Le Dictionnaire uni-
versel des créatrices. Paris: des Femmes.
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sor of directing Dr Hugo Klajn. She also had
study visits in Paris, Moscow, Bucharest and Mi-
lan. Her first major production is The House of
Bernarda Alba by F. G. Lorca at MNT, which
according to a survey among Yugoslav theatre
practitioners carried out by the Belgrade newspa-
per Borba was considered the best play in 1956.
Among her seven plays staged at MNT, Cor-
neille’s Le Sid and Shaw’s Pygmalion surface as
productions of significance for the Macedonian
repertoire. Dissatisfied with the conditions of po-
litical intrusion and artistic stagnation, a group of
actors including Kondova-Zafirovska left MNT in
1964. They made the core of the ensemble of
Dramski Theatre in Skopje (DTS), announcing an
avant-garde breakthrough. Among the plays di-
rected by Kondova-Zafirovska at DTS, Bulga-
kov’s Cabal of Hypocrites (Moliere) staged in
1970 is considered one of her greatest achieve-
ments. She also worked as a guest director in oth-
er theatres, on radio productions for children, as
well as on mass recitals organised during national
and ideological celebrations. Whereas her direct-
ing profile seems eclipsed by male directors, the
acting career of Kondova-Zafirovska at MNT in-
cludes memorable interpretations, such as Aman-
da in Williams’ The Glass Menagerie, Elizabeth
in Miller’s The Crucible, and Mary in O’Neil’s
Long Day’s Journey into Night. The latter won
her 11 October Award in 1960 (which she again
received in 1983 for life-time achievements).
Among many roles at DTS, one can note Lysistra-
ta in the eponymous play by Aristophanes, An-
dromache in Satre’s The Trojan Women and Irina
in Nusi¢’s The Deceased (which took the best
performance award at Sterijino pozorje festival in
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1967). She also played with success in both tradi-
tional and contemporary Macedonian plays, such
as Runaway Bride (Begalka) by V. lljoski and
Jane Zadrogaz by Goran Stefanovski. Her acting
was characterised by contemplation and intro-
spection, intellectual approach to characters, and
superb stage diction. From 1976 to 1983 Kondo-
va-Zafirovska worked as a teacher of acting at
Faculty of Dramatic Arts in Skopje. In her study
Acting Mastery (1983) she compares Stanislav-
ski’s system with the principles developed by her
former professor Klajn in his Elementary Prob-
lems of Directing. In 1992 Kondova-Zafirovska
was bestowed the national Vojdan Chernodrinski
Award for life-time achievements in theatre.

Milica Stojanova (1932-) is a celebrated ac-
tress of Dramski Theatre in Skopje (DTS). Born
in Kriva Palanka, she was raised by her Spartan
grandmother, and sent to Skopje in 1948 to study
acting at the State Theatrical School. Oddly
enough, she played a male character for her entry
exam, and she had her stage debut — first as a stu-
dent in 1949, and then as a professional actress at
the Macedonian National Theatre (MNT) in 1953
— also playing male characters. After graduation,
she worked on radio drama productions of Radio
Skopje; over 55 years she made some 3000 radio
roles; in 1972 she won the best radio role award
by the Yugoslav Radio Television. She also ap-
peared in 26 TV plays, 16 TV series, and 9 feature
films. Still, she is best remembered for her im-
pressive roles on the stage. Her early success
came in 1956 with the title-role in Anne Frank by
F. Goodrich and A. Hackett and the role of Maria
Josefa in F. G. Lorca’s The House of Bernarda
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Alba at MNT. (She also played remakes of these
two roles in 2004 with a fascinating audacity.) In
1964 she moved to DTS. Her memorable roles
include Eliza Doolittle in Shaw’s Pygmalion, Jo-
casta in Sophocles’ Oedipus Rex, Cassandra in
Sartre’s The Trojan Women, Philaminte in Mo-
liere’s The Learned Ladies, Toinette in Moliere’s
The Imaginary Invalid, Chimene in Corneille’s Le
Sid, Lisette in Marrivaux’s The Game of Love and
Chance, Halie in Shepard’s Burried Child, Mag
Folan in M. McDonagh’s The Beauty Queen of
Leenane, as well as other roles in Macedonian
plays. In 1973 she received Actress of the Year
Award for her role of Beatrice Hunsdorfer in P.
Zindel’s The Effect of Gamma Rays on Man-in-
the-Moon Marigolds. Although she did not like
this role initially, she created a character with
such perfection that Zindel himself compared her
with the Italian legendary actress Anna Magnani.
In 1981 Stojanova took again Actress of the Year
Award for her role of Fonsia Dorsey in D. L. Co-
burn’s The Gin Game, which also brought her 13
November Award of the city of Skopje. She also
received Vojdan Chernodrinski Award in 1982,
and grand prix at Sterijino pozorje festival in Novi
Sad in 1984. Stojanova’s state accolades include
11 October Award for her role of Sarka in Nusi¢’s
Mourning Family in 1973, Medal of Labour with
silver wreath in 1983, 11 October Award for life-
time achievements in 1984, and Vojdan Cher-
nodrinski Award for life-time achievements in
1994. She was honoured with Golden Plaque by
DTS in 1996 for her outstanding contribution to
the rise of this institution. Stojanovska’s acting is
characterised by restless introspection and pro-
verbial capacity of transformation. She plays with

equal success in physical, political and absurd
theatre, as well as in tragedies and comedies. Crit-
ics say she has a hypnotic influence on the audi-
ences, which one admirer in 1969 expressed in an
anecdotal fashion: “I have not killed a single liv-
ing creature, but | could easily kill a human if
Milica Stojanova suggests it to me the way she
did to Macbeth in the role of Lady Macbeth”.

Elena Doncheva (1942-) is a leading Mace-
donian costume designer. Born in Skopje, she
lived near the Old Theatre, where she discovered
her early fascination with performance arts. She
attended ballet and music high school, and even-
tually decided to study at the Academy of Applied
Arts in Belgrade, obtaining a degree in costume
and fashion design in 1967. Before moving to the
Macedonian National Theatre (MNT) in 1975, she
worked as a costume designer for the Macedonian
National Television for ten years and spent a year
in Paris. Occasionally she worked for theatres
across former Yugoslavia, as well as in Seville,
Moscow, Marseille and Mannheim. During her
career she created costumes for more than 20 op-
eras, 30 ballet productions, and 300 theatre plays
(for seven of them she also made the stage de-
sign). Doncheva designed costumes for 7 feature
films, including Jad (Misery) by the Macedonian
director Kiril Cenevski for which the Slovenian
magazine Ekran pronounced her the best costume
designer in the Yugoslav film production of 1975.
In four consecutive years she authored the cos-
tumes for youth celebrations of 25 May — the
birthday of Tito — organised annually in Belgrade
as a massive pan-Yugoslav event. Doncheva’s
numerous achievements include: 14 best costume
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design awards at the Macedonian theatre festival
Vojdan Chernodrinski; grand prix at Sterijino
pozorje festival in Novi Sad in 1980 for her cos-
tumes in the play Divo meso (Wild Flesh) by the
Macedonian author Goran Stefanovski; and the
award of the Rhine-Westphalia region for her cos-
tumes in F. G. Lorca’s Blood Wedding staged in
Mannheim in 1990. Doncheva believes that cos-
tume should capture not only time but character.
She is celebrated for her ability to produce an ef-
fect of precision and luxury combining relatively
inexpensive materials and original ideas. Very
often she dyes her costumes herself. From a range
of works designed for MNT, one can point the
ballet production of Prokofiev’s Romeo and Juli-
et, the opera Tsar Samoil by Kiril Makedonski
and some 90 colourful costumes for the opera
Lydia of Macedonia by Risto Avramovski. Her
fascinating human and animal costumes, created
with fantasy and detail for the adaptation of Mo-
zart’s Magic Flute at the Theatre for Children and
Youth in Skopje, won her a huge critical acclaim
in 2007.

Joana Popovska (1943-) is a famous actress
of the National Theatre in Bitola. She had her de-
but with the age of five thanks to her father Kosta
Djekoski, who worked as an actor of the local
theatre in Bitola. With her 16 years she began a
professional career which includes around 330
roles played on Macedonian stages, as well as
guest performances in France, Germany, Bulgaria,
Turkey, Russia, Ukraine, Albania, Canada, USA,
and Australia. Although she worked at the Mace-
donian National Theatre in Skopje for several
years, she had her main success with the national
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theatre in her hometown of Bitola. In 1963 she
received the 4 November Award of the city of Bi-
tola for the role of Catherine in Ostrovsky’s The
Storm. Her impressive roles include Ophelia in
Hamlet, Desdemona in Othello, Sophia in Che-
khov’s Uncle Vanya. She also played roles in
plays by Sophocles, Euripides, F. G. Lorca, E.
O'Neill, M. Gorky, T. Williams and some leading
Macedonian dramatists. The zenith of her career
came in 1977 with her title-role of Mara in The
Wedding of Mara (Svadbata na Mara) by the
Macedonian author Vladimir Kostov. This per-
formance brought her the two most important the-
atre awards in the former Yugoslavia — Golden
laurel wreath at the MESS Festival in Sarajevo
and grand prix at the Sterijino pozorje festival in
Novi Sad; notably, she was the very first Mace-
donian actress to receive the former award.
Popovska’s accomplishments include three best-
actress awards and one for life-time achievements
at the Macedonian theatre festival Vojdan Cher-
nodrinski; Risto Shishkov Award in 1998 at the
International theatre festival in Strumica for her
role of A in E. Albee’s Three Tall Women; and 11
October Award for life-time achievements. Her
monodrama The Chairs by E. lonesco performed
at festivals in Macedonia, Albania and Ukraine
brought her Actress of Europe Award in 2006 and
2007; in 2010 she received the same award for
life-time achievements. Her colleagues who ad-
mire her dedication to acting would mark that she
does not suffer from migraine only when playing
on the stage. Her latest success includes grand
prix at the International festival in Vratsa, Bulgar-
ia for her role in the duodrama remake of The
Chairs by E. lonesco, which she and the Bulgari-
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an actor Anastas Pophristov performed at several by spontaneity, psychological slant and controlled
festivals in Serbia, Montenegro, Romania and physical expression.

England. She also starred in many TV plays and

five Macedonian films. Her acting is characterised (2011, 2017)

HBan logoBcku

Cectpu Ha MenaauTe: 3HaYajHM KeHH BO MAKEeJOHCKHOT TeaTap
01 BTOPATA MOJIOBHHA HA IBAECETTHOT BEK
(Pesume)

OBOj TPyJ COAPKH KyC HCTOPUCKU TPETIIC]] Ha MOJIoKOaTa Ha JKEHATa BO TEaTAPCKUOT KHUBOT BO PemyOinka
Makenonuja. OcoOeHO ce OerekaT MpBUTE OOHIHU 3a M0jaByBakhC HA KCHH HA CLICHA BO BTOpAaTa IMOJIOBUHA Ha 19
BeK, KAKO M HUBHHUOT NIPHUIOHEC KOH HAIIOPHUTE Ha OCHOBOIIOJOXHHUKOT Ha MaKeIOHCKaTa JpamMa U Teatap Bojman
UYepnoapuncku (1875-1951) ma ja mommpku peBonymuoHepHaTa Oopba 3a ocrmobonyBame Ha MakemoHHja BO
npBuTe ABe jgeriehun Ha 20 Bek. Mcro Taka, TpyHOT ja McTakHyBa paborara Ha udetupu (Mery MHOTY OpYyru)
MO3HATH JKEHH Ha MakKeHOHCKHOT Teatap — Tomopka Kommora, Mumuma CrojanoBa, Enena JlonueBa u JoaHa
[omoBcka — Kou OocTaBHja KpyIIHA Tpara BO BTopara HoJoBHHA Ha 20 Bek.

Kayunu 360opoBH: MeHaaM, MakeJJOHCKH Teatap, KeHU Ha Teatapot, 1. A. Komaposa, Bojnan UepHonpuHcky,
Mapuja Uepuoapuncka, Togopka Konmosa, Munuiia Crojanosa, Enena Jlonuesa, Joana [Tonoscka
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Professional article / Citipyuen itipyo

HNHTEPTEKCTYAJIHO YATAIBE HA UTPAHUOT ®UJIM
»OBA HE E AMEPUKAHCKHU ®NJIM*

Kayunu 360poBu: GpriM, HHTEPTEKCTYalIHOCT, Hapaliyja, Mapoauja, uTaT

®unMoT, Kako W JPYruTe PacKaKyBauKH
YMETHOCTH, € I/IHTepMelII/IjaHeH, IIOJINCEMUYEH U
MHTEPAMCKYP3UBEH MEIMYM, CBOCBUJECH CEMHO-
THYKH MaKpPOTEKCT, COCTaBeH OJI TMOBEKe IMOT-
TEKCTOBH M O pa3/IMYHN KOAOBU M ITOTKOJOBH.

Kamp Enam, emeH ox UEHTpalHHTE aBTO-
pHTETH BO TPOYYYBamETO HA CEMUOTHKAaTa Ha
JIpaMaTa W TeaTrapoT, BENU JIeKa OJHOCOT Mery
HAIUIIAHAOT TEKCT Ha JpaMaTa M TEKCTOT Ha
TeaTrapcKara IpeTCTaBa He € €JHOCTaBEeH, CUMET-
pUYCH M aBTOMATCKH M JEKa IPaMCKHOT TEKCT
(IpaMCKOTO MUCMO), XPOHOJIOIIKA HE My TpeT-
XOIM Ha TEKCTOT Ha TMpeTrcraBara (CLEHCKOTO
MUCMO), TYKy JeKa THe 3aeMHO KOHCTpyUpaaT
MokHa wuHTepTekctyanHocT (Kymaekosa 2001:
226).

Cexkaxo, 1morope M3HECEHOBO BO JIOMEHOT Ha
TeaTapoT, 03 COMHEHHE MOXKEe Jia ce TIPUMCHU U
BO JIOMEHOT Ha (MJIMOT, Ma Taka, ako ro mapad-
pasupame, MOXKeMe Jja CTHTHeMe 10 AeQuHHINja
KOja BeJIM JieKa HAaMUIIaHOTO (HIMCKO CLIEHapHO,

3a€JJHO CO CaMHOT (PHJIM, KOj, KaKO B CEKOE YMET-
HUYKO JIeJI0 MpEeTCcTaByBa crelM(UIeH yMeTHHY-
KA TEKCT TOJUIOKEH Ha pa3sHW HHTEPIPETalny,
3aeJJHO KOHCTpyUpaaT ,,MOKHAa HWHTEPTEKCTyall-
HOCT".

WHTepTeKkcTyanHoCTa MpeTcTaByBa €IHO Of
CBOjCTBaTa Ha IOCTMOJCPHHCTHYKATA IIOETHKA,
BO 4YHMj KaTajJor YIITE BJEryBaatr: OpuIlcHme Ha
TpaHUIUTE Mely yMETHOCTa M CEKOjTHEBHHOT
JKUBOT, Mery T.H. ,,BHCOKa"“ M T.H. ,,IOITynapHa“
KyJTypa, CKJICKTHUIM3aM U MEIllambe Ha KOJOBUTE,
napojuja, MacTulll, UPOHHUja, MPONACT HA OPHIH-
HAJHOCTA M CJIaBeHE Ha PENeTUTHBHOCTA Ha
YMETHOCTA, TEKOHCTPYKTUBUCTHYKH TPHCTAI KOH
JA3UKOT, YMETHOCTa U CBETOT, CIIABCH-C Ha BIIHU-
jaHWeTO, WHTEpTEeKCTyallHa NpeTcTaBa 3a Kyl-
TypaTa, OUTATHOCT M XHUIEPLUUTATHOCT, IMCEBIO-
LUTAaTHOCT, CUMYyJaluja U MUCTU(UKALMja, Bpa-
Kame, PEUUKIINpamhe U OBTOPYBamkbe, MaMETeHE,
[perno3HaBame, eBOKallja, PEMUHHUCLICHIIH]a, UH-
TEPIIUTEPAPHOCT, TPAHCTEKCTYATHOCT, YIOTpeOa
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Ha He()MKIHUCKa [TPo3a U UCTOPUCKA MeTa(uKIyja,
MeTaja3uK, METaTeopHja, METAIMHTBHCTHKA, Me-
TaHapalyja, MapaTeKCTyaJHOCT, OPHUEHTHPAHOCT
KOH YHUTaTeJIOT M TJedadoT, peadupmanuja Ha
MOITYTUCTUYKHUTE, TPUBHjATHUTE, OECTCEIIEPCKU U
MEINYMCKH HAapaTUBHU BHJIOBHU, BKIYYHUTEIIHO H
KWYOT, TUTypasHOCT Ha BUCTUHHTE, AMjalorH3aM,
napojau3anuja, UpoOHU3alMja 1 KapHeBajIu3alyja,
utH. (Kynaskosa 2001: 194-197).

On npyra crpaHa, TeopujaTa Ha JUTepa-
Typara MHTEPTEKCTyalHOCTa ja OeQHHUpPa KakKo
KBaJIUTET Ha CHUTE BHJOBU TEKCTOBH HA KyITY-
pata, KOoj ce 0Oa3upa Ha HHMBHAarTa BHATpEIIHA
MOBP3aHOCT CO APYT'H TEKCTOBH U HE MPETCTAaBYBa
packaxyBayka TEXHHKA, HUTY YMETHHUYKU €(]eKT,
TYKY CYIITHHCKa KapaKTepUCTUKA HA TEKCTOBUTE.
WnTeprekcryanHocTa ce 3aHUMaBa CO BIHja-
HHMjaTa, BPCKHTE WJIM CBECHHTE MOTIHpamba Ha
JIPYyTH TEKCTOBH. ,,IHTEepTeKkcyanHocT. OOMUK Ha
KOMYHHKalWja U pedepeHinja Mery TeKCTOBHTE,
KHIDKEBHOCTUTE, JUCKYPCHUTE, MEIHMyMHUTEe, Tpa-
JUIUATE W KyATypUTe. YHaryBa Ha ()akToOT JeKa
CEKO] KHIKCBEH TEKCT € MpeXa O/ TEKCTOBU H
TEKCTyaJJHH NPAKTHKH, T.H. amajram Of pa3Ho-
POJHU KHWKEBHH ¥ HEKHWKEBHH TEKCTOBH,
periiKka Ha BeKe YCTAHOBEHHUTE 3HAKOBHU U
MEMOPHUCKH MPAKTUKA BO KYJITYPHHOT CHCTEM
(apredaxTtn, cuMO0IH, UCTOPUOTPAPCKU TOTIOCH,
KOJIGKTUBHH MecTa Ha memopuja). ['o pemedu-
HUpa MOMMOT TEKCT Ha TOj HAYWMH IUTO TO
WCTaKHyBa IMPUHIUIOT Ha METyTEeKCTOBHA ITOBp-
3aHOCT KaKO OCHOBEH KOJIeH NPHHIMII Ha KHU-
KEBHUOT TeKcT. [lokakyBa leKka KHIKEBHHOT
TEKCT JUjaJIONIKH € TIOCTaBeH CIIpeMa HCTOpHjaTa,
crpeMa KynTypaTa, CIpeMa CBETOT Ha KHIDKEB-
HOCTa, HaykaTa ¥ yMETHOCTa M JeKa BO cele
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vHTETpUpa (hparMeHTH OJ APYTH W TYIH TEKC-
TOBH. KHIMXEBHHOT TEKCT € HMHIMCKPETHA HIIH
IUCKpETHA €BOKAIMja Ha IPYTHd TEKCTOBH... lpu
MIPABEHETO THUIIOJIOTHja HA WHTEPTEKCTYaIHOCTA
KaKO perep ce KOpUCTaT OJHOCHTE Mery: eIeH H
JOpYT KHIDKEBEH TEKCT; €/1eH KHIKEBEH M APYTH
MPEeI-KHIKEBHN TEKCTOBU (OMOIMCKH, MHUTCKH);
€IeH KHIDKEBEH TEKCT M APYI'M HEKHIDKCBHU
TEKCTOBM (HayKa); €JIeH KHIDKEBEH TEKCT U HEKOj
HEJAUCKYP3UBEH KOHTEKCT Of KOJIITO €AEH TEKCT
MOXKE€ Ja ce MHCTIHpUpa (MCTOPUCKH HACTaH/JIHK,
KyJITypeH apTe(akT); €JeH KHIDKEBEH TEKCT U
apyrd Meauymu (¢unM, Tearap, CIHKapcTBO,
MY3HKa, eJIEKTPOHCKH MeauyM). Tumonorrjata Ha
WHTEPTEKCTyallHOCTa TH HW3JeNyBa CIIEIHUBE
¢urypu Kou ja COUMHYBAaT peitiopuxailia Ha
uHillepitieKcillyanHociia: 1uTaT, uMuranuja (oT-
BOpEHA PEMHHHUCIICHIIMjA), TapOarja, TpaBecTHja
W any3uja, aneropuja (CKpueHa peMUHHUCLEHIIH]a),
acolyjaigja, MOTO, CIy4YajHH W HAMEPHHU COB-
narama, MHCTH(QUKAIWU, CHUMYJAIMH, aJarTa-
uja, IpeBoj, Bapujanuja u napadpasa“ (Kymas-
koBa 2007: 217-220).

Cekako, TIOrOpe HM3HECEHOTO BO TOTJIEH Ha
KHIDKEBHHOT TEKCT BaKM 3a CUTE HAapaTUBH, 3a
CHTE TEKCTOBH Ha KyNTypara, BKIYYHUTEIHO M
(GbuIMOT, Kako OCOOCHO CHeMUPUUEH H KOM-
TUICKCEH HAPATHUB/KYJITYPEH TEKCT.

[IpenMer Ha Ham Hay4YeH MHTEpEC € WHTEp-
TEKCTyaJIHOCTa BO JIOJNTOMETPOXKHUOT HWTpaH
bunm Osa ne e amepuxancku guim wia This is
not an American movie, Kako IITO CTOW Ha HajaB-
HaTa IOmuna, (UIM KOj BO CBOJOT HHTEP-
TEKCTyaJIeH penepToap BKIy4yBa IOrojeM Opoj
O] TIOTOpE HAaBEJCHUTE MHTEPTEKCTYaIHH (ury-
PH, CBOjCTBa M peNaIiy.
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®dunmort e peanusupad Bo 2011 r. ox npoxy-
IIeHTCKaTa Kyka ,,Manydakrypa“, Bo Bpeme-
Tpaeme on 84 muH., Bo pekmja Ha Camo [las-
JoBcKH, paboreH mo cueHapuo Ha IlaBem Jex,
TOTalleH JeKaH Ha IpouyyeHaTa (QuiIMcKa akaze-
muja ®AMY, Bo Ilpara, PemyOmmka Yemka.
CuenapuoTo € pabOTEHO cCropea HCTOMMEHAaTa
JIpaMcKa HpeAsioiKa Ha TeaTapcKHOT peKucep U
npamcku ncaren, Camo MUIEHKOBCKH, KOja BO
MOCJIETHUTE JIBE JICLICHNUH JIOKUBEa MOBEKEKPATHO
MOCTaBYBamke Ha NPO(PECHOHANIHUTE U aMaTePCKHU-
TE TeTapCKH ClieHH Bo MakenoHuja.

Hupexktop Ha ¢otorpaduja ¢ [ejan Jumec-
KM, a BO IJIaBHUTE POJjU HAacTalyBa UMIIPECHBHA
aKTepCKa eKHUIa, BO KOja, MOKPaj MAaKEIOHCKUTE
aktepu: Cenko Benmnos, Tama Muiiko, CriaBu-
ma Kajescku, Urop CrojueBcku, 3matko Mut-
pescku, Urop Anrenos, ['opfu Jonescku, Hukona
Pucranoscku, [lepo Apcoscku, Jlando Yespeckw,
Tomucnas Haymoscku u bopuc JlamoBcku, urpa-
aT W [BajIa aKTepH OJf MAKEJOHCKO IMOTEKJIO O
CAIl u Ascrpamuja: Kaj EBanc u Tonum Hay-
MOBCKH.

Osa ne e amepukaucKu Quim y4ecTBYBaIle
Ha TIOBEKe MeTyHapOIHHU (HIMCKA (heCTHUBAIIN: BO
Tamun Hany u Kankyra Bo WMunuja, Bykyperr,
ITapu3, Ty3na n bama Jlyka, Ilpumrtuna, BO
[leramryma Bo Kamudopuuja 1 Ha MakeqoHCKHOT
¢unmcku ectusan Bo Toponto, Kanana.

WnTteprekcTyanHocta Ha QUIMOT € HajaBeHa
YIITE BO CaMUOT HAclOB. J8a He e aMepuKaHcKu
¢uim, pedepupa KOH OHa MITO TO MMaMe KakKo
NpeTcTaBa 3a AMEPUKAHCKH, T.€. XOIUBYACKH
¢bum.

Osa He e amepukaHcKu @uim € TTOCTMONEp-
HUCTHYKa, aBTOpedepeHTHa, MEeTapHUKINCKa, Me-

TacHHEMAaTCKa Mapojuja, ASTyMHO pacKakaHa BO
od-ToH, BO Ko0ja ce HCTpakyBa MpOIECOT Ha
¢unMckaTa Hapanmja u ymnorpebata Ha (uIMC-
KHATE TEXHUKH, TIPeJ] C¢ MOHTa)KaTa, HO M aKTepcC-
KaTa Wrpa M CIECHapUCTUYKaTa yMEIIHOCT, BO
KpenpameTo Ha puiIMcKaTa MpuKa3Ha.

[Tporaronucture BO (HMIMOT ce CBECHH 3a
camuTe cede, OIHOCHO THE 3HAaT JAeKa Ce JIMKOBU
BO (wiIM, JieKa UrpaaT, T.e. TIayMar Bo GpuiM u ce
oJHecyBaat coryiacHo co Toa. Taka, Illedot, koj e
BOJa4 Ha KpuMHUHaHA O6aHma ox Ckorje, BO eIeH
MUT o7 (UIMCKaTa Hapaluja, CooueH co (atamHa
Oonect, ja mpe3ema yjorarta Ha CIECHAapHUCT BO
(GWIMOT ¥ TM TUKTHpA TIOHATAMOIITHHUTE HACTAHH
KOPUCTEJKM pa3HU JpaMaTypIlKH TEXHUKH, CO
HarjaceHa JOMHUHAlMja Ha IPaMCKUOT IPECBPT.

Osa He e amepukacku uim € BCYIIHOCT
MPUPAYHHK 33 TOA KAKO Ce KOHCTpyUpa (QriiMcKa
MprKa3Ha, y9eOHHK 1o (pUIMCKa Hapaluja, HO, BO
HEroBaTa NpUKa3Ha ce BTKACHH WU APYTH eJie-
MeHTU. Taka, TMOKpaj CEMpPUCYTHHOT OMax Ha
KJIACHYHUOT aMEPUKaHCKU (pHiM, KOj ce Iriiesa Bo
NpPUCYCTBOTO Ha (hororpaguu Ha CIABHU XOJIH-
BYJICKA SBE3IM U MHOTYOPOJHH PEIUIMKH OJ
(UIMCKUTE KIIACHIIM MCKaXaHW BO OpUTHHAI, Ha
AHTJIUCKH ja3WK O] NMPOTaroHUCTUTE, HA CIMYCH
HA4YMH € MCKa)XaHa MOYUT U KOH aMEPHKAHCKHOT
aBTOpCKH (WJIM, HO, HAa €IHO MECTO U KOH
eBPOIICKHOT (MM, YHW IMPETCTABHUIM OBIE CE
utanujanckuot pexucep Cepyo Jleone co Hero-
BHUOT KYJITEH IINareTH-BECTepH [obap, nowi, 2po
U PYCKHOT pexucep AHApej TapkoBcku, WITO
MOXE Ja ce BUAM IMpeKy KyCHOT HHCEPT H
ary3ujarta Ha HeroBUOT ¢unM Citlankep.

Hcro Taka, GUIMOT AEITyMHO c€ 3aHMMaBa U
CO AHTUKOJOHMjaHATA KPUTHKA, OIHOCHO TO
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napoau3upa MECTOTO Ha JOMWHAaHTHATa, XOJH-
BYJCKa, aMepHUKaHCKa (MIMCKAa MHIyCTpHja W HA
HEJ3UHUTE pa3rajieH! SBE31H, KOMIIapHUPajKH ja co
MakeJIoHCKaTa (MIMCKa TPOAYKIMja, HO, TMapa-
JIENTHO, ja AeMUCTUGHULMpPA U TapoJu3upa U aMe-
pHKaHCKaTa T'eoNoJUTHYKA yJIora Bo MakenoHuja
M BO CBETOT, MPUTOA HE MPOIYIITAjKU Ja ja JKH-
roca M KOPYMIIUPAaHOCTa Ha MaKEJOHCKOTO
OITIITECTBO.

Bo ¢uiMoT ce BTkaeHU HEAOOPOjHH HHTEP-
TEKCTyaJllHH peQepeHnr, a TOj MCTOBPEMEHO IO
HCTPaKyBa M OJHOCOT Mery (uimMckara JieHTa u
JUTUTATHATA TEXHOJIOTHja, HO U MPOJYIEHTCKATa
HoTpara o Iapy 32 CHUMambe (pHIMOBH, TIPH IITO
Ol MpOHWYHATA OCTPHIA HE € TMOIITeICH HU
dunmckroT GoHn Ha Makenonuja (neHec AreH-
nyja 3a ¢unM Ha PenyOimka MakeaoHuja), Koj,
BCYIITHOCT, BO HajTOJIEM JIe] U TH 00e30enu mapu-
T€ 32 CHUMam-€ Ha 0BOj (QriM.

dunmckara nprka3Ha ce IUIeTe OKONYy IIeH-
tpananotr nuk — lledor, koj mpenBoan OaHpma
noopoayman Oarmuti of Cxomje. Tue wnmaar
Hamepa Ja ja orpabar AmepukaHckarta ambacana,
a 3a nma ja kamy(umpaar IeiTa, WHCICHHpaaT
CHUMame Ha urpaH (QuiM, Y9dj TPOAYICHT €
[ledot. Bo cioxen mpemieT Ha ,,pealHOCTa™ Ha
(PUIMCKOTO JI€jCTBO M ,,pealiHOCTa’’ Ha (UIMOT
mTo TO cHUMaar, Jga He e AMepUKaHCKU Guim
CTUTHYBA 0 pa3pelHunara Bo koja lledor ymu-
pa of pak U Kako ronemMa GuiaMcka sBe3la 3aMu-
HyBa Ha HETOBHOT IIOCAaKyBaH M YECTO COHYBaH
PajcKu OCTPOB, AOAEKAa OAHIUTHTE OCTaHYBaaT BO
Ckomje co y0aBu CIOMEHH 32 HETO.

XpoHOTOTIOT Ha (UIMCKaTa NpHKa3HA Ce
CllydyBa Ha IOYETOKOT Ha BTOpaTa JEICHWja Ha
XXI Bek, Ha JBE JIOKAIMH, BO TJIABHUOT Tpaj Ha
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Perrybnmka Maxkenonuja — Ckorje, u eqHa clieHa
BO (uHanero Ha (GUIMOT — BO (uiIMcKaTa mpec-
TonmHuHa XonuByxa, Bo Jloc Amnpenec, Kanu-
thopHyja.

®uiMor  memyMHO  (YHKIHMOHHpa — KakKo
»PUIM Bo QuiIM™, BO KOj MOKpaj HOMHHAHTHATa
HapaTHUBHA MAPOANCKA MOCTAIKa, UM eJIeMEHTH U
Ha caTHpa, HO M HEKOJKY CIICHH Ha aKIja, KOW
CeMak MpeTCTaByBaar Mapoanu3upaHl HHCICHATUH
Ha XOJIMBYICKUOT >KaHp.

Bo ¢unvor mma TpuecetmMHa cueHH, a €
paboTeH No KJIacuyHaTa HapaTUBHA CXeMa Koja ce
COCTOM OJf BOBEACH el — EKCIO3WLHja, MOToa
3aIrieT, KyJIMWHATHBHA TOYKA HAa TMpHKa3HATa —
KJIMMaKC M paciuieT Ha GUIIMCKaTa pUKa3Ha.

1) BoBemHHOT nen TO4YHYBa CO HajaBHA
MINMYIa Ha aHIJIMCKH ja3uK Koja OOu BO JIBOjHA
EKCIO3UIMja CO JIOJIT IIBEHK oJ] ¢ororpaduul u
MOoCTEepU Ha XOJUBYIACKH (PHUIMCKH  SBe3IH
(Pobepr Muuam, I'pera I'ap6o, Xembppu borapr,
Mepunun Monpo, Ilejmc Jlun, Mnaj Bonek on
IUTAaKaTOT Ha KJIacHuHUOT (hunmM-Hoap The Lineup
on 1958 r., bpyc Bunuc, B/l ox dunmot bewse
eonaw 60 Amepuxa co Pobept ne Hupo Ha Hac-
noBHata ctpanmia, lllon Konepu kako Ilejmc
BoHx WTH.), 3aKadeHH BO €IHA KaHIeJIapuja, a
10TOa, JI0JIeKa Kamepara IO IMOKaXyBa CHTEpH-
epoT Ha KaHIleJlapujaTa, BO JBOjHAa €KCIIO3UIIHja
O U HACIIOBOT Ha (PMIMOT, Ha AHTIIMCKHU ja3HK:
This is not American Movie, 3aexqHO co HCTOH-
MeHaTa TeCHAa, MCTO TaKka Ha aHIJIMCKH, BO O-
ToH. Mcro Taka Bo oQ-TOH, J0jAEKa TO Tiename
KaKo TMajd [WTapa, CIIOMEHYB3jKH TH CBOUTE
xepou ,,borapr, Muyam, ['ejon...“, 300pyBa u
BOJIaYOT Ha MadujanikaTa OaH/a 3a Jja 3aBpIlU CO
30opoBute: ,,Ho... oBa HE aMepHKaHCKH (HUIM.
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Oga e cTBapHOCT. Makenonuja...”. lledot e rnas-
HHAOT TPOTArOHUCT BO (HUIMCKAaTa Haparyja.
MHTepTeKcTyalHOCTa BO OBaa CIEHAa CMeTa Ha
¢$uIMO(HUICKOTO UCKYCTBO Ha IMyOJIMKaTa, KOja BO
HajroneM Jen Ou Tpebanmo na TH TO3HaBa
XOJIUBY/ICKUTE JINKOBU HAa KOM ce pedepupa.

2) Bo cnennaTta cuena, ciopes npaBuiara Ha
¢uIMcKaTa Hapauja, ce 3armo3HaBaMe co eMu30/1-
HUTE TPOTArOHHCTH, JAPYIHTE UWICHOBH Ha OaH-
JlaTa, KOM HOKHO BpeMe To orpadyBaar MaralgHOT
3a opykje Ha Apmujara Ha PemyOnmka Make-
nouuja. Eqauor on HuB e Bokcep, He ocoOeHO
WHTEJIUTEHTEH MOpaHelIeH OOKCePCKU IIaMITHOH,
BTOPHOT € ManuoT, KOj MOCTOjaHO Ha aHIJIHCKH
ja3MK LUTHpa PEIUIMKH OJf HETOBUTE OMMWIJICHH
amepukancku ¢unmvcku kiaacunu (Top Gun, Die
Hard) u CyBu, TpetnoT wieH. M3HeHaneHH O]
nonunujata, Manmor T J04YeKyBa IOJHIAjIUTe
CO BIIEPEH KaJalTHUKOB W IUTAT O] aMEPUKAHCKH
bunm (JTuye co nysna — Scarface), 3a mro 1o6uBa
3aymka ox Hawamaukor. On pasroBopoT mery
ledor 1 HauamHukoT Ha monunujaTa J03HaBaMe
JieKa rpadeKoT Ha BOSHHOT MaraiyH € JJOTOBOPEeH
Mery HuB, a llledot, Bo od-ToH pesumupa: ,,Ame-
PHKaHIMTE U TO JOHMpAAT opyxkjero Ha Bnanara,
MOTOa HEKO] TO Kpaje.. HUKO] HE 3Hae Koj...
Taka?... ¥ [I0TOA BOjCKaTa ro KyImyBa UCTOTO. Taka
¢yHKIIIOHUpaaT pabotute Bo MakemoHuja... .
Kora Manuot usrosapa pemiku on Kazabaanka,
edor nmo mpB mat Bo ¢uiIMoT ro ymnorpeOysa
TepMHHOT: ,,peja-ayT (fade-out, 3aremuyBame),
O IITO KagapoT ce 3aTeMHyBa M CICHAaTa
3aBpILIYBA.

U1 Bo oBaa crieHa MHTEPTEKCTYaTHOTO pede-
pupame Ha UCTOpHjaTa HA aMEPUKAHCKHOT (PUIM
HE H30CTaHyBa, HO, OBJE C€ 3a0CNeKIMBH U

amy3sunte Ha ynorata Ha CAJl Ha cBerckara reo-
NOJUTUYKA CIICHA.

3-4) Mpak, noctaByBaduoT Ha MH(OPMAIHH,
Bo enaHa kadeanma ro mHpopmupa Illedor neka
Awmbacagata Ha CAJl na Ckomckoro Kame e
BCYIIHOCT KomIuieke Ha LIUA co cexym kara mon
3eMja, co KOMITjyTepcka 6asa Ha mogaTory (mara-
0aza) co cure HH(POPMAIMH 3a IETHOT PETHOH,
IITO € MHTepTeKCTyalHa pedepeHia Ha cTBap-
HOCTa, MOTOYHO Ha ,,IPUKa3HHUTE TOBP3aHHU CO
,Teoprjata Ha 3aroBop‘ KOW Kpy>KaT BO Make-
JIOHCKaTa jaBHOCT, a CE MOBP3aHH CO yJorara Ha
Awmepukanckara ambacana. Illepor moBTOpHO TH
yrnoTpeOyBa Maru4HuTe 300poBU ,,eja-ayT™, 1mo
IITO KaJIapoT Ce 3aTEMHYBA U CIIEHATa 3aBpIIyBa.

CrenHaTa clieHa 3alO4YHYBa CO TEPMUHOT
»peja-un (fade-in, orremHyBame)“ H3pedeH on
[edbor BO 0d-ToH. MammOT NPUCTHTHYBA BO
kadeanara co muory ¢uiamosu Ha B/l u Ha
coceHaTa Maca Ha HEKOj MO3HAHUK My T'O HyIU
na ro riega Taxi Driver. Otkako oBoj ke peye
nexka ro mpedepupa Forrest Gump, Mamnuor
uutupa pernku Ha Jle Hupo ox Taxcuciu (Taxi
Driver) u nHapekyBajku ro ,,neaep” Tom XeHKc,
rIaBHUOT aktep Bo Dopeciti I'amit m Quinada-
Ji¢huja, co MAIITON B paKa MHCHCTHPA YOBEKOT J1a
ro m3raema Taxi Driver, ma mro 0oBoj mperuia-
meHo ce coracysa. Llledor ja 3aBpinyBa ciienara
co ,,heja-ayT™.

WuTeprekcryamaure pedepeHmn BO oOBaa
CIICHA HE ce HCIpPIyBaaT caMO CO ally3uuTe Ha
crioMeHaTuTe (WIMCKH Jiefla, TyKY, CO CBOETO
OJIHeCyBame, Mannor ce o0uayBa 1a To IMUTHpPA
e Hupo Bo Taxcuciti.

5) Iledor mo TeredoH ja Naxe KeHA My
Bunka, koja e Bo ['epmaHuja, Aeka moyHad co
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peHOBUpam¢ Ha HUBHATa KyKa, a JofeKa Taa
36opyBa ,,cTO Ha caar*, TOj 3aMHCITyBa ,,CIICHA O]l
COH BO KOja C€ COHYa Ha IUTaXa Ha ,,pajCcKH
ocTpoB‘. Bo eHTepuepoT Ha CTaHOT Ha cecTpa My
Patka, Taa, cera ymiakaHa, My COOIIITYBa Ha
Iledor mexa Mwupanma ro ocraBmia Manyen, a
TOj UMa pak, o mto Ha llledor My cranyBa jacHO
neka Taa My 300pyBa 3a ,,IIMAaHCKUTE CEpHU",
mTo, ce pa3dupa, MpeTcTaByBa HOBAa, UPOHHYHA
WHTEpPTEKCTyalHa pedepeHiia Ha KBaJIMTETOT Ha
TEJIEBU3UCKUTE MPOrpaMH IITO UM CE HyAaT Ha
MaKeJOHCKHTE TJeJaud, O] €JJHa CTpaHa, HO, Ce
pa3dupa, TpeTcTaByBa W MOXKHOCT 3a KOMIIa-
pHUpambe Ha XONUBYACKHTE KIACHLM W JIATUHOA-
MEPHKAHCKUTE CAIlyHCKH CEPUH, OJ] IPYTa.

6) Ha aepoapomor Bo CKollje NPUCTHUI-
HyBaat aBajuata Madujaum, Kenas n Koca. [o-
JieKa ce JIBIKAT KOH TePMUHAJIOT 300pyBaar aeka
T'O OYEeKYBaaT ,,pe30T Ha KaJapoT KOj HE MOXKe Ja
TH CIIEJH CETO BpeMe JIOJIeKa ce JBHXKAT KOH
tepmunanior. Koca Bemu ,,kar (Cut)”, mo miro
MOYHYBa HOB KaJap J0/eKa THE CTOjaT BO PEIOT
Ha L[ApMHA, OueKyBajku HOB pe3. Kenas noxkuBysa
»pmemoex (flashback)“ Bo koj ce Bpaka Ha3zaa BO
BpeMeTo Ha Hapamnujata u riema geka lledor,
Kora 0w muaz, 6e3 MycTakH, CO IHUIITOJ B paka,
3a paka JpKH Mallo pycokoco naeBojue. [lo
OJIpe/ieH BPEMEHCKH IPECKOK BO Hapamujarta, Wi
T.H. enunca, Kenas ce 6ynu 071 HeCBECTHIATA BO
Koja TOo BUJE ,,(aemobexor™, mojieKka J0 HEero e
camo Koca, xoj moBTOpHO, 3a Hapamujata ma ce
JIBWKU IOHATaMy, BEJH ,,KaT®, IO IITO 3all0YHYyBa
HOB KaJap, BO KOj MammoT ru mpedyeKyBa Ha
aepopoM, IUTHPajku perutrku ox Warriors.
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OBaa aBTOWpPOHHWYHA CIIEHA CE YIITE € BO
(yHKIIMja Ha MPETCTaByBamke Ha MPOTATOHUCTUTE
Ha (pUIIMCKaTa Hapalyja.

7) Homeka MaaroT BO TaKCH-MEPIIEAECOT TH
npeBesysa Kenas u Koca, nm ja mokaxysa HoBata
Awmepukancka ambacaga Bo Ckomje. Koca, co
HEKOJIKY pE€30BH, MpHU INTO U3BHKYBA: ,.KaT*, TH
MeHyBa Kaapute. OBaa crieHa (pyHKIIMOHHpA KaKo
,CaTeIUT BO (UIMCKAaTa Hapaunuja W Hej3UHa
€/IMHCTBEHA 1IeJ1 € J]a TO MPEMOCTH HapaTUBHHOT
TeK JI0 CJIefHaTa CIEHa, CO Koja 3alo4yHyBa
3aIUICTOT Ha Hapalujara.

8) Ha kpoB Ha 3rpazga, lllepor moarorByBa
CKapa Ipe CUTe WICHOBM Ha OaHmara. Mamwot
IIUTUPA peIUIuKA ox Jobap, nout, 2po. Jlonmeka
Ha3JpaByBaat, IOCETCHN CE O/ TPOjLa MPHIIAIHH-
oM Ha pyckara Madwuja, KOM IO IOTCETyBaatr
ledor mexa He UM ce MemaaT BO JOKATHHOT
OW3HHC: TMPOCTHTYIMja, W3HYAyBambe U KOIKA.
EnuHCTBEHO ce TpwkaT 3a HHUBHATA CIELU-
jaJHOCT: 3aITHTaTa, OIHOCHO 0apaaT peKeT, T.e.
Jen oj rpabexor Ha BoeHHOT Maranud. [lledot
HE ce CorjlacyBa CO TaKBHOT MPEIJIOr U TH OpKa
pyckute Madwujamy, MOHWXKYBajku ru. [Jomeka
HHU3 JaJHOTNIeA ja HaOibylyBa AMepHKaHCKaTa
ambacama, Illepor BO o¢-TOH, BO BHI Ha
COJIJIOKBHYM, TJAaCHO Pa3MHCIyBa 3a TOJIEMHOT
IUJIaH IOTO T'O WMa, MpAaIlyBajKu ce oJ Kaae Ke
HajJie Tapy 3a Jia TO U3BeJIe.

Bo oBaa ciieHa MHEPTEKCTYAITHUOT KOHTEKCT
Ha TMpuKazHata pedepupa Ha pyckara Mmadwuja,
eliHa 0]l HajmoOpo OpraHU3MpaHUTE KPUMUHAITHH
OpraHu3allii Ha CBETOT, HO, KaKo INTO Ke ce
yBEpHME TIO/IONHA, ce padOTH caMo 3a JlaKHa
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Tpara BO Hapalujara, Koja cernak He ro UCKIy4yBa
MHTEPTEKCTYaITHUOT KOHTEKCT.

0-11) Bbanmata ce MABWKHM HH3 TPAoOT.
[egor, koj e cTpacTeH mymiay, coOupa peKeT ox
enHa Tpaduka M O €IeH pecTopaH, Kaje IITO
OecrmatHO ce roctar. IlpomeTkara HU3 TrpajgoT
npoaoinkyBa co (slowmotion) kagap co 3abaBeHo
nBmwkewe, mo mro lledor nobuBa Hamax Ha
Kaliame, HO TpeJl 3arprkeHara 0aHma, co yirTe
€/IHO TJIACHO M3TOBOPEHO ,,QejlI-ayT™, ja 3aBpIiy-
Ba CIICHATA.

Bo mynMmoromika opauHanMja, JIEKapoT TO
npenynpeaysa llledor na ru ocraBu murapwure,
My IpenopadyyBa HCIHTYBame, N00pa XpaHa H
BeXOH. BO HEKONKy CIIeHH INTO 3aBpIIyBaaT CO
M3rOBOPEHOTO ,,(eja-ayT™, ce NmpHKakaHU HEyc-
nemauTe oouau Ha Illedor ma M ocraBu
[Urapure.

Bo mynmomnomkara opaunanmja, lledor my
BEJIHM Ha JIEKapoT JieKa T'M OCTaBHJ IUrapuTe M
MOYHAJ J1a Bex0a, HO Kora JIEKapoT My COOIII-
TyBa JieKa pe3yiTaTute He My ce 1o0pu, Lledot
CO M3rOBOPEHOTO ,,)eja-ayT™ ro 3aBpIIyBa Kaja-
POT, 32 CO U3rOBOPEHO ,,(peja-uH" 1a 3arovHe HOB
Kajap, mpu ITO Oapa O JIEKapoT Ja My Kaxke
JieKa c¢ € BO pell CO HeroBoTo 3apasje. Jlekapor
MOBTOPHO BEJHM JeKa 3/IpaBjeTo HE My € BO pel,
IO IITO CJIeAyBaaT HOBH ,,heja-ayt™ u ,,deja-ua
Y HOB KaJap BO KOj JICKapOT OCTaHyBa Ha CBOjOT
craB, Ha wto llledor, HaTaxeH, ymTe eqHam ce
o0uayBa co HOBO ,beja-ayr™ ga mobue mopas-
mudaeH onroop. OBoj mat ce pa3dumpaar 0e3
36opoBu u llledor, cocema aenpuMupaH, co HOBO
»deja-ayT™ ja 3aBpmryBa creHatra, BO O¢-TOH
mo0apyBajKu CIieHa O/ COHOT BO KOja BIIETyBa CO
HOBO ,,(beja-uH".

OBaa cepwja 0OJ HEKOJKY CIIEHH, BO KOH
[JIABHUOT JIMK € COOYEH CO CMPTHA OMAacHOCT, Ce
OJIHECYBa Ha ,,peaHOCTa’’ Ha (QUIMCKaTa Hapa-
IIMja U TPETCTaByBa JaeJN O] 3areToT. Bo oBue
CIEHW OTCYCTByBaaT pedepeHr Ha (UIMCKH
HapaTHBH, HO 3aToa IOCTOM OCOOEHO 3rycHaTa
ynotrpeba Ha (PWIMCKH TEPMHUHHU, IITO OCOOCHO
3aCHWJICHO ja WCTakHyBa I[apoau3anujaTa Ha
ynoTpebata Ha onxpeleHd (QUIMCKH TEXHHKH CO
KOHM (UIIMOT Cce KOPUCTH 3a Ja ja pacKaxke cBojaTa
IpUKa3HA.

12) Bo pecropaHOT Kame WITO jaaea co
Oanpara, llledor Bierysa Bo KyjHaTa KaJe IITO CE
cpekaBa coO eJieH Off KEJIIHEpUTEe, KOj € BCYIIHOCT
Cuenapuct Ha QuUiIMcKara MpUKa3Ha ¥ KOj BO TOj
MUl Ha MalllHa 3a IUIIYBamke 3aluilyBa JeKa
edort BreryBa Bo KyjHaTa. Bo oBoj mur ,,peai-
HOTO" BpeMe Ha (UIIMCKaTa PUKA3HA ce Mella co
BpeMeTO Ha (PUIMCKHOT AMCKYPC, CO BPEMETO Ha
Hapaiujara 1 goara 10 HUBHO HCIIPEIUIETYBabE.

IlehoT Gapa HOBa Bep3Hja HA CLICHAPHOTO CO
cpeken kpaj (happy end), co 36oposwure: ,,Tu cu
CIICHAPHCTOT, TH CBE MOXeII. TW ro muimrysain
CIICHApUOTO 3a OBOj MONPHIMYHO 3acbaH Guam*™,
I |[pOTarOHKCTUTE HE ja MEHyBaaT IpHKa3HATa,
oBa He € aMmepukaHcku ¢uiam™, oarosapa Cre-
Hapucrtot. lledor Gapa crpamHaTa npama na ja
3aBpIIM CO TpOrarelieH, ama CpekeH Kpaj,
3aKaHyBajku My ce co nukBupanmja. CrieHa-
PHCTOT CIOMEHYBa ,,yMETHHYKH WHTETPHTET .
Hledot G6apa KOMIpoOMHUC, 1a TH KOPHCTH ,,Peja-
aytuTe” W Ja C€ BpaTH HazaJ BO MIIQJOCTa U
OTTaMy @ CH IO NpOJOIKH kKHBOTOT. ,.Ke ja
u3MelamMe puKa3Harta, He ce JJOrOBOPHBME Taka,
ke Th 30yHMMe Tienaunte”, oarosapa CiieHa-
puctot. ,,Koj tu ebe riemaumrte?, peTOpHUKH
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npamryBa Hledot u ce 3akanuryBa. CieHapuCTOT
My BEIM JleKa CH TO IOTPOLIMI >KUBOTOT CO
3aTeMHYyBambara caMo 3a MaJIKy cllaBa U JieKa caM
CH T'0 HUCKoMai rpo0oT, M MPOAOIIKYBa Aa MUIIYBa
Ha MamuHarta, Ha mTo Llledor peBonTupano my
ce 3aKaHyBa CO PEBOJIBEp B paka, coO 300poBUTE:
»llo mpamme cera Oe mucaremue? bam wme
WHTEpeCcHpa Kako Ke HalMIIelml HW3/Ie3 OJ oBaa
curyanuja? Bo HamHATHOT MUT KOTa caka Jia ro
3acTpena ce CllydyyBa HeOYeKyBaH U HEMOTUBHpaH
JPaMCKH MIPECBPT, KOj € BO CKJIa[ CO MapoANuCKaTa
Hapanyja Ha (QUIMOT: NPEeKy KPOBOT CO jaKHiba
ce CHymTaaT CHEeNWjallli W TO eBaKyupaaT
Cuenapucror. Ce pa30Oupa, BaKBOTO CIIEHapucC-
THYKO U PEXKUCEPCKO pELICHHE OAroBapa Ha
AaBTOPCKHOT CTaB CO KOj C€ aKIeHTHpa He3aJ10-
BOJICTBOTO O KJIMIIMPAHHUTE PEUICHU]a IPUCYTHH
BO MHOTY (HWIMOBH OJf MOHOBAaTa XOJHUBYACKA
MPOAYKIIHMja, BO KOja TITaBHUTE JIMKOBH CO ToJieMa
JIECHOTHja ce U3BJIEKYBaaT O]l HEBO3MOXKHHU CUTY-
aiuu. McroBpemeHo, ce paboTH W 3a HHTEp-
TEKCTyalHa pedepeHna Koja ' CIPOTHBCTaByBa
XOJIMBYJICKATE BPBHHU (PMIMCKH OCTBapyBamba O
KJIaCUYHATa M MOCTKJIaCHYHATa €pa, CO MacOBHATA
MpoAyKIHja Ha OnmokbacTepu BO IOCIETHUBE
JICTICHUH.

13) Bo xkadeanara, Illepor BO BHA Ha
CONIMIIOKBHAYM, T.€. pacKa)kaHW MUCIH, 00pakajKu
WM Ce Ha IJeJjauuTe, COOMIITYBa AeKa He € JIECHO
na ce 300pyBa 0e€3 CIEHapUCT W JieKa TO] €
HeomxoJieH. ,,Mu Tpeba crenapuctoT. 1 eBe cea
KOa HWCYe3Ha, HeaM IIojMa M0 ce CIydyBa....
XKena my [lunka TenedoHCKM My HopadyBa AeKa
ce pasBelyBa OJl HEro. MamuoT HpoIoDKyBa €O
LUTATH 01 (PUIMOBH, HO IVIACOT HE My € CHHXPO-
Husupal. Koca 3abenexysa feka yamara co BHHO
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10 Pe30T BO APYTHOT Kajap He € TaMy KaJe IITO
ouna. [ToBekenaTu moBTOpYBa ,,KatT™ co 1IN J1a ja
BpaTW dYallaTa Ha BUCTHHCKOTO MECTO, HO BO
Jamrata cera HaMecTo IPHO MMa Oeyo BHHO, a
cakoTo Ha bokcepot o 6110 cTaHaio BHOJIETOBO.
,»CTpaileH KoHTHHyHTeT Benu Koca, HpOHWYHO
MHUCTejkH Ha (riIMckaTa Hapargja, 3a CO YIITe
€IIcH M3TOBOPEH ,,KaT* ;a ja BpaTd MPBOOWTHATA
coctojba. [lonexa CyBHOT ja MECTH aHTeHaTa Ha
TEJIEBU30pPOT BO KaeaHaTa, Ha €KpaHOT ce 3ale-
nexyBaar Kaapu ox ¢ummor Citiarkep Ha pyc-
KHOT pexkucep Anapej TapkoBCkH, Of1 CIieHaTa BO
KOja ITyBoHeMaTa kepka Ha CTalKepOT CO ITOMOIII
Ha TEJCKMHE3a TY MOMECTyBa YallUTe MO Macara.
edot Bo o¢-ToH pazmuciysa: ,,OBa € MOIOIIO
O]l HeCpeKeH Kpaj 3allTO HeMa HUKaKOB Kpaj™ u
pemaBa caM Ja IO HalMIIe CIEHAPHOTO, Haja-
BYBajKH 1 ja Ha OaHJaTa cBOjaTa rojema 3aMuca,
Jia ja orpabatr AmepukaHnckara ambacaaa. OctaHa-
TUTE YWICHOBH Ha OaHaaTa ro riefaatr BIIAIICHO U
Ha pa3IM4YeH HAYMH ja KOMEHTHpaaT 3aMuciara.
Kora Mpak My ru Oapa mapute Ha Illedor 3a
nocraBenute uHpopmaiyu, llledbor Bo od-ToH
UM COONIITYBa Ha Tienayure: ,/lunema modu-
TyBaHM riienaun. He cakam na 3aTtemMHaM, a He
cakaM HHM Jia My IJlaTaM Ha THUNOB® W CIIeHa-
PHCTHYKHM ja peliaBa aWiIeMara Taka IITO BO
kadeaHata BleryBa efeH Kay0oj W Iyka BO
Cysuot. Kora cute wieHoBu Ha 0aHAaTa T Bajat
peBosnBepure, CyBHOT cTaHyBa, a Kay0ojoT, Hy-
JIejKY TH CBOWTE yCIYTH, HajaByBa Jieka ce paboTH
3a cnenujanuu edexru (special effects), mo mrro ja
CUMHYBa MackaTa M ce OTKpHWBa JIMIETO Ha eJHa
JIEBOjKa co pyca kKoca, Maja, koja Ha lledor my
BenM jaeka ce Bparmina. llledor cuenara ja 3aBp-
HryBa co BOOOMYaeHOTO ,,eja-ayT .
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Bo npuka3Hara e BOBeIeH HOB JIUK, KOj, KaKO
mTO K€ BUAMME IOJAOITHA, UMa BIIHMjaHUE Ha HEj-
3MHHOT IOHaTaMoueH Tek. OBaa cieHa € cBoe-
BUJICH OMaX U Ha paboTaTa Ha CLIEHAPUCTOT U Ha
yloraTa Ha CLEHApHOTO BO OOJHMKYBameTO Ha
¢bmimckoro neno. McroBpemeHo, mpercraByBa U
WHTEPTEKCTyaJeH OMaX Ha aBTOPCKUOT (UM,
oBJie npetcraBeH npeky Citanxep Ha TapKOBCKH.

14-16) Bo cranor nHa Patka, cectpara Ha
IlledoT, pycokocaTta maeBojka Maja, Koja € crapa
MMO3HAHMYKAa Ha CEMEJCTBOTO M KOja CTyaupasa
¢mim Bo Bbyjopk u My Ouna acucreHTka Ha CeM
[lexunno, My rv Hynu cBouTe yciyru Ha Hledor,
,»,CUTe (QUHTH O] aMepUKaHCKUTE (QUIMOBH . TH-
HIyBame CLIEHAPHO, TIIyMEHbe, TEXHUKH Ha CHUMa-
we, epexTn. 3a ,,HajroemMara Mjbayka Ha BEKOT™,
Taa My HYJH J]a HalpaBaT aMEpUKAHCKH (QUIIM.

Bo mompymckoto cemumte Ha OaHzjara, J0-
neka llledoT mymm, bokcep u Manuor TpeHupaar
6okc, Koca n Kenas urpaar max, Cysu u Maja
[praar riaH 3a GUIMOT U 3a rpabexot. Maja Ha
BUACOOMM KM IO TpPE3eHTHpa IUIAHOT, COOIII-
TyBajkH WM JeKa Ke ce IpaBaT JeKa CHUMaar
¢uIM Kaj 3aJHHOT Bie3 0ol AMEpHKaHCKaTa am-
Oacama W JoJeKa CHUMAar ,,aKMOHHW CIICHH,
eKCIUIO3UH, OpKaHWIN'‘, CKPUIIHO Ke BiIe3aT BO
Awmbacanara. llledor Benm aeka puaMmor ke ce
Buka “Mission Possible — The Ultimate Heist”.
Maja, nmokakyBajkum JeKa HMa II03HaBama O]
¢WIMOT Taka IITO TO CHHXPOHH3HMpa IJAacoT Ha
Manuot, kK0j AOTOraml € HECHMHXPOHU3UPAH, UM
menn 3amonkeHwja Ha cute, a llledor TO
3aJ0JKyBa CO 3ajjadara Ja Hajae Mapy, Ha IITO
TOj oAroBapa Jeka ke KOHKypupaaT Bo Dummc-
KHOT (OH/I.

Ha coctanokoT co nupekTopoT Ha PUIMCKU-
ot (oHA, TOj UM JlaBa eleH Kyn (GopMyiapu aa
NOIMONHAT, a Kora Tue OapaaT MOeIHOCTaBHA
nporenypa, Toj uMm aasa 100 000, co Toa mmiro
kako muto UM Oapa 90 000, ma mTo Illedor BO
COJIMJIOKBHYM, BO BHWJ Ha TJIaCHO H3rOBOpPEHA
MHucia, 3aKkiyuysa: ,lIposusuja ox 90 %? Ila jac
cyM TH Omi y morpemieH Om3HuHC, Majkaral* Jlo-
nexa llledor neromysa, Maja ja mpudaka moHy-
nara, 0apajku JTOTOJIHUTEIHU J03BOJIM 38 CHUMA-
BE Ha CEKOE MECTO U BO CEKOe Bpeme, a Manuor
MOCTOjaHO LIUTUPA PEIUINKU O (PUIMCKU KITaCHIH
(Kym, Ympu mawixu). Mpak u Kenas My mocouy-
Baar Ha llledot mexa mupexkTopoT Ha OUIMCKHOT
(GoHA € BCYNIHOCT MOJHIMCKUOT HAYaTHUK OJ
CKJIaJUIITETO CO MYHHUIMja, HA LITO AUPEKTOPOT
Ha (pOHIOT, caMOCBECHO, CBECEH JEKa € aKTep BO
¢unMm, oxrosapa: ,,Ja MOkeOM CyM CTaTHCT, ama
3HaM M Ja riiymaMm. EnHa permka Bamy, Apyra
TaMmy, ¥ yJlIorude ke Hamnpaam — ke suaute!*

OBHE HEKOIIKYy CIEHH, TIOKpaj Toa IITO
WHTEPTEKCTYalHO HPOHHU3MpAaT CO KOPYITHB-
HOCTa Ha (MJIMCKHOT ,,0M3HUC BOo MakenoHuja,
UCTO TaKa alyIupaaT M Ha HEOIXOJHOCTa O
MO3HABAKETO HA (DMIIMCKHOT 3aHAET TMPU pealu-
3auujata Ha ¢wiM. M BO OBue CLEHHM HHTEp-
TEKCTyaJIHO ce pedpepupa Ha MOBEKEe TEKCTOBH Ha
KyNnTypara, 0e3 pasiuKa Jald Toa Ce OJICITHH
(GUIMCKH [1es1a WK TaK OIyCH Ha TOJIEMH PEKH-
cepu, Kako mTo e ciaydajor co Cem Ilexunrmno.

17) Hokra, mojieka ja KOMIUIETHpaaT OIpe-
MaTa TOTpeOHa 3a CHUMame, MallnoT HEBEIITO
urpa Bo emHa Oapa JOpXKejKu Yazop B paka, HITO
NpPETCTaByBa WPOHHYEH WHTEPTEKCTyaJeH OMaxK
Ha ¢uiMot Amepuxaney 6o Ilapus v TaHLIOT Ha
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[lua Kemm Ha mnecHara [lleam wna 0odcooiti
(Singing in the Rain), o lledor 6Ge3munocHo TO
NpeKUHyBa BeJejKM My JAeKa CHHMaar ,,eKIIH
¢dbunM, a He ,,Mjy3UKI‘, ITO TIOBTOPHO IPETCTa-
BYBa CBOEBUICH HPOHUYEH OMa)K Ha CIOMEHATUTE
(UIMCKH >KaHpH.

18-19) Ilo kpaxbata BO NpOJAaBHHUIIA 32
TeXHHWKa, kora bokcep My Hocu Ha Illedor Buze-
okamepa, llledor HamyTeHo mpamryBa: ,,(Pobept)
Muvam na He cHuMa Ha Buuxeo? borm (borapr)
cHuma Ha Buaeo? Hu Manaku Ope He cHuUMa Ha
Buneo! Buzmeo ce cHuma Ha Buzpeo. OwiM ce
caumMa Ha ¢unm*. Kora CyBu My permuupa aexa
,,BO JTUTUTAJIHOTO ¢ MaHMHaTa Ha (uimot™, Ille-
($OT HATyTeHO KOPHCTH ,,deja-ayT™ 3a na ja 3aBp-
IIIM CLIEHATA.

Bo monpymckoTo ceaumTe Ha O6aHaaTa, Kora
W ja HOocaT onpemara, Maja HeTroyBa Jieka Toa He
e ¢unmcka kamepa, Ha mwTo Uledor pernmuumpa
JeKa ,,B0 JUTHTATHOTO € MIHUHATa Ha QUIMOT™.
Toj ro maBa u UMeTo Ha QUIMCKAaTa KOMIaHHU]ja:
~EM-m-em”, T.e. ,Maja, l'opan (lledor) u
Munuo (HEKO] He 3Hae ko] € MuHu0)“. Maja Ha
CUTE MM JIeTIH YJIOTH, HO 0apa XOJIMBYJCKa SBE3/a
3a pejTuHr M 1o npempiara Bumuc. Kora Illedor
W3HEHAJNCHO TMpallyBa Jald MHCIH Ha bpyc
Bwmc on Ywpu mawxu, Taa TaumHCTBEHO
oJromapa Jicka € BaxxHo Aa Oune Bummc. bokcep
pUKa Kako JIaB 3a Ja IO CHUMAT JIOrOTO Ha
KOMIIaHMjaTa 3a TMOYETOKOT Ha (MIMOT, IO IITO
ledor co m3peueHoro ,,peja-ayt™ ja 3aBpuryBa
CIIeHATa.

JBete crueHu jacHO TO MedUHUpPaaT aBTOPC-
KHOT CTaB OKOJy 3auecTeHara JuiieMa W Tpalia-
BETO 3a ymoTpedara Ha QuUIMcKara JICHTa HIIH
eJeKTPOHUKATa TpH peajm3anujara Ha (uiamo-
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Bute. Cemak, aBTOMPOHMYHATa OCTPUIIA HE TO
3a00MKOJIyBa HU OBa Mpaimame, na taka Lledor,
KOj € peBHOCEH OpaHMTEN Ha (PUIMCKATa JICHTa Ha
Koja cHUMaaT U Mwuuam u borapt m Manaku, Bo
CJIeTHaTa CIleHa Beke ro OpaHH ,,IUTUTATHOTO .

20-23) Ilpen AwmepukaHckata ambacanga
(BcymHOCT My3€joT Ha coBpeMeHa YMETHOCT BO
Ckomje), mpexa kKoja ctou 06e36emyBame 00JIeIeHO
Bo yHu}OpMa Ha aMEpUKAHCKUTE MAapHHIIH,
O0aHgaTa TMOYHYBa CO CHHMame Ha (QUIMOT, a
[ledor, k0j e rmaBeH TiIyMel, AaBa 3HAK CO
U3BUKOT: ,,Akuyjal“. MajauoT riymu co Kajail-
HUKOB BO panere, CyBHOT € AMpEeKTop Ha (oTo-
rpaduja, bokcep e 3a70KeH 3a CHUMame Ha
TOHOT, a Maja e pexucep. Iloroa bokcep ce 6opu
CO HEeKOJIKyMHHa cratuctd, Mammor u Lledor
rJIyMaT Ha AaHTIHMCKU, IUTHPAjKU PEIUIMKH O
¢bunmorwu (Die Hard).

Bo wuMmpoBu3sHpaHo CTyIMO Ha OTBOPEHO,
npen AmepukaHckata amOacaga, BHYKOT OJ
cectpata Ha Illedor — Parka, Mupko, koj ¢
EKCIepT 3a KOMIIjYTEePH, JOJCKa CHTE YJICHOBH Ha
OaHmaTa BHHMATENHO TO HaOJbyAyBaaT, TIOX
cyrectun Ha Koca u Maja, ru MOHTHpa CHUMEHHU-
Te KaJpW CIMYHO Ha creHuTe ox ¢uimor Die
Hard, co Bpyc Buic, koj My e ypHek. Mpak, Koj
ce T0jaByBa BO €/IeH KaJap, HaBpeIeH AeKa Io
HapekyBaaTr ,,caMO CTaTHCT®, BEIH JEKa ,,HeMa
TOJIEMH W MajJH YJOTH, MMa TOJEMH W MalH
TIIYMIIA, CIIOMEHYBajKH ,,aTMOC(HEPCKH TIyMeI]
KOj CIIy4ajHO HE Wrpa TJaBHA yJjora, WHaKy ¢
MHOTY BaxkeH, moceOen”. OTKako eKwmarta TO
HCMEjyBa, TOj HE3aI0BOJIECH, CO MIIOBKU M 3aKaHU
CH 3aMHUHYBA.

CHuMameTo Ha QUIMOT MPOJOIDKYBa CO clie-
Ha Ha eKCIUIO3Hja TpeJ] BOCXUTCHUTE WICHOBH Ha
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exunara. Pexxucepkara Maja, 3a710BoSTHA, U3BUKY-
Ba ,,kat", a [lledoT BO 0(p-TOH, TIIACHO Pa3MHUCITY-
Ba JieKa CO IOMOINI Ha EKCIUIO3HjaTa € MpOOHeH
TYHEJOT KOj K€ T'M O/IBeJE A0 BHATPEIIHOCTa Ha
AwmepukaHckata ambacajga 3a Ja 3akiaydd: ,,Mo-
JKeOM MOYKe OBa J1a OmIe aMepuKaHCKH QM !,
Bo KOHTpONHHMOT eKkpaH Ha Kamepara Teye
npeTxonHo cHuMeH kaaap Bo koj llledor ro
COOIIITYBa IUIAHOT, CHOpENl KOj Ke BIe3aTr BO
JyTKaTa MpoOreHa oJ] eKCIUIo3ujaTa, ke HanpaBaT
TyHEI U Taka K€ CTUrHatr A0 ,,CBETWIMIITETO,
T.e. BO BHaTpemHocTa Ha AmOacanara. [lomeka
CyBu cHuMa, lenata Oanpga, T.e. (QUIMCKaTa
eKuINa, €JCH IO €lleH, CJeryBa HU3 AyIKaTa BO
noapyMoT Ha AM0bacanara, ITO € IPOCIeIeHO CO
yIITE €gHa aKIWCKa CleHa Ha eKCIUIO3Hja.
Exunara HamayBa Ha Tpedka Kora Kamepara
peructpupa Oe30egHOCHA Jacepcka Mpeka, a
CyBu BeJH JieKa eKUIaTa HeMa JOBOJHO OyIeT aa
ja HaJAMHMHE Taa TeuikoTuja. Pexxucepkata Maja,
HariacyBajku JeKa ,,0Ba € aMEepUKaHCKH (UM,
cyrepupa npoMeHa BO CLIEHapHOTO, T.€. Ja BMETH-
aT WHTEpecHa ,,CeKyHIapHa Mpuya“, Koja Ke To
npe3eMe BHUMAaHUETO Ha MyOjMKarta, a THe 3a Toa
BpeMe ke ce mukHaT Bo AmOacanara. CyBu mpa-
mryBa Janu myOnmkata Ke pasdepe Kako ce
CIly4dJIo Toa, a ManmmoT My BelM Aeka ke Owmje
UCTO Kako BO ¢uamor Down by Jlaw (Ha Ilum
[lapmymn), uuTHpajku periuka (Ha aKTepoT
PoGepro bewunn) ox cdunmot: “l scream, you
scream, we all scream for ice cream”, a Boxkcep,
Ha M3HEHAAyBame Ha CHUTE, 3aToa IITO TOj HE €
nobap MMoO3HaBay Ha UCTOpWjaTa Ha (UIMOT,
o0jacHyBa neka Toa HE € aMepUKaHCKH (M,
TyKy 3alaHOT€PMaHCKa KONPOAYKIHja, HaKO
7IejcTBOTO Ha (QWIMOT ce ciaydyBa Bo JlynsmjaHa.

Koca mpenynpenysa neka BIeTyBameTO € MHOTY
OMacHO W JieKa He € omdareHo BO JOTOBOPOT M
3aenH0 co Kenas, a co HUB THBKO Ce CJIOXKyBa M
Mpak, 6apaat 50 % moronemMu XxOHOpapH, JOJEKa
pexxncepkata Maja WHCHCTHPA Ha ITOYNTYBamke Ha
,YMETHUYKaTa BpeAHOCT * Ha (puimMoT. [Ipoaytien-
tor, T.e. llledhor e MHOTY HamyTeH, HO PEXH-
cepkara Maja mpudaka rmokadyBame Ha XOHOpPa-
pute 3a 20 %. llledoT uncuctupa Ha ,,uenioex™,
no mro Kemas 106MBa HecBecTHUA M Tara BO
Occo3HaHue TPW INTO TJIeAa BU3HWja OXl pajcKara
wiaxa Ha koja ledort, co Mmycraku, o0nedeH Bo
(ycTaH Ha Mayo JeBOjUYe M CO KHMKH HAa KOCara,
JI0JileKa Urpa Cco TOIKa 3a Iulaka, My ce TpHo-
JDKYBaaT TPH €r30THYHH yOaBWIIM KOU Ce
MpeTBopaar BO pyckute Madujalid MTO My Ce
3aKaHyBaa M KOW IO pPelieTaaT CcO KaJIAITHUKOBH.
[To Bu3mjaTa, KOja TO MPHUBIEKYBa BHUMAHUETO HA
rJIeJaunTe, €KHUIaTa BeKe ja TOMHUHANa Jiacepc-
KaTa Mpeka M Ce Haora BO BHATPEIIHOCTa Ha
Awmbacanata. Kora pexucepor Maja u mpoay-
nenror e OapaaT cHHUMameTo Ja MPOJOIIKH,
CTaTHCTOT Mpak HEeroayBa 3aToa IITO CHUMAHETO
Tpae Beke 12 yaca ¥ UM r'o TIOKaXyBa JOTOBOPOT,
no mro Maja e mpuHyJeHa Ja To NpeKHuHe
CHUMAETO.

OBaa CeKBEHIIMCKa cepHja HHTEPTEKCTYaITHO
pebepupa Ha cnenudurure Ha padboraTa Ha
(uMckaTa eKuna, Ha CIeMUpUKATE Ha aKTepc-
KaTa urpa, Ha CHHJIUKAIHATE MpaBa Ha aKTEPHTE,
UTH., HO ¥ Ha HEKOJIKY BpeIHH (UIMCKH OCTBa-
pyBama BO JIOMEHOT Ha aBTOPCKHOT (UM, HO H
Ha XOJIMBY/ICKATa aKIMCKa TPOIYKITH]a.

24-25) Bo pecropaHOT, Ha Beuepa, 10 CHU-
MameTo, MpHCyTHA € [enata ekuma. Jlogeka
YJIEHOBUTE Ha OaHJaTa pa3roBapaar 3a Toa IITO
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ke mpaBaT OTKako Ke ce 30oraraT co mMmapuTe
3apaborern ox QmiMoT, Maja TO Wu3BeCcTyBa
[Iedot nexa Bumc noara yrpe.

Kenas u Koca ro npeuexysaar Bumic Ha
aepoapomot. Kora Kenas pasouapan koHcTaTmpa
Jeka Toa He € bpyc Bunuc, Koca noarorseHo my
oarosapa jaeka Toa ¢ buim Bunuc, Oparyuen my
Ha bpyc, mTo e ounrneneH npuMep Ha ¢urypara
muctupukanyja. ,,[Ipetonor* Bo cieHUOT Kaaap
ro nposorupa Koca na My o6jacun na Kenas neka
TOa HE € ,,remobek’, TyKy MOHTaXeH e(eKT, T.H.
,ehext Kynemnos®, xora iBa He3aBUCHU KaJIpHu Ce
HAQJIOBp3yBaaT €JIcH Ha Jpyr W CH BIHjaaT
MefyceOHO Taka INTO CO34aBaaT HOB €(EKT.
HoBuHapute u KaMepuTe ja ONMKPYKyBaar Tolie-
Mata ¢uiMcka sBe3na bunu Bunuc u Ha
AHIJIMCKK ja3WK My IIOCTaByBaaT Npaliama, Ha
IITO TOj apOraHTHO oxaroBapa. Kora momuHyBa
nokpaj Kemas u Koca Ge3 1a ru perucrpupa, Te
3aKllydyBaaT JeKa € Ha TajHa MucHja. Buuc
BJIETYBa BO HUBHOTO TAaKCH M 3aMUHYBa 0e3 1a I'
MoYeKa, OTAaKaKo MPETXOMHO, CO CIICIHjaTHH
eeKTH CTapuoOT TaKCH-MepIeJec Ke To TpaHC-
(dbopmMupa Bo ckara HOBa JIUMY3HHA.

HuTeprekcTyannure pedepeHin HpOHH3H-
paar co OJHECYBamEeTO Ha XOJIMBYICKHUTE ,,SBE3-
mu“, a anysujata Ha JlaB (JleB) Kynemos e yire
enHa OJf HHM3aTa HWHTEPTEKCTYalHH OMaXXH Ha
3HA4ajHUTE UMHIbA Of] UCTOpHjaTa Ha (HUIIMOT.

26) Bunuc cturHyBa Ha (DUIMCKHOT CeT H
aporanTHo, 0e3 Ja ce TIO03/IpaBU CO EKHUIIaTa,
BJIETYBa BO €JHA CTapa KaMII-TIPHKOJIKA, KOja
MOTOAa, TOBTOPHO CO MIOMOII Ha CTICIHjajiHH e(eK-
TH, ja TpaHC(OpMHpa BO COCEMa HOBa IOTOJNEMa
npukoinka. [lledor, koj riracHo pa3MuCIyBa BO
,0P-ToH”, co ,,pejm-ayT™ u ,,peja-un" pemana
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HEKOJIKy Kaapu. CHHMaaT ciieHa BO kKoja Mamnot
CO MUILUTOJ B paka, HAa AHIJIUCKU ja3UK MYy ce
3akanyBa Ha llledor, MOBTOpHO LUTHpPAjKHU perl-
JMKa O]l HEKOj XONMBYyACKH Kiacuk. IlojaBara Ha
Bunnc Ha GuIMCKHOT ceT ro NpuBJIEKyBa BHUMA-
HUETO Ha ekunara. [IoBTOpHO ja cHMMaar ucraTta
clleHa, HO 0BOj maT Bmmc HamecTto Manmmor my
ce 3akanyBa Ha llledot co mumron B paka. [ToToa
cienysa cueHa Bo koja Illedot u Bunuc ce 6opart.
Hledort ce o0umyBa Aa TO yapH CO TyHaHMIA, HO
Bunuc xopuctu Kapare-TeXHHUKU U IO CIPYXyBa
Ha 3eMja, a OJHOBO CLIEHM cHMMeHH Ha Kamerto
B0 kou [llehot ro 6pka Bunuc co numron B paxa,
HO OBOj CEKOraml u3JeryBa Kako TOOETHHK.
OTkako ke 3aBpIIM CO CHHMAame€ Ha CIICHATa,
Bunuc aporatHo ce mo3apaByBa cO €KuIara U ja
0JIBelyBa BO NMPUKOJIKATa JIeBOjKaTa Koja € aHra-
XKUpaHa Kako kianep. [lo ojapeneH BpeMEHCKH
NPEeCKOK BO Hapauujara, Bummc, ornenyBajku ce
BO OIJIeajo, 3aJ0BOJICH 07 cede, OUUIIIeTHO IO
CEKC, apOraHTHO, Ha aHIJIMCKU ja3WK ja TIpalryBa
JICBOjKaTa 3a UMETO.

U Bo oBaa cueHa e MCMeaH XOJIUBYACKHOT
CTap CUCTEM, HO M KapaTe M aKIUCKUTE (HUIMOBH
BO KOU TJIABHHOT MPOTArOHUCT CEKOTall H3JIeTyBa
KaKo IOOEIHUK.

27) llledor rena potorpaduja ox Xembpu
Borapr u ce oOjekyBa HCTO KakO HEro, BO
CBEYEHO CaKo €O Menepyuika, 1o 1MTo 13jaByBa BO
od-toH: ,,E, oBa e amepukancku ¢punm“. Ha cHu-
MameTo, 0apa o1 BHYK My MHUPKO /12 ja HampaBH
cnukata 1pHo-Oena. O TpUKONKaTa H3JEryBa
aporanTHHOT Bwimc un mpubmkyBajku ce 10
[ledoT Benu eka € MOATOTBEH 3a CHUMame: “1’m
ready for my close-up”, naBpeayBajku ro Illedor.
CyBH, CHHMATEJIOT U MaauoT MHPKO ro MOBH-
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kyBaat llledor na Buam HemTo Npeky 00jeKTUBOT
Ha Kamepara, IITO NpeIu3BUKyBa HE3aJ10BOJICTBO
kaj Bwmuc, 3aroa mro Illedor ja Hamymta
CIIeHaTa M TOj HEPBO3HO IOBTOpYBa: ,,KaT, KaT,
KaT*“ 1 JIEMOHCTPATUBHO IO HAMyIITa (PUIMCKHOT
CeT IMOBJIEKYBajKH ce BO KaMmi-npukoiikara. CyBu
u Mupko, THOKaxyBajku My ja LpHO-OenaTta
CHMMKa My nojacHyBaatr Ha llledoT nexa kora ce
CHMMa BO KOJIOp, UMa MECTO 3a CIICIHjaJTHH
eeKTH, Taka Kako IITO T'M NpaBaT GUIMOBUTE BO
Awmepuka. Kora ke ja Hacowyar kamepaTa KOH
MPUKOJIKATA, OJIeKa CIMKaTa € pHo-0ena, Tiie/ia-
aT JieKa KaMIT-TIPUKOJIKaTa BCYITHOCT TO 3ajipiKa-
Ja CTapuOT H3IJIEN, a CUTe MPOMEHM IITO TH
HanpaBu Buinc, Koj € TaeH areHT, ce BCYLIHOCT
crienujaHu e(eKTH.

OBaa crieHa mpeTcTaByBa BOBEJ BO pacIuie-
TOT Ha (hUIMCKaTa NpHUKa3Ha, HO 3a Aa J0jAe A0
HETo, MPeTXOoJHO Tpeba Ja ce NMOMHUHE KYJIMH-
HaTHBHATa TOYKA — KIIMMAKCOT BO Hapalujara.

28) Bo mnompymor Ha Awmbacamara, mpej
BJ€30T Ha T.H. ,,CBermnumTe”, Mpak My Oapa
10 000 na Illedot 3a ga My TO MOKaxke MaToOT A0
,»CBETWJIMIIITETO‘, HO OBOj TO OA0WBa BEJICjKH My
JieKa TOj € CaMO CTAaTHCT U 3a HETO HE MOXeE [1a TO
noTpomy HeauoT Oyyer 3a ¢uiamot. Bokcep u
ManuoTr ycreBaar Ja ja OTBOpaT Bparara oOf
XaHrapoT W CUTE 4JIEHOBM Ha OaHparta, T.e.
¢uIMcKaTa eKkumna, BieryBaaT BHAaTpe, W3HEHa[e-
HU on oHa mTo ro rienaar. llledor Bo od-ToH
KoMeHTupa: ,,KoHeuHOo ycmeaBme, nocieaHaTa
mpavka, cpuero Ha [IUA“. Bo t1.H. ,,CBeru-
JUIITE CTOM KOMIjyTep o Koj Mammor 3ema
€IeH dYWIl, ,,HaHOTexHonorwja™“. On emHa TajHA
Bpata u3jerysa Buimc co mumron B paka U Ha
aHIIMCKU UM ce 3akanyBa. Llledor Ha aHTIHCKH

ro mparryBa jaauu ro riexan guimor Warriors, a
Bunuc oxromapa aeka TiyMen BO HEro, Kako
CTaTUCT. MaJloT UUTHpa periuKa of puiaMoT, Bo
MUTOT KOTa BO MPOCTOpHjaTa BIETyBaaT TpoOjLaTa
pycku Madwujami co KaJalTHHKOBH BO parere.
Kora Illepor Oapa ob6jacnyBame, Bummc my
objacHyBa neka THe, 3aroa IITO ce ,,JJOOpHUTe
momitk (good guys)“ Hema ImTO Ja OOjacHyBaat
Kora ru yousaar ,jommte momim (bad guys)®, a
mro lledor ce cmpoTuBcTaByBa CO 300pOBUTE
JIeKa OBa € HeroB (GuIM u aeka Toj e “good guy”
B0 ¢unmor. Bumuc mnyka Bo Manmmor co
300pOBUTE J]a HE ce TPWKAT 3aToa IITO TOj OWI
camMo CTaTucT. MallMoT € KWB, 3aToa ITO Kyp-
mymoT 3aBpmni Bo JIBJI-uspanuero Ha Kasa-
6nanka WTO TO UMaI B 11e0. Buinc um objacHyBa
JeKa TOj € CIelMjalleH areHT Ha TajHa 3aj]aua,
3apanu Toa mTo Biagata Ha CAJl mma motpebda ox
HOBH ,,JIOIIT MOMITH‘ CO KOW K€ MHCIICHHPAa BOjHa.
“It’s not personal, it’s just business”, um Benn
Bunuc. Bo npaMcKHOT MpecBpT BO Hapalgjarta,
ledor mpamryBa 3a ,,ACTOYHHTE MOMITU, MHC-
JejKH Ha pyckuTe Madujamiy, HO THE TM CHM-
HyBaaT MacKWTE OJ JIMI[AaTa U TOKaKyBaar JeKa
BCymHOCT ce Adpoameprkaniu. [loBTopHO pen-
JUKK on amepukaHcku kiacuiy, llledor n3Bu-
kyBa: “Show time falks!”, Manuot ro nporoarysa
YHUIIOT ¥ TIOYHYBa MpECTpeskara, Koja mpercra-
ByBa KyJIMUHATUBHA TOYKa BO HapalyjaTa.

N oBaa cmena coapxu OpojHH HHTEp-
TEKCTyaJIHU pedepeHI Ha XOJIMBYACKU KIIACHIH
W alyAdpa Ha IOEIHOCTaBEHUTE CIIeHapHja BO
HEKOU XOJIUBYICKH (UIMOBH, BO KOHM JIMKOBUTE
ce TOPTPETUPAaHU LPHO-0€0, Kako M00pH WU
nomm MoMmIH. McTroBpeMeHO, Ha TE€ONOIUTHYKO
pamHHIITE ce 00WAyBa Nla ja YTBPIM ylioraTa Ha
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TajHaTa amepukaHcka ciyxo6a LA Bo kpeupa-
HETO HA CBETCKaTa MOJNTHKA, a CO 3aMeHaTa Ha
MaCKHUTE/UACHTUTETOT, MOTCHIMpa JieKa KPHMH-
HAJIUTE CE CeKale CIMYHM, 0€3 pa3iuKa Jajlu ce
Pycu nnn AMepukaHiy.

29) Jlomexa MPHCTHTHYBa Op3a IIOMOIII,
[lleor panHer ja cHMMa 3aBpLIHATA CIEHA, a
MOKpaj HEro ce pexucepoT Maja U CHUMATENOT
CyBu. Bo ymire eneH japaMcKu MEpCBPT, BO
MeJloipaMaTHYHaTa ¥croBe] Maja My mpH3HaBa
Ha Uledor nmexka ro HamecTWna 3a Ja My ce
0JIMa3[y 3apaay Toa IITO T'o yOWJI TaTKO M, KOj
OWJ OJUIMYEH THCATeN Ha CIEHapHja, BCYNIHOCT
Cuenapucror ox kadeanara. Bo ,,Quembex”,
noaeka Maja 30opyBa Bo o-ToH, BOo ¢opma Ha
ceKkaBama Ha MaJlo JIeBOjUe IITO SHUpKa, Maja My
Benu Ha [lledoT neka Ona cBeok Ha YOHCTBOTO
Ha TaTKO M, TMpeJ MHOTY T'OAMHH, KOora Taa Omia
Mmana, a Illedpor myax u mexa oTroram CoHyBaja
3a onmaszna. Bo ymTe emeH apaMcKu HpecBpT
[TedoT Benu nexa He TO yOMI TATKO U, IeKa TOj €
KHMB M JIeKa HeMa 30IITO Jia ja JIake 3aToa IITO
yMHupa o]l pak. ,,He Ou Moxen na oxxvBeam IypH
HH BO aMEPHKAHCKH (MM, HE € BEpPOJOCTOjHO",
Benu lledor, HajaByBajku TO CBOjOT MPECBPT BO
KOj M coommTyBa Ha Maja neka Tatko U Owui
,,CTPAIlTHO TAJIEHTHPaH" W JieKa MajcTOPCKH Tpa-
Ben ,,peja-ayT, dheja-ua* u ,,Hapanuja‘““, Ho eaHaIl
HaUIIION Ha CUTYalluja ,,0e3 cpekeH kpaj. Jloaeka
OJIHOBO TJelaMe KaJapu Of ,,pacKakaHO ceKaBa-
Be"“, T.e. OJ] Bpakame Ha BPEMETO Ha Hapaiyjara
HazaJ BO MpUKa3HaTa Wi ,,pruemodex™, [lledot Bo
o(-ToH, cO maTeTW4eH TJiac pacKaxyBa JaeKa
KepKkara Ha IHIcaresoT, T.e. Maja xora Omna Mana,
Omna OoJHA OJ pak W JIeKa TaTKo M OWJ OodJaeH.
Hledot my monymun (uurat ox Kym) ,,HEIITO LITO
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HE MOXeE J1a To o0me™: Toj 1a ja mpe3eme Oomecta
0]l Majara BO 3aMEHa 3a CIELHjaTHUTE MOKH Ha
mHcaTesioT, Hea Ja ja ucmparaT Bo AMepHKa, Taa
Jla MUCJIA JIeKa ro yOmi, Kora ke ImopacHe Ja ce
BpatH, a lllepor ma ympe. Caumarenor CyBu u
Manmor, koW ja ciymaar MelogpamMaTHYHaTa
ucrioexq Ha llledor, T OpHIIaT COM3HUTE O
ounte. Kora Maja ro mpammyBa maaud CeBO OBa
IITO ¥ TO Kaka € BHUCTHHA, TO] U OJroBapa JeKa
cakaJl caMo ,,JoOpH PEeTUTUKH 3a Kpaj*‘. Bunuc, Ha
AHIJIMCKU ja3UK CO IOBUINIEH TOH C€ >Kajlu Ipen
menaTa €KMIa JAeKka c¢ yIITe He € HCIJIaTeH,
NOTEHIMPAjKH JieKa TaKBO HEIITO HE MOXKE Ja ce
cIydd BO aMmepukaHcku ¢wiM. ,,OBa He e ame-
pukancku ¢uim, My oarosapa llledpor Ha aHr-
muckd. Bo o-ToH ogu mecHara mTo ja npuapy-
)KyBallle HajaBHaTa mmuna, This is not American
Movie, a Iledor ja 3aBpInyBa CIieHaTa CO YIITE
eIHo ,,eja-ayT.

Pacnietor Ha ¢unmMckara mpukasHa OHe-
CyBa HHTCPTEKCTYallHM aly3ud Ha HapaTHBHH
aJaTKH KOM ce KOPHUCTAT MpH 0(OpMYBamHETO Ha
¢unMckaTa Hapamja, a ro CIOPOTHBCTaByBa H
HAYMHOT Ha peaiu3aiija Ha (QUIMOBUTE BO pas-
JUYHA KYJATYPHH cpeluHH. beckoHeuyHOTO oo-
KyBamke€ Ha KOHEYHATa pa3pelIHuua Ha (uiMc-
KaTa IpUKa3Ha € yHTe €AEeH OX ,,CIelHjaiu-
TETHTE" Ha XOJNMBYJCKAaTa ,,KyjHa™, TIPH IITO CE
U3MHCITyBaaT CEKaKBM MOTHBU 32 TakBaTa
NPaKTUKA.

30) loneka nmecHata Mpoio/KyBa Bo 0()-TOH,
cleqyBaar maHopaMmcku kaapu Ha Jloc AHyenec u
3HakoT Ha XonuBya. Bo eHrepuep, Ha 68-Mo0TO
JoJieNTyBal-€ Ha BPBHATA Harpajga Ha AMepHKaHc-
kara ¢uiIMcka akaaemuja, ,,Ockap®, Buuc,
MIPUAPYXKEH O] JeBojkara ImTo Oerne Kiamep BO



CONTEXT / KOHTEKCT 17, 2018

eKHWIaTa, TO YWTa UMETO Ha Hajao0pHOT aKTep:
Ledor”, T.e. “The Boss“. McroBpemeno, BO
rapajeiiHa Hapalgja, BO PECTOpPaHOT coOupa-
JUIITe Ha OaH7ara, MPUCYTHUTE TOCTH KOU TO
riiefaaT MPEeHOCOT, pakoruieckaar, a ¢ororpa-
¢ujata Ha llledoT co 1pHaA paMKa yKa)kyBa Ha Toa
neka Toj Bo MeryBpeme ympen. Hoe med Ha
OaHata ¢ MamoT, a BO peCTOPaHOT ¢e MPUCYTHU
n Cuenapucror, Mpak, koj ro pasriaeaysa JBJI-
mnaanero Ha GuaMoT (08a He AMepUKaHCKu
@uim W CUTE OCTAaHATH WICHOBHM Ha OaH/ara,
BKITyYHTEIHO W Maja. ManuoT co moMmom Ha
IMaHTOMHUMAa LIUTHUpa PCIUIMKU OJ aMCPUKAaHCKH
¢uwimoBu. Bo o¢-Ton ce cnyma rmacor Ha
[ledor KOj coommTyBa JeKa € HAa HETOBHOT
pajcku ocTpoB. ,,CyOjeKTHBEH Kaaap Ha pajoT e
mo100po OTKOJKY HHMKakoB paj*, Benu llledor,
JIOJTaBajKH JIeKa UaKO TEXHUUKU HE ¢ TIOBEKE JKUB,
TOj € ,,SBe3ma‘, ,,BEUYHO JKUB BO (HUIMOBHUTE".
[ledoT ro 3aBpiryBa GUIMOT CO U3PEUCHO ,,deja-
ayT", mo mTo Ha OJaHKO OJIM OJjjaBHATA IITHIA HA
¢$uImoT.

Jluteparypa

Bo nocnennara cueHa ¢guiaMckara npuKazHa
3aBpIllyBa CO ,,XEMHEH ‘, TOKMY OHaKa Kako IITO
cakaie rnaBHuOT nportaronuct llledor. Uponnu-
HUTE UHTEPTEKCTYaJIHU ATy3HH Ha ,,[T1aMypoT Ox
JIoaenyBameTo Ha ,,Ockapure, Kako U Ha ,,Be-
4ocTa™ MITO ja MOCTUTHale (PUIMCKHTE SBE3JH,
HCTOBPEMEHO €€ MEIaaT co MOYUTTa KOH (uimc-
KaTa WHAYCTpHWja W CO TOa ja TMOTBPAyBaaT
JBOCMHCIICHATa HUINKA INTO CE MpPOBJIEKYyBalle
HU3 1SJIMOT TEK Ha (PUIIMCKATa Hapalyja.

Ce pas3Oupa, HaBeJeHHTE TNpPUMEPU Ha
MHTEPTEKCTYaIHN pedepeHiy, 3apaan 3rycHaToC-
Ta Ha QuIMCKHOT TekcT O8a He e aMepuKaHcKu
@uim cO LUTaTH OX pa3HU BUIOBH, AIy3HH,
pedepeHIn WTH., HA OAJANIEKY HE MOXKaT 1a ja
UCLPIAT MHTEPTEKCTyallHaTa KOHIENIWja Ha Jie-
JIOTO, KOe, pa3OMpIMBO, OCTaHyBa OTBOPEHO 3a
[OHATAMOILIHU UHTEPIPETALHH.
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Atanas Chuposki

Intertextual Reading of the Feature Length Film
“This is not an American Movie”
(Summary)

The subject of scientific interest in this filmological study is intertextuality in the feature length film, This Is Not
an American Movie, a post-modernist, self-referencing, metafictional, meta-cinematic parody, partly told in off-
tone. It researches the process of film narration and the use of film techniques, mostly editing, as well as acting
and screenwriting skills, in the creation of the film story, while the film protagonists are aware of themselves, i.e.
they know they are characters in a film and act accordingly. This Is Not an American Movie is actually a handbook
about the construction of a film story, handbook of film narration, but also, other intertextual referent elements are
interpolate in his story, which are, accordingly, subject of a analytic interpretation in this study.

Key words: film, intertextuality, narration, parody, quote
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LAST DAY OF POMPEII: K. BRIULLOV AND A. PUSHKIN

Key words: Pompei, Vesuvius, Briullov, Pushkin, death

Pompeii is a port city that located in Italy of
the piedmont of Vesuvius Volcano. The people of
the economically developed city of Pompeii
continue their lives under a threat that they are not
aware of. This great danger is Vesuvius Volcano.
Destruction of the city of Pompeii that is accepted
as one of the main events of ancient history
creates from activation of the Volcano and a
historical tragedy in which two hundred people
died in panic. Pompeii city, which disappeared
under the lava of the Vesuvius Volcano in 79 A.D
has been discovered again in excavations made
since 1748. While the 18th century was a time of
increasing information of the Pompeii city in
West by various excavations, in that time a
tendency towards antique culture has started in
Russian culture and this tendency continues to
develop in 19th century art. The data obtained
from excavations plays an important role in the
formation of the Karl Briullov's The Last Day of
Pompeii constituting the subject of our study as

well as. Briullov starts to depict his work that is
the subject in 1830 after visiting excavations
made in the city of Pompeii. His brother,
Alexsandr Briullov also has an effect on his
interest of the city of Pompeii and formation the
study of The Last Day of Pompeii. Alexsandr
Briullov participates in various restoration works
too, in addition to participating in excavations at
the remains of the city of Pompeii. Briullov, apart
from the information he receives from his brother,
obtains information on the collapse of the city by
also working on historical documents for several
years (Pikuleva, 2005:64).

Karl Briullov that comes from an artist
family, borns as a child of French origin family
in 1799 Petersburg. In 1685, following the annul-
ment of the Edict of Nantes (it is a ordinance that
provides important rights to Protestants by IV
Henry) like many other Protestants, family of
Briullov that feel under threat emigrates to
Russia. Karl who is baptized as Russian orthodox
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changes his family name as Briullov that comes to
ear much more Russian (Das¢1, 2016:687-688).
Grandfather of the artist works in the glass factory
attached to the empire, his father lectures in the
fields of wood ornamentation and gold leaf plating
in academy, his older brother is a icon painter, the
other brother is an architect and artist of
watercolor portraits. His family plays an important
role in Briullov's life (Leonteva, 1990:19). His
first trainer becomes his father who is an expert in
the field of wood ornamentation and gold leaf
plating in academy and he gets his son to copy
various pictures and objects, he provides steps to
artistic Works (Uzelli, 2002:68). Briullov copies
paintings of Michelangelo of Sistine Chapel in the
night class under his father's administration. Artist
who entered the academy at the age of ten takes
lessons from tearchers like Andrey Ivanov,
Aleksey Yegorov, Vasily Shebuev. Briullov is
asked to draw human figures that he imagines and
the compositions which he likes in order to
develop his ability there. As the traditional
decision of the academy board of directors, medal
award that is given to the students graduated from
the school succesfully is given to Briullov before
gruduation from school because of being very
talented student. Artist gets medals several times.
The first medal he won was in 1813.The artist
who graduated from the academy succesfully in
1812 with a gold medal is sent to the Rome as a
scholar with his architect brother and lives for 14
years there (Leontava, 1990:5-6). Among the
works of the artist has done during this period
takes place paintings such as “Italian Morning”
(1823), “Erminia and the Shepherds” (1824),
which depicted by an inspiration of a poem of
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Italian poet, Tasso Tarquato's “Jerusalem
Liberated”, “Italian Midday” (1827). The main
theme of these studies is joy of existence and
optimistic looking to life like beauty of human
(Ganig,1985:4). In The Last Day of Pompeii
(Picture 1) that accepted as summit of artist’s
mastery; joy of existence leaves its place to fear
and this fear will be evaluated as our main topic in
the context of death phenomenon. The Last Day of
Pompeii depicted by Briullov among the years of
1830-1833 is a work that as we mentioned above
by a inspriation of de Pompeii city that destructed
by activation of Vesuvius Volcano being a
historical event.

Picture 1. Karl Briullov, The Last Day of Pompeii,
1833, oil on canvas, 456,5 x 651
Russian state museum, Petersburg.

According to the researcher, Irina Surat, the
Briullov's The Last Day of Pompeii which
completed in 1833 is an important, cultural and
universal event. Surat finds as a victory bringing
it to Peterburg after exhibited in exhibition halls
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like Rome, Milan and Paris and she expresses that
this event caused a great resonance, there was
news in the newspapers and everybody talked
about his work in that time (Surat,1999:158-170).
Briullov's student, Grigori Gagarin explains his
thoughts about achievement of the painting with
those words "The success of The Last Day of
Pompeii has been unprecedented success in the
artist's life" (London, 5 March 2018). While
romantic poet, Vasiy Zhukovsky, calling work as
a sacred inspiration; Yevgeny Baratynsky
expresses that it is a beginning of Russian Art
with those words:"And The Last Day of Pompeii
became the first brush of Russian art (transfered
Boemhig, 06 May 2018,118). In this powerful
effect that occurs, the main place is taken by an
article named The Last Day of Pompeii
(Briullov's painting). This article belongs to writer
Nicolay Gogol. Gogol evaluates work of Briullov
in this article as being one of the brightest
phenomenon of 19th century art and rebirth of
painting art which is half sleep for a long time
(Gogol,1950:108). Gogol celebrates the painter on
behalf of art because the painter can able to depict
so beautifully the subject that is full off dread in
the painting of The Last Day of Pompeii then
Gogol also embarks on creating this aestetic.
Gogol proves how this leads a life will to the
people who exalt the truth and watch the piles of
corpse. And in story named Portrait "He writes
that high artistic creativity comes to earth in order
to soothe the sufferings of the people in the world
and reconcile them" (Troyat, 2000:131; Uzelli,
2003:91). Alexsander Herzen writes about the
work that is one of the most important work in the
Russian Art :

"(...) The Last Day of Pompeii is the most
important work of Russian Painting Art. Oddly,
its aim to reflect tragic trait because the struggle
itself is impossible. On the one hand a wild,
unbridled and uncontrolled power, desperate,
tragic death” (Boemhig, 6 May 2018:121).

According to Herzen, this work reflects
apocalyptic, dark look to the earth as unrestrained
fury of nature, not concreteness of activation of
Vesuvius Volcano. Herzen expresses that artist in
this study based on a concrete historical fact, by
linking past and present, cites about reality in
which lived overwhelming atmosphere of order
Czar Nicolas I. Thinker writes same thoughts by
those words in his study written, after 20 years, in
1864 titled by A New Era in Russian Literature.
They fall by strikes of unequal, strong, brutal
forces and all sort of resistance are useless just as
dominant atmosphere of Peterburg (Boemhig, 6
May 2018:121) As can be seen from the above
guatations, the work of Briullov realizes a
significant influence in thought and art of Russia.
Although it is generally emphasized the success
of Russian art, with Herzen the emphasis shifts
towards social order of Russia, and consubstan-
tiate the city of Pompeii demolished with Russia
in the time of | Nicolas. In our study, we will try
to look from an existential perspective to death
phenomenon that is basic fact of human existence
of Briullov's The Last Day of Pompeii and then
we will keep trace of influence of this work in
creativity of poet Alexsander Pushkin who is
significantly influenced by the artist's work in the
axis of work named The Last Day of Pompeii.
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First of all, if we need to do artistic analysis
of the work, we confront the image tried to be
expressed that a cluster of fire with red and dark
colors from smoky sky towards earth. The artist
elaborates the collapsed walls of structures,
people trying to escape in panic, scared horses.
Being focal point of the work, inactivity of a child
and semi naked yound woman lying in the place
where the light source is gathered, contrasting it
with figures trying to escape gains a very dynamic
look to painting. Briullov espresses this moment
of annihilation in his work in the face of
expressions of city dwellers escaping in groups
with reverse movements. While figures processed
in three groups performing the narration within
each group, then these figures have gained
meaning to the painting and composition by
integrating with the place where will end with
light and death, at the point of inanimate figures
lies. In the work, at the left corner besides a
clergyman, a mother trying to protect her
daughters in fear has been seen while a father
trying to make his family get away prevents a
danger by his hand, two boys carrying old fathers
on their shoulders, young man trying to lift his
mother, a woman trying to bear a bride who lost
herself; on the second side, a noble trying to take
his valuables with him and his relatives trying to
escape from the demolished structure, a man
trying to escape on a scared horse, another horse
is for sense of depth, lava flowing in redness and
sky ending in redness with dark and dense smoke
(Uzelli, 2002:69). The artist has added himself to
the composition as if he looks like an observer
that he looks towards the eruption of Vesuvius in
front of collapsed building as being the person
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who created this picture in the event. His eyes are
not the eyes looking at the horror of death, his
eyes are the eyes go towards Vesuvius that caused
explosion and eyes of the art man who detects and
searches the event. He runs away from the scene
taking his paints, brushes and material box that
are the most perious things in his life, keeping
them above his head as if he replies in kind to
noble who escapes his valuable objects (Uzelli,
2002:70). The scene of Briullov is depicted as
trying to escape his most valuable objects that
keeps them above his head is evaluated that one
of the existential truth is death and the other is
desire to live that emergence of the essence of
human soul in the context of values whic give
meaning to life. The dense darkness is dominant
in the painting as if the end of the world has
come. There is a redness of blood on the horizon.
People are looking at the sky in horror. The
essence of human soul emerges in the face of
death in this horror. The gestures and facial
expressions of figures look like mirror of these
situations. In this context, when the place of this
work in his creativity is examined on the axis of
the essence of the human soul in the face of death,
as the researcher, Kseniya Potasova, has stated it
must be taken into attention that the artist
distinguished between two different images. On
the one hand a crowd fallen in fear in the face of
disaster, on the other hand never ending virtue
even in the face of death. Everyone reveals his
own essence in the face of destructive power of
Vesuvius. On the one hand people who are
terrified by death trying to save their goods are
depicted, on the other hand people trying to save
their loves by forgetting themselves are depicted
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(Potasova, 2015,133-137). Another researcher
E.Atsarkina states that two main themes are
dominant in the work of Briullov; first theme as
being main theme is evaluated as theme of
human’s love and unity even in the face of
disaster (Atsarkina,1963:123-124).

Human is the most tragic entity in the
hierarchy of existence that is aware of the fact of
death. In this context, death against life is one of
the most controversial topics from the primitive
age to the history of humanity. Death in ancient
philosophy refers to transformation that based on
things and living assets and their harmonious
association with cosmos and death is not seen as
an end. Death in the mind of Medieval
Christianity consubstantiate secular existence with
sin, is seen as reaching to God, finding man his
real essence and a emancipation. Death in
Renaissance and Modern Age is seen as
existential truth and giving up its divine meaning,
it is evaluated in the context of the end of secular
existence, thus secular life against death is
focused on (Sobanina, Fedotova, 2016:103-111).
Each human who is aware of being mortal queries
why he lives and sometimes the answers given to
this inquiries make death a conflict of existence
and also sometimes makes death meaning of
existence. Thus, death is a reality that adds a deep
contraction to human existence, at the same time
makes human existence meaningful. The things
that brings death in the two opposite poles as
contradiction and meaning is emergence of the
approach of existence being semantic and
purposeful. If existence is accepted as a secular
existence and not believed life after death, death
is the end of existence and contradiction of life.

On the contary, when death is accepted as the aim
of reaching to the truth, at the same time it also
contains meaning of existence. Disaster described
in the work is experienced during a transitional
period when ancient world leaves its place to
Christian civilization. Briullov depicts this long
process briefly. The painter compares perception
of death in the Christianity and non Christianity.
There is a Christian religious man praying at the
bottom of left corner and according to Surat only
clergyman is depicted with a calm face.(Picture
2), (Surat, 1999:158-170). These thoughts of
Surat support our emphasis on the belief that
Christianity is a belief that accepts death as a
union with God.

-

Picture 2. Karl Briullov, The Last Day of Pompeii,
detail
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Christian clergyman has been portrayed in
opposition to paganism. Everyone is in great fear
and rush. The Gods are forgetten, people have
fallen into anxiety for life and property under the
devastated icons that are symbols of Gods. Thus,
destruction of the cities of Sodom and Gomorrah
and underlying religious causes reflect to The
Last Day of Pompeii (Surat,1999:158-170). In
that as Potasova expresses one of the main works
that affects work of Briullov is a Raphael's
painting called as Lot&his daughters flee Sodom
(Potagova, 2015:231). As we mentioned above
Christianity changes the world and takes a new
approach to death. This new approach is based on
the meaning of the way that death goes to the
immortality of the soul. Death in the absence of
God and faith is seen as nonsense and
meaningless phenomenon, it is not possible for
man to be ready for this insensibility and to accept
it. Death phenomenon which have obtained
different meanings in each age is a reality that
man feels it everytime as the inevitable end of
human existence and death, fear caused by it,
brings with the problem of virtue. The connection
of virtue to the cold and frightening face of death
emerges in the phenomenons of love and
sacrifice. When death is perceived as an
existential end, it always keeps alive the strong
urge to the life and this urge puts the sacrifice that
we associate with virtue behind the scenes in the
context of the desire to live. When death is
perceived as a new existence, the thought of unity
between Christianity and God loses its cold and
frightening face. In the work of Briullov these two
faces of death are clearly striking. Firstly when
we evaluate the second theme in artist's work, it is
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seen even in the face of death and its fear how
people behave virtuously and self sacrificing in
many scenes. In the first of these scenes, the
warrior and a young man trying to save their
fathers bravely are seen in a group.

Picture 3. Karl Briullov, The Last Day of Pompeii,
detail

Mother figure trying to convince her son not
to be burden on him generally emphasizes virtue
against death also in fact unreturned and endless
power of love. (picture 4)

Picture 4. Karl Briullov, The Last Day of Pompeii,
detail
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The superiority and power of mother's love
resume in the mother's figure that hugs her
children. As seen in the following scene (picture
5) a mother who is in a great fear, in tears and
hugs her children is in focus. However the fear
that mother feels is not for herself, but for her
children.

Picture 5. Karl Briullov, The Last Day of Pompeii,
detail

According to the researcher Atsarkina, the
summit of the work contains a woman figurelying
on the floor with dead body and closed eyes and
her baby standing besides her. (Picture 6)
(Atsarkina,1963:123)

detail

Another researher Vladimir Jabtsev also
underlines that this scene clearly emphasizes the
death theme. Young woman's open eyes and her
hand lay down besides her are evaluated as a
desire to live against death. However this desire is
far beyond being an individual desire, it is the
desire of a mother who leaves her tiny baby
behind. The first theme we mentioned above
emerges by perceiving an existential endand
keeping always alive the strong urge towards life
and in the connection of this urge with virtue in
the context of desire to live; and this first theme is
expressed by the image that clergyman leaves the
city swiftly (Picture 7).
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- .
Picture 7. Karl Briullov, The Last Day of Pompeii,
detail

In this context; two main themes are studied
in the work which is examined in a romantic way.
One of these themes is the Pompeii burnt and
demolished and just as destruction of the city,
people forgetting everone except themselves and
seeing death as an end and fearing; the second is
depiction of people's mental situations against this
event and their struggles by sacrificing themselves
for the ones they love and their families. However
this description has been made by gaining an
existential meaning in the dilemma of death and
life and associating it with love and sacrifice. The
subject of death and the opposition to life have
been studied apart from art of painting in the that
period's literature as an important theme.
Alexsander Pushkin who lived in the same age
with the painter has been influenced by The Last
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Day of Pompeii and by this influence Pushkin
depicted people's diemma between death and life
in his creaticity by his subjectivity so an important
interaction has become in the context of literature
and art. Alexsander Pushkin born on the same
date with Briullov in 1799 is one of the main
poets and writers of the 19th century. Visual arts
especially painting art holds an important place in
creativity of Pushkin who is accepted as founder
of Russian literature. Researcher, Diana
Berestovskaya expresses that Pushkin has a great
interest in both Russian and also world literature
and she thinks that Pushkin deepens the vision of
imagination by artistic interest that gains at his
early ages and developes original artistic thinking
(Berestovskaya, 2010:114). In that lvan Gongarov
expresses that as Lomonosov is founder of
science of Russia, Pushkin also founder of
Russian art and he is its father (Gongarov,
1955:77). Pushkin has been compared to painters
many times. Poet’s closeness to visual art has
been explained by Gongarov's article titled Being
Late is Better Than Never (1879) Painting Art in
aestetic sense of Pushkin is not just painting
objects with color and harmony of colors, at the
same time it is the style of writer's description.
Poet calls everyone as artist that works creatively
in any branch of art and distinguishes by artist
specific traits. According to Pushkin the artist is
the master who can freely switch from one
language to another. The effects of painting art
begin to be felt in Pushkin's creativity since his
high school years. The influence of Holy Family
that is painted by Raphael between the years
1506-1507 is seenin the poem Resurrection
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written by Pushkin in 1819 (Berestovskaya,
2010:116).Pushkin in this poem by inspiration of
Raphael writes verses that express Resurrection:

With sleepy brush the barbarian artist
The master's painting blackens;

And thoughtlessly his wicked drawing
Over it he is daubing.

But in years the foreign colors

Peal off, an aged layer:

The work of genius is 'gain before us,
With former beauty out it comes.
(Puskin, 2006. 6).

Many examples about influence of painting
art in the creativity of Pushkin can be included.
When we mention about interaction between
Pushkin and Briullov, the main theme of our
study, Pushkin meets Briullov directly in 1836
and a short term friendship begins among them
until 1837 when poet dies. However it is known
that Pushkin's familiarity with the works of
Briullov is based on much earlier. According to
Anna Karnilova, Pushkin meets Briullov art for
the first time in 1827 by Italian Morning
(Italyanskoye utro). Although this acquaintance
influences Pushkin the main interaction will be
reflected on the poet's creativity becomes with
Briullov's The Last Day of Pompeii. The effect of
this work on Pushkin's creativity reflects on his
poem that dated August September 1834.

Vesuvius opened its jaws-smoke poured out-the
flames

Opened up widely as a battle flag

The Earth is worried -from shaken up columns

The idols are falling. The people chased by fear
Under rains of stones, under burning ashes

In crowds aged and young flee the city (Puskin,
1957: 281).

Painting of Briullov opens up new horizons
of Pushkin. According to Yari Lotman; three se-
mantic centers attract attention: Opening up Vesu-
vius's jaws, falling down idols, fleeing’s people in
fear (Lotman, 1986:24-33). From these centers,
falling the idols takes place in all forms from the
first drafts of poetry to the last. (Picture 8)

Picture 8. Karl Briullov, The Last Day of Pompeii,
detail.

When Lotman examines these three centers

respectively he evaluates first center namely;
opening up Vesuvius jaws, movement of sculp-
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tures as being people victims of poverty. When
Lotman approaches to The Last Day of Pompeii
with this point of view, it is not hard to
understand what is attracted to him in this picture
and from this point of view Lotman compares the
poem that starts with verses of "Vesuvius opened
its jaws"to the story written by Pushkin, it is
named The Bronze Horseman. With Lotman's
point of view, when we compare the poem of
Pushkin with his story named The Bronze
Horseman; it is possible to say as being both
natural disasters, there is a connection between
Vusuvius Volcano and society, individual at the
first one and also there is a connection between
flood and society, individual at the secon one.
Falling idols that are mentioned in the poem
leaves their place to the structure of Tsar I. Petro
that stands with all his grandness. And also while
fleeing and driftin's people are empasized in the
poem, an individual protest is being attracted the
attention by brave Yevgeni that his life and his all
hopes are gone by flood and stuck motionless on
the floor of the story.

And he, like unde conjuration

Like in jail iron's limitation

Can not come down. Him around

Only black waters could be found

And turned to him with his back, proudest

On height, that nevermight be tossed

Over Neva's unending wildness

Stands, with his arm, stretched to skies lightless
The idol on his brazen horse (Pushkin,1999:81).

Thus, with Lotman's words, although in the
poem idols are falling and people are fleeing; in
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the story, The Brozen Horse, natural disaster does
not succed in shaking sculpture. In the face of
dissappearance and destruction, the inevitability
of social changes, and terrific historical uphea-
vals, The Last Day of Pompeii becomes highly
phenomenon of life besides being an art phe-
nomenon. Vesuvius Volcano transforms into a
metaphorical symbol of death being universal and
general. Potasava expresses that destruction of
Pompeii are being consubstantiated with structure
of social, political in which people live symbo-
lically in the context of universal history
(Potasova, 2015:223). However, when researcher
examines poem of Pushkin in the context of
historical events, it is necessary to pay attention
firstly to essence of description of the verses.
Environment depicted in poetry is not a collapse
of autocracy; it is depiction of nature's response of
guestion whether man is ready to meet with
eternity or not (Potasova, 2015:227). When
Pushkin writes this poet, in his own drawings he
also depicts the son, who is trying to save his old
father without fear in time of disaster and that
shows poet gives importance to the moral
principles once again. Poet draws on the paper the
things from the composition that he is influenced
by them; the young man and warrior bear old
man. This draft, drawing of Pushkin found among
his studies of poem which starts a verse with
Vevusius opened its jaws and written by inspi-
ration of Briullov indicates that poet like Briullov
focus on subjects such as love and sacrifice in the
time of disaster. In this context it is possible to
say that Pushkin leads to subjects such as society
and individual more than the symbolic expression
of social historical events. However, this tending



CONTEXT / KOHTEKCT 17, 2018

contains eschatological images about coming the
end of the world. According to Surat, Pushkin’s
meeting with the work of Briullov, The Last Day
of Pompeii, causes the poet to have a spiritual
crisis and this crisis affects his creativity. The
poem, Voyage, written by Pushkin in 1835 (Stra-
nnik 1835) and also griefs that poem's character
expresses recall The Last Day of Pompeii.
However eschatological images in the poem of
Vesuvius opened its jaws leave its place to the
individual emancipation in this poem (Surat,
1999:158-170). In the first part of the poem,
voyager depicts his mood with those verses:

Once wandering in a wild valley

I was suddenly engulfed my enormous grief
Weighed down and bent by a heavy burden

Like one, who has been found guilty of murder in
court (Pushkin,1950:341).

Voyager queries as if he talks in his sleep in
a depressed and complex mood."What will | do?
What will happen to me? Reflection of Briullov's
apocalyptist subject that transfered from ancient
history to the individual's inner life is seen quite
clearly in this poem. Sudden death of the city
symbolize the soul's destiny that is not ready for
death, not know the way for emancipation, not
search it. Voyager’s emancipation searching and
situation of not being ready for trial are depicted.
Hence the voyager radically changes all of his
life, leaves his family, home and falls on the
roads. In this poem total destruction which is
symbolized by city of Pompeii transforms into
death theme, individual sudden death theme
(Surat, 1999: 158-170). Main theme of voyager is

lost man's seeking to find a shelter, being not
ready for trial thus being not ready to death, desire
for emancipation from death. The poem's question
that gives sorrow is how emancipation is possible.
Pushkin’s answer to this question is that each
person has his own way of life (Anoskina-
Kasatkina, 2016, 24-30). In theme reflects the
struggle of human’s making sense to human’s
existence as philosophically. Thus the interaction
between Briullov and Pushkin appears query of
the existential meaning of death. Puskin's poem
titled It's time, my friend, it is time is one of the
his poems that draws attention to death theme.
Surat evaluates death theme in this poem, in the
frame of Pompeii's death theme in the form of
evolution of Puskin's creativity. According to
Surat, while death of theme in the Poem,
Voyager, convert into theme of individual death,
the poem titled It is time, my friend, it is time can
be seen as a result of this transformation and
Pushkin obtains the thought of death with
Briullov painting (Surat, 1999:158-170). As being
seen in the verses below; the thing that poet
expresses in the poem; is his soul's desire to
immigrate to another place as being a tired slave.

It is time, my friend, it is time. The peace is craved
by hearts...

Days flow after days - each hour departs

A bit of life, but could abruptly die

The world hasn't happiness, but there is freedom,
peace

And long have | daydreamed the life of bliss

And long have planned, a tired slave the flight

To the removed abode of labor and delight
(Pushkin,2006:106).
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Briullov's subject of The Last Day of
Pompeii takes place in a work named Egypt
Nights (1837) in creativity of Pushkin. Egypt
Nights contains the character, Charski, who is at
thirties, as a poet, both escapes and also unable to
evade magic of writing poem; the other character,
Iyolyan, has a short story of improvizator.
Improvizator as being poor thinks that his Works
would get in way in Russia and has applied to
poet for help. The story is not completed and this
makes impossible for us to get information about
how Pushkin evaluate The Last Day of Pompeii in
this work. In Egypt Nights, The Last Day of
Pompeii takes place when improvizator ask guest
to choose a topic for poets that he will read in his
organized demonstration. Although The Last Day
of Pompeii which is chosen by guest is not drawn
in ballot, it makes sense in the context of showing
its affects on poet. Briullov’s The Last Day of
Pompeii’s impact on creativity of Pushkin lastly
confront us in a poetry novel named Eugene
Onegin. However the subject section is the tent
section added later which is not in time when
work is published. In that Pushkin completed his
work within 1823-1831, that the work had been
published as eight sections before. In this histo-
rical context; it not possible to find Briullov’s The
Last Day of Pompeii which is completed in 1823
in this work. In the tenth section which is one of
the added later The Last Day of Pompeii converts
into criticism of concrete, social, political life;
unlike the other works exemplified above.
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Vesuvius Volcano as being a general destruction
and symbol of death associated with social and
political life and it is expressed in poem with
those verses: The Pyreneers shook menacingly,
Naples Volcano flace up (Pushkin, 2017:439). As
a result, although painter Karl Brullov and poet
whom are both two important names of 19th
century establish a short-term friendship until
Pushkin’s death at early age in 1837, there is an
important interaction among them in the context
of creativity. The framework of this interaction
could have wide coverage, however in the scope
of our study, it has been examined on the axis of
Briullov’s The Last Day of Pompeii. Among the
reasons of this condition is that the painting has
affected in Western and Russia besides Pushkin in
a powerful way. This painting based on the
destruction of the city of Pompeii which is one of
the main events of antiquity is examined in the
context of death phenemenon as the basic factor
of human existence from meanings of death carry
during every ages. As a result of this interpretion
it has been seen that how Briullov depicts
human’s approach to death at two different
frameworks, in case of death emphasized
emergence of principle of human existential
esence. Then the effect of this painting has been
evaluated with examples in Pushkin’s creativity
and emphasized similar point of view among
them explained Briullov’s death theme as being
evolution of Pushkin.
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Fonyn Yienn

Hocaennunor ned Ha Ilomneja: K. Bpjynos u A. Ilymkun
(Pe3nme)

OBoj TekcT e poKycHpaH Ha KaTtacTpo(aJIHHOT HACTAH Ha epyIiyjaTa Ha ByJKaHOT Be3yB Bo 79 roauna, Koj
HE caMO LITO € 3allaMeTeH KaKO MCTOPHCKM HACTaH TYKy € M MpUMEp U CUMOOJI 3a COOUYBame Ha YOBEKOT CO
CMPTTa ¥ CIIO3HABame Ha CBOjaTa OECIIOMOLIHOCT TpeJl CTUXujara Ha nmpupojaaTa. Co apXeoJIOIKUTE HCKOMYBakbha
BO 18 Bek cynbunata Ha rpagot Ilomreja cTaHyBa MOTHUB BO HM3a YMETHHYKH Jena. Bo pyckoTo cimkapcTBo of
19 Bek mo3HaTta 00paboTKa Ha 0BOj MOTHB ¢ ciukata Ha Kapa bpjynos ,ITocinenuunot aen Ha [Tommeja“. Taa e BO
LIEHTAapOT Ha BHHUMaHHETO Ha OBOj TEKCT, BO KOj MCTO TaKa ce MpOciielyBa M MOBP3aHOCTA HA OBA IUIATHO CO
KHIDKEBHOTO TBOPEIITBO Ha pPycKWOT kiacuk Anekcannmap Cepreesuu IlymkuH. Tekctor ce obuayBa na T
OCBETIIM KPeaTHBHHUTE BapWjalliii Ha MOTHBOT Ha cpeadaTa co CMPTTa U MPUPOJHATA CTUXH]ja, KAKO BO JIMKOBHATA
YMETHOCT, TaKa ¥ BO IIOe3Hjara.

Kayunu 300posu: Ilomneja, Besys, bpjynos, [Tymkun, cmpr
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Preliminary communication / Ipeitixoono cootiwitienue

JIMKOT HA MAJKATA BO XIX BEK KAKO PEAJIEH
N KHUKEBEH MOJEJI

Kayunmn 360poBu: majka, XIX Bek, OeneTpructuka, (GOKIop, )KEHCKH KHUKEBHHI JIUKOBU

1. Bosex (MajkaTta KaKko peajieH U KHH:KeBeH
Mo/e)

Enen ox HajUCKOPHCTYBaHUTE JIMKOBH BO
KHI)KEBHOCTA, BOOMIITO, € OHOj Ha MajkaTa. [lou-
HYBajKH OJ] IpaucTopujaTa U aHTUKaTa, c& JIo Jie-
HEITHO BpeMe, Taa 3a3eMa BaKHO MECTO BO peJiu-
rujara, MOJUTHYKUOT KHUBOT, KYJITypaTra WTH.
Tokmy mnopanu Toa, Hej3e, KakO Ha BOJCYKH
KEHCKH JIMK BO CTBApHOCTA M KHIDKEBHOCTA, Ke ¥
MOCBETHME TIOCEOHO BHIMaHME.

Bo makenonckunor XIX Bek mocrojar man
Opoj Ziena U TPYJOBH KOM HAaydyHO CE€ OCBPHYBaje
Ha JKeHaTa ¥ MajunHCTBOTO. MeryToa, MajuuHCT-
BOTO OMJIO KOPHCTEHO KakO MOTHB U TeMa Kaj Tro-
neM Opoj mHcaTeay BO HUBHUTE CIIOMEHH, IPO3HU
W ToeTcku jena. VcTo Taka, ¥ BO HapOIHOTO

TBOPEIITBO JMKOT HA MajKaTa € 3acTaleH BO
rosieM Opoj nmpumepu. Hea, Hapo10T NCHXOJIOMIKH
ja mopTpetupan BO HapogHuTe ymMoTBOpOHM. Ha
MajKkaTa M ce JIaJeHH KapaKTepUCTUKW Ha JKEHa,
KOJalliTO BO OJpPEIECHH MOMEHTH H3JIeTyBa O]
T'paHruIaTa HAa BOCTAHOBCHUTEC MOpPAaJIHU HOPMHU. )41
MOBTOPHO, TyKa CE€ COOYyBaMe CO CHUTYallud KOH
Ha 3amaj Onse 00jacHyBaHU Ha pa3iIMdHU HAYUHU
criope/l Hay4YHUTEe JOKTPHHHU. 3HAYH, HUIITO HOBO
BO OJIHOC Ha ChakameTo Ha MajKara Kako pealicH
U KHHUXKCBCH JIHK.

Bo cemejauTe omHOCH Kaj HaC ce 3a0enexyBa
TEPMHUHOJIOIIKO TPHCBOjyBalkhe WM JaBambe Ha
MajuYnHCTBO, PU MPEMHUHOT HA HEBecTaTa O TaT-
KOBaTa Kyka BO Kykara Ha MomM4ero. MIMeHo, He-
BecTaTa BO HOBHOT JIOM CBEKpBaTa IIOCTOjaHO ja
BHKaJia ,,MaMo0"‘, a CBEKOpOT ,,7en0 (AMAHY, ¢.
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B.P., k.2, 84/1l, 39) wmu ,rato* (ITom Crounos,
2000, 1m.146)%. UnaTepecen e momaToOKOT WITO TO
3anuman bpanucnaB Pycwk, BO ko0j Majkara
CBEKpBa CE OCIIOBYBa CO MajKa, a CBEKOPOT CO
neno. Ilo3sHato e geka BO IOBEKETO Cly4yad
CBEKOPOT OWJI HapeKyBaH TaTKO, Taka IITO OBOj
npuMep Ha Pycuk ykakyBa Ha 3HAYCHETO IITO TO
uMalia Majkata BO CEMejcTBOTO. Taka, mojeka
CBEKOpPOT MOXe Ja Ouje HapeKkyBaH Jel0 HIIH
TATKO, €IMHCTBEHO MpHU(ATINBO MMEHYBarbe Ha
cBekpBara Ouio Majka. [ToTBp/a 3a Hero Haorame
W BO HapojgHata mecHa ,He mmaum mome, He
kanu“. IlpBuTe CTHUXOBM Of IIECHATa C€ OJIHE-
CyBaaT TOKMY Ha IMPEMHHOT OJf elHa Kyka BO
Jpyra ¥ UMCHYBamETO Ha JOMAIIHUTE. 3aToa, Ha
HEBeCTaTa M ce MopavyyBajo Ja He miavye Ouaejku
,,1 OBJIC KyKa ¥ TaMo, ajli¢ / U OBJE TaTKO U TaMo,
ajre / m oBme Majka u Tamo“. Ilonaramy BO
recHaTa ce BeJIM: ,,0BJI¢ je Majka poreHa jeine /
TamMo je Mmajka cBekpBa“ (AWUD, 1262, per. Op.
20065, 18, a.2.31).2

MajkaTa Ha MOMYETO KAaKO HOCHTENT Ha
JIOMaKWHCTBOTO W TIOHATaMy ja MMajla TJIaBHATa
yjora BO LEPEMOHHHUTE BO CEKOjaHeBHETO. Taa
MpBa ja T03HABaTa YeCTUTOCTA HA HEBECTATA U Taa
ce TprXKena 3a pacrpe/iellyBambeTo Ha paboTHUTE
00BPCKH, OJIHOCHO CTaHyBaja Majka Ha HEBeCTa-

1, OnBoj ce Mmome on poma“: ,,OnBOj ce, MOMe, o1 pona, /
KaTo BHTa CHJIa O ropa, / 4yK/aa poJa pof Ja TH je, / dyxaa
Maka, MaJie ja BUKaIll, / yy)kJ1a OaimTa TaTe J1a BUKam .

2 Cnopen TemaTckara COAPKMHA CBaAOCHMTE MECHH COIP-
XKeJe NCKaXyBame ,,IPETIyBCTBO 3a TEHIKHOT XKUBOT IITO ja
OueKyBa (HEBECTaTa) BO €IHO IATPHjapXaHO CEMEjCTBO,
MOBp3aH CO TPWXKH, 33J0JDKeHWja W pabora, 0e3 HUKAKBH
npaBa“. Bo: Tarjana Xexers-Kammuannn, Makedoncku
ceadbenu obuuau u itecnu, Kameneon, Cromje, 2008, 10.
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Ta. ,,HoBaTa Majka“ ja coBeTyBana ,,HOBaTa Kep-
Ka“ 3a ¢, UCTO Kako IITO HEeBeCcTaTa Mopaja Ja
mpainra Wik na mobapa 103Bojia 3a ¢€ 01 CBEKp-
BaTa: ,,HeBecraTa ako ocraHele Hecama Mopalle
Jla ¥ KXW Ha CBEKpBaTa. A Taa Kako HajcTapa BO
KykaTa HUE MOpaBHE Ja € CIyIIaMe ce ITO K& HU
pedente. Humro He cmeeBMe Aa W IpenpaBame.
Cera TH Kepko cH Hecama, HECMeell HHUIITO
cKkpumtHO na npasuil. OTH Wbe K€ HU C€ HalpaBu
BO KyKaBa, a U JIETETO K€ HHM C€ POJAHU CO HEKO]
suHak (6ener)” (AU®, 1577, 1). CnenyBane Hu3a
NpEnopaKH, IMTO CMEENo, a IITO HE CMEEIo Ja ce
MIpaBH BO KyKaTa.

bunejku Tatkoro M Majkata (HZOMaKWHOT M
JIOMaKMHKaTa) HEMPUKOCHOBEHO YIIpaByBalle CO
JIOMakWHCTBOTO, THE OWIIE OINCaHH BO MHOTY
HApOJHU TECHU, CO CUTE HUBHU HETaTUBHHU U
MO3UTUBHH KapaKTepUCTUKU. HYecTo maTtu MajkaTa
oJUTydyBaja 3a JKCHUJOWTE W Ma)KauKUTe Ha
CBOUTE JIelia, CO IITO JUPEKTHO 3eMajia y4ecTBO
BO MOHATAMOIIHHOT TEK OJl HUBHUTE XUBOTU. O
HEj3UHATa OJJTyKa 3aBHCENIO0 Jalld THE Ke MMaat
CpPeKeH WJIM HeCpekeH OpakK, OJHOCHO >KHMBOT.
Taka, BO efHa MpWMKa Kepkara ce jkaueia Of
JommoT u300p Ha Majkara: ,,Majko MOpH, MajKo,
ma 6u My He Owia, / Ta 3aIlITO M€ Aaje Ha M K
Kecenuja, / neme Keceyuja, Hoke apamuja’ (Mko-
Homog, 1988l1, 1.190).

Bo apyr ciyuwaj, kepkata M ce jkauena Ha
MajKka CHM JieKa MOMYETO HE 3Haello Kako Ja ja
JpyOH: ,,KaKo J1a J0jaam, Majue Jie, / CpIieBo MU TO
msrope!“. 3eToT paHO 3acmUBaN, a HeBecTara To
HOCeNa B pale BO TOCTENa; THE JYKUBEeJe Kako
Opar u cectpa: ,,HE 3HaJT Jla M€ TOJbYOWT®, ce
ormiakysa Taa (MwiagunaoBny, 1983, 1.475). Kora
MajkaTa He cakaja Ja ja naae Ha Ju0eTo, ce
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CIIly4yBajo Ja ja 3aBellTa 3a KaJylepKa BO HEKO]
MaHaCTHp: ,,Ac He Te JaBaM 3a L opra, / ac ke Te
nmaBaM Ha bora, ma bora m3smer ga ummemn, / Ha
ceeroropckn maHactup“ (A. II. Crowmnos, 2000,
1.191). boratnot ¢oHA Ha MECHU U MPHUKA3HU BO
KOM MajKaTa MMa IIEHTPaJHa yJora HU OJJAJICKy
He e ucupreH. Bo HaBejeHUTE IPUMEPH CakaBMe
camMo Ja JajJeMe BOOIMIUTEHA CJIMKa 3a IepLel-
1yjata Ha MajkaTa BO MaKeJIOHCKHOT JKUBOT BO
XIX Bek.

Bo mpaktukaTa, 3aIpyKHOTO >KHBECH-€ Ha
CEMEjCTBOTO TPUIOHECYBAJIO IEHTPAIHUTE YIOTH
Ha JIOMaKHWHOT U JIOMaKUHKaTa Jia BJIMjaaT Ha CUTE
OJUTYKH BO CEMEjCTBOTO. 3aToa ce M0jaBuia U T.H.
MajKMHCKa 3aJpyra, BO KOja MOPagH CMPT HIIH
3aMUHYBambe€ Ha Ma)XOT Ha revanba, yrnpaByBa-
HBETO Ha ceMejHUTe paboTh T'M BpIIeia MajKara.
Waxo naeanHnoT Mozen He To npedepupan MHOTY
OBOj THIT Ha 3aJIpy’)KHO CEMEjCTBO, BO peaHOCTa
TOj Omn MHOry yect. MajkaTta ympaByBajia CO
CEMEjCTBOTO II0 IOJIHOJETCTBOTO HA HAajCTapHUOT
CHH, HO MHOT'Y YECTO Taa W IIOHATaMy ja 3aApKy-
Bajla BJlacTa, OTKAaKO CHHOBUTE ke (opMmupaie
cBou cemejcTBa. JlypHu, Hekoum ox cemejcTBaTa
CBOWTE MMH-A TH N0OWBaie criopes MajKuTe, Ha
npumep: MwmnkoBun u KanunoBuum Bo (Make-
noucku) bpom (Ilerpecka, 2008, 156). Hako
3aHeMapyBaHa, c€ YMHM JeKa yjorara M 3Haue-
BETO Ha MajKara BO CEKOjJHEBHETO Ouie Ha
MOBHCOKO HUBO, OTKOJIKY IITO MOXE /Ia Ce MpeT-
MOCTaBH U IITO € TprdaTeHo.

JIMKOT Ha MajKkaTa BO CIIOMeHHTe HA
MAaKeIOHCKHUTE NPepoadeHuIn 1
PEBOJIYLIHOHEPH.

»--.Majka Oerlre HaydeHa Ha JOMAIITHHA ¥ 3eM-
jonencku pabotu. Taa Oeire naBuIla TEJIOM U
IymeMy. Mumumure 1 6ea KeJle3Hd; JTUIETO
1 07 COHIIEC TIOTIPHETO OJT TIOJICKUTE PAOOTH...
Cnosoto MamuuO Gemre: ‘Ke paGoram 110
kykute’. Taka peueHO W Taka CTOpPEHO™, 3a-
numan ['purop IlpmuyueB Bo cBojara Asitio-
ouoz2paghuja, TpPUCETYBajKM C€ HaA Kapak-
TepoT Ha Majka My Mapuja I'okosa. Bo eqna
NPUIMKA KOra Kako Majl, CIOpe] Hero, OWi
HETpaBeIHO HCTEeNaH OJ YYUTEJIOT U He ca-
KaJl J1a OA¥ Ha YYHUJIUINTE, MajKa My JIaKOHC-
K OJrOBOpHIIA: ,,Ke oduIlI, Ke OomuuI®,
O6pa3oBanueTro Owio Temka padora 3a
YUEHHLIUTE, YUUTEICTBYBAmHETO OUIIO TelKa
Oopba co ydeHHIIUTE, HO CelaKk 3HA4YeNI0 yKa
W HayKa, a CropeJl MajurHuTe cdakarma 3Ha-
Yelo M pellaTHBHO CUTYpHA IuiaTa (Makap u
MUHHUMAITHA) ¥ €BEHTYaJIHO, TIOKPHUB HAJ TJIa-
BaTa. 3Ha4H, oricTaHok. [IpiuyeB 3a Majka cu
no3abenexan ymre 1 aeka: ,,Kako mro remno-
TO M Oellle jKeJIe3HO Taka M BHKOTOT ¥ Oere
reHepaicku. Tperepea o Hea HEMPOKOIca-
Hute... Kora Xupypror o HemMapHOCT IO
ocrapaiie OOJHHOT Ja Tiee O]l TPecKa Joje-
Ka Jla ce T0jaBH TJaBa O OTOKOT, MajKa co
M30CcTpeHa OOpHHa ja MpaBellle orepaiyjara,
W3BaJlyBallle JITEHH THOj] W AoOuBaie Oia-
rocnopun. Yynecno wHemro!“ (IIpnmues,
1995, 80-81).
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U Bo npyru Hapartu [IpnudeB ja cioMHyBan
MajkaTa CKOpPO KaKO HE3eMCKO CYyIITecTBO. Bo
,,lIOCMpPTHHOT TOBOp 3a Mura...“, Koj To oapKa
Bo butona, Toj ce ocBpHaN Ha KUBOTOT U CMPTTa
Ha Muna, yuj cuH OWn jmaneky oX Hea, 3aKiy-
4yBajKH JIeKa: ,,MHOTY ITOJIECCHO YMHPa MajKa Kora
ro raena npex cedbe cBojoT mun cuH (AMAHY,
¢. I'.I1., ,,[Tocmpren rosop 3a Muma®, 11/11, 1.2).

XKenata majka Bo MakenoHCKHOT XIX Bek
uMalna yiora moBeke oj Majka. Taa Owna 3ami-
TUTHHK, 9yBap M NMOTTUKHYBa4 Ha CBOHUTE JELa,
0e3 pa3irka Ha HUBHHTE KBAJIUTETH M aMOMIIWU.
Bo BpPEMECTO KOI'a MaXWUTC 4YECTO IaTU 3aMHUHYBa-
Je Ha mevanba M BO TyfWHA OCTaHyBaje IOBEKE
TOJIMHY, MajKaTa TH Mpe3eMalla HHTePeHIIUUTE Ha
JBaTa poAMTENM. Bo BpemMero Kora MakhTe ja
BOJIENIE TpProBWjaTa, paboTene BO MONHIATA U
TUTAHUHUTE U YYEeCTYBYBalle BO PEBOJYIIHOHEP-
HUTe OOpOM, Majkara IpeTcTaByBaja HM3BOP Ha
curypHoct Bo jomMoT. Oj Hej3uHUTE 300pOBH,
npraBuoT [IpauueB qo3HAN 32 JKUBOTHHOT MaT Ha
CBOJOT TaTKO, 32 HETOBUTE paHHW, 3a HEroBara
HE)KHOCT U YCHJIOWUTE Ja IO TPEXpaHd CBOETO
cemejcTBO. [IpnuyeBara Tara ja 3racyBajia TOKMY
Taa: ,Majka Me¢ YyTellyBalle, MaKo HMallle Taa
rojeMa HyXJa oJ yrexa. Taa aypu, co BACTHHCKA
Bepa Bo bora, peue neka ['ocnion ke HM MOMOTHE
Taka IITO He caMO MeHe, HO U VBaHa ke HE mpaka
Ha yuwmmre”“. W camara cu maBaia Kypax:
.yceTyBaM Bo cebe cuia ronema. Ke paboram 1o
kykure. Pabotara jet 3apasje u yect™ (IIpnmues,
1995, 36-37).

Peuncu naentryna nHdopmalmja 3a cBojaTa
Majka maBa u Kysman Hlamkapes. Toj 3amumman
JIeKa 3a CBOETO OCHOBHO 00pa3oBaHHWE ,,HAJMHOTY
M JI0JDKaM Ha CBOjaTa y4eHOJbyOMBa MajKa, Koja-
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TO padoTelne TeHOHOKHO — IICTEIIe MPEKHIIH,
3a Ja T KynyBa (TaTKO MU HE MPUCTAHYBAIIIC)
npecKanuTe ¥ CKyJAHM TpUKH  y4eOHHUIU‘
(Iamkapes, 1990, 14). TarkoTo, MPBEHCTBEHO
3aWHTEpecHpaH 3a MaTepHujaiHata cocToj0a BoO
CEMEjCTBOTO, HE C€ COMIacyBal CO JOIOJHU-
TEJIHUTE TPOIIOIHX IITO Jioaralie CO NIKOJTYBambETO
Ha HeroBuoT cuH Kysman. Hero ro unrepecupan
camo neboT. Majkara, mak, cakayja u Oapana H
JlyXOBHA XpaHa 3a cBojoT cuH. [Ipeckanure y4ued-
HUIIM, OWJIa pelieHa J1a TH KyIH CO JIOTIOJTHUTEITHA
pabora. Hej3uHUOT cHH Mopan aa MpOAOIDKU Jia
yun!

Kako mito HaBeoBMe morope, BO HEKOH CITy-
yau JieraTa ja rmo3HaBaje caMo CBojaTa Majka. Taa
Ouna oOeanHyBauka anka Ha cemejcTBoTo. Ha
pUMep, 10 3arMHYBAETO HA TATKOTO Ha I ypunH
Kokane, Herosata majka Kana (,,ocraHa majka
BOJIOBHUIIA") ja TIpe3elia rpmkaTa 3a TPUTE CHHOBU
U TpuTe kepku. Hexom on menarta ympene, HEKOU
ce OXKCHWIE M OINENHIe, |'ypumH OCTaHAN CO
MajKka My H CO yIITE JBE CECTPH: ,,IPYro HHIITO,
Kako M HHUKO] HWIJE™, 3alUIlal TOj BO CBOUTE
,Hakazanuja“. Kana ,,ce momosu ['ocriony, crosaj
My“, Oapajku HEj3MHMTE Jiela Ja ja uMaar boxk-
jata mmioct. Ho Taa He ocraHala caMo Ha
MOJIUTBH, TYKYy JICjCTBYBaia: ,,Me 3¢7lc MajKa, Me
onHece Bo Jlebop, Me riaBu Inysne (YY4SHHK — 0.M.)
na yda josuk (AOMHHU, AT'K, Cu. IV. 272, 1-3).
Toa ce cimyumno Bo 1875 roguna. Yiure toram
OWIIO jaCHO JieKa caMO CO YKa MOXKEJIO J1a UMa U
nocBetnia uaHuHa. [lo3HaBameTo Ha anbaHCKHOT
U TYpCKHUOT ja3uk Ha Kokane My OBO3MOXMIIE 12
CTEKHE T0JIEMO OOTaTCTBO.

M Toma HukomaoB, MakeJOHCKH CBCIITCHUK U
peBonyuuoHep oA c. Bpanemruna, Kuuescko, Bo
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ceoute ,,CIIOMeHH 3amuiian: ,,TaTKoO MU Oelie
3aberan Bo PoManmja i1 Majka MA Me H3IP)KyBaIle
co pabora, 3a &ma y49aM BO CEJICKOTO KEJIHjHO
YUWIIMIITE Ha LPKOBHOCHaBjaHCKH ja3uk" (Huko-
n0B, 1989, 9). [loBTOpHO, MajkaTa ro U3ApKyBaia
CHUHOT, HEe camMO (QU3MYKKM TYKy My HyJela H
IyXOBHA XpaHa, My Hy/ejla JyXOBEH PacTexK.

On W3NMOXEeHUTE NMPUMEPH MOXKE Ja Ce HUC-
TaKHE Jieka MajkaTa OWiia CBECHA JieKa 3HACHETO
Owi10 MOTpeOHO 3a COIIeAyBamke Ha OIIIITEeCTBE-
HUTE TEUEHHja W MPETCTaByBa MOXKHOCT 32 Mare-
pHja3upame Ha CTEKHATUTE UCKYCTBA, TOa HYIH
cTabuiaHOCT ¥ koMpopHocT. Ce YMHHU JeKa MajKu-
T€ ce MOAAJIEKYBUIHH OJ] TATKOBLUTE KOra CTaHy-
Ba 300p 3a maHMHAaTa Ha cBoute nena. [logexa
MakMTe, BO OBOj CJIy4aj, pa3MHCIyBaje MOKpat-
KOPOYHO, MOKEOU M TOpa3yMHO, KEHHUTE CO CHOT
’Kap KOjIITO MOCTOM BO HUBHHTE CpIla, CE BHECY-
Bajsie BO poauTesicTBOTO. OTTamy, Kora HUBHHUTE
Jelia 3aMHUHYBaJie Ha INKOJYBamke MOAAIEKY Of
POJHHUTE KPaWIIITa, THE MUCIIEIC Ha CBOUTE MajKU
W Ha HUBHHUTE 4YyBCTBa. HajuecTo TaTKOBLHUTE
Ouse caMO eNHM30AMCTH BO HUBHUTE XHBOT, KOTa
CTaHyBa 300p 3a OJIJICIyBabETO M BOCIUTYBa-
HBETO, 1A U BOOMIITO BO MOHATAMOIITHUTE JKUBOT-
HU BPBUIIM Ha CBOWTE JIeIa.

Taka, Ha mpumep, MBan Kpajanuanen ox
Benec mkonyBameTo Tpebano Ja ro MPOAOJIKH
HaJBOP O] CBOjaTa 3eMja: ,,ce palyBaB IITO 3aMU-
HyBaM Ha 3amaj], 3a KOj OTCEKOrail CyM MeuTaeln
VIITE O] YYWJIUIIHATA KIIyla, HO MavyHO MU Oeriie
KOTa ja TlieflaB Majka cu HakaneHa. Taa, ropkara,
YyBCTBYBAIllE JIcKa HEMa Ja Me BUAM IIOBEKeE,
HEj3MHOTO MajuMHO CpIle TajHO TaryBalle 3a Toa
IITO jac 3aMHUHYBaM 3a JaJIEYHH 3eMjHu (HaBHC-
THHa, Taa Mo4yMHa BO Benec ymTe mpex na ce

BpataM 1oMa). Ho Taa moHekoram camara cH
300pyBallle ¥ CU MHCIEIIe: ‘3a MTO CyM My jac?
Toj Heka Oume cpekeH BO KHBOTOT, a jac ako
taryBam 1o Hero’* (Kpaitnuuaners, 1942, 33).
OBue 300poBH HajmOOpO TH OTCIMKyBaaT Maj-
YMHCKUTE YYBCTBA KOH CBOMTE Jeua. Muciure u
300poBuTe Ha MajkaTa Ha KpajHnuaHerr Moxxar aa
Ommar Muciu W 300pOBH Ha CeKoja Apyra Make-
noHcka Majka Bo XIX Bek. Ha oBoj 3akiydox HE
HaBeAyBa M HcKa3oT Ha llapeBHa MwunanuHoBa,
kepkata Ha Jumutpmja MWIaguHOB, TIPU OJTY-
KaTa Ja ja uclparaT Ha IIKOJyBame Bo Pycwuja:
»CH CIIOMHYBaMm, IUIa4yeBME 3a€JHO CO Majka,
Makap MTO HHUKOj ymTe He Me 3en’ (Mwa-
nuHOBa-Asekcuena, 1985, 11).

U majkaTta Ha MO3HATHOT MAKEJIOHCKH PEBO-
nyunonep Huxona IletpoB Pycuncku mocenyBana
CJIMYHU KapaKTepHU ocoOWHM Kako I[IprmuueBata
Majka Mapuja, BIOXYBajKu OTPOMHH HAIlOpH 3a
Ja TH BOCIIUTA CBOHUTE Jela U Ja UM OBO3MOXKH
obpazoBanue. Criopen Hatama Kotnap-TpajkoBa,
Mmajkata Ha Pycunckwu, lllekepuna, Ouna ,KeHa-
maraieln, H3pacHata W 3aKpermHata BO CHPO-
MAIlITBO, pPaHO BKIIydeHa BO Opak, HO W MIaja
ocTaHaTa BJOBHUIIA®, KOja OJAMIpaja 3HadyajHA
yJora Bo Heropoto BocruryBame (Kormap-Tpaj-
koBa, 2013, 19).

3a Majkara HajTeIIKH Owie pas3aendoure co
CHHOBHTE KOHM C€ IIOCBETyBajJe Ha PEBOJIYIIHO-
HEPHOTO Jies10. HUBHOTO 3aMUHYBame 07 poaHaTa
KyKa 3Hayell0 HaIylITame Ha MajuYnHOTO OTHHII-
Te. bujejku xeHuTe Oumiie Bp3aHH CO JOMOT, THE
MOXKeJe Jla ce HaJeBaaT Of IMO3HAHHWIM Ja dyjatr
HEKaKoB a0ep 3a CBOWTE CHHOBM, WIH MaK, BO
Hajaobap cilydaj, CHHOBUTE Ja J0jaaT Jia THu
moceTaT HUB (IITO OWJIO PETKOCT). 3a pasiuKa o
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HUB, TaTKOBIIUTE TOYECTO OMJIEC BO MOXKHOCT Ja
OCTBapaT JUPEKTEH KOHTAKT CO CBOWTE CHHOBH,
nopajgu MOOMITHOCTA, OJJHOCHO MOXHOCTHUTE JIa CE
CpEeTHAT CO HHB Ha HCMNPHUCTANHA WM TajHH
MecTa.

Beke 300pyBaBMe 3a eleH O] HajKapakTe-
pUCTHUHUTE MpodUIIK Ha Majka of kpajoT Ha XIX
n moueTokoT Ha XX Bek, AHacracuja Y3yHOBa.
TporaTenHOTO MUCMO Ha HEJ3MHUOT CUH XPHUCTO
Y3yHOB W Hej3UHATa OCBETEHOCT KOH PEBOJTYIIU-
OHEPHOTO [BIXKEHE II0 CMpPTTa Ha CHHOBUTE
Xpucto U AHTOH, TIOKa)XyBaar JieKa He 3aJyJIHO
JbyOen Jlame ja Hapekos ,,Hepa3eiHa COaTHHIIA
u copaboTHruKa Ha cBojot cuH‘ (JIame, 1951, 15).

CuiiHaTa MPUBP3aHOCT HA MajKUTE CO CHHO-
BUTE ja MOYYBCTBYBaJ M PEBOJYLHHOHEpOT Hmko-
na Kupo Majcku on Kpyieso, koj 3a Heropara
Majka Jlocta 3amumman jeka uako Owja HErwHC-
MeHa, cenak Ouia ,,yMOT U COBECTa Ha MaajoTo™,
JleKa TocedyBaia ,,BKYC M YMENTHOCT™ W JieKa
(OYHKIIMOHUPAKETO Ha IENOTO CEMEjCTBO OHIIO
,IUTOJT Ha HEJ3UHUOT TPY/ U HA HEj3UHUTE TPIKH
(Kupos Majcku, 1994, 38-39).

Ilpu 3amMuHyBameTO OJ pOAHATA Kyka Ha
KPYIIEBCKHOT BOjBoJa Bene Mapkos, Herosata
Majka Croja wm3yctwna: ,,Mu ce OTKMHYBAI,
CUHKO, O] MajkuHata mnasyBa™. Taa ,poHena‘“
comu, HO MapkoB He 3amuakan Ouaejkud ,.He
cakare Jia ja HaxajluT Majka cu“. Y TpuHaTa npe
HETOBOTO TpPrHYBame, Taa 3aMecHia Iorava, ja
CTaBWja BO Heropara Topba W TO HCIPATHIIA JIO
Haja cenoro. Tamy ro m3bamnmna W ,.ce HaBeIW,
3eJle 3eMja O] crTanajikara (Ha CHMHOT — 0.M.) Koja
ja 3aButka B mamuBue” (AOWHU, Mb, JKuso-
ol u paboitiaitia Ha Bene Mapros, pakormuc,
cn.lV.141/a, 4). CumbonmkaTa mTO HU ja MIPEeHe-
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cyBa Mwune bouBap ce omHecyBa Ha xenbaTa Ha
MajKaTa Jia 3adyBa JieJ 0J] TparaTa IITo ja OCTaBUII
CHHOT CcO Horara Ha 3emjara. Taa Tpara e
MOCTIEAHUOT (U3MYKH TIOKa3aTell 3a CYMITECTBY-
BambETO Ha HEj3WHOTO 4Yeno. YMHOT Ha 3eMame Ha
3eMjaTta O]l OTIIEYaTOKOT O/ CTalajikaTa € YuH Ha
MajKa IITO Ce MPOCTyBa ox pokbara 3a Koja He
3Hae JaJIM HEKOTall Ke ce BpaTH. 3a Hea Toa ¢
CIIOMEH, HM3BOp Ha Tara, a HMCTOBPEMEHO W Ha
yTexa JeKa ycreana Aa 3adyBa HEWTO (U3MYKO
MOBP33aHO CO HETOBOTO ITOCTOEHHE.

Ce mokaxano JeKa MajKUTe Ha PEeBOJIyLH-
OHepuTe He OWiie MajKH caMO Ha CBOUTE POJCHH
nena. Tue ce 4yBCTBYBajle KaKO MajKH Ha IEITHOT
opoOeH HapoJI.

3. JluxkoT Ha MajkaTa BO (0JKIOPOT

JIMKOT Ha MajkaTa € JOCTa eKCIIOHUPaH U BO
¢donkinopor. Bo camoBuIICKUTE MTECHU MajKaTa Ha
JYHaKOT ce Haora OTCIIPOTHBA CAaMOBHIIATA; BO pe-
JUTUO3HUTE TIECHU BO TOBEKE BApPHjaHUTH CE Tee
3a ,,Ceetr ['Opfu 1 Majka My™; BO cBaibeHHTE 1
OpavHUTE MECHU MajKaTa ja Maku KepKara WU To
KEHH CHUHOT (BO pasiW4yHH TMPHUTOTU Ce Teere
pasInuHM TECHU: BO KyKaTa Ha HEBECTaTa, BO
KyKaTa Ha 3€TOT, Ha NpPBHUYE); CIUYHO € H CO
Ja3apCKUTe IECHH BO KOW CHHOT M MajKaTta
pasroBapajic Ha pa3IYHU TEMH; BO Ta)KauKUTeE
MECHU MajKaTa ja OIJIaKyBa CMPTTa HAa CHHOT; BO
JYHAUYKUTE U ajIyTCKUTE MECHU MajKaTa HajuyecTo
IO COBETYBa CHHOT; BO PEBOJIYLIMOHEPHUTE TIECHH
Majkara ja uMa uctara GyHKIHja, HO CE jaByBa U
KaKO HETrOB 3aITUTHUK U CIIUYHO.

CoBeronaBHaTa (yHKIMja Ha Majkata Haj-
MHOT'Y MOXe€ Jla Ce corjiena BO TBOPOUTE BO KOM
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CUHOT 0apa HaYyMH KakKo J1a 3eMe HEeKoja JICBOjKa.
Ha mpumep, momuero CtojaH ja 3acakaio JCBOj-
kara J/[umaHa, HO ce pa3doJiesio U He MOXKEIo Ja
ja BHOM W Ja ja 3eMe. 3aToa MajkaTa O COBe-
TyBana: ,3arpaaud B ceno 4epkoma, / Ta cu ja
BHaTpe mosnaru, / M3 B’HKa cu ja mocpebpw, /
Cuuko mre ceno na Bpeu, /| UepkoBa cemp naa
rnena; / Ta u lumana mre noxe, / Yepkosa ceup
nma riena. / Tu Bukaj mimamau tomose, / C JTamana
ma Bu Benuejar” (MwimaguHoBim, 1983, m.117).
Kaxko miro mpeaBuzena Majkara, Taka ce CIy9uIIo.
Ortkako CTojaH ja U3rpauil IpKBaTa, CIIopea Maj-
YUHHUTE ynaTcTBa, Jlumana monuta. B mur Crojan
ja 3eMaJl ¥ BUKHAJ MOTOBH Jia M BeH4yaar. Onmniro
3€MEHO, MajKaTa BO HapOJIHOTO TBOPELITBO MMa
yIlora Ha COBETO/IaBel], 3AIITHTHUK U TTOKPOBUTEI
Ha CEMEjCTBOTO M Ha CHHOBATa BOJIja.

Bo npyra mpuivka, Majkata BOJH pasroBOp
CO CHHOT, KOj OWJI pelleH Ja oau Oail apamuja.
Taa Owuia 3arprwkeHa Oujejku ,,HE € cera To’a
Bpeme** (Omio momo Bpeme). Ako Te ¢arat, TO
MmoyvyBa MajKkarta, ,,r7a’ara Kja Ta 3ematr™. CHHOT
OWJI jyHaK W He ce IUTaIies oJl Henpujatenute. Toj
raHupan na cobepe ,oromema Tajda“ m ma ce
6opu co Typumre mymmanu, ,3a MojTe Opakja
pucjanu (Taxos, 1895, 41).® Ckopo Bo cure
HApOJHU TICCHU 3aMHHYBAambETO HA CHHOT €
MPOCIIEICHO CO TPIKaTa Ha MajKaTa 32 HETOBHOT
JKUBOT. MeryToa, KaKko IITO OWUI0 pei, CHHOT OWI
peliieH 1a ce bopu 3a ciiodoaara, He IUIALICjKU ce
O]l OMAacCHOCTHTE IITO MOXKEJe Ja 3aBpluaT Tpa-
TMYHO 3a Hero. Majkara ocraHaja HEMO JAa TO
MpOoCIie I HETOBOTO 3aMHHYBamE€ M Jla ce HaJeBa
Ha J100po.

3 Ilecna: ,,Bacui komMuTa U Majka My*.

MajkaTta Ouna TIaBeH M3BOP KOMY MOXKele
Jla My ce JloBepar kepkara 4 cCMHOT. Taa ru 3Haena
CUTE TajHH, KeJIOW M KOMHEeKH Ha nerara. Kora
HEKOj MOTponai Ha mopTara, KepkaTa 3Haena aeKa
TOA € ,,6OHO JYAO MJIago™, KO cakajo Jia Bie3e
Kaj HUB. MajkaTa He cakaja Ja ja OTBOpar Bpara-
Ta Ouzejku Hemase: Bedepa, IocTenaa U MepHHLA.
Ha BakButTe 300poBHM Ha MajkaTta, Kepkara Koja
Ouila 3aMHTepecUupaHa 3a MOMUYETO, ja yOeayBaja
MajKa CH Jia TO MyIITaT, BEJICjKH JIeKa HemMa Mpey-
Ka 32 HEroBOTO IMPHCYCTBO BO JOMOT: MOMYETO
call’ ke HOKeBaJlo, IocTenaTa ke Oujae MoMUHATa
paMHa cHara, epHHIara ke Ouje MOMHHATa Jec-
Ha paka (A. I1. Crounos, 2000, 1.169).

MajkaTa € 0cOOCHO MPUCYTHA BO ajIyTCKUTE
U peBOdylHOHepHHUTE TecHH. CaMHTe HACIIOBH
yKaxxyBaar Ha oBOj Qakr: ,He mmaum, majko, He
xKamu'®, ,,Aj U3Ne3n crapa MajKo JIONy Ha MOPTH-
Te®, ,,3mo/¢ejao Mu ce, Majko™, ,,03105a ciarar,
aj MWJIa MaMo, KpyImioBckara 4era“, ,,Hamu ti e
Kanmba 3a TBOjaTa Majka, AHfene ne?“, ,,Majka
Tone kapame® u ap. Bo peBosyliMOHepHUTE Mec-
HHU MajKaTa € caMo MPOTaroHKCT Off CTpaHa, Had-
JbyIlyBad Ha HacTaHUTE. Taa € HEMOKHa Jla HaIpa-
BU HEIITO KOTra CHHOT pEIlWI Ja 3aMHHE BO
IUIaHMHATA Kaj yeTara WM, TakK, Kora permi aa
ce Ome co ackepoT. Ha Hea 1 ocTaHyBa TpIEIHUBO
Ja 4eKa M Jia Ce HaJeBa Ha IIO3UTUBEH HCXOJ,
OJTHOCHO Ha CpeKeH Kpaj Ha OUTKaTa.

[okpaj yOaBUTE MUTOBH ILTO TH CpekaBame
BO JKMBOTOT Ha MajKara, WCIEaHW Ce IOBEKe
JKAJIOCHU TIECHM MPEAM3BHKAHU O IIpepaHaTa
CMpT Ha cuHOT. EngHa TakBa moTpecHa mecHa
nucriean Ct. PanmeB on Pecen, a ja 3ammmran A.
burpaxkos, o 6apame Ha lllamkapes. Taa ce Hao-
fa Bo HeroBHOT 36opnux (1.1256) 1 ¢ HacIOBeHa
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Kako ,,Crojan u majka my*. [lecHata uma moBeke
MO3HATH BapHjaHTH, a € OBEKOBEUYEeHa M KakKo
aynuosanuc (ucrieana on Huxoma baaes) (Xanm-
MaHoB, 1950, 39): ,, Tpucta My mymKu nykHaa, /
Tpojua jynamu namnaa“ (,,Jlo Tpm mMu mymku
myKaa, 10 TPH jyHaka mnajaHaa‘). Majkara jkajaoB-
HO TaryBana: ,,Ctanu mu, cuHko Crojane!”. Ha
oBaa Moyi0a Ha MajkaTa, jyHaKoT oarosapa: ,,He
MoOKaM, Majko na craHam, / Temika-Ha ruioda, Ha
mene, / llpua-Ha 3emja mom wmene, / Jbyra-Ha
3muja Ha rpaau!“. Ha Gapame Ha CHHOT, MajkaTa
ce BpaTHja JIoOMa 3a Jia Ce TOTPYKH 32 HETOBUTE
nera cupai. Bo apyr ciydaj mMajkata HE MOXesia
na ro moxHece (AaKTOT JeKa HEj3SHHUOT CHH €
MpTOB, ma 3amiakysa: ,,llITo ke MU XHBOT 0e3
tebe!* (Xanmmanos, 1950, 12).

Yecro, KOTa peBONyIMOHEPHATA YeTa IPHC-
TUTHYBaJIa BO POJHOTO MECTO Ha 3arMHATHOT, CE
jaByBa TOIyJlapHaTa MpaliajHa popMa Ha Majka-
Ta, KOja He TO TJiefla CHHA CU Mel'y OCTaHaTHTE:
»Kamo ro cud mu Bacyne?“, noroa: ,,Kage e cun
mu Kocragua?“, wmn mak: ,Jleka e J[lemdes
BOjBOAa?". ONrOBOpUTE HAJUECTO CE JBMUKAT BO
HACOKa JIeKa HEj3MHUOT CHH C€ O’KEHWII 32 ,,)KallHa
Maxkenonuja“, ,3a upHa MakenoHuja“ wnmm 3a
,MoMa Makenonuja“. IloHekoral, jyHakoT mopa-
YyyBa JeKa ce OKeHWI: IL[pHATa 3eMja — [oCTena,
MyIIKaTa — HeBeCTa, (DUIIenuTe — AeUntha, KaMe-
WBaTa — MEPHUIM, KaMeHaTa IuIoYa — IIOKpHBaY
(Koncrantunos, boxunoBcku, 1970, 229, 235,
240). Bo oBue TBOpOM MajkaTa MPETCTaByBa caMo
o0jekT KoMy My ce oOpakaaT Apyrapure Ha
cuHOT. M3ycTyBajku ru mocnenHute 300pOBH Ha
3arMHATHOT, HApPOJHUOT TI€jad ja TMPEKWHYBal
packakyBadkaTa IOCTalKa 3a Ja ja TMOTEHIUpa
MOEHTaTa CO Koja cakajio Jia ce Jaje 10 3HacHke
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Jleka CHHOT HE € XUB, HO OopOarta 3a cimoboxa
NPOIOJDKYBAJIA.

Ce cpekaBaaT W CIKETH BO KOHM MajKaTa
U3BPIIYBa 3JI0CTOPCTBO BP3 CaKaHWTE, HAjuecTo
Bp3 cuHOT. [loHekoram Toa € Hecakajkum WIH
HE3HAEjKM, HO TOA HOCENO M JAPYIH TOCIEeaUnu?,
Toa e HajroIeMOTO 3710 HITO MOXKENa Ja TO T0KH-
BeC U J1a IO HalpaBH eIHa Majka. bunejku Taa ro
HOCeJla JICBET MECelH, Taa I'o PoJIuia M H3IJie-
Jlajia, TparudeH € KpajoT Kora Taa My ro oja3ema
KUBOTOT Ha 4enoto. EAHO TakBO 310CTOPCTBO
U3BPILEHO O] MajKara cpekaBame BO 300pHUKOLlL
na Ilamajor I'mmockm (I'mmockm, 1995, m.27).5
Nwmeno, o kaBrara Ha CTojaH co HETOBaTa MajKa,
TOj MOOETHAT BO TyIMHA. TaMy mpecTojyBa Ienn
JIBAHACCET TOJIMHY, CIeYadyBajKH MHOTY CTaja
OBIM M jarHWma. Kora ce BpaTWiI BO POAHOTO
MECTO ja HAIlION CBOjaTa HEBeCTa Koja HE IO
npeno3Hana. [lonatamy, Bo mecHara ce Tee:
,IIporoBopu miagu Crojan: / — HeBecto, miazna
HeBecTo! / AJb UMaT KOHak y Bac aa nojaa? / Cu
nojae Crojan, cu mojae, / TamMaH CH JIeTHAa Ja
cnujat, / Majka My CH ro orena...”“. YOUCTBOTO Ou-
JI0 U3BPIUICHO MO/ HETTO3HABAHETO HA CHHOT, &
HEe TOpajy TPETXOJHATa KaBra. 3aclierieHa Off
rojeMoTo OOraTcTBO Ha HEMO3HATHOT TProBel]
KOJjIITO WMaJl JBaHAeceT Wijalud Oeld OBIH U
jarHuma, Majkara ro youiaa CTojaHa co 1es aa My
ro 3eMe 0oraTcTBOTO.

Vma ymTe HEKONKY IpyrH CIy4ad BO KOU
MajKkaTa OAMIpala HEraTMBHa yiora. TakBu ce
OpUMEpUTEe KOTa TOpaaud Toa IMTO HE M ce

4 Cniopen oBoj MoTus, Pucro Kpiie ja coznan apamara Ilapu-
ite ce otnteitysauxa, a Bacun Upocku npamara Yecii.
5 Tlecna: Ckapai ce Ctojan, ckapai ce*.
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Jomnarana cHaata — ja yOwia, WM MaKk My Kaxy-
Bajla Ha CHHOT JieKa Herosara jKeHa o H3JaXkaia,
TI0 IIITO CHHOT ja yomBan compyrara. OTKako ke ja
JI03HAeN BUCTHHATA M JlaraTa Ha HEroBaTa MajKa,
CaMHOT CH TO OJ3eMall JKUBOTOT: ,,Om Xan ce
Crojan pacrutaka, / M1 ¢ cpue mu ce jybomu‘
('aBazos, 1893, n.3, c.115). BakBute Tparumunu
MOMEHTH OOWYHO 3aBplIyBaaT TyKa, Oe3 MoHa-
Tamy Jia ce MPOIIMPYyBa HUBHOTO JIEjCTBO 3a Jia ce
JI03Hae Cyn0WHaTa Ha MajKara Koja € JIUPEKTeH
MPUYMHUTEN 32 CMPTTa Ha CBOETO YeJI0.

Cenak, ce 4MHM, HajTelIKa OWiia MajYnHATa
knerpa. Ce BepyBaslo JieKa JIOKOJKY MajkaTta ro
MIPOKOJIHETIA CBOETO JAETe, KIeTBaTa K& ce OCTBa-
pena, Ouaejku MMana Marucka MokK. MajumHata
KJIETBa CE pa3lMKyBaja O] KJeTBaTra (pieHa Oj
compyraTta; Taa Owia TOTENIKa W CO IOJIOUIH
300poBu. IlocTon 3HauMTENHA pa3ivKa BO XKEHC-
kata kierBa: ,Jllycro m mTypo ma ocrtanu!®,
HACTIPOTH KieTBaTa o Majkara: ,,bemo Mope u
LUpro na obumuimn, ma aup u Oepuker na He
! wim mak. ,,Momun na Om Tocmom T
rratui!®.

YecTo maTu Majkarta KOJHEJa MOpaay HEmoc-
JyIIHOCTA Ha Jenara. EneH TakoB WilycTpaThBeH
npuMep HU Tpe3eHTHpa BepkoBUK BO TecHaTa
»,MajurHCKa KJIeTBa U *aj 3a cuHOT" (BepkoBuK,
1985, kxn.2, m.113). Bo Hea cuHOT Jane Omm koi-
HET 0J1 MajKka My: ,,CHYKUTE MajKi CHHOBH MMaT, /
W MojTa Majka €IWH CHUH HMMaiie, / MJIOT0 Me
K’JTHeIlle W KJIETBU KasyBalle, / KIIETBUTe U Oexa
ce’ orpoBa otpoBauku*. Ce pazbupa, KiieTBaTa ce
WCTIONIHWIIA, a JaHe MOKUBeasl cTpalliHa cyqOuHa:
,,[IOCTAJhA UMAIIle MPaMOpH, / ja TIECOKOT MMaIle
MOKpPHBa, / YapHa MHUIIA TO jaaexa / u Oema My ca

Bparexa“. YUectn Onie W KIETBUTE Ha MajKaTa BO
KOM ja KoJIHeJa KepKarta /1a HeMa poJi ¥ OPOJ.

Tpeba na ce oa0ene:ku W BEPYBAHETO BO
HABUTE, KOU IO TIOPOJIYBAETO HA JKeHATa Jjoara-
Jie Kaj Hea, co IeN ako Omna O6oiHa ,,/1a ja 3eMat
co cebe, OJHOCHO pOJIMIIKATa /1a MOYHMHE. 3a 1a TH
omobpoBonar (,,yomaxar®), HaBuTe Bo Benemko
Owre HapekyBaHu W ,,Majku‘. Bo Bogen, mak,
,,CAMOBHJIUTE TH HapeKyBajle W ,,CECTPUUYKU, Maj-
gykn” (MatoBb, 1889, 51). U3ennauyBamero co
MajKaTa yKakyBa Ha OJOOpPOBOJIYBam€ Ha 3IIUTE
JIyXOBH Ha TOj HAYMH IITO UM CE€ JAaBaJI0 CIHUTET
Ha 3alITUTHUK, YyBap, POIUTEIN, KOj Tpebaio na
ce TPWKH 32 JIETETO, a HE JIa My HaIITETH.

JIuKOT Ha MajKaTa BO HAPOIHOTO TBOPEIITBO
€ U3rpajieH BP3 OCHOBA HA CEKOjIHEBHUOT CEJICKH
KUBOT. YecTo IMaTH Taa ja mpeTcTaByBajia COBECTa
Ha MJIaguTE, 'M COBETYBaJIa U I'M 3allITUTyBaja,
HO, UCTO Taka, Taa Owiia KOH3epBaTWBHA W 3aIl0O-
BEJTHUYKY HacTpoeHa. BakBUTe HEj3WHU yJIOTH TH
cpekeBaMe Kako BO HapOJHUTE TMECHHU, TaKa U BO
HAapOJHUTE IIPUKA3ZHU.

4. JIukoT Ha MajKaTa BO OeJIeTPHUCTHKATA

Bo makenonckara xamxeBHOCT o1 XIX Bek
ce IpojaByBaar royieM Opoj MPETCTaBH HA JKEHH,
Mery KOu, 0COOCHO 3a0€NeKUTENHH, CE TUKOBUTE
Ha MajkuTe. Bp3 oCHOBa Ha MPETXOJHO U3HECe-
HaTa KOHCTaTanyja Jeka MajkaTa Owmiia ocHOBara
OKOJIy KOja TpaBUTHpaje CUTE YJICHOBH Ha ce-
MEjCTBOTO, MaKEJOHCKUTE aBTOPH Camo ja Mpo-
OJDKHJIE TpaauIljaTa Ha OlejyBame (MU CIO-
MEHYBambe) Ha MAajudHHUTE JIMKOBU BO CBOUTE
nena. BocraHoBenata mepuenimja 3a MajkaTta
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KaKo 3aIUTUTHUK Ha JOMOT, HO M KaKO SBe3Za
Jlenniia mTo T0 OCBETIyBaja MaTOT HA HEJ3MHUTE
Jera, ICTakHaTa BO aBTOOHOTrpadCKUTE TBOPOH U
CIIOMEHH Ha MaKeIOHCKUTE MPEepoNOCHUIIH, MPO-
JOJDKWIIA J1a er3ucTupa W monaramy. Ocioboxe-
HU, YCJOBHO KakaHO, OJf KJHIIeaTa IITO TH
HaMETHYBa aBTOOMOTpad)CKUOT U MEMOAPCKHOT
HAauYMH ¥ CTWJI Ha TNHIIyBamke, BO Oejerpuc-
THYKHTE TEKCTOBH C€ 4YyBCTByBa clo0OJa Ha
W3pa3yBambeTO IPH ONUCOT Ha 4YyBCTBaTa. 3a
MajKaTa Kako JIMTepaTypeH JIUK MHITyBaje rojeM
Opoj MaKEeIOHCKH MPEePOJOCHHUIIM U IPOCBETH-
Tenu. Bo oBaa mpuivka ce omnpenenrBMe 3a TPU
MOIIIHE BIIEYATIMBY NMPHUKa3H Ha MajKH, KOU TH TH
cpekaBame Bo TBopOuTe Ha [Ipanues (Cepoapoil,
»~MajkuHa kmerBa“, ,,CmoBo 3a CB. Kupun u
Metomuj*), XKunsudor (Kpsasa xowyma, ,J10
Majka MH“) W Ha llemenkoB (,,MakenoHIIKO
Taxejie (Ha MaKeIOHCKH HapOJEeH MOTHB)®,
,»,Majka MakemoHHja TM COBETYBa CBOMTE 4Yeja Ja
BOCTaHAT MPOTHB THpaHWja Ha Typuwure, ,Mup-
90 BOjBOJIAa CO MajKa CH ce mpormrasa“, , I murop
BOjBOMA™).

Enen on Hajmo3HaTHTE MajuMHU JIMKOBU BO
MakeJloHCcKaTa moe3rja ox XIX Bek e JIMKOT Ha
[Ipmuyesara Hema, majkata Ha Ky3man Kanmuman,
oBekoBeueHa Bo moemara Cepoapoiu. Ilo cmpTTa
Ha Kysman, [IpnudeB HU ja mpemaBa ciukata BO
KOja 0KaJOoCTeHaTa Majka € ONMILIAHA CO HEj3H-
HUTE QU3UYKH 1 MEHTAITHN KapaKTePUCTUKH:

,»,BO0 TposeTHa Beyep 3alyMaHo [10YHBa e[HA
»KEeHa, CeJIejKH Ha Iparor.

Co palle Ha KOJIeHa, ITyIIKaTa CBETHATA JIe(HA
Taa ja MuITyBa OJaro.
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Ha cpenna e no0a; u janpa, 1 cocema 37pasa,
KpIIIHA W XePOjCKA CHITHA.

W3Bajana e ama3oHCKaTa Hej3MHA CTaBa:
BUCTHHCKA JINYOTA MUJTHA.

lopuuuTe He ja HamasiIe oHaa yoocT;

Ha JIULIE CBEXKECT e IIela,

MUTaJICIIIKaTa COYHOCT He ja Oelie CMeHuIa rpyoocCT.
Taa e kyrpara Hena,

HecpekHaTa, 1ocTojHa Majka Ha Ky3man. Cenejku

B Xa0C OJ] MHCIIUTE MAauHH

BO 3eMjaTa ounTe Oelle T BIWIA, OuIejKu

conmna conumira mpaunu” ([Ipaudes, 1967, 4).

MuTepecen e noaatokot mTo ro uzHen I[lp-
JTUYEB BO CBoOjaTa Asitioduoepaghuja, neka OmM-
manata Hema ,He e npyra OocBeH Majka MU H
Heannoto cHOBHIeHHME € MajYMHOTO MH CHOBH-
nerne. TonKy € BepHO JAeka MajuuHarta JbyOoB
nomara u Bo numryBameto (ITpauues, 1995, 81).
Brucknor omHoc mro ro HeryBan Ilpnmues co
MajKa CH NPHUIOHEN KHWKEBHHOT JHK Hema na
OwuJie u3rpajieH Bp3 peasHHoT JIMK Ha Mapuja. Co
W3BOHpPENIHA BEIITHHA TOj TO MOPTPETHPAI JIMKOT
Ha €IHa MajKa, Hau3IJe[ HEeXHa, HO CHJIHA BO
IyXOT, BUCTUHCKAa AMa30HKa, eHa Oopell, Kora
cTaHyBajo 300p 3a J00pOTO Ha HEj3UHOTO
notoMcTBO. [IponomkyBameTo Ha KUBOTOT Cpele
HAJIETOT Ha CMPTTa U Er3UCTCHUHjaHUTE HpoO-
JeMHA TO HaJMHHYBa JIEJIEKOT Ha OXKaJOoCTeHATa
KEHa, a MHUCllaTa 3a ojaMas3/a CTaHyBa JIOTOJI-
HHTEJICH MOTHB 32 OTICTOjyBabETO.

BropuoT MajuMH MK KOro Ke TO 3eMeMe
Kako mpuMep ro cpekaBame Bo moemata Kpeasa
kowyma Ha Pajko JKumzudos. Curyanujata e
unentnuHa: JKunsudos, kako u [lpamyes, ja
OTUIIyBa 3ary0ara Ha MajKkaTta Ha CUHOT €IHHEIl.
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Bpemero Ha nBeTe JOejcTBHja ja TMOJAPKYBa
INpUYMHATa 3a JBaTa TpParudHu Kpaja. lMmeHo,
POIICTBOTO € M3BOPOT HA HECPEKUTE IITO TO
CHaorane LEeNOT Hapo[, a OTTaMy U ABETE MajKH.
Merytoa, 3a pasnuka on IlpnuueBata Majka
oopen, kaj JKuu3udoB Taa e HpEeTCTaBeHAa KakKo
MOMAJIKy €HEepruyHa, OJHOCHO J>KEeHa IITO Ce
OJHECYBa BO PAaMKUTE€ Ha KOHBEHIIMOHAJIHHUOT
TpaJUIHOHAIN3aM. MajYuHUOT JIMK IITO TO
noprperupa JKuH3upoB ja uMa HecpekHaTa
cyaOuHa Kaj Hea Ja OCTaHE caMO KpBaBaTa
KOIIIyJia Ha Hej3MHUOT 3aruHat cuH. Kaj [pauues
MajkaTa CBECHO TIOBHMKYBa Ha OMa3fa, JOJEKa,
nak, kaj JKuH3ugoB TOj THEB € MOBEKe 3arpu-
KEHOCT, HECBECEH IOPHB KOj MOBHKYBA 3a 010pa-
Ha Ha HApOJOT, 32 M3PaMHYBame Ha JIOJTOBHTE.
Honexa Hepna, mako okajmocTeHa, TPE3BEHO pas-
MHCTyBa 3a TOCIECIUINTE TPEIU3BUKAHH OJf
youcTBOTO Ha CHHOT, JKuH3upoBata Majka TO
OIUIaKyBa MPEpPaHO 3raCHATHOT XUBOT, HA HAYH-
HOT NPETXOJHO BOCTAHOBEH OJ HH3a I'€HEepaluu
KEHH: co Taxkeme. KOH 0BOj 3aKiIydok HE HaBe-
nyBaaT W 300pOBHTE Ha MOETOT JieKa: ,HallaTa
kieta 6aba-majka, / He caka QpaHIfyCcKu 300pOBH,
/ TyKy Taa, Opaka, co Jlek U Owika / ke WCIenn
panu“. KpajoT Ha necHara, UCTO Taka, € BO JyXOT
Ha Tpaauiyjata. Toj He Oyau PEBOJYIHUOHEPHU
MHCJIH, TYKy €IHOCTaBHO C€ TNpenymTa Ha
CTHXMjHOCTA: ,JanHa, Kiera 6abo-mMajko, / Temka
i cdnouna! / Temka Tu roguna, 6a6o, / Hema
Beue cuna!“ (OKunsugoss, 1870, 22).

Jypu W TaxemeTo Ha Majkara (ZOMaKHH-
KaTa) BO mecHara Ha llemeHkoB ,,MakeqoOHIIKO
TaXejibe (Ha MaKeJOHCKH HapoOJIeH MOTHB)®, ce
pa3nuKyBa O]l TaXXemeTo Bo Kpsasa xowlynsa Ha
Kunzugor. Tyka xkeHaTa ro OIIakyBa MaxoT Koj

3aruHaj o 3yJIyMKapuTe, OUACjKH HE ja MOCiy-
mai: ,,Jac Heau TH BelieB TeOe / 1a He omuIin Oe3
opyxje“. Pasnukara Bo ogHoc Ha JKuu3udoroto
neewme € eBUACHTHA. lleneHKkoB To mMmoTeHuupa
OpYXjeTO Kako MperycioB 3a on0paHa, a Kopuc-
TEjKM TO TIO3HABAETO HA IKCHCKOTO TaXCHE,
MOX€E Ja ce CTaBH M BO yJjiora Ha MajKa IITO IO
u3ryonia compyror u cera cama Tpeba na ce
rpykH 3a cupanute. [IoBTOpHO Taa T MOKaxyBa
CUTE KBAIUTETH Ha OOpel, TOyYyBajKH TH CBOUTE
TPU MajJHM MaIIKH Jiena Ja IO 03Ma3JaT TaTka CH
Kora Ke TopacHar.

Bo nBe nmpyru mecHu BojBojara pasrosapa H
ce coBeTyBa co Majka cu. Bo mecHara ,,['mmrop
BOjBO/A, MajKkaTa TO y4d W TOo Kapa [nmrop
BOjBOZla OWJIEjKM ce TOCpOWI M Ha TOj HAYMH U
JIOHEe TrojieM cpaMm Ha (amuiujata. Taa TO
IPOKOJIHYBa CHHOT: ,,IIPOKJIET OJ1 MEHE J1a OMIHII,
/ aup, OepuKeT na Hemall, / JIBe Ha €IHO Ja He
KJIaullL, / JeTe Ja He TU MpPOIUIayH, / jarHe Ja He
TH TpoOren, / )KUTO BO TYMHO Jla HE BHecHII, /
rpob6HrHa cuHKO na Hemam!“. [loBojor 3a na ja
Hamuiie necHata L{eneHKoB ro Hamoll BO HCTO-
PHUCKHOT HAacTaH KOra WIEHOT Ha MakemoHcKaTa
peBonmynnoHepHa opranm3zanuja, ['purop Coxo-
J0B(MK) ce CTaBWJI BO CiIy>)k0a Ha cpricKara mpo-
naragna. Kako cpIicku BojBOJa JA€jCTBYBaN Ha
teputopujata Ha A3oT u [lopeunero u Bo ceBep-
Hute nenosu Ha [lpunencko. Ilopagm BakBOTO
npeaaBcTBo, LleneHkoB Ha cUMOOTMYEH HAYMH ja
MpeTCTaBmWI MajkaTa Ha BojBomata ['murop (I'pu-
rop) Kako eHa Koja ce cpaMeia OIl CBOETO YeI0
Y KOJIHEJIa CO HajTEHIKUTE KJICTBH.

3a pasnuka ox mecHara 3a ['nmrop, Bo mec-
HaTa ,,MHpY0 BOjBOA CO MajKa CH Ce TpoInTaBa‘
JIMKOT Ha PEBOJYLHOHEPOT € BO COIIACHOCT CO
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KaHOHHM3HMPAaHUTE BPEIOHOCTH IITO Tpebda Ja T'H
MMa CEeKOj BUCTHHCKHU jyHak. IlomrorByBajku ce
Jla 3aMHUHE CO JIpYyXKHUHATa, BojBogaTa Mupuo i ce
oOparun Ha Majka cu: ,,He mmaum, majko, He
Xany, / He POHU C’JI3M KpBaBH / OTH ke Ougam
BOjBO/Ia / cO IpBEH Oajpak Bo paka“. [IpuunHuTe
3a HEroBOTO 3aMHHYBame BO Oopba yexar BO
yOMCTBOTO Ha TAaTKO My, 3a IpaOHYyBameTO Ha
nBajiiata Opaka, 3a OTKYNOT TpW INTO Ownia
Mpo/iajJicHa CeTa CTOKa, 32 YOHCTBOTO Ha €HHOT
Opat, 3a HEroBOTO paHyBame, 32 OMAJIOBAKYBA-
HBETO BO CYIOT KOj Hapemwsi Ja ro Temaar 0Oe3
npuuuHa UTH. Mckazor Ha cuHOT Bacui e moBo-
JICH Majkata Jia He My Ce€ CIPOTHBCTAaBH Ha
HErOBOTO 3aMHHyBame. Hej3nHata macuBHOCT,
OJTHOCHO MOJYEH-€, MOXE Jla CE€ TOJIKYBa KaKo
0J100pyBame 32 HaMepara Ha CHHOT Jia ce OOpH co
nyiManute. CHHOT He Pa3MHUCITyBa 3a CMPTTa, HO
Iypu W ako BO OopOara 3aruHels, ,,BeYCH Ke
octanam™, Beau T0j (Llenenkos, 1972, 244-256).
BeymHOCT, CHHOT M Majkata Ha CMpPTTa He
riefane Kako Ha HEMITO TParudHo, OWAejKu
nogo0po Owio a ce yMmpe co Mymika B palge,
OTKOJIKY Jla Ce€ JXKUBee Kako po0. A BO cMpTTa
CUHOT OW ja HaIIoN BEYHOCTa, OMIEjKH HETOBOTO
uMe Ou OWMJIO 3alaMeTeHO 3a BEK M BEKOB, KaKo
Oopel MPOTUB TUPaHHUjaTa.

OBO0j KpaTOK MpHKa3 HA MajYHHCKUTE JTUKOBH
Cce OJIHECYBa CaMO Ha Tpojlara HpepoiAOCHUIN
[pnnues, XKunsudor u Llenmenkos. Kako mro
MPETXOJHO CIOMHABME, BO MaKeJOHCKaTa KHU-
xeBHOCcT of XIX Bek ce cpekaBaaT mOBeKe
MPETCTaBU U ONUCH HAa Majku. Bo 0BOj ciyuaj
nenta HU Oelle Ja TpUKaXeMe TPU THIA Ha
KHIKCBHU JIMKOBH, KOHM C€ pa3MKyBaaT Mery
cebe. Kaj IllamkapeB Majkara € mpeaaaeHa BO
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HEj3MHOTO 3aTBOPEHO TPATUIIFIOHAIHO PYBO, 0€3
BOMHCTBEHU KapakTepuctuku; [IpnuueBata Hena
€ JkeHa Oopell, Koja U (U3UYKH U TICUXUYKH €
cuiHa; lleneHkoB, mak, BO CBOUTE IIECHU HIOPTpe-
THpa MajKu IITO CE€ PEBOIYLHOHEPHO 3peiu M
HITO ce pelleHu Aa ce bopaT co HempujaTesnor. Bo
TaKBa CHUTyalfja, Aypd U KOTa HUBHUTE CHHOBU
3aMUHYBaaT BO OMTKa, THE HE IUIA4aT, TYKy ce
noMupyBaar co (GakTOT JAeKa 3a Ja ce A0jIe 10
cnobona Tpeba na ce manat u KpTBU. OcTaHaTuTe
aBTOPU HAJYECTO T'M KOPUCTEJIE OBUE TPU BOCIOC-
TaBEHH HACOKM Ha Tpajicmhe Ha JIMKOBHTE Ha
MajKuTe BO MOe3HjaTa U mpo3arta.

Kako moceOHa morrema ce W3/BOjyBa IUKITY-
COT TIECHM BO KOM TAaTKOBMHATa MakeloHH]ja €
npeTcTaBeHa Kako Majka. BakBu mpumepu Hao-
ramMe BO TBOpemITBOTO Ha: JuHko pxuioser|
(,,Jdo oreuectBoTo*), ['eopru dunkos (,,CamoBu-
nma“, , TarkoBuHaTa KOH jyHOCcTa cu‘), [Ipmuuen
(,,Cnoso 3a CB. Kupun u Meronuj*), a Bo TBO-
pemTBoTo Ha CHpocTaHOB, KOra THINTYBa 3a
Makenonuja, ,,ce oOpaka HCKIYYHUBO CO 300pOT
Mamo uid Majko“ (Muponcka-Xpucroscka, 2004,
258-277). ObOpakameTo Ha MOSIUHEIOT, MUCATE-
JIOT WM PEBOJYLIMOHEPOT KOH ,,Majka Makemo-
HHUja“ TO MpPETCTaByBa BO3BHUILEHOTO YYBCTBO BO
HeroBata Jylla KOH HOpoOeHaTa TaTKOBHHA,
W3eHAYYBajKU ja CO OHOJIOIIKAOT POJUTEI.
3Haejku ja, mak, JbyOOBTa Ha Jlerara KOH CBojaTa
Majka, OCTaHyBa caMO Ja IO 3aMHUCIUME Iula-
MEHOT BO HHUBHUTE Tpaad, KOj MAaKeOHCKUTE
TBOPIM W OOpHM TO YyBCTBYyBaJle 3a CBoOjaTa
TaTKOBUHA.

JlukoT Ha Majkata nepcoHH(UIMpaHa BO
,Majka Makenonuja“ kaj Mapko lleneHkoB e
HajeKCIUTMIIUTEH BO Oapamara 3a peBONyIIHOHEp-
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HO pellaBambe HAa MakKeIOHCKOTO Tpallame U 3a
onMaszna Bp3 mopoOyBadoT. Bo mecnara ,,Majka
MakenoHHja TH COBETYBa CBOMTE 4ela Jla BOCTa-
HaT MPOTHUB THpaHHjaTa Ha Typrure, TOj cBOjaTa
3eMja ja ONHUIIETBOPWII BO MajKa ILITO CTpazaja
MO TEIIKOTO POrCTBO. MeryToa, Taa HE € THBKA
W HeMa, TyKy OyHTOBHa U OopOena. ,,Yena xamHu
BUe MaxkenoHuy, / OO Kora Ke JIEeXHUTE II0A
Typmu?“, npamysa Taa. llputoa, rm HaBemyBa
CUTE 3JI0OCTOPCTBA IITO TH HAmpaBmie MOpoly-
BayMTe: TW HCTENaje jyHauumTe, T'M H30ecHie
YYEHHTE, TH MOTypUYHIIe MOMUTE, TH HCTeNnaje, TH
u3JaBuie, TH U3007ei1e cO HOXeBH MakeqoH-
oUTe, Ha CHTE MeECTa Ha KOM T'M 3aTeKHae.
CrenyBaaT HEKOJKY HOBHUIM Ha OTBOPEH OYHT BO
KOM Majkata MakeJloHHja TH TOBHKYBA CBOUTE
YeJia 1a BOCTaHaT | Ja ce 6opat npotuB Typuure.
TakBu ce mpuMepHTe CO CTUXOBHUTE: ,,Ja cTaHeTe
CUTE Ha opyxje“, ,,Ajie dena, cera € BpeMeTo",
,,] pabHeTe ce cuTe 3a opyxkje* UTH. Y MeTHHUYKATa
BPEIHOCT Ha MECHAaTa He € rojieMa, HO 3aT0a, MakK,
rojieMa € MOTHBAIFCKaTa yiora Ha moeroT. Koj
ITO HEMa TOTOBO Opyxkje, nee LlemeHkoB, Heka
3eMe INTO WMa: Koca WM CeKHpa, OWAEjKH O
HETIpHjaTeNnoT He Tede MJIEKO, TyKy KpB. MajkaTa
T'M TIOTCETyBa YeAara Ha ClaBaTa O]l BPEMHIbaTa
Ha AJekcaHiap MakeJoHCKH, KakO CHHOHUM 3a
YCHEeXOT KOjIITO € Hen30eXeH TOKOJKY CHUTe
3aeHO ce obOeauHese Bo bopbata 3a ciobona. Bo
OCHOBa, WJIEHTHYHa CcO ,,Majka MakeqoHWja TH

COBETYBa CBOMTE uYeAa Ja BOCTaHAT IPOTHB
Tupanujata Ha Typuure“ e mecHara ,,[lo3uB ox
Majka Makenonuja“. [loBTopHO, Majkata Ty TIOBU-
KyBa CBOHTE 4ejia Ha 6opba 3a cimoboma.

5. 3akiaydok

Bo HapogHOTO TBOpENITBO MajKara € Mpertc-
TaBEHA CO CUTE CBOM YOBEYKM OCOOWMHU: J00pa,
JIo1IIa, KOJIHE, OJIaroCIIOBYBa | CII. 3HAYH, CO CUTE
MaaHn W gobnectn. Om apyra cTpaHa, IMMakK, BO
aBroOMorpaduuTe U CIOMEHHUTE Taa € U3JUrHaTa
Ha MOBUCOKO, TTOHEKOTAalll ¥ He3eMHO HUBO. bia-
roJapeHue Ha CeKojaHeBHaTa 00opOa BO JKMBOTOT
1 OBO3MOXKYBAamETO HA €T3UCTEHITN]a U 00pa3oBa-
HUC Ha CBOMWTE Jiella, Taa ¢ OMHUINaHa Kako Ama-
30HKa, JXe€Ha OOpell, He)KHa W IOJIHA CO Pa3du-
pame, IeJIOCHO TpeaajeHa Ha CBOJOT IOPOJI.
OTTamy, MajudHHOT JIMK BO CTIOMEHUTE (BO MHC-
JUTE Ha JIellaTa) € JaJeKy IMMOCOBPIIECH OJ] OHOj BO
(dhonkiopot (Bo peanHocta). Cenak, v MOKpaj CUTE
HEJOCTATOIM IITO ce 00paboTyBaaT BO HAPOIHO-
TO TBOPEIITBO, MajKaTa OCTaHyBa 4YyBap W 3alll-
TUTHUK Ha JIOMOT M CEMEjCTBOTO: ,,Taa € ryaB-
HUOT JBUTaTe] HAa CHTE MOPHHYABHU CHUTYallWH,
Taa € MajKa-HaTYOBEK, MajKa-xpabpocT Koja U BO
Haj0e3HAIKHUTE MUTOBH cOOMpa CHIH Jla TO
MOJIMTHE MOPAJIOT HA HAjOJMCKUTE U J1a TH MOBHU-
Ka Bo pemmmrenHa 6opoa“ (Tymescku, 2009, 150).
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Slavcho Koviloski
The Figure of the Mother in the XIX Century as a Real and Literary Model
(Summary)

One of the most commonly used figures in Macedonian literature in the XIX century is that of the mother.
Motherhood was used as a motive and topic by numerous writers in their memories, prose and poetry works. The
images of the mother is present in Macedonian folklore, as well. Here the mother is presented with all her human
qualities: good, bad, she curses, she blesses. On the other hand, in autobiographies and memories, she is elevated
to a higher, sometimes even unreal level. We find particularly interesting the female characters in the works of
Grigor Prlichev, Rajko Zhinzifov and Marko Cepenkov, which we have dealt with in more detail. As a separate
sub-topic, there appears the cycle of songs in which the fatherland Macedonia is represented as a mother. That is
why we have paid special attention to it, as to a leading female figure in reality and literature.

Key words: mother, XIX century, prose, poetry, folklore, female literary characters
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1. INTRODUCTION The Perception of the
Body and Fatness in Late Modernity

While the cultural norm of slenderness
(Bordo 1993) is a typical phenomenon of the late
modernity (in particular, when compared with the
beauty ideals of the 1950s and 60s), the
problematisation of fatness and the promotion of
weight-loss strategies can be found in expert and
popular literature as early as the late 19th century.
Some examples include the representations of fat
people as having negative personal characteristics
(greed, selfishness, laziness, immorality, and
similar), the exposition of the fat body as non-
aesthetic and (sexually) unattractive, and the
medicalisation of fatness combined with its
commercialisation (the promotion and sales of
weight-loss diets and dietary preparations)

(Erdman Farrell 2011).! These can be seen as the
roots of the process that in the late modernity
became closely bound with the idea of reflexive
individualism that becomes realised through the
reflexive project of the self, the essential part of
which is the care of the body, where the body
appears as the bearer or symbol of individual's
personal identity (Beck & Beck-Gernsheim 2001;
Giddens 1991, Featherstone 1991), and it is

! Throughout the 19th century, fatness was still an indicator
of success, prosperity and safety, and only in extreme cases
did it represent avarice and greed. Towards the late 19th
century a turn in relationship to fatness occurs, which Erd-
man Farrell sees as the result of a general ambivalence re-
garding the effects of political and economic development in
the 19th and 20th centuries — industrialisation, formation of
monopolies, political corruption — that was projected on the
bodies of fat people (Erdman Farrell 2011, 31). Certainly that
is also a process rooted in the institutionalisation of medicine
as the science with a special status and social power that
starts in this very period, and that has been intensified today,
in collaboration with the state and public-health policies.
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through the body that a successful presentation of
the self (Goffman 1990) plays the leading role in
social interactions. In the late-modern culture of
slenderness the fat body is thus in a way, the a
priori »negative bearer« of personal identity, and
as such it importantly influences the presentations
of the self in everyday life, and individual's
actions in the construction of the reflexive project
of the self. Thus a person who in a given culture is
identified or identifies themselves as fat, uses
diverse techniques or strategies of the construc-
tion of the reflexive project of the self, including
among others the most frequent specific dietary
practices, exercise regimes and clothing practices.
It is the fat body that reminds us how, far from
being free and unlimited or only defined through
personal preferences and wishes, the postmodern
performativity of personal identity is inevitably
framed in concrete social, cultural and historical
contexts and hierarchies (cf. Entwistle 2000). The
practices of adapting the fat body to the cultural
norm of slenderness are thus expressed by the
contradiction between the individual's wishes
(individual differentiations) and the wish for
social imitation (Simmel in Entwistle 2000, 114).
(See Svab, Spanjol 2014)

This article presents the results of a qua-
litative study on fatness and dressing?, the first in

2 The study was conducted by the co-author of this article,
Sabina Spanjol, as part of her doctoral studies in Textile De-
sign within the Textile, Graphic Design and Textile Design
programme at the Department of Textile Design of the Facul-
ty of Natural Sciences and Technology in Ljubljana. (The
working title of her doctoral thesis is The Right Choice of
Parametres for the Making of Ideal Clothes for Large Peo-

ple.)
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Slovenia to deal with clothing practices and
experiences of the stigma of obesity by women
who self-identify as fat or overwheight. Fatness is
embedded in the dominant cultural framework of
the ideal(isation) of the slender body, and
consequently the stigmatisation of the bodies that
deviate from the cultural ideal of slenderness. In
this sense this is a complex interlacement of
numerous discourses which seem to work hand in
hand. In particular two discursive contexts stand
out, intertwining at the same time: the first is the
aesthetically-consumerist discursive context en-
compassing the promotion, through mass media,
fashion, advertising (and to a certain point also
art), of slender (as well as young) body as
beautiful, attractive and (sexually) desired; and
the other is the discursive context of medicine and
public health, that comprises the promotion of
health on the part of the medical profession and
the state and is based on the medical doctrine
about the healthy body as slender or non-obese
body, and on the promotion of specific dietary
and exercise regimes. In the latter regime, the
medical profession acts in coordination with the
state and its public-health policies in the pre-
vention of cardiovascular and other chronic
diseases (hipertension, diabetes) that are identified
as the main problem of public health in the
Western world and supposedly related to obesity.?
In this context the fat body is defined as
unhealthy, and therefore as the body that needs to

3 The persistent connection of fatness with the afforemen-
tioned diseases has recently been rejected by some statistics.
According to some of them only 9% of these diseases are
related to the body mass index (BMI - applied as the medical
measure of ‘obesity") (Burgard 2009, 43).
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be cured (cf. Gilman 2008, 79). Medical and
public-health discourses on the fat body thus
represent a typical case of biopolitics (cf.
Foucault, 2004), where the fat body acts as a
special kind of object, namely, as the object of
control and discipline. (Svab, Spanjol 2014).

An important point, at which medical or
public-health promotion of slender body as
healthy body joins the aesthetic and commercial
discursive framework, is represented by the idea
that the body (as a part of the reflexive project of
the self) is open to continuous change (Shilling
1993). In this sense the work on the body is a
never ending project that opens up unlimited
possibilities for the commercialisation of
everything connected to fatness or fat body
(medicines, diets, exercising, clothes etc.).
However, the commercial aspect of the fat body
involves a certain paradox: while there is a
virtually unlimited choice of products and
services supplied to adapt the body to cultural
norm of slenderness, the fashion industry is
practically unresponsive in its production of
clothes for fat people (probably because it also
yields to the weight of the normative pressures of
the culture of the slender body).* (Svab, Spanjol
2014).

4 This has been corroborated by another paradox of clothing
or fashion industry related to the standardisation of clothing
sizes. A Skandinavian study (Laitala et al. 2011) examining
the extent to which standardised sizes of clothes actually fit
the consumers' bodies showed that an increased number of
people does not fit within the modern 'beauty' ideals (they are
too tall, small, large etc.), and the supply of clothes, which
focus on 'average' bodies, is not ample enough for them.
Apparently, the fashion or clothing industry, has not (as yet)
been able to respond to the real consumer needs.

This article departs from the thesis that the
above mentioned discursive frameworks influence
the individual's personal identity in important and
complex ways, forming in their consequences a
mechanism of the stigmatisation of fat people.
The purpose of this article is to analyse the
manifestations of this mechanism and the
strategies of coping with the stigma of obesity.
We consider clothing practices (and through them
the practices of understanding the body and self)
as placed in the discursive contexts of late modern
Western societies and their cultural constructions
of body and obesity. We stem from the idea that
when speaking of fat people, complex
relationships existing between the body and
personal identity are mainly expressed in the
context of coping with the fat stigma which is
especially problematic in that it is a visible form
of bodily stigma that substantially limits the
individual's action in coping with it. (cf. Goffman
2008).

In relation to the above mentioned late
modern discursive frameworks in cultural and
social consideration of obesity, another key
characteristic of (late)modern societies needs to
be mentioned, namely, the specific effect of
panoptical disciplinary mechanism (Foucault
2004) as the form of control that has no centre,
and is realised through the functioning of the body
itself in the form of self-control, self-regulation
and self-discipline in accordance with the
dominant social norms. As this article aims to
show, an example of such self-discipline contains
a spectrum of practices that are mainly designed
to adapt the fat body to the cultural norm of
slenderness, including dietary and exercise
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regimes, and clothing practices, in particular
through mimicry (clothes that conceal a large
body) and self-restraint (self-regulation) in the
choice of clothes.

Although, as a rule, both discursive frame-
works do not make gender distinctions (especially
recently within the androgynous fashion), it is the
female body that undoubtedly makes much more
of a target to social pressures regarding obesity,
and most explicitly so through the so called
beauty myth (Wolf, 1991), which includes the
woman's constant observation of herself and
corrections of her looks. In this way women are
exposed to male panoptical gaze or as a feminist
author Sandra Bartky says: »Woman lives her
body as seen by another, by an anonymous
patriarchal Other. We are often told that ‘women
dress for other women'.« (Bartky 2006, 283).
Here, the difference between the cultural require-
ments concerning the female and male bodies is
more than obvious, as the normative consideration
of the female body has its (historical) roots in
structural gender inequalities of the patriarchal
social system.

In speaking about the cultural construction of
fatness, it needs to be pointed out that, by no
means, does it only refer to specific physical
appearance, but also attracts various other mea-
nings that are indirectly related to the Western
perception of fatness and its stigma. Thus, rather
than simply meaning the 'fat' body (regardless of
the meaning and standards used by a given
society/culture in defining what is a fat body) in
its relation to the slender body (the aesthe-
tic/visual aspect), obesity is also seen as the
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expression of personal characteristics, conside-
ring, for example, the slender body a sign of the
individual's inner discipline. The fat body is
considered an opposition to the ideologically
favourised image of disciplined, healthy, trained,
well-groomed body (represented by the slender
body), owned by the individual, who is the builder
of the reflexive project of the self (cf. Feather-
stone 1991). This clearly shows the normative
effects of the requirements of the reflexive
individualism, which are only apparently based on
individual's independent actions, while in fact,
these actions — as we wrote above — are framed
and limited by diverse discursive contexts. (Svab,
Spanjol 2014)

Last but not least, the problematic nature of
the construction of the fat body as the opposition
of the culturally idealised slender body is also
expressed through language. An example of this is
the unease in naming of the person who,
according to the Western aesthetic criteria and
medicinal doctrines of our time and space, is
defined as fat. The expressions that in the Slovene
language are most often used, only indirectly or in
a roundabout way hint to the person's obesity,
which is an indicator of the uneasiness caused by
the stigma of obesity. Thus, either an obese
person is not talked about directly (silence,
avoidance of the conversation and awkward
situations in social interaction) or, rather than
using the expression ‘fat person’, their fatness is
hinted at indirectly using (presumably more
correct and inoffensive) expressions that would be
equivalent to the English expressions »obese
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person, »overweigth person« or »large person«®,
as attempts to avoid either direct stigma or the
uneasiness that arises, when saying/writing the
word »fat person«.®

Certainly, these terminological difficulties,
also encountered in the English speaking
environments (full-figured, overweight, people of
size, plus-size etc.)” come as a result of social and
cultural construction and understanding of fatness.
In the context of the culture of slenderness the fat
body is caught up in the binary opposition with
the slender body according to which it is
measured and evaluated. The medical profession
with its intense medicalisation (Conrad 2007) not
only supports this culture and co-creates it, but
gives it scientific grounding or legitimity. Medi-
cine has an important role in terms of setting the
(allegedly scientificaly objective, but in fact
arbitrary and changing) boundaries or parametres
of normal and healthy body. These constelations
result in difficult, if not impossibile transcendence
of these boundaries as shown by the naming of fat

5 In Slovenian language these expressions are e.g. such as
»0seba z odvecno tezo« or »oseba s prekomerno telesno
teZ0« Or »Z mocnejso postavo«.

6 Also in the study analysed in this article, the participants
mainly used these, indirect expressions, and some said ex-
plicitely that they consider the word 'fat' offensive: »I would
also feel offended if they would call me fat. I prefer hearing
that | am large than fat.« (Nina, 46); »Yes, my mother says to
me that I'm fat, but | think she's rude to be so direct.« (Sonja,
26).

7 Where a more direct use of the term »fat« has been noticed,
such as fat identities, fat people, fat studies etc. Certainly,
this is primarily the result of activism and the development of
»fat studies« as a legitimate academic or research field. For
more on this see Rothblum & Solovay (2009).

people and the related unease. All the listed
designations inevitably refer to the dominant ideal
image of a slender body (the names overweight,
full-figured and last but not least the word obesity,
which in this cultural framework has always been
measured according to slenderness as its oppo-
sition). Instead of using politically correct expre-
ssions (full-figured, overweight people, etc.)
which, however, tend to avoid the original
problem, this article, while not aiming to resolve
this conceptual and terminological difficulty, but
rather call attention to it, uses the expressions
fatness, fat person etc. Certainly, however, we are
aware (from the socially critical position) of the
described cultural embeddedness and construction
of this notion, and the relativity of the meanings
that different discourses attribute to ‘fat' body
(including the medical 'truth’ about objective
indicators and criteria regarding fatness and fat
body). In the end, these meanings are also
reflected in the self-identification of the
participants in the survey as fat. 8

The article is structured into three main
sections. The first section describes the study
including its methodological description and
socio-demographic presentation of the sample.
The central chapter presents and interprets the
research results, focusing on the perception of
fatness and experience of the stigma as well as the
diverse practices of adapting the fat body to the
cultural norms of slenderness (diets, exercise

8 For an excellent study that compared the effects of the use
of the word fat and other, politically correct designations
(e.g. overweight), and pointed to the mechanism of stereotyp-
ing fat people, see Brochu, Esses 2011.
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regimes, clothing practices). The conclusive
discussion reflects the results and tries to place
them in a broader discussion on cultural aspects of
obesity.

2. RESEARCH: methodology and sample
characteristics

This article is based on the analysis of the
results of empirical research on fatness and
dressing that was carried out in the form of
gualitative methodology — the focus groups.
Focus groups are a collectivist research method
with which we study the complexities of
individual and collective life experiences (Madriz
2000), which is particularly important in the
research into topics that include stigmatised social
groups, as in our example. It is for this reason that
a small number of those participating in each
focus group proved useful, as a small number
creates a more confident atmosphere, enables
each participant enough time to express their own
narrative, and allows time for conversation (cf.
Morgan 1997).

Five focus groups were carried out between
November 2012 and June 2013 with participants
that were self-identified as fat and were willing to
speak about their experience of fatness and
clothing practices. The sampling proceeded accor-
ding to the snow-ball and link-tracing methods
(Spreen 1992), with the initial sample including
women from the social network of the author of
the study. Eighteen women participated in focus
groups, of which three were carried out with four
participants, and two consisted of three partici-
pants. Focus groups were carried out according to
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the established and predetermined protocol (Mor-
gan 1997) with the moderator, and were audio
recorded, and the audio recording was transcribed.
The study was primarily exploratory, as studies of
this subject are completely non-existent in Slo-
venia, which also means that focus groups
presented the basic source of data (comp. Morgan
1997). Before the beginning of the focus group
the participants filled in a short survey with their
socio-demographic data and some data related to
the clothing practices. Some data from the survey
are given further on in the article.

The empirical material was analysed accor-
ding to the standard protocol for focus groups
(Morgan 1997). Conceptual categories related to
clothing, fashion and fatness, that is, the aspects
that we were interested in in the analysis of the
material were designed before the analysis, during
the preparation of questions for focus groups. The
transcribed interviews were analysed and coded
independently by two people (the authors of this
article), by which the occurence of all conceptual
categories was provided in all focus groups.
During the next step we identified the recurring
themes and selected the typical quotes. The
number of focus groups was determined accor-
ding to the established principle of reaching the
point of saturation, when answers to the questions
start repeating themselves and can be predicted in
advance. The point of saturation was achieved in
the third focus group.

The questionnaire, used in all focus groups,
thematically encompassed two sets of questions:
the first set referred to the perception of the body,
the attitude of the environment to fat people, and
strategies of coping with the fat stigma; and the
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second set referred to the clothing practices, and
the accessibility or choice of clothes for fat
people. This article presents the study results with
the emphasis on the experience of the stigma, and
practices of coping with the stigma, as well as the
adaptation to the cultural norm of slenderness.

The social and demographic data about the
pattern are the following. The participants came
from different areas of Slovenia including the
following regions: central Slovenia, the Gorenjs-
ka, Stajerska and Koro3ka regions. Five partici-
pants came from big towns, two from small towns
and four from the countryside. The average age of
the participants was 43 years with the youngest
participant aged 26 and the oldest 70. Six
participants had secondary education, four of
them post-secondary one and eight women had
higher or university education.

3. RESULTS: FATNESS, STIGMA
MANAGEMENT STRATEGIES AND
THE PRACTICES OF ADAPTATION
TO CULTURAL NORM OF
SLENDERNESS

3.1. EXPERIENCES OF STIGMA

Empirical data corroborate the initial assum-
ption that stigma is a common experience of fat
women. All participants of the focus groups agre-
ed that fat people are a social minority ignored in
everyday life and subjected to numerous forms of
stigmatisation and discrimination. There is a
contradiction in that on one hand fat people are
socially invisible, pushed to the social margin
(which is clearly seen when speaking of dressing

and fashion), while on the other hand their image
(the fat body) is visible in diverse forms of
stigmatisation, and it is through the representation
of the ideal body (slender body) that they are the
subject of constant control at practically all social
levels.

»We don't exist ... Now they started to write about
it, because there's so many children (that are fat,
author's note).« (Ksenija, 36)

»Us, who are more full-figured, we're third class
citizens, literally.« (Jasna, 36)

The participants named a series of concrete
situations and forms of stigmatisation in everyday
life. Most also responded in the survey questi-
onnaire, that they have the experience of the
stigma due to being fat: 65 % of the respondents
had bad experiences in their adult lives because of
their body weight.

»After | had a surgery for varicose veins, the
doctor said to me that | don't need compression
stockings, because | am so fat.« (Sonja, 26)

»l am still studying and | work through the
student employment office, and | had difficulties,
given that | am overweight, in obtaining any
sensible job, because they were only hiring
slender people. They prefered to take my
schoolmate, who was slender and could wear a
mini skirt, than me. | also had a similar
experience, when | took the driving test.« (Jasna,
36)

Some of them had a stigma experience due to
fatness in the childhood or during their growing
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up. Interestingly, some of them had the first
experience of stigma in their own family or
relatives' network, and later, when growing up,
also in the school environment.

»| was about 9 or 8 at the time, and my sister was
a little older, | wasn't that large back then, but 1
had strong bones, and my aunt brought us diet
chocolates... Yes, (this means, author's note) an
insult, yes, when you are a child... | also felt the
same, when some brats called me fatty.« (Nina,
46)

3.2. LATE MODERNITY MECHANISMS OF
(SELF)CONTROL

As applies for different forms of stigma
(Goffman 2008), also in the case of fatness,
individuals form diverse strategies of functioning
and confrontation with stigma or stigma mana-
gement as a response to stigma, which are mainly
defense-oriented, although it includes action that
tries to confront stigma in more subversive ways,
mainly by negating it and expressing critical
relation to the cultural construction of fatness,
which was also confirmed by the results of the
focus groups.

The common point of diverse strategies is the
experience of observing and being observed,
resulting in a high degree of self-control that is a
general mechanism of control and discipline of
individuals, typical of modern Western societies
that function as a panopticon (Foucault 2004).
The mechanism of self-control through constant
control is also a part of the so called beauty myth
(Wolf 1991).
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»| think that it is just our feeling that somebody is
watching us. ... We care a lot about the general
opinion. If we say that slender women are
modern, ..., they are beautiful in the eyes of so
many Slovenian women.« (Katja, 38)

»Well, I don't dare to go to the gym, ..., because |
have the feeling that everyone is watching you.«
(Jasna, 36)

Among the stigma management strategies the
following showed to be the most frequent in our
study: taking on personal responsibility, adapting
the body to cultural norms of slenderness and
mimicry (that is particularly obvious in dressing,
and is considered here in the second section of
this article).

3.3. LATE MODERN PROJECT OF THE
SELF: TAKING THE RESPONSIBILITY

Taking on personal responsibility was very
explicitly expressed in the study practically in all
participants. This can be understood in two ways:
more widely as the way of functioning through
the reflexive project of the self that is based on the
culture of individualism, and at the same time as
the strategy of coping with stigma and stigma
management:

»| don't (cover parts of my body, author's note)
because of the question of others, | don't care
what they think. It annoys me, if fat is hanging
over my belt, that is totally off.« (Bernarda, 33)

»Why do you eat, why do you gorge yourself? |
know that I'm overeating in certain moments and
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it carries me away. No diet is too difficult, if you
put things right in your head.« (Ksenija, 36)

»| would like to (change, authors note) my
figure, 1 would have to do it with exercising, but
I'm quite lazy.« (Jera, 60)

At the opposite side of the strategy of taking
on the responsibility is the relativisation of the
stigma, that can also be understood as a direct
effect of the stigma:

»If you take a look at medicine, how many
doctors are fat.« (Ana, 43)

»Yes, they operated on my spine... But there was
one woman who had 55 kg having the same
surgery. And then you think, why are there thin
people in the waiting room, if they are all
supposed to be healty.« (Helena, 50)

3.4. PRACITES OF THE ADAPTATION
OF THE FAT BODY TO THE CULTURAL
NORM OF SLENDERNESS

The stigma of obesity and the pressures of
the cultural norm of slenderness have concrete
consequences and effects that are most concretely
shown in diverse practices (attempts) of adapting
the fat body to the existing cultural norms. They
are concretelly expressed in self-image, mainly
involving dissatisfaction with the existing weight
and physical aspect, and in the wish for a change,
mainly weight loss and reshaping of the body.
Most participants of the focus groups expressed
the wish to change their bodies, which indicates
their dissatisfaction with their bodies that they

understand as deviating from the cultural norm of
slenderness.

»Reduction of my breasts, my ass doesn't bother
me.« (Katarina, 49)

»l would like to have a thinner waist and more
slender legs. |1 am the most bothered by the girth
of my legs.« (Tanja, 56)

»| would reduce my bust size, and my belly could
be smaller. ... 1 would change the entire defi-
nition of my body, I'm working on that, too, but I
kind of make slow progress.« (Katarina, 49)

3.4.1. Dietary practices

One of the more explicit forms of adapting is
the experience of being on a diet, which is
common to all the participants. This practice is a
product of different discourses, and primarily the
biomedical one along with the public health
discourse about health and the healthy way of
living that define fatness as one of the key reasons
for coronary diseases and similar. The cultural
construction of fatness is closely related not only
to the dominant culture of slenderness (that is,
body image), but in particular with the culture of
healthy way of life. Therefore for the participants
fatness is almost inevitably always related to the
question of sickness and health.

In these terms, most participants responded
positively to the question of whether they would
like to change their weight (88% want to lose it),
and their concrete answers allow us to conclude
that it is slender body that is their ultimate aim, as
all the participants stated their wish to lose weight
for several kilograms, namely from 15 to 30. The

97



Alenka Svab, Sabina Spanjol: CLOTHING, FESHION AND FATNESS

weight-loss practices named by the participants
are very diverse, from taking pills, diets (limited
food intake, focused dietary regimes), losing
weight under the doctor's control, losing weight
following the Cindy programme etc., and with
diverse exercising activities. Regardless of what
practices the participants used (most of them had
experiences with several practices), their state-
ments imply restriction and extreme discipline.

»| try not to overeat.« (Jera, 60)

»When | had a 'water day' one day in a week, |
lost 10 kilograms and it really helped, I cleansed
myself. But it did not work for me, | was
suffering.« (Katarina, 49)

3.4.2. Exercising regimes

Besides the diet most participants also used
different forms of physical exercise as a weight-
loss strategy, which is a practice that medical and
public-health discourses about healthy way of life
considers a key practice, besides the dietary
practices, to achieve a healthy body (Featherstone
1991).

»Thank god I've got myself gym tickets... Cardio
is the most important for us, fat people, walking,
cycling, stepper...« (Bernarda, 33)

»| started to jog. | followed a programme.«
(Jasna, 36)

Exercising regimes, promoted as a form of a
healthy way of life (and as maintaining good
health and preventing disease), often act as the so
called »calculated hedonism« (Featherstone
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1991), where rather than being considered a
strain, the exercising practice as such is associated
with the pleasure of achieving the goal.

»But | felt really really well. | don't feel well if |
sit around at home.« (Jasna, 36).

Paradoxically, the problem in doing sports or
recreation is that it a priori presumes a slender
body or occurence of a slender body. In this sense
social spaces, designed for sport are normative —
being the places for the slender. Thus participants
tell about the feelings of shame that hinder them
in or prevent them from doing sports:

»Well, | don't dare to go to the gym, because |
feel that everybody is watching you.« (Jasna, 36)

Fatness also acts as an obstacle, as many
forms of exercise and exercise programmes are
mainly not adapted to fat people.

»For me concretely doing sports is a major
problem. On account of large breasts | cannot
jump or run. | also have problems with my
joints... Yes, it's a hindrance, all that weight.«
(Katarina, 49)

»| totally don't get it, why they make them run
(doctors, author's note) ... And I dance like mad
only to get a knee pain.« (Bernarda, 33)

All these strategies, that can be understood as
the forms of (or, at least, as motivated by)
confronting the fat stigma, are closely related to
another key characteristic of the modern
perception of the body, which is a part of the
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reflexive project of the self (Giddens 1991). If the
reflexive project of the self presumes a continuous
change through the individual's biography, this is
particularly true for the body as the essential part
of the individual's personal identity. In Western
societies the body is considered an entity in the
process of becoming, as a project to work on
(Shilling 1993, 5).

Also the strategies of reshaping the body are
not an independent project with a known final
goal, but the process without an end, that is a part
of the life course:

»It was easier to lose weight, when | was young.
I've been doing this my whole life, since college.«
(Romana, 43)

The participants' statements imply that the
body project, and in turn the identity work, are
built on the strategies which, involving the
adaptation to cultural norms, are primarily linked
to stigma, on no account involving any affirmative
or even subversive physical and identity work that
is, however, present in the Western societies in
which organised, so called, »fat« activism and
policy exist (Bugard et al. 2009; Erdman Farrell
2011; Le Besco 2004).

Some, though few, participants of the focus
groups also mentioned ignoring or distancing
themselves from society's negative attitude
towards fat people.

»| wear horizontal and vertical lines at home, |
don't care one bit what others think. ... 1 really
don't care what they think, if | like it.« (Ziva, 26)

»l walk from the locker to the pool without my
towel, in my sports swimsuit. | really don't give a
shit, really. ... But, does anybody care to look at
my cellulite legs, and I've got lots of cellulite. |
can have space just for me, that I've taken for
myself, and we're working out and all, and | don't
care.« (Ksenija, 36)

At a first sight this strategy could be seen as
an affirmative one, but a wider context of the
narrative in the focus groups proves the contrary.
At another moment in the focus group, for
example, the same participant was telling about
how she wanted to cover up certain parts of her
body with clothes. In general, we can say that the
strategies that could indicate an affirmative action
are rare, and the strategies of adaptation prevail,
which in dressing is expressed through the
attempts at mimicry, mainly revealing itself in
clothing practices.

3.4.3. Clothing practices: mimicry as the way of
adapting to the cultural norm of slenderness

Also in discussing clothing the participants
of focus groups mainly expressed a tendency to
change. Adaptation as the prevalent practice is
expressed here as mimicry that means the use of
clothes that cover the 'excessive' weight or make
their body visually more slender.

This was corroborated by both quantitative
and qualitative data. Ninety-four percent of the
respondents in the survey said that in selecting
their clothes they chose the models that conceal
certain parts of their body, and in the focus groups
they gave further explanations of their practices of
concealing their bodies with clothes.
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»My butt, my hips, because they are huge, and
they need to be covered, because nowadays it is
not aesthetic, if you have an ass, pardon my
French.« (Jasna, 36)

»| want to cover it all up, really, in the state that
I'am in now, yes, ... my hips and butt, because |
think that this is the most emphasized part of my
body, because that's my body shape, pear-like.«
(Ksenija, 36)

The strategies of covering it up with clothes
are very diverse, from the choice of the model of
clothes to certain pieces of clothes (and
eliminating those that accentuate the fat body), the
cut, patterns and colours, while common to all is
the above mentioned mimicry of the body or parts
of the body which in the participants' minds are
not in accordance with the acceptable image of
the (slender) body. All participants show a very
good knowledge of the techniques that visually
make the body more slender (the cut, colours of
clothes, patterns of textiles and similar.).

»| think that this is the biggest mistake of fat girls
or any girl, that you make it too broad... | would
also sometimes prefer going to the men's depart-

ment and buy a flannel shirt ..., but then you
realise that the wider the thing that you put on
yourself, ..., the more you ruin the shape, you

make it even more baggy-like, round (figure,
author's note).« (Ksenija, 36)

»| liked black even before, when | was more
slender. But now | can't put anything else on
anyway, because it would stress everything even
more. ... Otherwise, | always wear colourful
scarves, you try with that, or with your shoes, the
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bag, so that you don't look as if somebody has
died.« (Ksenija, 36)

Very frequent are also the practices of self-
restriction in the choice of the cut or type of
clothes:

»If | wear a skirt that goes on the inside, | look
like a sea fish, horrible to see, which is why also
my skirts have to go on the outside or be
straight... | realised this in myself and I follow
this.« (Katja, 38)

When selecting clothes the participants
mainly rely on their own judgement or the advice
of people from their closest social circle whom
they trust, such as their partner, children, sisters,
which can also be understood as the avoidance of
the exposure to stigma.

»| have a husband, he tells me, or my daughter.«
(Jasna, 36)

»The first filter at home is my husband.«
(Katarina, 49)

An interesting strategy in the clothing
practices is also an exchange of clothes with
friends (a practice that during socialism was
widespread, given a poor supply of fashion
clothes), which at the same time works also as a
form of empowerment and support of the closest
social network:

»| have friends that | exchange clothes with, and |
do end up taking them, and they fit.. ... Yes, or |
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pass it (a piece of clothing, author's note) on. We
exchange them, pass them on...« (Katja, 38)

4. Conclusion: possibilities for subversion?

As the data of the presented study show, in
Slovenia it is practically impossible for fat people
to act outside the contexts of stigma. They are the
target of normative pressures in different discur-
sive contexts, from which they cannot exit. As a
result their action strategies are mainly oriented to
the covering up of the stigma (mimicry in clothing
practices and a high degree of self-regulation in
the choice of clothes and dressing) or to practices
of confronting the stigma through self-control,
adapting the body to the cultural norm of
slenderness etc. This is a situation in which fat
people are stigmatised in practically all aspects of
everyday life, while at the same time being a
completely invisible social group, which, in
dressing, reflects primarily in a limited supply of
clothes for them. In these terms clothing practices
are a typical example of the strategy of con-
fronting the stigma and stigma management, and
as such cannot be understood outside the cultural
and social conditions into which they are em-
bedded. (see Svab, Spanjol 2014).

Therefore the question offers itself, what are
the possibilities for subversion or social change,
for example in the area of clothing. In other
countries (particularly in the USA) the demands
of social movements, which strive for fat accep-
tance, are becoming increasingly louder in their
wish for a redefinition of the existing social
conditions, while in the academic circles a new
social field of »fat studies« is being shaped (cf.

Rothblum, Solovay 2009). Striving to replace the
stigma and the public-health debate or medical
judgement of fat people the fat rights social
movement has raised a public debate and made
obesity become a politically relevant theme.
Activism is undobtedly an important way of
taking action, and contributes to the recognition
that fat people are a discriminated social group
and that this kind of discrimination is understood
as the violation of their rights (Gilman 2008, 79).
In Slovenia, however, as this article has
attempted to whow, the situation is radically
different, offering very limited possibilities for
subversion. Fat women mainly deal with forming
strategies of confronting the stigma in their
everyday lives and adapting to the cultural norm
of slenderness. These strategies are thus mirroring
the social and cultural context or social situation.
On the other hand this is not only the problem of
fat body as deviating from the cultural norm of
slenderness and the fat stigma, but also the
problem of the imperative of a constant reflection
and change of the body and identity in general.
Thus the process and practices of changing the fat
body into a slender one (also through dressing)
can be understood as an unattainable goal, being
as it is, unavoidably caught up not only in the
unachievable and relative cultural norm of
slenderness (or as pointed out by the participants
of the focus groups — also slender people are
dissatisfied with their bodies), but also in the
logics of the reflexive individualism that, in these
terms, is a never ending project/process. This is
why practices of adaptation, mimicry etc. only
seem a part of this context, and as such cannot
transcend it or exit from it. One possible exit
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could be the practices of confronting and and involve activism and activities oriented
subversively transcending the idea of slenderness towards fat acceptance through the transgression
along with that of the relfexive project of the self.  of cultural meanings, rather than only towards
These practices are not easy to follow, but they adapting the body to cultural norms.

are possible — as proved by the trends abroad —
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Aunenka IIIBao
Caouna CnamoJu

Obaeka, Mmoaa u 1edeanHa
(Pe3ume)

OBOj Tpyn TH TIpE3CHTHpa pe3yiITaTUTe OJf KBAIMTATHBHATA aHamW3a 3a JcOenMHATa W
00Jj1eKyBameTo, npBa Bo ClI0BEHH]ja KOja ce 3aHMMaBa CO MPAKTHKUTE Ha 00JIEKyBamke U UCKYyCTBaTa OJ1
cTUrMara Ha JieOeMHaTa OJ CTpaHa Ha JKEHHM LITO ce WACHTU(HKyBaaT kKako nedemu. leOenuHara e
Brpaac€Ha BO JOMUHAHTHaTa KYJITypHa paMKa Ha ,,AA€aTHOTO TCHO“, Taka IIITO BOAHW KOH CTHUI-
MaTH3alija Ha TeJaTa IMTO OTCTAMMYBaaT O/ KyATYPHHOT uaean. Toj mporiec € pe3yinTaT Ha BKPCTYBabe
Ha MHOTYOPOjHHM TUCKYpPCH, KOU C€ YMHH JIeKa JIejCTBYBaaT 3a¢JHUYKH. TpylOT TPrHyBa O]l Te3aTa JeKa
OUCKYP3UBHUTE PaMKH BHI/IjaaT Ha JIMYHUOT HACHTHUTCT HA IIOCIHMHCUIOT Ha CJIIOKCHHM Ha4YWHU, q)Op'
MHpajKH KaKo MOCJIeANIa MEXaHu3aM Ha CTUTMaru3anyja Ha nedemure myre. Llenra Ha oBoj Tpyx e na
I'M aHaJIU3Mpa MaHU(ECTAMUTe Ha OBOj MEXaHHM3aM M CTPATErMUTE 3a CIIPaBYBambe CO CTHIMaTa Ha
neOenuHa.

Tpynotr e CTpykTypupaH BO TpH TJaBHU JEJIOBH. [IPBHOT A€l JaBa METOJOJOIIKH OIMUC U
comnpoaeMorpadcka Mpe3cHTanrja Ha npoOjeMoT. L[eHTpaaHOTO NOIaBje TH TMPE3CHTUPA M TH
HHTEPIPETHPA PE3YITATHUTE OJl UCTPAXKYBAKETO, (OKYCHPAjKU Ce Ha MepleniyjaTa Ha AeOenuHara u
MCKYCTBOTO Ha CTUTMAaTa, KaKO M Pa3HOBUIHHUTE MPAKTHKH Ha MPHCIOCOOyBambe Ha Je0EI0TO TEeo Ha
KyJATYpHHTE HOpPMH Ha ciaboTujaTta (IMeTH, pSKUMU Ha BexkOame, o0sieKyBambe). JJooueHuTe pesyin-
TATUTE CE HAIOMOIHYBAAT CO MONIMPOKA IUCKYCHja 3a KYJITYPHUTE aCTICKTH Ha JieOennHara.

Kay4ynu 360poBu: nebeinHa, cturma oj jeOeiMHATa, CTYAWH 3a JIcOesnHa, KyJATypHa HOpMa Ha
cnabotuja, cyoBep3uja
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VJIK 316.722:791.228(497.7)
Professional article / Citipyuen itipyo

AYXOBHHUOT BUTAJIN3AM BO KPYI'OT HA ’KUBOTOT
(BA ®UJIMCKATA TPUJIOTUJA KPYKHO /IBHKEIHE)

From Delight all these beings are born, by Delight they exist and grow,

to Delight they return...
Taittiriya Upanishad (111.6.)

Kayunu 360poBu: anummupan ¢uiam, Kpyoscno osudicerve, IpOMyXOBEH BUTal, KyJITYpeH aMOHEHT,

Oyneme

BoBeann 3adesieliku

Kora wdoBekoT Ha cuTe HemTa IITO IO
COYMHYBAaT )KMBOTOT UM /1aBa 3HAUCH-E HA HEILTO
OuTHO M y0aBo, TOTall XapMOHHUjaTa ja pacipocT-
paHyBa BO CEKOjIHEBHHMOT >XHBOT. Bujaejku BO
€/IHOCTAaBHHUTE, CEKOjJAHCBHHM HEITa, BO MMJIHO-
HUTE CTPYKTYpPH — JYIIM —CBETOBH € CKpHEHa
HEU3MepHa PaJoCT U 33/I0BOJICTBO.

Ho, coBpemenara kynrypa TI'l TOTHCHYBa
OBHME MaiM HemTa (Gopcupajku eKCTpEeMHH 3a710-
BOJICTBA CO MHOTY JApama Ha (HHCKH) CTPacTH.
Jynauute Ha n00poTO mocTOjaHO Tpeba da ce
Oopart mpOTHB EKCTPEMHOTO 3J10 32 J1a C€ OAPKyBa
TeH3n4yHa armocdepa! CoBpeMeHaTa KyiTypa €
3aCUTEHA CO JAyaJIMCTUYKa HAIHATOCT U € JIOBe-
JieHa /10 HEMOJHOCIHBA OWIOJapHA KOH(IMKT-
HOCT, a XapMOHHWjaTa Ha exHa yOaBWHA, Koja ¢

JazeHa Kako mocynTwiHa ¢opma (BO Koja He
3HAUU JeKa HeMa CTPACT), MAJIKY ¥ € TO3HaTa.
Cexoj MOMEHT € 4y/IeCeH, HO TOA YOBEKOT He
ro UCTpaXyBa M e1Baj ro 3abeiexyBa c€ Jo1eKa
HE ce Hamue Kade Wik CO HEKOj JPYr CTUMYJIAHC
HE IO MHTEH3UBMUpA, A TaKa, Makap 3a Kparko,
BUCTHHCKM TO TpOXHBee. A CHTE CTHMYJIAaHCH
JIejCTBYBaaT BpP3 OCHOBa Ha MCTHOT NPUHIWN —
NpPBO I'O KpeBaaT BHCOKO BO €r3ajTallid, a MoToa
ro (pmaat Bo morumrteHoct. Ce goOWBaar JBa
eKcTpeMa, a ce TyOM CpPeJHHOT IIUPOK HHjaH-
cupan pacrnion’. Cekako, ONKPYKyBamETO BIIHMjac

! Bo Taa cMmcia MOXe Ja Ce TpEHece HCKYCTBOTO CO
MakpoOHOTHKATa KaJIe IITO CUTE IPOJYKTH LITO C& EKCTPEM-
HO jHH W jaHT 3Ha4H BJICTYBAaaT BO KaTeropujara Ha CTHMY-
nancu. Tue ce Ha KpajoT Ha TabenaTa HA MPOIYKTH JICBO H
JIECHO M Ce MpUYMHATA 3a JucxapMoHHja u Oonect. Criopen
0Baa HayKa IPOJYKTHTE IITO Ce BO CPEJMHATAa HA CKajaTa
XapMOHHYHO JIejCTBYBaaT KOTr'a c€ KOHCYMHpAar.

105



Tama Mmwposcka: JYXOBHUOT BUTAJIM3AM BO KPYTOT HA )XUBOTOT...

YOBEKOT J1a C€ OJIHECYBa TaKa KaKo IITO Ce OJHEe-
cyBa — My TpeOaaT CHJIHH CTUMYJIAHCH Ja ce
CIIpaBH CO MHOTYOpOjHHTE cTpecoBH. Ho, mak,
MHOTY O] THE CTPECOBH CAMHUOT T'Yl MPOAYIIUPA CO
nmomute HaBuku! Kako u na e, ga ce rpamu Kyi-
Typara 3Ha4M Jia c€ BJHjae BP3 ONKPYKYBAHETO.
HaBuctuna, mocron HacymiHa moTpeda 4OBEKOT
Jla ce TIOBJIeYe BO THIIMHATA Ha KOHTEMILIAIHjaTa
3a Jia TY Mpo1ab04yy UCKYCTBAaTa Ha CYNTHUIIHOTO
KHUBECHE, BO CMUpeHA padociii, UMa HacyliHa
moTpeda Ja TOo OTKPHUE CBOETO IOSTCKO OWTHE,
Oorarata manera Ha 4YyBCTBA, BHATpENIHATa
IpHUpoJIa.

. Beunorto ¢puino3odcko npamame

Oga Haille MOCTOCHE, OBOj HAIll KUBOT, KAKO
IITO TO TNeaar eeoaniliunuilie >, He € OOMYHO
MIOCTOCHE, YIITE TIOBEKE, HE € caMo Oopba ma ce
npexusee. He e HU nencTHyuka Kpeauuja BO Koja
KaKo MCKpa OJiecHalI MPBUOT OO0XKECTBEH MMITYJIC,
a TOTOoAa C€ € OCTaBeHO Ha CJENHWTe CHIM Ha
cynOMHAaTa, WIM Ha TMOCWIHUTE M TOIYKaBHUTE Ja
ro nmopaborar ,jenoro”. Cropen BeIaHTHHHTE,
caMara CYIIHOCT Ha UOCUHOernelllo € C8eCHOCIL Y
bnaosicencitico. W, camata CBECHOCT € IOCTOE-
BETO, a HHUBHATa CyINCTaHLIMja € aHauod, Ona-
gicencitieo, padociti. Cat — 9uUT — aHaH[A, TIOCTO-
emhe — CBECT — OJIaXKEHCTBO, € ,, TaKBOCTa", TpH-
MapTUTHATa CTPYKTypa Ha Toa IITO €, CIOope
¢mnozopujata Ha Ynanumagure. TpojcTBOTO €
BO (¢y3uja, OMIEjKM TpUTE CE acleKTH eIeH Ha

2 Tlpuspsanuun Ha Benanrara, OJHOCHO YNaHMIUAJIUTE —
bunozodekuor sen o apesHuTe Bequ.
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JpyT, HE ce acleKTH Ha HEIITO YeTBPTO, 3HAuH,
THE € BO KOMITAKTHO ¥ HEPACKUHIIUBO CIUHCTBO.

CeTa HEOTPaHUYCHOCT, IIETHOT OECKpaj, ceTa
arcoNyTHOCT € yrcTo OnaxkeHcTBo (pure delight).
Jlypu ¥ Hamieto peigaTHBHO YOBEIITBO IO HMa
HCKYCTBOTO JIeKa CETO HE3aJJ0BOJICTBO BCYITHOCT
3Ha4M OrpaHuYyBambe, IpeyKa, 3aJ0BOJICTBOTO
Joara co peajm3anyja Ha HEIITO TO OMIIO OAJIO-
JKEHO, CO HAJIMUHYBambe Ha TIpaHUIATa, COBJIA-
JyBame Ha npevkara. Toa e Taka OuiejKku HaleTo
M3BOPHO OUTHE € arliCOJIyTOT CO LIEIOCHO MOCEdy-
Balb¢ Ha CBojaTa OeCKpajHa M HEOTrpaHHYCHA
CaMOCBECT M MOK BO cebe; ceOernoceyBame uue
apyro ume e Omaxenctso (self-delight). 1 kako
IITO PENATHBHOTO TO JOMHMpa OBa ceberocemy-
Bamb€, MPOTOPIIMOHAIIHO TOa C€ JIBUKH KOH 3a710-
BOJICTBO, I'0 JIONIUPA GIaKEHCTBOTOS,

AKO € Taka, aKo CYIIHOCTa Ha MOCTOCHETO €
0JTaKEHCTBO, 30IITO YOBEKOT TOJIKY MHOTY (Tpeba
na) cTpama? — e BEYHOTO (Prit030(CKO Mmpariame.
Co BEKOBHM YOBEKOT I'0 MU3MayyBa MPOOJIEMOT CO
3710TO, HEroBaTa HEONpPaBIaHOCT BO OO0KecTBe-
HaTa Kpealfja 1 rpariamara OKoJy TeoIulejara.

Ogaa apeBHa TeopHja 3a KOCMHYKOTO MOTEK-
JO Koja € mpenajieHa Bo BemaHTara BenHaml BO
YOBEYKHOT YM € KOH(POHTHpaHa O]l JIBe CHIIHH
NPOTUBPEYHOCTH, EMOIMOHATHATA M CCH3HOMII-
HaTa CBEeCT 3a OOJKaTa M €THYKUOT NIPOOJIEM CO
3nmoro. OTH, ako cBETOT ¢ m3pa3 Bo Car — uuT —
aHaHJa, HE CaMO Ha MOCTOCHETO KOE € CBEeCT —
CHJIa — IIITO MOYKE JIECHO JIa C€ IPUMH — TYKY U Ha
MOCTOCH-€, KOE € HCTO Taka OeckpajHo Ona-

3 Sri Aurobindo, The Life Divine (,,Delight of Existence: The
Problem™), Pondicherry, Sri Aurobindo Ashram Press, 2005,
p. 99.
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JKCHCTBO, TOTAlll Kako Ja TO OmpaBJamMe OBa
CBETCKO TPUCYCTBOTO HA Tara, CTpajame M
Oonmka? bunejkm OBOj CBET TMMOOpry HH Ce
MPETCTaByBa KAaKO CBET HA CTPAIame OTKOJKY
Kako CBET Ha CBETJIMHA Ha MocToemeTo. Cekako,
OBOj CTaB 3a CBETOT € MpeTepyBame, Iperika BO
HabJbylyBameTo”,

Cekako, YOBEKOT HE CMee Ja T'M 3aTBOPH
OuHMTe TIpe] CTpajameTo W Oojkara. Tarocra,
OCCUyBCTBUTEITHOCTAa, WHEPTHOCTA ce OoJlecTH
ucTO KoMKy u Mp3nuBocta! Ho, Mcto Taka He ce
nperopaydyBa HU MPEMHOTY Jla CE ONTEPETyBa CO
Oapame (uno3odcku objacHyBama 3a CTpaja-
BETO, YIITE TOBEKe, Kora OJroBOpoT ro Oapa Ha
norpemHo Mecto! MHOTy 4YecTo BHCTHHCKHOT
OJIrOBOp HE TO J00MBa 3aT0a IITO MPETXOIHO
n100po He ro Jionupas U He ro jaeduHupan
mpoOiiemor! Moskebu, 3a mpomeHa, 1o0po Ou
ouso na ru 3abopaBu (uno3odckuTe npamama u
Ja ce oOujae na TMOodYHe Ja I'M HCTPaKyBa OHHE
MaJICYKH HeIITa MITO HOCAT PajocT W MITO TO
MO0NMKyBaaT A0 eIHa Jpyra MOCYNTHIIHA peal-
HOCT, PEAJIHOCT KOja oJlaMHa ja 3a0opaBuil, Taka
3a(haTeH CO CBOUTE 20J1eMu YUSUIUZAYUCKU UpO-
exitiu u toitighaitiu, 6€3MUIIOCHO YHUIITYBAjKU ja
IlaHeTara, a CO Toa M COICTBEHATa BHTAJHA
eHepruja!

Ako 10 HaOJbyJqyBaMEe CMHPEHO M CaMO CO
npelr3Ha U HEeTporaTesiHa MPOICHKa, K& OTKpHue-
Me JieKa cyMaTa Ha 3aJI0BOJICTBOTO OJ1 MOCTOCHC-
TO JaJeKy ja HaJMHHYBa cymara Ha OoiKkaTa Of
MOCTOCHETO — aKO HE Ce 3eMaT Npe/BUJ HEKOH

4 Ibid., ctp. 100.

MOCeOHN, UHUBHIYATHN CITyYau — U JIeKa aKTHB-
HO WJIM TAaCHBHO, Ha TOBPIIWHATA WIIK TOJJIa-
00KO, 33JI0BOJICTBOTO OJI IOCTOCHETO € HOpMAaJTHA
coctoj0a Ha mpupojara, a 0oIKaTa € CIPOTUBHO
npojaByBambe BPEMEHO CYCICHIMPAjKU WIN Tpe-
KpHUBajKu ja HOpMajiHaTa cocTojoa. Ho, ox ncrata
Taa TMPUYMHA [OMajaTta cymMa Ha OOJKa HE
MOroZlyBa MHOTY NOMHTEH3MBHO W CEKOTamll W3-
OWBa TIOBEKEe OTKOJIKY TIOrojiemMara cyma Ha
3aJI0BOJICTBO; TOKMY 3aTOa IITO IOCJECTHOBO €
HOPMAJTHO, 14 TaKa HE IO UCTPAXKyBaMe U ¢J1Baj To
3a0enexxyBaMe c¢ JIoJeka He ce MHTEH3UBHpA BO
Hekoja akyTHa (opma, Bo OpaH Ha cpeka, BpB Ha
pajgocT Wi ekcrasa...’.

Ogaa apeBHa (uiozoduja, Koja cekoram ro
HOro/lyBa CPEIUINTETO Ha MPOOJEeMUTE, HE TOT-
TUKHYBA JIa CE COOYMME CO HalllaTa CUTyaluja 3a
Ja ce 3ampaliiame JaJid HEIITO He € BO peja co
HAIIUTEe JKMBOTHH HABUKH INTOM TOJIy JIECHO
MoXKeme Jia Oujieme M3BajieHu o] pamMHoTexa? U,
Jalyd HUE JylreTo, BOOIMILUTO, CME JOCTHIHAJe
pamHoTexka, XxapmMonuja? ® Cymara Ha 3a10BOJICT-
BOTO (BO MayMTe HEINTa) € TOorojieMa oJf cymara
Ha OoJKaTa OJl TOCTOCHETO — HE oxpalpyBaar
BEYHUTE BUCTHHHU O]l 30paTa Ha JPEBHUTE YOBE-
KOBW 3Hacma! AkyTHara 0oJika M CTpagameTo HE
MOTCETyBaaT Ha MOTEHIIMjAIOT MITO TO HOCHME, a
HE cMe ro peanusupaine Bo CaT — uuT — aHaHjaa!

5 Ibid.

6 IlesmokymHara cocrojba BO KOja ce Haofa CBETOT,
BKJIYUHUTETHO CUTe KOH(IIMKTHU IO KOja OUJIO OCHOBA Ce
pe3ysITaT Ha HepaMHOTeX,a, IUCXapMOHMja.
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I1. BoJukarta u pagocTa — IBe CTPAHHM HA UCTA-
Ta mapuyka?

Ce 0odeka dicugeeme UZHOPAHUICKU JHCUBOLUL
Ke clpadame u Hema Oa Upoznedame. 3a oOa
ipoenedame itipeba oa ce pazdyoume. Enen on
OJITOBOPUTE HA BEYHOTO (DHIII030()CKO Tpaliame
KOE CH T'0 TIOCTaByBa U COBPEMEHHOT YOBEK € BO
3ayHIEHHOT BUTaJl, YMOPOT O] ,,[JUBHJIM3AIIN]ja-
Ta“, HEraTMBHATA CHEPruja Koja HE ce TPyIu
(HuTy 3Hae Kako) Aa ja mpeoOpasu, MWHEPTHOTO
WM TIPEMHOTY Op30 OfHecyBame (I1aK, HepaMHO-
Texa). AKo cuTe (HUHU TpeneBamba Ha Ooute |
YyBCTBATa IITO CE MEHYBAaaT CO T'OJMIIHHUTE Bpe-
MHIba, CO JEHOT M HOKTa (3a ILUTO COBPIIEH YCET
UMaaT Pa3BUEHO HMCTOYHHTE HAPOAM, OCOOCHO
Janonmure), He ce JeT 0J] HETOBUOT KUBOT, HETO-
BUOT BUTAJl € OCAKaTeH, a BpPCKaTa CO IUIaHeTaTa
3emja npeknHara. Toa ocakaryBame Ha BUTAJIOT €
e/IHa O/ TOJIEMHUTE NMPHYMHHU 32 HETOBOTO CTpajia-
WBe. 3aylIeHHOT BHTal ro pa30oiyBa TENoTo,
TEJIOTO CTaHyBa Talo U TPOMAaBO, IyLIaTa MOTHIL-
TEHa, a YMOT MpayeH U 3aTBOPEH.

JlexoT 3a MHOTY, aKo HE | 3a CUTe, OOJIECTH €
BO OOHOBYBam€ Ha €JIaH-BUTAJIOT!

Kora BocmocTtaByBamMe BHCTHMHCKA, TE€MeNHa
BpCKa CO TPHUPOJIaTa, OJHOCHO CO CBOjOT COICT-
BEH BMTaJ, TOrall ce HypHyBame BO IJ1a00K H
temeneH mup. [lanu mpopopara, miaHeTara 3emja,
I'eja, Ounejku HE cMupyBa, 0CI000/yBa U BO3BH-
IIyBa, € €{HO BPBHO YMETHHWYKO Jieno? bunejku,
Taka OJIarompHjaTHO Ha HAC JIEjCTBYBa M yMET-
HUYKOTO JIeJI0 — HE 0CI000/1yBa, BO3BUIIYBA HMIIH
HE cMupyBa!

3Ha4uu, roeM el Of PEIIeHHEeTO Ha Mpoo-
JIEMOT IUTO T'O THUIITH YOBEKOT € BO OOHOBYBaHE
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Ha BUTAJHATA CHEPrHja M CO BIAXHYBAME JKUBOT
BO MUJIMOHUTE CTPYKTYPH Ha MAJIUTE HEIITa IITO
ro ONKpyXyBaaT. Toj MaHICHUXUYKH CBETOTJIEH,
TOA OPraHCKO BMPEKYBambe ¢ HOBOTO TKHUBO IITO
ce TKae (M He caMo cera) Kako YMETHOCT Ha JKUBe-
eme M Kako aMOHMEHT 3a TBopeme. Bo emHocTas-
HUTE HelTa ¢ BHUCTUHATA, BO CEKOj MOMCHT.
Jlymmpao 3abenexyBame Ha OMTHOCTa Ha CEKOj
MOMEHT, OMTHOCTa Ha OOWYHHUTE, MajH HeITa
HITO T'O UCIIOJHYBAaT XKUBOTOT CO PajoCT € CyIl-
THUHATA Ha 3€H-ECTETUKATA.

Bo ’XMBOTOT MWJIMOHHM HEIITa TMPUYHHYBAaT
pazoct, UCTO TOJKY OoOJiKa M Tara. 3eHOT HE y4u
JIeKa YMETHOCTAa Ha JKHUBECHE HE CE COCTOM BO
n30ernyBame Ha OOJkaTa WIM BO Tpabame Ha
pazmocTa u cpekara.

=13

MAN
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Toa Ganancupame Ha jUH W jaHr Bo Tao, 1Ba
ToJIa IITO Ce BTKajyBaaT €IeH BO APYT, ja aBa
MYZAPOCTa Ha JaCHOTO TJIeJJaf-e HA HEITaTa, TAKBH
KakBH WTO ce. OCBEH OBOj MOJIAPUTET, OCTOU H
JUHAMUYHOTO  ceon(aTHO  OICEPBHpAmE  BO
eIMHCTBO, KO€ TH TpaHCHEHaupa 1BeTe (BO
ybaBuHata — Tao). 3naum, Bo OpojoOT itipu e xap-
MOHHjaTa; ,,TPETHOT eJeMEeHT* (€ BO3BHUIIICHATA
y0aBuHa KOja) co31aBa XapMOHHMja, Ouejku crpe-
qyBa pajiocTa Jia MpeMUHEe BO MperojeMa ersal-
Talyja, a OoJKaTa BO CEHTHMMEHTAJIHOCT MU
camocoxanyBame. Tpu e Hebo, 3eMja U UOBEK,
KaKO IITO Ce O3HAYCHU BO MPUKA30T HA IBETHHOT
apamkMaH Ha ukeOaHata. Bo mkebanara miam Bo
apaHmKMaHOT Ha KapnuTe BO 3€H-TpajdHaTa MMa
TPH €JIEMEHTH WIM €JIeH KOj BO ceOe mMma Brpa-
JICHO M cMMOOJIM3Upa TP acnekTu. Bo oBue cum-
00NN ce TpUTE OCHOBHH MPHHIIMITH: XOPH30HTANA
— 3eMja, BepTHKana — He0O, UjaroHaia — 4oBe-
xot’. Tpu ro opopMyBa KpyroT Ha XapMOHH]jaTa.

VYMeTHOCTa Ha OanaHCcHUpambe € BIETYBambe BO
KpeaTHBHA [WHAMHYHA Wrpa, OAOCTHYBame Ha
KPajHOCTHTE KOW CEKOrall ce NpPUYMHA 3a CHUTE
HAaIli HEBOJjU. ACHMETpHja, E€AHOCTABHOCT H
,,HECOBPIIIEHOCT™ BO CIIOHTAHOCTA, ,,CIIy4ajHUTE
CJIEMEHTH, C€ KapaKTePHUCTHKA HA 3€H-yMETHOCTA
U CE BO €CEHIIMja Ha CUTE€ YMETHUYKH OOJIUIN KOU
ce MoJ1 UMETO 3€H.

XauKy recHara € MOMEHT Ha €IHO BJax-
HOBEHHE — KpyI Ha XapMOHHja Mery Tpu eJie-
MEHTH: BHATPEIIHOTO OWTHE M CBETOT W peJia-
nyujara mery HuB. Ha cute THe nckyctBa pesynrar
e pamocra. Pamocra mnm Oonkara, Oujmejku ke

7 Glinter Nitschke, Japanese gardens (Right Angle and Natu-
ral Form), TASCHEN, 2007, ctp. 25.

3rpelrMe ako KakeMe JieKa eIHOTO TOCTOH 0e3
JIPYTOTO, CE JBE COCTOjOM KOWM HAM3MCHHYHO CC
MEHYBaaT BO PacIlOIOKEHUETO Ha 1oeToT. Tue ce
npeseBaaT Kako OOWTe Ha BUHOXKHUTOTO HPH ILTO
BO Pa3JIMYHU MEPHOAU Off TOAMHATA WA BO €IHO
JICHOHOKHE, IOMUHHPA €IHOTO WIIN JPYrOTO KAKO
cnennduuna 60ja u eHepruja... 8.

111, KamMuannara ¥ KaHAHJI0TO 0 MOETO
IeTCTBO

3€HOT ¢ yHHBEp3aJiHa eCTeTHKa, OMICjKU Ce
3aHMMaBa CO OMNIITOYOBEYKH BPETHOCTH W HOCH
pelieHue 3a npodjeMuTe Ha COBPEMEHHOT YOBEK
NpeKy YMETHOCTa Ha JXHBECHE BO CKIIQA CO
NpUpoJIaTa U BO €IMHCTBO CO MAJIUTE €JIHOCTABHH
npedunern Hemra. Cekoja HallMOHAIHA KYJITypa
ce cocTou o amMONeMH — EKCTPaKTH Ha €MOLMH
IITO CE COYyBajic Kako Hajy0aBu cekaBamba BO
TBOPEIITBOTO, OOMYanUTe W KyJNTypara Ha >KHUBE-
eme. BuramHWTEe eKCTpakTH Ol JETCTBOTO Ke
Ougar coyyBaHM M Ke IO XpaHaT YOBEKOT [0
KpajoT Ha XUBOTOT. Jac, Kako JieTe, Jierata TH
MOMHUHYBaB BO Kykara Ha 0aba mu Bo Pecen. Ona
HITO KAaKO 3JIaTHA HUTKA C€ MPOBJIEKYBa JI0 JCHEC
BO MOWTE CeKaBamba € MUPUCOT Ha KaMUJIMIATa
HITO pacTelle BO JBOPOT ¥ MAJOTO KaHIUIIO IITO
ceKoraii ropemie npej MKoHata. BuTtamHocTa Ha
OBHE CeKaBamba ¢ )KKMBa U MOJIHA CO JyXOBeH Ha0oj
M 4eCTO MU TO NOA00pYyBa pacIoiiOKEHHUETO BO
TEIIKUTE MOMEHTH.

HajOuTHO 32 eHa KynTypa Ja OCTaHe KUBA €
MPOJyXOBEHUOT BUTAIl Jla C€ pa3BUBa BO KOHTH-

8 Tarjama MuibOBCKa, ,3€H— yHUBEP3aiHa €CTETHKA®,

http://okno.mk/node/42225.
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Hyutet. [IpoayXxoBeHHOT BUTa CyOnMMHUpa €KCT-
PaKTH — UCKYCTBA CO OCOOCHA HAI[MOHAIHA HOTa,
ro oOHOBYBa JKMBOTO TKHBO BO CKJaJ CO MOT-
peduTe W HUMIYJICUTE Ha HOBOTO Bpeme, Oye H
IBETa M HE cMee Ja ja m3ryOm cmojara (uHa
M3BOpHA NPHUPOJA, CUMOOINKATa, 3Ha4l, HE cMee
Ja MpEeMUHE BO CBOjaTa CIPOTHBHOCT, BO KpPYT
CTEPEOTHIl — MUMETHYKO TTIOBTOPYBAE.

IV. 31aTHaTa HUTKA BO TPUWJIOTHjaTa
anuMupanu ¢uiamosu Kpysicno osusicerve

Bo cnmyHM pasmucnyBamba W E€MOLUH CE
BTOIICHM M JEjCTBaTa BO MaKEJAOHCKUTE AaHHMU-
panu ¢uiMoBH of Tpusorujata Kpyacro osudice-
me. V1 BO HUB Kako Jia ce MPOBIIEKyBa MUPUCOT Ha
KaMWINIATa W MPUIYNICHUOT TUIaMEeH O] KaH/Iu-
noro. CumbonuTe ITO ce jaByBaaT: CaJHUIIA,
¢dunanka, ceHKa, pasurpaHo JeTe, CeJIaHKa, Celic-
Ka MU, €3epoTO, TPCKUTE, CAMOBHIIUTE, MITHIIA-
Ta, pubara, MajkaTta, MOHaXxoOT, BO cebe Hmaar
MOBEKECIOjHO 3HAYCHE, BIAaXHOBEHH CE€ CO
CYNTHJIHA eHepruja BO Tp(e)ne(T)JIMBO IyJICH-
payvko TKaewmhe Ha YyBCTBOTO, KAKO BO HAPOJHHUTE
Be30BH. Crienudukara BoO aHUMUpPaHaTa OpHAMEH-
THKa, OJJHOCHO CaMHOT LIPTEX, MaTHHATa, Kapak-
TEPOT HA MHCMOTO, TPOM3JIETYBaaT OJ CICIH-
(mkarta Ha ja3WKOT Ha e/lHa KyITypa, U JylIara Ha
YMETHHKOT — IPTA4y0T, KOMIIO3UTOPOT Ha MYy3H-
Kara, CLEHAPHCTOT, PEKUCEPOT, MOHTAXKEPOT UTH.
CuHeprujaTa BO €KHWINAara ro JaBa pe3yinTaToT —
YMETHHUUKO [€JI0 Ha €JHa IparaHcKa KyJITypa.

Cnopen cuenapuctor Anexcannap I[Ipoxo-
MMEB, JIEjCTBOTO BO aHWMHUpaHWUTE (UIMOBH Ce
ClIydyBa BO JBa IapaJieIHU NIPOCTOPHU, HU3 AUXO-
ToMHjaTa Kyiatypa/mpupona. Ha rpamor Ckomje
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KOHTPAITyHKTHA MPOCTOPU My C€ TpoOHINTaTa, Ha
CeNoTOo — rpajgoT buroma, a Ha MaHACTUPOT —
esepoto. Huz penauujata Ha OBHE mNapajeilHH
pEaTHOCTH ce pa3BWBaaT €MOTHBHUTE M JIyIIIEB-
HUTE TTOPAKH.

1V.1. Bo Ckonje — tara (Kpysrcro osusicerve na
cenkaida)

Bo mpeuotr ¢unm Kpyorcno osudicerve Ha
ceHxaitia ce oOpaboTyBaaT emoruure OOJIKa U
Tara ojf ryOuTOKOT Ha MWIOTO. CIEHApHOTO,
MHaKy pabOTEHO CIIOpe]] NCTOMMEHUOT packas Ha
Jumurap CoueB, € MPeKoMpame Ha KHIKEBHHOT
HapaTHB BO HOB MEJIMYM — aHUMHUPAHU TOABIIKHH
CJIKH, TIPU IITO CE CpeKaBaaT HOBH CJICMEHTH:
urpata Ha CeHKaTa Ha CHHYCTO U TpaHcdopma-
[MjaTa Ha YOBEKOT BO JPRBO.

Bonkara u TaraTta mymraar Jactapd, Koraat
u pujar. Op cajHMIATa, YIITE HEMOCaJieHa, ce
W3BMBAaT Jactapu W Jyucja. Ha itaeaitia xaxo
KOHTPAMyHKT M OJ[roBapa pasurpaHocra Ha jere-
TO (eJaH-BUTANOT) BO CEKAaBambEeTO HA HETOBUTE
ommcku. Kako meroBa cenka. Komky moBeke
TaraTa ce pa3BHBa, CTaHyBa OIIITO MaHH(ecTH-
paHa eMollja — KyJITypa Ha TaryBame, IITO Ce
MOTEHIIMPA CO My3HMKaTa Ha KOHTPabacoT u (hOHOT
Ha Taxaukara. JlymeBHaTa cocrtoj6a Ha mpoTa-
TOHUCTUTE TPaad TPUATOIHUK (MM KPYr) HH3
rpajandja Ha YyBCTBOTO: OJl Tara BO Jiaboka
0oNKa KOH pa3pelryBame — BO HUWUHA W
CMHpYBambeE.

Toa HajnoOpo ce wu3pa3dyBa CO OpHAMEH-
TAJIHUTE BEreTaTMBHH MOTHBU BO IPTEKOT —
UMITYJICOT Ha pacT U Oyewme BO PACTHTEIHHOT
CBET M IIOCTOjaHOTO KPY)KHO OOHOBYBame Ha



CONTEXT / KOHTEKCT 17, 2018

KUBOTOT. Kako sma caka ;a ce kaxe Jieka camo
THITWHATA Ha pacTeHHjaTa — JpBjaTa W HUBHOTO
THUBKO pacTeme, HAJIONy CO Kopemara (BO 1o4Bara
Ha HAIMOHAHATA KYJITYpa), ¥ Harope, co rpaHKu-
T€ M3BUIIIYBajKU ce€ BO HEOOTO (HA JyXOT), MOXKAT
Jla ja CTUBHAT BeYHATa 0OJIKa Ha YOBEKOT. Bura-
JIOT TaKa JIO)KMBEaH HOCH JIyXOBHA caTuc(hakimja,
ce JIOCTUTHYBaaT HHBOA KOM YOBEKOT I'0 0CiI000-
JyBaaT OJl Taratra, ro CMHpyBaaT. 3aToa TaryBa-
BETO, KaKo 00MYaj 110 CMPTTa Ha HEKOj OJIM30K, €
mporec co Koj o (U3UYKO IOCTOCHE Ce Mpe-
MHUHYBa BO CEKaBame, HU3 PEBUTAIH3HMpAmE Ha
JlyXOBHOTO.

Kynmunanuja Ha emorpjarta, BOSIHO, pa3pe-
[IyBambETO Ha OOJIKATA U Tarata, ce ClyuyyBa Kora
MOCaJICHOTO JPBO Ke MYIITH JUTa00OKH KOpEHa H
ke cpacHe co 4oBeKoT. Kora 4oBekoT ke ce ciee

CO CpIeBMHATA HAa JPBOTO INTO OJ[ JaMHHHA
»pacte Ha cyBa puaa Bo BummHata” (Amo Ilo-
1oB, /[pséo na puodoiti). OtH, ,,011 JaAMHU JaMHUHH
pacTe oBa JIpBO Ha CyBa puja 0e3 Boja / co
TpPaHKH pPACKpWICHH KO NTHIA JaJIUCaHa BO
neToT. / BUCOKOTO COHIle TO 3aciienyBa oJ CBOjOT
YCBUTEH CBETJIOCEH 0/1ap, / HO BO HEro IIypKaar
CHTE KMBHU COKOBHU Ha CBETOT. "

U, He e au 3710€J10 KOora Toa IOBEKEr O IHIII-
HO JIPBO, KO€ OJ]JaMHa TyKa OWJIO TIpeJ Hac, U KOoe
co cebe I'M HOCH CeKaBamaTa 3a H3MHHATUTE
BpeMHbAa, K€ T0 nceyeMe 0e3 TPOIIKa YyBCTBO?
Kako mTo mo pexm 10 KOpeH T cedea JpBjaTta BO
Ckomnje uzmuHatute roguan? Ha HUBHO mecTo ce
cajea MJIagMd CaJHHUIM — CBECHO WIIM HECBECHO

KaKo Jia cakaa Jia o 03Hayar IMOYeTOKOT Ha ,,HO-
BaTa ucropuja Ha Makenonuja“. la, 6e3MUIIOCHO
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ce cedemie, ce Opuirea cekaBamaTa 3a €IHO
BpeMe. CocekyBame Ha CTe0JIOTO, Ja HE MOXE J1a
nymTya Mitaau unanku. HamopenHo co toa coce-
Ky6are, U KaKO CUMOOJIMYKH U KaKO (PaKTHUKH
YMH, c€ M3BelyBalle ypOaHHUCTUUKKM T€HOLUI Ha
rpanot Ckomje. 3atoa CKormje yIuITe J0Iro BpeMe
ke OuJe MHOTY TaXeH Tpafl...

1V.2. Bo butonaa — pagoct (Kpysrcro osusicerse
na Mapeiuo)

Bo Bropuot dunm oj tpunorujata, Kpyacro
dsuicerbe na Mapeitio, peoBnaayBa JIpyro pac-
nonoxenne. Hema Tpayma kako BO MPBUOT (PHIIM,
TyKy MHpHa ceJcKa WIuia Koja ce cleBa co
rpagot butona. Bpckara mery cenoTo W IrpaaoT
HE © TpEeKuHaTa, TpajaulyjaTa € COoYyBaHA WU
€IHOTO C€ XPaHHU CO IPYroTo.

Cenoitio e 61uUcKy 00 2padoill, Ta MOXKe TypH
U TeNIKM J1a C€ CTUTHH BO Hero (Wi co
Bejocunien!) — (aHTACTHMYHO TMIpEJicBakbe HU3
OmusuHata. Mape ce 1ieTta HU3 TpajoT, [0
VIUIMTE Ha yaplivjata, y)KUBa M IMOJ3aCTaHyBa
qy/IejKH ce€ Ha OTKPUTHjaTa Ha MOJIEPHOTO BpEMe.
Herro nHTEpECHO Ce ciy4dyBa BO oTorpa)ckoTo
cTyauo! —JbyOOIMUTHO SHPKa HU3 M3JIOrOT. Mape
Momuue y6aBo® 3a NMpB mar BieryBa BO KMHOTO.
Taa e BoojyIieBeHa, Marercana o MOJBHKHUTE
cukn Ha Quamor. Bo cpenda Ha crapoto —

® Cexoj mat BpBUII Kpaj mene/ Mape momuue yba-
Bo. /Co ckpomHO npHO dpycranue, /Co 6eyo mBeTje
Ha rpagu./U cexom ko ma momumHum /Co cMmejejHE
Mu ce onynBum. / Mape mop, au4Ho, y6aBo, /Ouu-
Te TBOj ce XHuB muamMeH. /O4uTe TBOj Ce XKHUB MMia-
MeH, /OnynoTt TBOj je xuB oroH...(Pamocmas K.
[lerkoBCcku, Mape, momuue y6aso)
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TpagunyjaTa W COBPEMEHOTO, PYPaTHOTO H
ypb6aHOTO, HHU3 JIMKOT Ha Mape, Kpyror ce
3aTBOpa BO CIleHaTa co OabWukara Koja Tpenae
BOJIHA KOja JIeBOjKaTa Ke CH ja mperno3Hae (cueHa
on ¢unm Ha Opakara Manaku). Unaky, Bo ¢ui-
MOT MajCTOPCKU C€ HMHTErpUpPaHU OpPUTMHAIIHU
CHUMKH — (hparMeHTH oA JOKyMEHTapHH (puiMo-
BU Ha Opakata Manaku on burona, npBure kune-
marorpadpu Ha bankanor. Jlunero Ha jaeBojkaTa
Ke TO 03apu pajiocT U CBETJIMHA, CO WITO JEjCT-
BOTO JIOCTUTHYBa KyJIMHUHAIMja KOra Ke CHU TH
MIPEro3Hae CBOUTE MWJIM KPaBUYKH Ha €KpaHOoT!?
Ke uM 10BHKHE ,,0jc*, 32 MOMEHT 3abopaBajku
JeKa € BO KMHOcajiaTa, a He Ha Hej3UHaTa JIMBa-
na... TpuaromHuKOT Ha AymieBHaTta coctojda Ha
Mape ro rpajgatr pyTMHCKara ceKojaHeBHa padoTa
Ha CeJO MPEeKy UCKYCEHOTO YyJ0 BO KHHOTO, KOE
Ke ja BOBeJEe BO PajoCTa M CBETIMHATA HA yMET-
HOCTA HAa MOJIBUKHUTE CITHKH.

MHory (uHH CrIOeBH M TNpelieBama Ha MpU-
poiara M TIpajoT, HCIPEIUIETyBale Ha Tpaau-
mjata 1 HoBOTO Bpeme! Tokmy TOa mTO €
noTpeOHO 3a CTUIM3alMja Ha OJPEJCHU Tpaju-
HUOHAJTHU (OPMH 32 J1a CIY)KaT 3a OCBEXKYBAabe
Ha KynTypata (Ha mpuMep, CTHIIH3aIHja BO TN3aj-
HOT, CO U3BJICKYBambe Ha KAPAKTEPUCTUYHU MOTH-
BU 0]l (PONKIOPOT, PACTUTEIHU WM T€OMETpPHC-
Ki). MupucoT Ha KaMWIMLATa W Ha CTOTULH
JOpyrd JMBaJCKH IIBEKHIbA C€ MPUCYTHH HH3
JUKOT Ha MJajuata cenanka. M 0Ge3 0oja Bo
LPTEXOT, 000EHOTO UyBCTBO CYNTHJIHO TPEHEPH.

duimot Tpeba 1a HE MOTCETH JeKa TOKMY
obOpatHOoTO ce cuydyBa(iie) Bo MakenoHuja:
cejlaTa ce€ HANYIITEHH, BO YapIIHMUTE 3racHyBaat
3aHAETUTE, CO LITO BO HENOBpAT ce rydar Tpaau-
OUOHATHUTE €JIEMEHTH, EKCTPaKTHTE, aMOUEHTOT
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U 0CcOOCHOCTHTE WITO ja MpaBaT €AHa KyITypa
aBTEHTHYHA, MHTEpEecHa, XuBa. M nexa KpajHo
BpeMe € Ja ce OOHOBM Taa BpPCKa HH3 €JeH HOB
COBpEMEH MpHCTAIl.

1V. 3. Kpaj Oxpuackoro E3epo — TummHa,
CMHUpeHa PagocT U 0J1a3KeHCTBO (MOHAXOUL)

Tpernor anmmupaH (WIM O TpHIOTHjaTa
Kpyorcno  dsuscerve — Monaxoit, TO OTKpHBa
TPETHOT €JEMEHT HEONXOAEeH Ja ce odopmu
KpYroT Ha XapMoHHWjaTa. 1peltiuoili enemeHill €
ipancyeHoeHyuja 60 cmuperna padocii u oOia-
acenciueo. IlotpeOHa e ocama 3a Ja ce CTHUILHU
rojeMaTa Oy4aBa O/ CEKOjIHEBHHUOT KHUBOT, Jla CE
BJIOKH COOJIBETCH HAIOp W HU3 KOHTEMIUIAMja
MOJIMTBA JIa CE JOCETHE BHATPEIIHATA THIIHHA.

CuHO e3epo, Maja IPKBUYKA BO Kaprara,
TUIIMHA BO LIYMOT Ha OpaHOBUTE M TPCKHTE,
npupojiHa yO0aBUHA Ha OPraHCKOTO BO (y3Hja cO
arncTpakTHaTa y0aBMHA BTHCHAaTa BO BEYHHTE
Kapry Ha IPKBUYKATa € BO3BUIICHUOT aMOHMEHT
3a J]a MEIUTHPa MOHAXOT M Ja TH BJIaXHE EKCT-
pakTuTe Ha OMTHETO Ha 3eMjara, IyXOT U BUTAJIOT
Ha eIHa KyJATypa HH3 YMHOT Ha CIHMKAE UKOHA.
Ho, m mokpaj ce, memro HemoctacyBa! Becna
MOHAXOT TI0 €3¢pOTO Ha CBOjaTa MEJIAHXOJIH]ja, HO
HE MOXe Ja ,,JoBecia otage”. Kako na My Hengoc-
TacyBa unciiupayuja. IIpeMUHOT O pealucTHIKa
MpHKa3Ha BO 0ajka 3a e3epkuTe € BO (PyHKIHja Ha
MOBP3yBame CO MPUPOJHUOT M30JIMK Ha KEHCKATA
eHepryja HeONXoJeH 3a uncliupayuja. E3epckute
CaMOBWJIM BO TIaraHCKaTa TPajuilfja c€ CUMOOJ
Ha JKEHCKHMOT NMPHHIMI IITO ce OYHTyBa NPOTHB
MaTpHjapXaJHUTE CTEPEOTHUIIH.

U Bo 0BOj anmMupan (puiam mymeBHaTa coc-
T0j0a Ha MPOTArOHUCTOT — MOHAXOT T'Pajy TpHa-
TOJIHUK (MJIM KPYT) HM3 Tpajalyja Ha YyBCTBOTO:
1. mMenanxonuja 2. BIaXHOBEHUE 3. OJAXKEHCTBO.
[ToBTOpPHO TO MMame OpOjOT TpW BO pean3aiu-
jaTa — TpH JICBOjKHM — CAMOBHJIM: TIpBaTa CaMOBHJIA
ce npeoOpa3yBa BO MTHUIIA U OJJIETYBA BO BUCOKH
BUCHHHU, BTOpara BO puba — ce HypHYBa BO
e3epckuTe JaboKu JJIa00YMHU, TperaTta — BO
MajKa JIeyHKa, TOIUTMHA M MuIociauBocT. Eporc-
KOTO ce cybnmumupa Bo ayxoBHa Bo30ynall. Toa e
TPETHOT TPHHIMII — aHaHjga, OmaxkencTBo (de-
light, bliss) ox TpumapturHaTa cTpykTypa Ha
»,TakBocTa" Ha cTBapHOCTa — CaT — YUT — aHAH/A.
Taka MOHAXOT CHO3HaBa Koja € KIIy4yHaTa MKOHA
3a HeromaTa I[pKBa: ,,IM HeMaj 3a30p OJ MOjBE
oun / Kora Te clienat co TaKHa BEpHOCT, / THE ce
CKpPOMHH 30Tpadu camo / THE ce MajCTOPU KPOTKH
on ["apu / BO 4y/IHO JI€J10 BHECEHHU COCeM: / THE TH
KOBaaT I103J1aTeH OIKOB / OKOJIy TBOjaTa CBETJa
muka” (bmaxe Konecku, Hrona).

Knyunaitia uxona e boowceciligenaitia majra.
BoxecTBeHaTa Majka Kako CHMMOOJI Ha camaTta
Kpealyja € moJie Ha MHJIOCT, COYyBCTBO, JbYOOB,
rpwka. Boiu KOH MHTYHUTHBHO CIIO3HAHHE, KOH
HaIyMOT M JIyXOBHa TNOJIHOTa. Majka, HagyMm,
WHTYHIIMja TO O3HAYyBaaT MCTOTO BO pa3HH ac-
IIEKTH Ha OHA HA IITO MY IO JaJJOBME UMETO HJe-
an. KpyHa Ha TyXOBHHOT TaT € CMO3HABAKE Ha
BPBHHUOT acIleKT Ha OoxecTBeHocTa — Oe3yc-
JOoBHATa JbyOOB Ha MajKaTa.

10 Cexkako, JOKOJKy C€ CIyud TPOCBETIYBAHE, & CO TOA U
CO3peBarbe¢ Ha JIMYHOCTA, 3HA4YM, HAIMUHYBawme Ha Enuno-
BHOT KOMILJIEKC.
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[MonBmwxHUTE CIUKKA BO (PMIMOBUTE BUOPU-
paar, Tpermepar, IyJICHpaar U Toa € MOCTHUTHATO
co eqHa moceOHA TEXHHMKAa BO aHaMupamero. U
MOKpaj Toa WITO CE€ CO3/aJeHH BO IPHO-Oena
TEeXHHKa, 00jaTa Ha YyBCTBOTO IpOBEjyBa. Moxe
Jla ce Kaxke JieKa TOKMY HEj3MHOTO HENPHCYCTBO
YIIITE TIOBEKE ja MOTEHIMpPa IIMpOKaTa Iajera Ha
ob6oenn emortu. [IpoayxoBennor Burtain u 6e3 0oja
CHJIHO € M3pa3eH U 3aroa Tpeba ja UM ce 4eCTUTa
Ha aBTOPUTE KOW MJCUTE TH peajin3upaa COJUIHO
¥ TIOKpaj omacHocTa oa MoHoToHWja. Co Mona-
X0l TEmoTo eno (Tpuiorujara) cos3peBa BO
YUCTO OJIAXKCHCTBO, M30JIMK Ha PaJoCT Koja He €
caMO OIO3MIIMja Ha Tarara, TYKy € CJaBemhe Ha
JKUBOTOT U TPUYyM{ HaJ[ CMPTTA.

3akJIy4yHH corJienou

Enna HanmonanmHa KyiTypa HE MOXe Ja
OTICTOM aKO HEMa BUTAIHOCT KOja ce 0OHOBYBa BO
CKJI/l CO TyXOT Ha HOBOTO BpeMe. ¥ METHHUYKOTO
JIeTI0 Ce Co3/1aBa Kako aBTEHTHYEH W30JIHMK Ha
YyBCTBOTO, Ha NPEPHUHETHOT CEH3MOWINTET Ha
YMETHUKOT. TOKMY TakBM YMETHHMIIM HCE IMOT-
peOHU Ha OBaa 3eMja ako cakame Jia ja couyBame
KynTypara. Hanmonamuara xyarypa Tpeba aa ru
[Ipero3Hae, Aa I MOAAPXKYyBa U Ja I IioMmara
OBUC YMCTHHIH.

Huty 1yXxoT HUTY BUTAIHOCTa HUTY TKHBOTO
IITO Ce TKae cO JBara KOHIA — KJIOOOJAH, CO
JIBETe WM cpeOpeHu (pajgocta U Oojikara), Mo-
KaT a ce MMHUTUpAAT WIM Ja Ce Kpeupaar Io
Hapayka. YMETHOCTA M KyJITypaTa HE MOXeE J1a ce
HapauyBaaT Mo HE4YHj BKYC, a KUYOT Jia CE MpOor-
JacyBa JypH W 3a HAIMOHAIHO KYJITYPHO Hac-
JIeACTBO. 3a kai, Bo MakenoHHja TOKMYy Toa ce
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CIIy4H " Ke Omjie moTpeOHO /1a ce BIOYKU OTPOMEH
HATop 3a Jla ce HeyTpaJu3upaar MOCISAUIUTE O
TaKBUTE JeJa, CEKaKo, ako cakaMe Jia ONCTOHUME
KaKo aBTEHTHYHA KYJITypa, a He KaKO IMHTATOPH
W/WIHM CIPOBEAYyBauYM Ha HANYJAHWYABH WICH Ha
HEKOM moiuTh4yapu. HampaBeHa e orpomHa mite-
Ta, a MPETCTOM YIITe TorojemMa padora 3a Ja To
CHAaCUME Y)8CUUBOLUO 3a Manulle Hewllda, Koe
Oemre cMaykaHO Off METAJTOMAHCKHUTE ,,IPOCKTH,
TPOTECKHU BO CBOjOT aHaxXpoHH3aM M amncypi-
HOCT.

Tpusnorujata anumupanu GuiIMoBu Kpyoicro
Ogudicerbe HOCU EJIIEMEHTH OJ 3€YeTolnTe Ha
Hamrara ypOaHa rparaHcka KyJirypa (IpBOTO KHHO
Ha Opakara MaHakH, eKJIEKTHYKUTE apXUTESKTOHC-
KM Tpaadu Bo butona, Mosata oj Toa Bpeme), HO
U JnaBa (MHU TpelieBama Ha ypOaHata W pypai-
HaTa cpeauHa (cenoto u rpafgot burona) m yose-
KOT, npupojara u Tpaauiujata (Bo Ckormje
CHMOOJIOT CO CpacHyBame Ha YOBEKOT U JIPBOTO)
W CaKpaJHUTE MecTa BTHE3ACHH BO HajyOaBuTE
KaTuumba Kpaj e3eporo (IPKBHYKATa BO KAPIUTE
Ha Oxpuackoto E3zepo co MOHaxoT), mpeBpen-
HyBamke Ha KEHCKUOT NPUHIIMIT 32 HAIMHHYBAkhE
Ha marpujapxaror (Mape mMoMude, TpUTE camo-
BUJIM — €3€pKH, JIeyHKa, bBokecTBeHa Majka).
HacymHa e motpebara 3a peBUTATM3Upame Ha
JIyXOBHHUTE U TparaHCKUTE BPETHOCTH BO HAIIaTa
3ae[HMIA, MIPEUCTIUTAHH U CTUJIM3UPAHU CIIOPE]
COBpEMEHHUTE MoTpebu. MakenoHHja UMa OJJTHY-
HU YMETHHIIM CO CEHC 3a OMTHHTE (Mayd) HemTa
ITO ja TpaBaT KyiarypaTta. Toj ¢akT Kako BHC-
THHCKO OCBEXYBame T'0 MOKaXYBa M JOKAXKyBa
TpUIIOTHjaTa aHUMHUPaHU GUIMOBU KpyoicHo 08u-
JHcerve.
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Cenak, He € JIOBOJHO €IHA 3eMja J1a MMa
camMo JIOOpH YMETHHIIM, TYKy HEOIXOJICH € H
KYJITypeH aMOMEHT IITO K¢ OUe CTUMYJIATUBEH U
WHCTIMPAaTUBEH 3a HUBHATa padora. Toj amOueHT
ce rpaau cera, HU3 MHOTY Maka W MPEKy €IHO
HOBO Oyoerve.

BynemweTo 3Haum na ce BepyBa BO CBOjaTa
BU3HWja M [yXOBHA CHJIa, Ja C€ BEepyBa BO COIICTBE-
HUTE YyBCTBAa, BO JbyOOBTa. CyIITHHCKA MOMEHT
BO Oy/IeHETO Ha YOBEKOT € Kora Ke corjeja Jieka
BO HEroBaTa IepLENyja Ha CBETOT IOCTOH
AedeKT MITO € pe3yiTaT Ha CTPOro IyaarCTHY-
KHOT oOpaserl (i marpujapxaiieH) cropea Koj omt
BocnuTyBaH. M 3aroa Toa Oyneme He ceKkoraml e
npujatHo. Ho, AyamucTHYKHOT CTHI Ha KUBECH:E
HE € CYIITHHATa Ha HallaTa JyXOBHA TPajHIvja.
Ako ycrneeme ja ro ToOequMe IyaIUCTHIKHOT
CBETOTJIE]T BO KOPHUCT Ha ilipu € TPB TOJIEM YCIIeX.
Brop ronem ycriex Ha MaToT Ha Hamara cioboja
W BUCTHUHCKO OyJicHkhe ¢ HH3 BO30OHOBYBame Ha
W3BOpHATa JYXOBHOCT Jia ce HaJMHHE 3a0Jy-
JAaTa OKOJy MOKTa Ha JaXHUTE aBTOPHUTETHU
BO KOPHUCT Ha MOK Ha UCUXUYKU — OYXOBGHOILO
ouitiue, MOK XK0Oja TUBKO TH NPHUIBUKYBA HEIII-
tata oxBHaTpe! Toa, cmopen MeHe, € MOKHaA
Ha MaJIMTE HEIITa, He Ha TPaHIUO3HUTE.

Bo criomeHaTtuTe KOMIapaTuBHU MPUMEPH Ha
JlyXOBHH TpaJMINK: Kaj BenanTtara co KOHIIENTOT
Cat — 9uT — aHaH/1a, BO €CTETHKATA HA 3¢H-0Y /13-
MOT, BO XpHUCTHjaHCKaTa M3BOpHA JYyXOBHOCT, CE€
MpOTKajyBa 3jaTHa JyXOBHA HHUTKA. 3NaTHaTa

IyXOBHa HHUTKa HE JpKH BO CpEAMHATA, BO
OayiaHc, KaJie MTO M IMOKpaj Toa ITO OoJKaTa u
pazocTta JIeCHO TIPEMHUHYBAaT €HOTO BO APYTrOTO,
ce m30erHaTH JPACTUYHU KPajHOCTH, CO TEIIKH
KOH(JIMKTH, UCKITydyBama M JOMOBH. Pamocta u
Tarara IIOHEKOraml MPEeMUHYBaaT BO TpU —
JlyXOBHO OJIa)KEHCTBO. 3JaTHaTa AyXOBHA HHUTKA
BO TKHMBOTO € CHUMOOJI Ha JKHBEEHE KHBOT CO
IIOJIHU TPajy U XOJIMCTUYKHU, CUMOOJI € Ha Kpea-
TUBHUOT TPHHIMUII KOj WCIOJIHYBa CO TOIUIMHA,
pagoct u curypHocT. KoHIienTot 6e36poj 6o eono
€ cTaB Ha copabOTKa, COUYBCTBO, EMIIaTHja U JbY-
0OB, a HE HA arPECUBHOCT, ATYHOCT, IIOCECUBHOCT,
3HAYH, HE € M3pa3 Ha OWUITOIapeH KOHIIENT BO KOj
jac (ero) cyM HaCIpPOTH OCTATOKOT OJf CBETOT KOH
KOj IIOCTOjaHO HMaM HEKaKOB KaJKyJaI[UCKU
OJIHOC — KaKO MOBEKe Ja ce 3rpadu, Kako MOBEKe
Ia ce mMa JToOMBKa Oe3 /a ce BOAW CMETKa 3a
npyrute. U, HanmoHaHATA KYJITypa € BUCTHHCKA
KyJITypa KOra ro XpaHH TOj BPEJHOCEH CHCTEM U
KOra € u3pa3 Ha Jyliara IITO ja peanu3upaia
XOJIMCTHUYKO-TIAHTEUCTHYKarta  ¢uio3opuja u
JpeBHATa MYIPOCT.

Konky e nmomupoka xopuszonitianaitia 60 Kon-
yetiitioitl 6e30poj 60 eono u 6e3 eKCTPEMHU aHTa-
TOHHUCTHUYKH KPajHOCTH M JIOMOBH, TOJIKY € TIOTO-
IeMa  eepiliukaniqitia Ha OCTBapCHH JyXOBHU
(ynuBep3annu) Bpeanoctu. Ce pa3Oupa, u gyanu-
TETUTE IITO MOCTOjaT CIAYXKaT KaKO CHIIHU aKIICH-
TH ¥ CTUMYJIM — 3apaJii 3aKOHOT Ha KOHTPAIyHKT-
OT, M, KaKO TaKBH C€ JOOPH, TOKOJIKY HE ja KHHAT
3JIaTHATa HUTKA...
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Tanja Miljovska
Spitirual Vitality in the Life Circle
(Towards the Trilogy of Animated Films Round Trip)
(Summary)

One national culture can not survive if there is no vitality in harmony with the spirit of the new age, whose refined
outburst is the work of art. But for this purpose, a cultural ambient, stimulating and inspiring for the work of art-
ists is necessary. That ambient in Macedonia is being built now, through a lot of trouble and through a new awak-
ening.

The trilogy of animated films The circular movement carries elements of the reactions of our civil culture with
fine spillovers of the urban and rural environment: the first cinema of the Manaki Brothers, the eclectic architec-
tural buildings in Bitola, man, nature and tradition and the sacred places nestled in the most beautiful corners of
the lake (the church in the rocks of Lake Ohrid), as well as the reevaluation of the female principle (Mare, the
three fairies, the Divine Mother). There is a need for renewal of the spiritual and civic values in our community,
reexamined and stylized according to contemporary needs.

Key words: animated film, round trip, spiritual vitality, cultural ambient, awakening
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1. Introduction

The Sorkocevic family was one of the most
important and influential noble families during the
times of the Dubrovnik Republic. They were ac-
tive in different fields, and were elected for the
highest duties in the Republic. Today, we can
claim that they bequeathed Dubrovnik with a rich
heritage. We must regard the Sorkocevic’s within
the context of the small, but successful Dubrovnik
Republic, which was not only their environment,
but also the medium that enabled the Sorkocevic’s
to have the space to developinto what we can talk
about today: diplomats, composers, witnesses to a
city that was unigue in many ways throughout its
history.So we can speak freely about organized
diplomatic service, about a culture that stood side
by side with that of large European cities, about

countryside architecture that could be rarely found
elsewhere. This is why the noble Sorkocevic
family is a splendid example of the Republic and
its powers. Today, when we talk about the contri-
bution of the Sorkocevic family to Dubrovnik's
cultural heritage, we can observe it through sever-
al segments: diplomatic, musical, architectural,
and in a way, literary. Each of these categories
needs to be viewed within the context of the Re-
public, and we must be aware that we are dealing
with a small state. Thus, the contribution of the
Sorkocevic family, or rather the contribution of
the three key figures: Luka, Antun and Jelena
Pucic Sorkocevic, is extremely significantnot only
for the Dubrovnik Republic, but also for present-
day Dubrovnik and Croatia.
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2. In the context of time and space
2.1. The Dubrovnik Republic

The Dubrovnik Republic was founded in
1358. Itproved to be an ideal patrician state
throughout its history, and it serves as an example
of skillful management even today. The Republic
was a unique phenomenon in European history, as
it existed as a small maritime trading state for 450
years, yet it never played a major role in European
politics, even though it was an important econom-
ic factor in the Mediterranean.

The surface area of the Dubrovnik Republic
when it completed its territorial expansion in the
15 century was cca 1375 sg. m., and with about
35,000 inhabitants. In the west, the territory in-
cluded the Peljesac Peninsula, Ston and Primorje,
and in addition to the oldest Dubrovnik region
known as Astarea (Zaton, Sumet, Rijeka, Gruz
and Zupa), there was also Cavtat and Konavle in
the east, including the islands. (Miti¢, 1988: 28-
29)

A particularly important aesthetic-urban fea-
ture of Dubrovnik is its walls and fortifications.
The present-day appearance of the fortifications
dates mainly to the 15" century, when firearms
were predominantly used in warfare. Today, these
walls are a recognizable sign of Dubrovnik
worldwide. The aristocracy ruled over the Du-
brovnik Republic. A question is often raised as to
its ethnic origin.Nicola Ragninaoffers us the old-
est list of the nobility in his chronicle written in
the first half of the 16"century. He mentions 152
aristocratic families, some of which had already
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become extinct by that time. Harris (2006: 345)
transmits:

"According to him, they are by the oldest origin:
17 from old Epidaurus; 1 - old Vlachs of Balkan-
Romanian origin; 20 from Kotor, 12 from other
Dalmatian towns, 12 from coastal towns in Alba-
nia, 5 from Serbia, 3 from the region of the old
Croatian county of Hlijevno, 27 from regions in
the immediate hinterland, with a mixture of Ser-
bian, Croatian and Vlah elements; 35 from lItaly,
6 from the escort of the legendary Radoslav (ac-
cording to others: Pavlimir), 14 from other Euro-
pean countries, 1 from an undetermined area."

The Rector’s Palace was the seat of govern-
ment. During the month-long term, the Rector
remained in court and did not go out, except in the
line of duty. The Rector could use certain areas of
the Palace, while other spaces were meant for of-
ficial business. The state offices and notary, part
of the State Archives and a dungeon were located
on the ground floor. Ammunition used to be kept
here earlier on, so that an explosion and damages
occurred in the 15" century. The Dubrovnik Re-
public paid great attention to health care. The Re-
public also had physicians and pharmacies. The
Small Friar’s pharmacy has been in continuous
operation from 1317 up until today, and is cele-
brating its 700" anniversary this year.

Dubrovnik also undertook steps very early on
to suppress diseases that were transmitted by way
of sea and land. In 1377, it was decreed that those
afflicted by the plague or those potentially ill had
to be confined for a set period of time on the is-
land of Mrkan or in Cavtat, and later on at
Dance.In the 17" century, a large lazaretto was
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built at Ploce. Dubrovnik can also boast on having
an Orphanage for rejected children as far back as
in 1432, and which operated until a few years af-
ter World War 1. (Harris, 2006:353)

In the 15" century, the Italian architect On-
ofrio della Cava built a public water supply sys-
tem, so that Dubrovnik was far ahead of many
European cities at the time. In the town, the water
supply ended with two public fountains — the
Great and the Small Onofrio fountains. Great care
was also given to ensuring a grain supply for the
town.There were a few granaries in the town,
while Rupe was the most famous.(Harris, 2006:
353)

In Dubrovnik, there is an overlap of architec-
tural styles: Romanesque from the 12— 14" cen-
turies, Gothic from the 13"- 15" centuries, and
Renaissance from the 15"- 16" centuries. This
period is considered to be the Golden Age of Du-
brovnik. Besides the aforementioned innovations,
such as the lazaretto and the water supply, there
are a number of splendidlypreserved architectural
monuments dating to the 15" century, such as the
Rector’s Palace. As a result of the gunpowder that
exploded in 1463, the Rector’s Palace was reno-
vated in a Gothic and a Renaissance style, which
became a model for various buildings in the city.
One of the most imposing transitionally-styled
buildings is certainly the Sponza Palace, which
was used for many purposes, mostly as a customs
office and as a mint. (Harris, 2006: 354-355)

Town houses or palaces of wealthy citizen
families in Dubrovnik were symbols of status, a
place to live, but also a place for conducting busi-
ness. The palaces were modelled on each other,
but they were styled to resemble public buildings

in the city.In terms of the Gothic-Renaissance
style mentioned in the city, most of the private
palaces dating to the 15" and 16"centuries can be
found at Pustijerna. There are two monumental
buildings dating to the 16" century:the palace of
the Sorkocevic family — today’s Bishop’s Palace,
and the palace of the commoner Stjepovic on
Resticev Street.

Builders had to take into account the particu-
larities of space when building a house inside the
city walls. A typical palace had three or four
floors, as they had to expand upward due to con-
fined spaces.The most prized locations were at the
corners due to having two facades and more space
for light. The most favored architectural style, as
in painting, was the transition from Gothic to Re-
naissance. The Renaissance introduced simplicity
of external decorative elements, a concern for
symmetry, and wide square windows that re-
placed pointed arches.However, the interior re-
mained mostly unchanged.The ground floor of the
house had storage or workshop areas, and they
had small windows with iron bars. The windows
on the first and second floors were larger. The
main entrances had wells, and washbasins next to
them. The first and second floors usually looked
exactly as described by the Venetians. Each floor
had a central hallway, and there were two smaller
rooms on each side, while the main room (salon)
was located on the second floor or higher. (Harris,
2006: 312-314).

Today, the summer manors built in the Goth-
ic, Renaissance and Baroque style in the region of
the Dubrovnik Republic are an example of the
unique architectural style of Dubrovnik. There
were quite a number of summer manors on the
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islands in the immediate vicinity of Dubrovnik.
For example, the unique summer mansion of the
Skocibuha family in Suduradon (Sudurad) Sipan
Island, built in the sixteenth century. The summer
manors, and similarly with the Skocibuha fami-
ly’s manor, had a stone house for boats — the so-
called orsan, terrace, chapel, pavillion, mill, well,
hanging bridge, fortified access and separate gar-
dens. (Harris, 2006: 319)

Numerous summer manors in the area of
Dubrovnik had engraved inscriptions that ex-
pressed the attachment of Dubrovnikers to their
favorite places of rest. For example, Harris
(2006) conveys the inscription at the entrance to
the manor Sarak at Ploce, written by Grujic
(1991):

Este procul livor, lites, ambitio, curae
Antra, hortos, scopulos pax colit atque quies.

Stay away envy, strife, ambitions and concerns.
In peace and quiet he cultivates plants, gardens
and rocks.

The summer manor and the garden had an
important social function.This is where the manor
owners entertained their friends.The poet Dinko
Ranjina expressed this thought precisely and had
the following inscribed at his manor in Vrucic on
Peljesac:Ad usum suum amicorumque commodum
erexir ("He built this for his own benefit and his
friends”). The same gardens were frequently the
meeting point for the cultural workers of the
times. (Harris, 2006: 325)
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2.2. The cultural life of Dubrovnik during
the Republic

The profile of cultural workers of these times
- writers, painters and musicians, as well as their
audience, can be seen in some way through the
education system of society. Already since the
fourteenth century, the government brought Ital-
ian teachers to teach the children of Dubrovnik
nobles. In addition to the expected Italian way of
thinkingand the opening of a school run by an
Italian director together with other teachers,
young nobles went to be educated in Italy.The
humanistic scholars who taught in Dubrovnik
maintained friendships with Italians from various
regions, so that Italian books arrived in Dubrov-
nik. Members of religious ranks were both teach-
ers and students at the same time. (Harris,
2006:247)

The Dominicans in Dubrovnik had, and still
have, a very rich library even today. By the end of
the Middle Ages, it contained more than a thou-
sand books on language, theology and literature,
and the natural sciences. The Small Friars Monas-
tery also had a rich library, and Harris (2006) cites
how the paper by Brlek (1952) mentions how ap-
proximately 7500 books vanished in a fire caused
by the 1667 earthquake. The Jesuits introduced
significant changes in teaching and education.In
1583, the Dubrovnik Senate supported the pro-
posal for the establishment of a collegium. The
Jesuits led a modest humanist school and cared
for Dubrovnik's youth.

Harris (2006) speaks about the cultural life in
Dubrovnik that was part of the Mediterranean
world, while at the same time it was special. Latin
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was used in official documents, and in the first
half of the 15" century, it was replaced by Italian.
In debates and in court, the old so-called Dubrov-
nik language was used, and it contained elements
of both Italian and Croatian.

The beginnings of musical culture in Du-
brovnik can be found in the medieval period from
the 11" to the 13" century. The most important
centers of religious music were of course the great
monastic churches, while the main place for quali-
ty secular music was the Rector's chapel. Music
was considered important for education as well, or
rather it was considered that educated children
had to know how to sing, dance and play instru-
ments. Aristocratic children frequently played the
viola, lute or harpsichord. (Demovi¢ 1981: 107-
112). Further, in his work, Demovic (1981)
speaks about how both church and secular music
are mentioned for the first time by Ivan Djakon in
his workCronicon, when he states that in the year
1000, the Dubrovnik archbishop “promised that
the canonics in the Dubrovnik Cathedral, when
singing laudas after the name of the Byzantine
emperor, would then also mention the name of the
Venetian Doge.”It means that part of the secular
music in Dubrovnik was in function to politics, ie
its duty was to confirm the socio-political reality
through text and the act of singing. Then, the stat-
ute of 1272 stipulates that the nobility, having
chosen the rector, should carry out the enthrone-
ment in the Cathedral, during which time the can-
ons sing praiseto the rector, while the rector gives
them one perper from his property.(State Archives
in Dubrovnik, 2002:85)

The aforementioned Rector’s choir, as the
performing musical body, was active from 1301

until the year 1809, for a full 508 years! The in-
struments played were a drum, tuba, flute, horn
and trumpet, or predominantly wind instruments,
playing music intended mainly for open-air per-
formances (streets, squares, ramparts, ships).
(Demovi¢, 1981:64)

The flourishing culture of the Dubrovnik Re-
public was interrupted in 1667 by a catastrophic
earthquake that killed almost half of the popula-
tion, including many priests and nobles. The fleet
and most of the buildings were also destroyed,
which was then followed by the long-term recon-
struction of churches and houses. Numerous art
objects, documents, musical instruments and
notes disappeared. (Vila¢ (ur.), 2014:6)

Catalinic, in the exhibition catalogue dedi-
cated to Sorkocevic, states that it is quite possible
that the greater part of the music collection from
the Dubrovnik cathedral disappeared forever after
the earthquake, and that its better part ended up in
the Franciscan music collection.Namely, in the
mid-19" century, the Franciscan organist and
pharmacist lvan Evangjelist (Vandjo) Kuzmic
(1808-1880) conveyed one part of it to the Friars
Minor Monastery, collecting old notes from pri-
vate and church collections, whose owners no
longer needed them. The Franciscan music collec-
tion, together with their archives, was founded in
the mid-19" century, and it is the largest, not only
in Dubrovnik, but also throughout all Croatia. An
approximate estimate suggests that there are about
7500 music units. (Vila¢ (ur.), 2014:35-38)

By the beginning of the eighteenth century,
Dubrovnik was no longer a major cultural center.
However, its society retained its intellectual life,
and as the intersection of political, economic and
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cultural life, it required a certain cultural infra-
structure. These times have given us two names of
great international importance: the composer Lu-
ka Sorkocevic(1734-1789) and an erudite scien-
tist, Ruder Boskovi¢ (1711-1787). Dubrovnik had
a long musical tradition, but it was mostly eccle-
siastical. This fact changes with the activities of
Luka Sorkocevic. His contemporary, Ruder Bos-
kovic, was educated with the Jesuits, whom he
then joined. (Harris, 2006: 373)

In the aftermath of the disastrous earthquake
in 1667, Dubrovnik underwent an urban and ar-
chitectural renewal. Dubrovnik still remained
more open to various cultural influences than any
other Croatian town. In comparison to other cul-
tural centers in the Dalmatian region, Dubrovnik
still remained very much ahead of the others. The
Dubrovnik State still supported certain profes-
sions through financial aid, particularly future
doctors, surgeons and pharmacists, especially at
Italian universities. However, at the same time, it
tried to create a balance between the desire of real
need and cost. In this manner, young scientists
were linked to the rest of the scientific, literary
and cultural world. The scholars of Dubrovnik
read the works of philosophical writers of French
rationalism, as well as other writers, such as Mon-
tesquieu, Voltaire, Rousseau, David Hume, Albert
Fortis and others. The Sorkocevic’s lived in just
such a spirit - Luka, his brother Miho and son An-
tun. The pursuit of progress, education and culture
permeated the educated society of the period, but
this does not imply that the Dubrovnik environ-
ment and the reality of that period were idyl-
lic.The official authorities kept strict control over
the importation of new opinions, followed by a
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ban on books, and wariness towards the theater,
while the repression of fresh ideas was not un-
common. But, culture, science and the arts had a
proper place in the life of the Republic. (Kisi¢
(ur.) 2007:330-334 and Vila¢ (ur.) 2014: 10)

the

2.3. About diplomatic duties in

Dubrovnik Republic

Dubrovnik had a diplomatic service, and the
first traces of couriers can already be found in the
Statute of 1272. Later anthologies contain regula-
tions on diplomacy, information on envoysthat-
were sent to courtsin order to protect the interests
of the Republic and its trade. Its diplomacy was
perfected over the centuries, and unlike other
Croatian cities, it had its own history and specific
foreign relations. At a time when the Balkans was
preyed upon by the Turks, the Dubrovnik Repub-
lic succeeded in maintaining a foreign policy not
only with Turkey, but also with the West. By the
end of the 17" century, the Republic sent its en-
voys with tribute to the Sultan of Constantinople,
to greet him and to worship him as a supreme pa-
tron. This was done to prevent the Turks from-
looting the caravans carrying goods in the future,
or from plundering ships, and for them to come to
Ploce as often as possible, below Revelin, in order
to trade goods and to buy Dubrovnik salt. (Kriz-
man, 1957:5-7).

Dubrovnik, on a windswept location, was
always in danger. It was on the crossroads be-
tween the East and the West, ever since the Turks
arrived in the Balkans. Too weak to survive alone
and to carry out its own politics,itkept on wisely
leaning towards one side and then another. On the
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one hand, it was "the faithful and most trustwor-
thyenvoy", while it confirmed its status as the
“rampart of Christianity” to the other side across
the Adriatic. It was precisely for these reasons
that Dubrovnik required good and skillful diplo-
macy.(Krizman, 1957:8)

Already the oldest written legal regulations
of Dubrovnik, found in the Statute of Dubrovnik
dated 1272, refer to envoys. The sixth book
(Chapter 18) of the Statute provides for the fol-
lowing:

If a person selected as an envoy or for any other
office, does not wish to go and perform such ser-
vice, the personmust pay the penalty of twentyfive
perpers, unless a legitimate personal obstacle ex-
ists. And with regard to this obstacle, believe in
the oath given by the individual chosen as envoy;
but not for others, if they do not provide proof of
such an obstacle; and if they can prove this, they
need not pay anything. (...) (Dubrovnik State Ar-
chives, 2002:337)

In the second book (Chapter 28) of the Stat-
ute, there is an oath made by an envoy sent by the
Rector to serve the affairs of the Dubrovnik mu-
nicipality:

| swear on the holy Gospels of God that I will
faithfullyand devotedly, without hypocrisy, and to
the best of my abilities, carry out negotiations on
this journey, and by all possible means will work
for the good, honor and benefit of the city of Du-
brovnik, and for the honor of the Venetian Doge
and our Rector of Dubrovnik. And whatsoever |
shall be ordered to say or do, | will say or do
without hypocrisy, as commanded by my lord the

Rector of Dubrovnik; I will not take any bribes or
allow any to be taken, I will not falsely help a
friend or harm an enemy. And upon my return to
Dubrovnik, 1 will tell the truth to the lord Rector
and his Council about anything asked of me, and
equally on anything | have done for the matter for
which reason | was sent. (...) (Dubrovnik State
Archives, 2002:165)

The Statute of Dubrovnik records as well the
salaries of envoys that relied upon this in the
place where the envoys were sent. For example,
envoys that left for Drac received seven perpers, a
ship and a servant, but if for example an envoy
went from Dubrovnik to Valona and from Valona
to Corfu by land, the envoy would receive thirty
perpers and they would personally pay for the
rental of a horse and for a servant. (Dubrovnik
State Archives,2002: 167-169)

At first, the Great Council would choose the
envoy — an adult noble, while later on the Council
entrusted the choice to the Rector and the Small
Council, retaining the right to discuss the mission
and other important issues. Finally, the real choice
of envoy fell under the authority of the Senate,
which lasted until the fall of the Republic. The
Senate would determine the goal and the task of
the mission, and then would determine whether a
noble should be sent or someone else ("unum no-
bilem" or "unam personam alterius conditionis"),
the salary to be received, and the level of fines, if
the choice was rejected. Only then would the
Council approach the person selected and deter-
mine the technical details. Servants accompanied
the envoys, and at state costs. (Krizman, 1957:19-
21)
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The envoy's mission was completed when all
accounts with the state treasury were settled.Prior
to this, they could not be released.They were
obliged to personally cover any eventual damages
that might arise during the mission, and upon their
return, they were obliged to compile a written fi-
nal report on the mission’s results. (Krizman,
1957:23)

Dubrovnik is not the cradle of modern di-
plomacy, but it is one of the co-founders of mod-
ern consulates. The Dubrovnikers founded their
colonies at the crossroads of trade routes and in
larger trading areas, for example in Venice and
Genoa. Over time, there was a need to create au-
thorities that would represent the interests of Du-
brovnik trade on the spot, referring to the con-
tracts and privileges granted to Dubrovnik. There
was also a need to appoint colonial elders who
would represent and protect the Dubrovnik mer-
chants — and they were consuls. It is also im-
portant to mention an important component of
diplomacy, and this was the code that was sup-
posed to preserve the secrecy of letters. In Du-
brovnik, it was not only correspondence that was
encrypted, but also parts of diplomatic instruc-
tions. (Miti¢, 1988:148-149)

A comparison of the number of consulates in
the mid-18" century with the number of consu-
lates of some other larger and more powerful Eu-
ropean countries shows how the small Republic of
Dubrovnik often had in fact the larger number of
consulates. This indicates how important consular
services and consuls in the Mediterranean were to
the Dubrovnik government,so we can say that the
organization and the number of consulates reflect-
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ed the economic situation of Dubrovnik, its trade
and maritime affairs. (Miti¢, 1973: 168)

3. About the Sorkocevic family

Archival documents and Dubrovnik chroni-
clers suggest that the Sorkocevic lineage was one
of the younger ones in Dubrovnik, and that they
arrived in Dubrovnik in the first half of the 13"
century. It is possible that the first Sorkocevicto
arrive was a Venetian creditor in the period after
the state coup d’état in 1205. Dubrovnik chroni-
clers note that the Sorkocevic’s originated from
Albania or Epirus, and that they moved to Du-
brovnik from Kotor. Apparently, a member of this
patrician lineage had brought a large quantity of
sorghum (sorgo) to Dubrovnik in the times of the
great famine. Janekovic-Romer (1999:54) states
that according to legend, the grains saved the Re-
public from hunger: "For three years he came to
town with ships laden with millet, oats and other
grain, selling it to citizens on top of the pledges
given to him. In this manner, he gained friend-
shipsin the town, becoming a godfather as well,
which in the end led to him being voted into the
Dubrovnik aristocracy by the Council." In Slavic
chancellery sources, the lineage is mentioned un-
der the Slavic forms Sorgocevicand Sorkocevic,
and exclusively as Sorgo from the 14" century
onwards.The oldest trace of the lineage dates to
1253, when Vido Dobroslavic mentions it in the
list of the Great Council membersand on the occa-
sion of the signing of a covenant between Du-
brovnik and the Bulgarian emperor Michael
Aseni. (Vila¢ (ur.) 2014:63)
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The entire Sorgo lineage was numerous and
influential. The first major rise of the Sorkocevic
family came in the late 13™and early 14"centuries.
Even though they had as many as 12 casata in the
year 1350, they were not particularly important in
the political life of Dubrovnik. In the division of
the Peljesac Peninsula in 1336, the lineage re-
ceived an 11.5 share, a 9.5 share in Astarea in
1366 (Plat, Zupa, Na vodi), as much as a 17.25
share in Dubrovacka Primorje in 1399 (Topolo,
Zaton Smokovljani, Podimoc, Donji Majkovi,
Doli), while an increase followed later on in the
division of land in Konavle. In 1419, they had 21
shares in Sandalja (Lovorno, Vitaljina, Zastolje,
Gruda, Ljuta), and in 1427, they had 22.75 shares
in Pavlovi¢ (Uskoplje, Mihanici, Cilipi, Drvenik).
(Vila¢ (ur.) 2014:63)

It is interesting that during the Dubrovnik
Republic, a Sorkocevic was elected as rector for
more than 550 times. By the twentieth century,
there were only two casata, of which one died out
in the first half of the century in Dubrovnik.

3.1. Key personalities - Luka Sorkocevic

Luka Sorkocevic was born in Dubrovnik on
January 13, 1734, and is usually referred to as
Luca-Ignazio Sorgo in the documents of the Re-
public. He was called Luksa (conte Luxa) by
those closest to him. In line with patrician cus-
toms, Luka was educated at the Jesuit College.
Studies were based on the Ratio studiorum, which
included the general foundations of the natural
sciences, philosophy, culture and art, and also
music. It is quite possible that teachers used manu-
als from Italian cities, such as the textbook

onsinging (solfeggia) published in Venice in
1746, or Francesco Gasparini's instruction manual
for harpsichords (L'armonico pratico al cimbalo).
According to some data, the Jesuits possessed a
rich musical collection of baroque music. They
also arranged events, drama performances and
musical numbers. (Katalinic, 2014:26)

At the age of 18, Luka was elected to the
Grand Chamber as its 129th"member. From this
period, there is also data on private lessons taken
with an Italian composer,whose name was marked
on Luka’s notebook as “Giuseppe Antonio Valen-
ti, Maestro di Cappella”. In 1750, he was appoint-
ed as the Maestro di Cappella of the Dubrovnik
Cathedral. However, he was forced to leave Du-
brovnik due to a conflict with Antun, Luka's fa-
ther, concerning the costs of lessons and the or-
ganization of the academy. (Katalinic, 2014:28)

Luka’s youth was a time spent overlapping
high barogue music (Bach diedin 1750, Handel in
1759), forming a pre-Classical homophonic in-
strumental harmony, and creating a pre-classical
symphonic form. This was a time when orchestras
were being formed at the feudal courts in Europe,
under the guidance of excellent conductors and
composers. (Vilac, ur., 2014: 128). Bizzaro writes
that Lukastudied literature in Rome, and probably
traveled to other Italian cities, studying their cul-
tures and heritage. In this manner, Lukaencoun-
tered prominent scientists, noblemen, and educat-
ed citizens with whom he maintained contact.
This was especially important later on in main-
taining the links that Dubrovnik had with other
cities and countries in terms of trade and political
relations, but also with regard tothe other tasks of
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Dubrovnik envoys that concerned culture. (Vila¢
(ur.) 2014:85)

Even though he does not mention the year of
his arrival in Rome, or the beginning of his educa-
tion with Rinaldo di Capua, this information is
certain. In fact, he is a great composer from Na-
ples, known among his contemporaries and out-
side of Italy. Only a small portion of his forty mu-
sical plays and church compositions have been
preserved, mainly in Sweden. In Rome, he was
celebrated for his opera series - Ciroricono-
sciuto,and the satirical opera La comedia in com-
media, which was performed in several Italian
cities. It is assumed that di Capua significantly
influenced Luka's studies, that is, advances inmu-
sical composition, and that it was precisely in
Rome that Luka produced a series of symphonies,
which would be performed later on in Dubrovnik.
(Vilac (ur.) 2014:86)

Luka Sorkocevic remained known as the
most important Dubrovnik composer in history.
He created 11 symphonies and two orchestral
pieces that carry early classification features. His
compositions, whichhave been preserved in parts,
were usually prepared for a closed circle of
guests, and it is possible that they were performed
at some public academies. (Vilac (ur.) 2014:90)

Upon his return to Dubrovnik in 1763, Luka
was more preoccupied with public functions and
private obligations, so that he paid less attention
to creating music. At the age of 30, he married a
nine years younger cousin, Paula Marinov Bonda.
His father, Antun, died one year later. Luka con-
tinued living in the family palace at Pustijerna
(presently the Bishop's Palace), and occasionally
resided in the summer manors in Rijeka, Dubrov-
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nik and Lapad (today's HAZU). He had seven
children from 1766 to 1778. (Vilac (ur.) 2014:86)

Katalinic (2014) states how Luka, as an en-
voy of the Dubrovnik Republic, resided at the
Viennese court from August until the end of 1781.
He also stayed for a time in Rijeka, where he led
an intense social, cultural and diplomatic life,
which he documented in Italian, as it was the offi-
cial language of the Dubrovnik administration.

Some historians consider that Luka, includ-
ing his brother, fell into isolation upon their return
from Vienna, as they were accused of advocating
closer ties to Austria, while in fact they were call-
ing for reforms. The fact was that Dubrovnik,
formerly allied to Spain and Naples, paid increas-
ing attention to France and Austria with time.
Neighbouring Austria became closer in another
way as well following Luka’s return from Austria,
as a fast shipping postal route was introduced be-
tween Rijeka and Dubrovnik in 1783.(Katalinic,
2014:38-40)

In a paper by Vjera Katalinic (2014), Luka
carried out various administrative tasks during his
life, as noted by Vesna Rimac in both volumes on
the basic documentation of the Republic (Libro
Officiali Pubblici or Specchio del Maggior Con-
siglio, 1700-1799). Among other things, he was a
member of the Grand Council, an orphanage su-
pervisor on salary, a granary supervisor, a Rector
for Lopud and Kolocep, a supervisor against
wine-smuggling, a lawyer for private disputes, a
civil law judge, a guardian of justice, and a super-
visor for foreign arrivals. Luka Sorkocevic took
part in theater-related affairs, as it was the usual
entertainment of the times. In Dubrovnik, it was
the Orsan, a space adapted and suitable for an au-
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dience of 300. Luka was the commissioner for the
theater, and he was in charge of organizing vari-
ous musical events.

Katalinic (2014) states that the Senate proba-
bly entrusted him with the care of organizing
memorial services and selecting music for Rudjer
Boskovic, who died in Milan in 1787. Luka asked
Julije Bajamonti, a doctor on Hvar, to send him a
composition, as at the time it was considered that
there was no suitable music in Dubrovnik.As Ba-
jamonti deeply respected Boskovic, he promised
to write a composition himself. However, his
Requiem for Ruder Boskovic that was meant for
soloists, a choir and an orchestra, and composed
for the cathedral, arrived too late, so it was later
performed at the Sorgahome. Luka Sorkocevic
enjoyed a great reputation amongst the nobility,
which can be confirmed by the tasks of ambassa-
dor already mentioned, both in France under the
rule of Louis XV, and in Vienna. The 18" century
in Europe brings changes accompanied by eco-
nomic processes. The Ottoman Empire lost its
political and military power, so economic move-
mentsguided the foreign policy of the Dubrovnik
Republic towards the West. Thanks to good dip-
lomatic channels, Dubrovnik managed to keep
track of the situation in other large cities. Howev-
er, sometimes a wrong choice of diplomatic repre-
sentatives was made for the European courts. Fra-
no Sorkocevic - Bobaljevic (1721-1888), the
Bishop of Ston, was constrained in achievingthe
state interests due to his religious calling. This is
precisely why the diplomatic mission of Luke
Sorkocevic is worthy of attention.

In addition to performing regular diplomatic
activities, Luka Sorkocevic was interested in

many cultural events, and visited many of the
Viennese sights mentioned in his diary. He was
interested in art collections, castles (especially
Schénbrunn, where large Christmas balls were
held, gathering groups of costumed dancers in
national costumes, masquerades and aristocrats)
and parks. His journal also describes the military
academy, education system, and even military
exercises. (Katalinic, 2014:51-52)

The journal of Luka Sorkocevic, which never
saw the light of day, has remained the most inter-
esting diplomatic readingofDubrovnik in the 17t
and 18%centuries, alongside the Palmoticev re-
ports. They clearly depict how Dubrovnik nobles
were educated, how Luka was recognized in Eu-
ropean diplomatic circles, in the field of music,
and how he was visibly impressed with Austria,
its politics and high officials. This diary itself,
besides being the most interesting one,is at the
same time one of the most valuable works in the
legacy of Dubrovnik diplomacy.

It is known that Luka Sorgo traveled occa-
sionally to Italy, for both business and private rea-
sons, but also for healthcare. The letters of Julije
Bajamonti to Luka's brother Mihodated 1788,
mention his initial stage of melancholy (principio
di affezione melancolica - what we now call de-
pression). At the beginning of June, Luka retreat-
ed to his property on Peljesac. He needed the se-
clusion due to his advocation of pro-Austrian pol-
icy, followed by the kidney disease from which he
suffered, and mostly because of the depression
that overcame him. At the age of 55, Luka ended
his life by throwing himself out of the palace
window at Pustijerna on September 11, 1789. He
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was buried in the church of the Little Friars.
(Katalinic, 2014:44)

3.2. Key Figures: Antun Sorkocevic

Antun Sorkocevic, the son of Luka
Sorkocevic, is another personality through whose
prism the legacy of the Sorkocevic family should
certainly be observed. It is particularly interesting
to observe Antun because of the time context.
This is a time considered as the dusk of the Du-
brovnik Republic, and as a politician, musician
and writer,Antun plays a significant role in one of
the most important moments of Dubrovnik's his-
tory.

Antun Dominik Ignatius Sorkocevic was
born in Dubrovnik in 1775. His uncle Miho
Sorkocevic, a writer and translator, cared for his
upbringing following the death of his father Lu-
ka.Antun’s upbringing will greatly affect his life,
as his uncle was a member of the Dubrovnik no-
bility right before the extinguishing of the Du-
brovnik Republic. In his general education, Antun
could not follow in his father's footsteps, forthe
Jesuit order was abolished in the meantime
(1773). Their educational framework was taken
over by the Piarists. However, the first printing
company was opened in Dubrovnik in 1783, edu-
cation was modernized, and by a Senate decision
(1777), not a single nobleman was allowed to en-
ter the Great Council if he did not complete the
Collegium Ragusinum.(Katalinic, 2014:74)

Miho Sorkocevic enjoyed numerous cultural
ties and acquaintances, considering his studies in
Bologna, diplomatic work, translation and writing
of books. He was also the main founder and head
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of the Enlightened Patriotic Society in Dubrovnik.
This will greatly follow Antun and his life, start-
ing with his education in Rome. There, in addition
to his education from 1797 to 1798, he became-
friends with Tom Bassassi, Julije Bajamonti and
Albert Fortis. (Vilac (ur.)2014:151)

Antun Sorkocevic performed many state ser-
vices, as did all the Dubrovnik nobility. He was a
custom’s lawyer, a customs officer of the Great
Customs House, a manager of the salt office, a
member of the commission for the suppression of
wine smuggling, a procurator of the Domus Chris-
ti Hospital, and he performed many other im-
portant functions in the Republic, according to
Vinicije Lupis in the Dubrovnik Museum’s Luka
and Antun Sorkocevic Catalogue,supported by
data from the Dubrovnik State Archives - the
Specchio del Maggior Consiglio. (Vilac (ur.)
2014:152)

The end of the 1790s was a turbulent period
in Dubrovnik. The French Revolution goes be-
yond the bounds of its origin, Antun reports on
Roman uprisings, which wasgreatly discussed in
Dubrovnik, since Dubrovnik was the juncture of
envoys from various countries.

Katalinic (2014) states that Antun
Sorkocevic, as a member of the Francophile cur-
rent (the one that accepted the literary-
philosophical postulates of the Enlightenment),
went to Paris in 1805, and took on the position of
a Dubrovnik envoy to Napoleon by a Senate's de-
cree. During his stay in Paris, he became a mem-
ber of the Académie Céltique, where he lectured
on the customs and the language of the Slavic
peoples. The letters sent to Tom Bassegli show
how he had an audience two times with Napoleon.
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He sent instructions to Dubrovnik officers on how
to deal with French officers.

In 1808, Antun Sorkocevic saw the end of
the Dubrovnik Republic while in Paris, and even
though he was absent, he was appointed asMayor
of Dubrovnik on April 1, 1808. The French trust-
ed him, and at the same time a question was
raised regarding his intercession for the sover-
eignty of the Republic in Paris. (Cosic, 1999 not-
ed in Vilac (ur) 2014:155)

In 1810, Antun returned to Dubrovnik, sold
his property and contemplated on living near
Ljubljana, the center of the Illyrian Provinces.
The year 1813 marked the end of French admin-
istration in Illyria, and Antun spent time in Italy,
so it is hardly possible that Antun actively fought
for the renewal of the Republic. His standpoint
was to be realistic and to admit that Dubrovnik
came under Austria. From later letters, it was evi-
dent that Antun no longer aspired towards the es-
tablishment of the Republic. After selling the
property in Dubrovnik, Antun remainedtied to the
homeland by helping to publish songs by John
Restic in Padua. In his letters from Italy, he tells
his fellow citizens to accept the political reality.
(Cosic and Vekaric, 1999, noted in Vilac
(ur.)2014:159)

Antun’s relationship with Poland is epecially
important to his life. He was a friend of Prince
Aleksandr Sapieh, through whom he came into
contact with Adam Mickiewicz. (Lupis, 2005
quoted in Vilac (ur.) 2014: 160). Perhaps this is
why Antun, unlike his father Luka, often used the
Slavicversion of his surname - Sorkocevic, and
not always Sorgo.

Antun Sorkocevic was not only the last en-
voy of the Dubrovnik Republic in Paris, but he
also reflected the state of the fall of the Republic.
As an aristocrat, he left Dubrovnik forever, so
then just how many Dubrovnik merchants, ship-
owners and intellectuals left for the purposes of
their personal careers, and not in service for the
Republic, which was the reason before. There was
no longer any need for diplomats and missions,
and Dubrovnik in some way transformed into one
of the most backward provinces of the Habsburg
Monarchy. (Lupis, 2009 stated in Vilac (ur.)
2014:161).

Interestingly, to date, there is no preserved,
confirmed portrait of Antun Sorkocevic.

3.3. Key figure: Jelena Pucic Sorkocevic

The heirs of Dubrovnik noble families and of
citizen families in the mid-19" century stored
family music in the Franciscan collection. Almost
thirty volumes of musical scores carry the signa-
ture of a learned lady, Elena Luise Ragnina, mar-
ried to Pozza-Sorgo (1784-1865), who is men-
tioned as the first Croatian composer in encyclo-
pedias. Her Slavic name is Jelena Pucic-
Sorkocevic. Her father, Orsat, was an envoy of
the Republic to Vienna twice, and one of the most
educated in Dubrovnik. According to S. Stojan
(1997), Jelena received her first music lesson
from her mother. Her husband, Nicola Luciano di
Pozza-Sorgo, was a member of the intellectuals in
Dubrovnik, and was elected as Rector five times.
(Katalinic, 2014:132-134)

After 1979, literature gives data on six songs
by Jelena Pozza-Sorgo, preserved in the music

131



Katja Bakija, Renata Roman: THE SORKOCEVIC FAMILY MIRRORS THE HISTORY OF DUBROVNIK

collection of the Little Friar’s monastery. Her
name can be found in thirty volumes, manuscripts
of arias and duets from the opera of the times. The
mark of her ownership is also found on several
other musical volumes that Vjera Katalinic claims
to be possessed by the Dragicevic family. Among
the materials bearing her name, there are twenty
opera arias bythe then popular Italian authors:
Giuseppe Sarti, Francesco Bianchi, Pietro Antoni
and others. It is likely that shepresented the musi-
cal literature that marked her literary and compo-
sitional opus. Her musical interests were directed
towards popular vocal pieces that she acquired as
scores or piano excerpts, so that she could per-
form them alone. Considering the connection with
Vienna, her musical instrument probably came
from there. V. Gjukic-Bender states the possibility
that it is probably thepianoforte that is now kept
in the Rector’s Palace, and the kind which was
possessed by Mozart too. (Katalinic,2014: 134-
136).

Katalinic (2014) states howltalian cultural in-
fluences were allowed since the fall of Napoleon,
and the beginning of the Vienna administration in
1815. However, no compositions signed by Jelena
have been preserved from this period, except for
one copy, the ari Nel pensar by the Italian com-
poser Tommaso Resti. It was composed "Ad uso
della Sig.ra Elena Luisa Con. Of Pozzo Sorgo",
and it was part of the repertoire she performed as
an exercise and for pastime.

Jelena also tried composing - she made sev-
eral compositions for vocals accompanied by the
piano. There are six songs in seven texts pre-
served. Lovro Zupanovic (1980) writes about
them: "No mention of the year of origin and writ-
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ten on two sheets, musically, they are very primi-
tive and technically incomplete." Not one carries
the author's signature, and the authorship data is
recorded by Vanda Kuzmic.(Katalinic, 2014:138)

The simple songs we find with Jelena Pozza-
Sorgo were frequently a common basefor private
lessons of fashionable ladies of those times. In
this way, they learned piano and singing, both for
themselves and for chamber family gatherings.
This is why her songs do not differ from the simi-
lar amateur attempts of her contemporaries who
practiced home music. (Katalinic,2014:140)

Katalinic (2014) states how Ivan Kukuljevic
Sakcinski visited Jelena in 1865, and praised the
71-year-old countess with admiration for her
speech, refinement, and spirit. She was one of the
last generations of those born in Dubrovnik dur-
ing the Republic, or nobles who had a good edu-
cation, but at the same time cared for the family
and the tradition of modesty.

Slavica Stojan, in the very beginning her
book In the salon of Mary Giorgio Bona (1996),
records the lives of Dubrovnik ladies at the fall of
the Republic. In the series of ladies mentioned
from those times, the author particularly points
out Jelena Pozza Sorgo. Stojan (1996) states that
“the cultural history of Dubrovnik reverently re-
members the name of Jelena Pozza Sorga born
Ragnina (1784-1865). Despite the fact that Anica
led a pious and lonely life, except forwriting to
her brother Rudjer, she maintained intellectual
friendships and contacts with representatives of
the Dubrovnik nobility. Today, this gives us a
chance to discover the life of the Dubrovnik no-
bility, including the Sorkocevic family.
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Conclusion

The Dubrovnik Republic, throughout its his-
tory of establishing modern consulates, and excel-
lent balancing at an international level, obtained a
satisfactory degree of independence for itself. The
Dubrovnik diplomatic and consular service,
whose representatives were Antun and Luka
Sorkocevic, were certainly one of the most devel-
oped services at the time, so we can say that the
diplomacy of the Dubrovnik Republic is actually
one of the sources of the Croatian diplomatic tra-
dition.

While Antun Sorkocevic was remembered as
the last envoy in Paris, Luka Sorkocevic is still
today considered to be the most important com-
poser in Dubrovnik. In analyzing the works of
Luka and Antun Sorkocevic, it is clear that they
did not come up with a wealth of opuses like their
own local and foreign contemporaries, but they
deserve respect, especially in Croatian music cul-
ture. Following the musical journey of both com-
posers, it is always important to point out that this
was not the path of professionals, but amateur
musicians who marked the musical heritage of the
Dubrovnik Republic, and so it is with present-day
Dubrovnik.

A look at the legacy of Luka Sorga reveals
that the list of his works was smaller than we
thought it to be, but even so some works were not
included in the earlier lists. There are altogether
eleven symphonies and two orchestral pieces of
Luka Sorga that are preserved, of which only the
first two symphonies carry overture titles. The
composer's name was mentioned on most of the

above mentioned works, either in the score or on
the stock.

Jelena Pozzo Sorgo was a typical Dubrovnik
noblewoman who played music in her home, but
at the same time she was singled out with her fi-
nesse, and for this reason she stands out today in
all the records concerning the ladies of Dubrov-
nik. Today, her name is not often mentioned, es-
pecially among Dubrovnik youth, and not even in
Dubrovnik schools. Still, her notes are preserved
and the citizens of Dubrovnik have a chance,
though not often, to listen to her work.

The musical creativity of Luka and Antun
Sorga is difficult to observe on its own. Namely,
their entire creative path should be viewed in the
context of their homeland, and even Europe. Their
musical activities include an exchange of ideas
and opinions, an effort to transfer newspapers tied
to music into their midst. There is also the organi-
zation of concerts, first within your own home,
and then the creation of Dubrovnik's musical life
and the teaching of music first within the family,
which was then most probably adopted by other
noble families. The music played by both com-
posers, and also by Jelena Pozza-Sorgo, also rep-
resented a way of communication, and even what
we would call "lifestyle" today.

The Sorgo Music Workshop operates in Du-
brovnik, which is a link between musical heritage
and contemporary creativity. The word workshop
in this title does not literally relate to workshops,
but to continuity in work, a kind of line that runs
through both historical and contemporary music.
The workshop is musicological, as it investigates
and prepares sheet music, as performers, for that
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is what they are, and absolutely as contributing these composers involved the creation of music in
authors. It can be said that as a musical workshop,  order to meet the needs of society, and that is pre-
it really is one of the guardians of musical herit- cisely why there were no revolutionary ventures
age, in which Luka, Antun Sorkocevic and Jelena in music, but their legacy is of great importance
Pucic-Sorgo have a significant place.The times of  for the cultural history of Dubrovnik and Croatia.
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Karja Bakja
Penara Poman

HcropujaTa Ha JlyOpoBHUK 0TCINKAaHA NPeKy ceMejcTBOTO CopKkoyeBUK
(Pe3ume)

Brorot Ha cemejcTBoTo COpKOUYEBHK BO KyIATYPHOTO HAcleACTBO Ha J[yOpOBHHMK MMa OrpOMHO 3HAUEHE U
BpeaHocT. Toa HacIeICTBO MOXKE Jia Ce COIIeAa BO HEKOJIKY PaMKH: MPEKy MPUAOHECOT KOH JUIIOMaTHjaTa, Koja
JeHeC He € MCTa CO IOpaHelIHaTa AuIuioMaTHja Ha JlyOpOBHHK, HO Cellak ce HOTIHpa BP3 HEj3UHUTE TeMEllH,
II0TOA TPEeKy MOHYMEHTATHOTO HACJEICTBO HAa BPEJHU CIIOMEHHIIM HAa apXUTEKTypaTa U ManaTuTe, Kako U MpeKy
MpenKcKaTa Koja OBO3MOXKYBa Ja ce TOJKyBaaT KyJITypara U MOJIMTHYKUTE TeH3MH Ha MUHaTOTO. U, ce pa3dupa,
NpeKy My3HKaTa, OJHOCHO OOraTHOT OIyC INTO ro uMa octaBeHO COpKOYEBHK. AKTHBHOCTHUTE Ha CEMEjCTBOTO
Copko4eBUK ce aHaaM3MpaHu BO KOHTEKCT Ha J[yOpoBHuukata PemyOnwmka. [IpunoHecor Ha TpuTe KiyuHH
¢urypu: Jlyka, AutyH u Jenena Ilyunk CopkoyeBHK ce HCKIyYHTENHO BaKHM He camo 3a JlyOpoBHHYKaTa
Pemry6nnka Tyky u 3a JlyOpoBHUK U XpBaTcKa JCHEC.

Kayunu 360opoBu: /IyopoBHEK, XpBaTcka, ceMejcTBO COpKOUEBHK, HACIEICTBO, KyJITypa, AUIIIOMAaTHja, My3HKa,
apXUTEeKTypa
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KOMEPIINJAJIM3AIIMJA HA CUMBOJIOT BOXKJA PAKA

Kayunn 360poBu: cumbon boxja paka, xamca, cumM00 Ha cpeka, KOMepLMjajiu3aluja, pejuryja,

ImaraHCcTBO

Bosen

Co men ma ja pa3BueMe Te3ara W JAa ja
aHaJIM3UpaMe KOMepIrjain3alyjaTta Ha CUMOO0JIOT
Boxja paka Ha rnobaneH miaH, ke TH 0o0pas-
JI0)KAME CHTE KOMIIOHEHTH OAJEITHO. AKO 300pOT
rio0anu3aiyja NMpPeTcTaByBa CKOHOMCKH, IOJIH-
THUYKH U KYJITYpPEH MPOIIEC CO KOj C& OBO3MOXKYBa
TPaHCIIOPT W/WIIM KOMYHHKalWja 0 LeJaTa 3a
OCBOjyBal€ Ha HOBH TEXHOJOTMH H Ta3apw,
Toramr KyiTypHara riobanu3anuja Ou  Ouia
NPETCTABHUK HA PA3IMYHU KYJITYpH W OOWYau.
Jlyfeto pmonmeka maTyBaaT TW Hocar co cebe
CBOUTC KYJITYPOJOHUIKM KOJOBH, a IIpU IaTyB-
ambeTO CC COOYYBaaT CO Pa3IMYHH O] HUBHHUTE.
[TO3UTHBHHUOT aCIEKT Ha HHTEPKYJITYpHATa KOMY-
HHUKallMja MPUJI0HECYBa 32 MHTEIPHPAbEe Ha KyJI-
Typara BO KpeupameTo Ha riobanHaTa ciuka Koja
e oTpeOHa Tmopaay HECEIEKTHBHO Kopucteme. U
MOKpaj CTAaBOBHTE 3a XyMaHHUCTHYKA TI00aNH-

3amMja, 3a Koja ce 3ajarajie rojeM Jeil O
HAY4YHMIIUTE U MHUCIMTENMTE!, MOCTOjaT U TaKkBU
KOH Ce CIIPOTUBCTABYBAaT M JIejCTBYBaaT BO HACO-
Ka Ha pacnarame Ha KyJITypHaTa acHMWIalja u
MOKpaj TOa IITO 3HAAT jJeka paboTaT Ha IITETa Ha
ommToTOo 100po. MaHumynanyjata co cUMOONIH €
MapKeTUHIIKAa W3Mama Koja, BO 3aBUCHOCT O]
HA4YMHOT, yrnoTpedara, 1ieITa Ha TpyraTa U 3aMHUC-
JEHUOT e(eKT, 3aciy)KyBa aHajlu3a HH3 CHUTE
COIIHMjaJTHU, TTOJIMTUYKH, TICUXOJIOMIKU U KYJITYpO-
JONIKK HHBOA. 3a Ja ce HM30CTPH (OKYCOT Ha

! Bo Ky/NTypHMOT acmekT MpPOLECOT IIoGantu3aluja MpUIo-
HecyBa 3a OTBOPAarbe Ha IPAHUINTE HA JIOKATHATE KyJITYpH H
TIOJIMTHIKHTE 3aeAHHIY, a CO TpaHchopManuja HA UHIWBU-
JyaJHATE MCKYCTBa BO MH(OPMAINYU KOU ce AUCTPHOyHpaar
HU3 CBETOT, NPHUAOHECYBA 3a Pa3Boj Ha eIHA II00aNHA Kyi-
Typa Ko0ja MOBpP3yBa Pa3InyHU KYJITYPHH JOCTHUIHYBamba U '
cTaBa Ha yBUJ Ha cute Hapoau. ['onyOoBuk, 3aropka ITopaku
u ounemu Ha munamuom eex, NIl ®umun Bummuk, benrpan,
2006.
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MaHHMITyJallkja co TEpMUHOT boxja paka ke Ha-
npaBUMe Tozen0a HAa MO3UTUBHM W HETaTHBHH
HNPUYUHCKO-TIOCTICINYHH e(PEeKTH.

1. Ilo3utuBHH edeKTH

1.1. CenyBame Ha peauruckute ga3m Ha
H/1€0JI0IIKO PAMHHULITE

CouuoJiornjaTa Ha PeJIMTUK? Ce 3aHUMAaBa CO
cymtiHaTa U popmara Ha TepMUHOT bokja paka
BO HayyHa CMHCIIA, T1a CMeTaMe JAeKa CaMHOT
HA4YMH Ha AeUHUpame W/uin HEHOMEHOJIOMKHOT
Npenuc € 3Ha4aeH 3a MO3UTHBUCTHYKUOT ACHEeKT
Ha mno3utuBHUTE edektn. Opn napyra cTpaHa,
KYJITYPOJIOIIKH Ka)kaHo, co cUMO0JOoT boxja paka
ce ,,00jacHyBa” HAUYMHOT Ha KO] BEPHHUIIUTE ja
KOpHCTAaT pakaTa KaKO HM3pa3 Ha YHUCTOTa, MOC-
JNYIIHOCT ¥ CIHPEMHOCT 32 IOCBETEHOCT KOH
Tpamunujata u bor. Kaj mycnmumanute, Xpuctu-
jaHuTte, eBpeute M Oyauctute cumobosor boxja
paka MMa HMCTO 3Ha4YeHEe, a C€ Pa3IUKyBa BO
packaKyBamaTa WHTEPIPETUPAHU TMPEKY JCHEII-
HaTa JIEKCHKA, a CETO TOa € 3apalH JOKaKyBarbe
Ha ,,CONCTBEHOCTA Ha CHMOOJIOT M HErOBO He-
THpame Kora ce BO Mpallakbe Pa3iIndHu PETUTUH
W BepyBama. [ leaHo HU3 mpu3MaTa Ha KyJITpo-
Jjorujara, goarame 10 TPEHUCTIUTYBamkbe Ha HICH-
TUTETOT Ha JUcKypcoT. Jlomeka ox eaHa crpaHa
UMaMme CIojyBamkbe Ha CHUMOOJOT BO 3aeqHHYKH
MMEHHUTEN BO CIOMEHATHUTE PEIUTHH M CEKaKo

2 VIMeHO, PENUIHO3HAOT KAPAKTED € HEWITO BO IPHIIOT, a He
cocraseH zei. McTo Taka 3HauajHO € AeKa eJieH [N O/ TAKOB
CBET NpEAMET CEeKOoraul NpeTcTaByBa LenuHa. Jlypkxeum,
Emune. Ceemume objexmu kaxo cumboau.
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HUBHHUOT KYyJTYpeH WACHTHTET, O Apyra cTpaHa
TOj HCT CHUMOOJ BOAM KOH HETOJCPaHIHja H
Henpudakame 3a 1a ce co3aajae HensOe)kHa acu-
munanuja. [lonatamy, mmaMe mocienuna Koja
Taka Ae)UHUPAHUTE PA3NUKA TH HPETBOpPa BO
,,COBPIIICH MaTepHjai’ 3a 3arpo3yBame Ha JIUYHHU-
OT U KOJICKTUBHHUOT WACHTHTET, 1A CE€ MOCTABYBa
NpaliamkeTo Kako W Ha KOj HauyuH BpeAM Ja ce
TOJIKYBa OBaa I0jaBa BO OIIITECTBOTO W TIOCTOU
JIM METOJI CO KOj OM ce BpaTuia 0a3udyHaTa ropaka
Ha 0BOj cuMOou1. M30ernyBameTo Ha CTEPEOTHIIOT
U TpeJpacyiuTe KOH CHMOOJIOT M CEMHOTHKATa
BOOMIITO € ToyieMa paboTa. 3a Ja ce 3arovyHe co
TakaBa paboTa morpedHa € MOMOII — eayKaluja
Ha CHTE HAy4YHUd HHMBOA BO KOja ,,CTPAHUYHO" H
KOHTPOJIMpPaHO OW ce BKIydyBalie BEPCKUTE
3aeIHUIM U IPYTUTE 3aMHTEPECUPAHU CYOjEKTH.

2.1. CumboaukaTa Ha cpexa — xamca (hamsa)

Co BEKOBM Kako OMHJICH CHMOOJI Ha cpeka
Boxjara paka — xamca € MpUCYTHA BO CHTE I103-
HaTH KylITypu Bo EBpomna m Asmja. Metadopata
,»3a/Ip)KyBambe Ha cpekara™ Ha TeHepajeH IUIaH e
objacHyBame CO KO€ MOXE J]a CE OITUIIE OJIPK-
JMBOCTa HA XaMca BO UCTOPHCKUOT JHUCKYPC Kaj
CHTE PEITUTHH ¥ HApOJH KaJe IITO € MPUCYTHA U
nmoctojaHa. Ce KOPUCTH M KaKO ,,IITUT O] Hera-
TUBHa eHepruja u 310. Co xamca kako cumMOo0I ce
,»BlIMjae* Bp3 JKMBOTHAaTa XapMOHHMja M PaMHO-
TeXa, Ce IMOCTHUTHYBa MHp, 33JJ0BOJICTBO, PaJioCT,
ce 4YyBa 3/paBjeTO W Ce€ 3roJieMyBa IUIOJHOCTA.
OBa ce apupMaTHBHU TIOpaKH IITO MPHIOHE-
CyBaar BO TOJIKYBAa-ETO HA CHMOOJIOT Xamca KaKo
BO JIyXOBHA TaKa M BO KyJTYpOJOIIKA CMHUCIIA.
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Bo 3aBucHOCT 0 KynTypojoIIKara CBECT U
penurucKaTa MpumnagHoCT BO CUMOOIIOT xamca ce
monaBaar cMMOONHWTE KOW Ha KpajoT TH CO3/aa-
BaaT: ®aruma, Mupjamun, Unanun, Adpoaura u
Mapwuja unu bynunara paka. Taka Bo pakara Ha
datnma UMaMme HciIaMcka kanurpaduja, Mupja-
MUHATa paka ja coapku Hajuecto JlaBumoBara
sBe3na, Jojieka mak Bo byauHara paka ce moja-
ByBa cum0O010T Ha Oyau3am. Co xamca HajuecTo
ce MOKaXXyBa BECEJIOCT, XyMaHOCT M COYYBCTBO.
OBoj cuM00I ce TOIKYBa CO ,,eKCTPEeMHA BEIIUKO-
TYIITHOCT, CO MOCEOHO BHUMAHUE M MTOCBETECHOCT
BO CIIOMEHATHTE PEIITUH, CO aKIEHT Ha HCTpa-
KyBambe Ha HEJ3MHOTO IAaraHcKO KOPHCTEHE H
BpCKaTa CO IPYTUTE CBETCKHU IIMBHIU3AIUH.

2.2. TIo3UTUBHY KYJTYPOJOLIKH ,,cATETUTHS
BO JeHEIIHUIIATA — CyBEHHPH HA CUMOOJIOT
Boxja paka

Kora 300opyBame 3a CyBEeHHpHUTE Ha TeHe-
paJieH, OMIITECTBEHO-COLMjaJIeH IIaH, K& YTBPAHU-
Me JieKa THE c€ BaXXHH M KOMIUIEKCHH O0jeKTH Ha
MarepujaiHaTa KyJaTypa Ha cekoj Hapon. Tue He-
COMHEHO T'O CO3[aBaaT MICHTHTETOT W ja pa3BH-
BaaT cTpaTerdjaTa 3a pa3BOj Ha KyJTypara Ha
HUBO Ha HallWja, peJITHja U HACJIEJCTBO, a CO TOa
CTaHyBaaT M NPOMOTOPH Ha WJICHTUTETOT W
TpaauIKjaTa, OBO3MOXKYBajKH UCTIPEIIETYBabe U
KBAJIUTCTCH [[I/IjaHOI‘ HOMefy C€ramHoCcTa 1 MUHa-
TOTO HU3 NpU3Mara Ha yOaBMHATAa M YMETHOCTA.
Co eneH 300p — 4yBapu Ha HACIEACTBOTO. MIMeHO,
Ol TOpe HaBEeIEHOTO MOXeE JAa ce cdaTd 30ILTO
CYBEHHpPHTE KaKO TaKBH MOcTojaT. Meryroa, BO
PEATHUOT KHUBOT MOCTOjaT OTCTAITyBamha U MaHHU-

MyJAIlA KOW BO TIOHATAMOIIIHUOT TEKCT Ke OuaaT
MpeIMET Ha aHaITn3a.

CyBeHnpoT Bo cebe Mopa /a WMa YeTHPH
JUMEH3UU: JIMYHA — aBTOPCKA, JIOKAJIHO MIIEHTHU-
TeTCKa, KYJATYpHO HAcJIeICTBO U TypHu3am. besep-
mu Topron (Beverly Gorton) tBpam mexa cyse-
HUpHUTE C€ BA)XHU BO IICUXOJIOLIKA, KYJITypHa H
€KOHOMCKa CMHCJa, HO, CO OIJIeJ] Ha Toa JAeKa
YeCTO Ce€ TPETHPaHH CO OMAaJOBAXKYBAamE KaKo
00jeKTH CO ,HHCKa KyIATypa™ WIH TpeaIMeTH
CIOPOTUBHH Ha ,,JOOPHUOT IU3ajH", HUKOTralll HE TH
riieiame ,,KaTeropuaHo U peHOMEHOIOMKH" .

Kora Bennme boxja paka mucirMe Ha CHM-
60101 xamca. OBOj cUMOOII CO NIEIIEHUH yCTeal
Ja ja 3aipXd THUTyJaTa HajOMWIEH cHMOOJI Ha
cpeka BO peuucH cuTe Kyiatypu. Bo xamca ce
,,BUATYBaaT" HE CaMO CPEKHHUTE OKOJHOCTH IITO
BOJAT A0 yclexX TyKy U OApKIMBOCcTa. MHOry-
MHHa, KOW c€ Of pasziuyHa Bepa W Hauuja (1o
TEOJIONIKA MHCJIA H TOJIKYBambE), CMETaaT JeKa He
NOCTOM Tox00ap cuMOON Ha ,3aJpKyBame Ha
cpekata“ ox boxxjata paka, Koja € pamupeHa H
CIpeMHA Jia IOMOTHE W BO HAjONIAaCHHU CUTYyanuu!
OcCBeH MTO € KOPUCHA KakKO IITHT OJi HEraTUBHA
eHeprvja M 3510, Taa UMa MOK BO JXKHBOTOT Ja
JOHECE MHp, 3a/J0BOJICTBO, PAaJOCT M Becenda, a
MOJIeTHAKBO € KOPHCHA M 33 YyBamhe Ha 3/IpaBjeTo
U 3rojeMyBame Ha MmiuogHocta. Hajoobporo
o0jacHyBame 3a HEpaCKWHJIMBATa BpCKa Mery
pakara W oOmImTaTa 37paBCTBEHA COCTOj0a Ha
YOBEKOT HYJM XMHAYHU3MOT BO KOj ITETTE IPCTH HA
Xamca T IpeTcTaByBaaT IIETTE EJIEMEHTH Ha
pUpojaTa U METTe €HEepreTCKU LEeHTPHU (YaKpu)
Ha CEKOE YOBEYKO TEJO.
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Nmeto xamca moTekHyBa 0Off aparcKuoT 300p
khomsah mro 3Haum mer, a ce MHUCIU Ha IIETTE
OPCTH Of pakara. Mako HEj3MHOTO MOTEKJIO He
MOJKE CO CHTYPHOCT Ja ce JOKaxe, (akT € JeKa
pakara CO palIMpeHH IPCTU MPETCTaByBa MOKCH
cumbOoi. Bo npesanor BaBuiioH ja npercraByBajia
HajroiemMara MOK Koja ynpaByBaja CO 3eMajara
HeboTo. [lomonHa ja cpekaBame W Kako yKpac Ha
MHOTY CpPEIHOBEKOBHH CIIMKH KaJle € KOpHCTeHa
kako cumboi Ha bor. Xpucrujanute Ha McTok ja
HapekyBaaT MapuuHa paka (mo Mapwuja, mMajkata
Ha Ucyc), xaj eBpenre ¢ MupjamuHa paka (1o
cectpata Ha Mojcej), a Kaj MYCIUMaHHWTE IO
noouna umero datuMuHa paka (Mo Kepkara Ha
npopokoT Myxamen).

3.2. HeraTuBHu eeKTH MM MAaHUMYJIANKja CO
HacJ0BOT Boxkja paka

Bo oBa mornasje ke ce 3aHMMaBaMe CO HC-
TpaXyBamhe Ha JIEKCUYKUTE W KYJITYpPOIOIIKHTE
TPUKOBH Ha MaHWITYJalldja CO HACIOBOT boxja
paka Bo MeamymuTe. Ke HaBelneMe HEKONKY
HACJIOBM 0X (pmiMckaTa yMETHOCT Kaje IITO CO
MOMOIII Ha HacloBOT boxja paka ce mpuBIeKyBa
BHHUMAHUETO U CC q)OKYCI/Ipa Ha IIOJIUTHYKHU H3-
Opanata crpana. Bo ¢uamor ,,boxja paka™ uiu
Bo opurunai Divine Intervention/Yadon llaheyya,
2002 (konpoaykuuja: dpannuja, Mapoko, ['epma-
Huja, [lanectuna, 92 MUH.) BHUMAaHUETO € HACO-
YeHO KOH TJIeadyoT, Koj 0e3 pa3MucCiIyBame Ke
OITy4H JeKa 0BOj (WM BpeIu Nla ce TOTIIe/IHE.
HacnoBoT Ha ¢unMoT HamecTo Ja ce IpeBele
KaKo ,,boXja MHTEpBEHIMja", ce MpeBexyBa Kako
,»boXja paka®“. VMIMeHO, cO caMHOT TpeBOJ Ha
HACJIOBOT Jloara 10 MaHumyiaanuja. Jypu u onue
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IITO HEMa J1a TO TOTJIEAHAT OBa (HIMCKO OCTBa-
pyBame, UMaaT MOXXHOCT Ja TO ,,JeMaHTHpaatr
NpPEBOJIOT KaKO HECOOABETEH IOKOJIKY IO MPOYH-
TaaT BOBEIHOTO CHXke: ,,CTaHyBa 300p 3a MHTEE-
TeHTHO 3aMHCJIEH (puiIM, MHOTY HHTPHUTAHTEH, CO
€HEepruyHa pekuja, OCBOjyBa CO CBOJjOT LPH XY-
MOp, aKIEHTOT € CTaBeH Ha alCypAOoT M TpoTec-
KaTa, CO jaCHU aHTUBOCHU CTAaBOBH W IOJUTHYKH
KOMEHTapu...*

AKO ce mpamryBaTe 30IITO BO IPEBOJUTE Ha
JIOMAITHUOT Ta3ap € KOPUCTAT BAKBU TPUKOBH H
30IITO CE€ MpEnpaBaaT HACIOBHTE, OATOBOPOT €
Jeka myOJHMKaTa pearupa Ha mpBara HH(pOpMa-
ja, ToOpUOT HACIOB € J00pa mpomnaraHaa IMTo
3Ha4M U 100pa ¥ curypHa 3apaboTyBauka.

CraenHuoT GuIIM, KOj UCTO TaKa ja JIOKaXKyBa
npeTxoaHaTa cocTojoa, e gpuimor ,,Hand of God“
on amapukaHckuoT paxwucep [lo Kamrpepa (Joe
Cultrera), 2006. Herosure mpermopakd ro cMec-
TyBaaT BO (MJIMOBH CO JKapH TpuWiep, Koj ja
KpUTHKYBa penurujara u 30opyBa 3a menodu-
JMjaTa BO KaToJMvkara mnpksa. Ha oBoj HaumH ce
O0TBOpa HOBO IOIJIaBje BO MOJAEpHATa Mac-Melu-
yYMCKa ,,ACTpaKyBauka IMOCTanKa, Koe MOJepHa-
Ta UCTOpHja ro Bepu(UKyBa KaKO eAMHCTBEHO, U
Ha TOj HAYHMH CE ONpPAaBIyBa HACIOBOT KaKO MPCT
CO KOj ce TMOKaXyBa Ha JedopMalija Ha OIIII-
TECTBOTO BO IIEJIMHA, OWJICjKU IPBKATa JICjCTBYBa
CaMOCTOJHO BO CHCTEMOT Ha KpHWBHYHATa MOC-
Tarka.

TeneBusuckara cepuja ,,Hand of God*“ cos-
naneHa ox crpana Ha ben Botkunc (Ben Watkins)
B0 2014 roamna 300pyBa 32 KOPYMITUPAHH CYTUU
W CyICKH M3MaMH, KaKo THE CE MHTEpIpeTHpaar
HU3 JIMYHUTE UCKYCTBA HA TJABHUOT JIMK — Cy/Hja
M HeroBarta onmasna. Jlerapruckara cara 3a 4o-
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BEUKHUTE CyAOMHM MMa 3HaK O0XjU of moTpebaTa
3a IPEHOC Ha OJITOBOPHOCTA Ha ,,IOBUCOKO HUBO®,
OIHOCHO 3a J]a OCTaHE YOBEYKHOT (HaKTOp BO
CpeAMHA Ha JIarM W KOpYMIHja, Koja ja Iperc-
TaByBa CIUKaTa Ha JACHEIIHOTO OIIITECTBO BO
EeJIMHA.

Co rope HaBEJEHOTO cakaMe Aa yKaxeme Ha
MaHHMITyJJATUBHOCTa CO HACJIOBHTE 32 PEKIAMHH
noTpedu. 3a ja ce yTBPAU KOJKY W Ha KOj HaYUH
ce MaHUITYJaTUBHH, MOTPEOHO € Jia ce aHAIM3Upa
KOPECHOH/ICHIIMjaTa MmoMely HacloBOT M Temara.
Hexon on HacnoBuUTe ce MamKa 3a CaMHOT
yrraTel. MaHUMyNanjata co HACIOBOT CTaHyBa
LAPYro HMe* 3a MaHWIylalgjaTa co HcTaTa
uHpOpMaLMja U HHTEpIPETaLja, OAHOCHO MaHU-
myJjanjaTa co HacjIOBOT ja MEHyBa BecTa M
CBeCTa 3a OHHE MITO mpu(pakaaT jaeka ce ITo €
HamuIIaHo ¥ 00jaBeHO € HecIOpHa W HermoOWuTHa
BHCTHHA.

I'moGanu3anmjata HA MEIUYMHTE, OCOOEHO
aKo CJIMKaTa ce ,,IIUpU" Ha MHTEPHET-BECTHTE U
MOJIEpHUTE NpedapyBaun (KOM CHUTE ITOJEeIHABHO
(HE)Cepro3HO TH KOPHCTUME) HAjMHOTY IpHKa-
’KyBaaT HempoQecHoHaJIeH NpHUCTal KOH aBTOPC-
KOTO jeno. [lnarujaTn nma Ha cekoj YeKop, 3aKo-
HOT TOCTOM HO He ce chpoBenyBa. IIpemu-
HIyBambEeTO M MoJepHara Kpaxba Ha oOjaBeHH
paKomHCH MMa MMe, a Toa € Copy-paste, cryneH-
TUTE KYyIyBaaT CEMHHAapCKH TPYAOBH Kako BO
CylepMapKeT, CUTe KOpUCTar ce, HH(POpMAIUHUTE
ce pa3BOJHYBaar JI0 Taa Mepa IITO MHOTY TEIIKO
MOXE€ J]a C€ Hajie MOYETOKOT, OJHOCHO IPBHOT
MaHHMITyJIaTOp—TIpeNUIIyBad—TIjIarujaTop Ha oape-
JIeHa TeMa O] KOro, BCYIIHOCT, MOYHAIIO IIEIOTO
370", TakBara 3aryba Ha KpuTepuymH, mpode-
CHOHAJIN3aM, €THKa W YOBEYHOCT TNPEIU3BUKYBa

HEJOCTUT Ha BHCTHHA BO CHTE KYIATYPHH U
JKAHPOBCKM KaTerOpud Ha KHIKEBHCTA C€ JI0
ucTopujaTa Ha ymetrHocT. KopyMmupaHOTO omii-
TECTBO CTPOTO T'O Ka3HyBa ,,9€CHOTO 300pyBame*
ma Cé MOMajKy IOCTOjaT HE3aBUCHH MEIUyMH
IITO U3HECYBaaT HE3aBUCHU KOMECHTAPH, HATIVCH,
eceu Ha ,,0CEeTIMBU TEMH', a TOa 3HAYMU JeKa ce
OHa TITO HE € ,,JIOKEITHO™ 32 jaBHO TOBOPEHE HE
ce o0jaByBa 1 He ce 0J100pyBa.

3.1. Cnoprcku HacTaH — boxkjaTa paka Ha
Juero Mapanona

HajmosnatuoT ¢yndanep Ha CBETOT, JICTeH-
nmapauot [uero Mapamona om ApreHTHHA, OOH-
rpa HENO3BOJIEH IOTEr CO pakaTa W BIE3€ BO
HCTOpHjaTa Kako HOCHTEN Ha TuTynara — boxja
paka. Medot e ogurpan Ha CBETCKOTO MIPBEHCTBO
Bo Mekcuko Ha 22 jynum 1986 roamHa mpex
115 000 my6nuka. HatrpeBapoT ce onurpa mome-
Iy ApreHTnHa ¥ AHIJIMja JOJIeKa CUTYyallHjaTta
Oele MOJUTUYKK 3aTeTrHATa MOPaJX BOjHATA IIITO
ce Bojeule Mely OBHE J[BE APXKAaBU BO IMIPET-
XoAHUTEe Yetupu roaunu. [IpeaBoaeHa ox Qan-
TacTUUYHHOT MapanoHa, ApreHTHHa H3Jie3e Kako
no0eIHUK U IO MPOJOJDKU CBOJjOT AT MO APYTH
TUTYJIA BO CBETCKHUOT IIaMIIHOHAT.

En IIu6be (El Pibe) ro momeme TIaydo
(,Gaucose”) Bo BoacTBO BO 51 MHHYTa, MOTETOT
KOj momorHa Omn HapedeH bokja paka 3apamn
oIMa3la KOH HMMIEpPHUjalTU3MOT Ha AHTIMCKHOT
NOJUTUYKH  €CTAONUIIMEHT OpUEHTHPAaH KOH
®oxmanckute OcTpoBH J0BEJE 10 BOjHA, KOMEH-
TUpajie cBeTCKUTe MeauyMu. LleanoT cBet, ocBeH
cynujata ox Tynuc — bun Hacep, Bume neka
Mapanona ja 3arpece mpexara co paka. MHre-
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PECHO € /1a ce CIIOMEHE JAeKa M MO TpU JECICHUU
TepMHHOT boXja paka ce KOpPHCTH 3a CIIOMe-
HaTHUOT cliydaj Ha m3Mama Ha [luero Mapamona.
Ce mocraByBa MpamameTo MTO € cBeTo, pynda-
not win boxjaTta paka? 3aKiIydoKoT € AeKa HOCHU-
TeNoT Ha TuTyNata boxja paka — MapamoHa, Hako
Ha BpaTOT HOCH KPCT M MMa IO TEJIOTO TETOBAXH,
CaMHOT C€ BIYIITa BO MAHUITYJIALNH.

3.2. Knuru co Hac10B bo:xkja paka

WnTepecHo € Kako W Ha KOj HA4YMH € M3Ma-
HUIYJIUpaH HacJloBOT boxkja paka BO JOKyMeH-
TapHHUTE MMyOJNUKAIMU 33 >KHUBOTOT W JENOTO Ha
Huero Mapanona. [lenoto Ouimo HamumiaHo of
CTpaHa Ha HErOoB TOpaHelieH mnpujaren [lumu
bepuc (Dzimi Berns) Bo 2010 roauna. Mutpurara
3a ma Ouje ymTe morojieMa, aBTOPOT KHHTaTa ja
Hanuman 6e3 Jja ce KOHCynTHpa co MapajoHa na
3apajM TOa JBajliata 3aBplliujie Ha cyld. Majki
Bonrepc uzjaBun nmexka Mapanona Oun ,,boxja
paka Koja ce ColTHaJia Ha KapaKTepHHUTE HeI0c-
tartonu™. OBaa peueHuia bepHc ja HCKOPUCTHIT 3a
HACJIOB Ha KHHraTa ,,boxja paka™ 3a >KMBOTOT Ha
Juero MapanoHa u aBTOMaTCKM CTaHaja HajI0-
Opo mponaBaHa Oworpad)cka KHUTA KakKo ,,)KOJT
nevat™. MapaJioHa TM Herupaj CuTe OOBHHYBarba
Kako HeBucTHMHH. HeroBara peakmmja, mak, mpe-
JIU3BUKANA YIITE TIOBEKE Jla Ce 3rOJIeMU TUPaAXKOT
Y J1a Ce MCKayM Ha mecTonudpeH O0poj, a u aa ce
MpeBeie Ha CKOPO CUTE CBETCKH ja3uIIH.

Bo knurara ,,Pakara ma ®atuma“ ox Unune-
¢donco dankonec ¢ ynorpedbeH TepMuHOT Boxkja
paka. Pecrniekrabumunot BecHuk ,,Ea Myrmo™ (El
Mundo) numysan neka @DajkoHeC TO TUICHHI
YUTATENIOT CO HEBEPOjaTHOTO MAaTyBamke 10
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cpenmHoBekoBHHOT Tpan Kopmoba Bo ko) ce
Melraar KyJiTrypata U HapoauTe. Toa € poMaH BO
KOj 4YHMTATeIMTE MOXAaT Ja HajaaT HCTOPUCKHU
MpHUKa3 Ha eIHa epa, NpuKa3Ha 3a JbyOOBTa U
oMpasara Ha TJIaBHHOT jYHaK M HETOBOTO JOJTO
MaTyBamke HCIOIHETO CO WIy3UM U U3ryOcHa
Hanek. Mako ce pabotu 3a 3abpanera JhpyOOB
nmoMery MyciuMmaHkata daTtuMa W XPHUCTHjaHOT
EpHanpa, Moxe &a 3akiay4ynMe JieKa HACJIOBOT Ha
OBaa KHHTA HE € ciydajHo u3bpaH. darmMuHaTa
paka e MIUPOKO PACIPOCTPAHET MOWM BO MYCIIH-
MaHCKHOT ¥ OCTaHAaTHOT cBeT. [la ja uckopuctun
MeTadopaTa BO KHHXKEBHO JIEJIO € coceMa JIeTH-
THMHA aKiyja. MHOTY O]l YMTATEJIUTE IITO K& IO
yhTaaT OBa JIENI0 MAaKO HEMa Ja T0 CpEeTHAT
cumbonor daTtumMuHa paka, ke ja JOXKUBEaT BO
cTopujata 3a cutyanujara Ha LllmaHuja Ha Kpajot
Ha XVI Bek u mouetokot Ha XVII Bex. Unurarenor
UCTO Taka Ke y»KuBa BO OouTe Ha MeauTepaHor,
Ke ce ,,3amo3Hae” co KOJNEKTHMBHUOT MPUMHUTH-
BU3aM W npeapacynd. OBa € yITe eIeH MpuMep
3a JI03BOJICHO MAaHMITYJIMPAkhE CO KHIKEBHOCTA U
MapKEeTHHTOT BO KyJITypara.

3.3. HeraTuBHM BeCcTH

[Topryrajickara jaBHOCT OWJia IIOKHpaHa OJ
3acTpallyBaykara BeCT 3a 00JAaKOT Ha OCTPOBOT
Menenpa, KOj UMall CBETIO-TIOPTOKaoBa 0oja U
JMYeN Ha CTeTHAaTa orHeHa TynaHuma. O0iakoT ro
¢dororpadupan Poxepuj Pauex. OBaa mojaBa Ha
COLIMjaJTHUTE MpeXH Omia HapedeHa boxja paxa.
®dororpadujara 6una odjaBeHa HHU3 IETUOT CBET.
MMano pasHu WINEKyJalud M KOMEHTapH HO
HajBICYATIMBH OWJIE THE IITO OBOj OOJaK TO
criopenyBaie co boxxjara paxa.
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3akiayqox

Komeprmjanuzanmjata Ha cumMO0s0T boxja
paka e 6e3rpannyHa. Ce KOPUCTH U BO O3UTHBHH
M BO HETaTUBHU LIENM U YECTO € TEIIKO Jia Ce
HaIpaBM pasivKa Koja ¢ TOYHO KpajHaTa Hamepa
Ha OHME IITO CE 3aHMMaBaaT CO OBOj CHMOOJ 3a
CyeBepHe WJIM BO YMETHHYKHM auckypc. Kora
penurujata Wik PeIMrUCKUOT CUMOOJ Ke CTaHat
MPOU3BOJI BO MOTPOIIYBAYKOTO OMIITECTBO, 300-
pyBame 3a CYIITHHCKa KOMepLHjajiu3anuja Koja
HOCH 3aCTpallyBaYKH ¥ HECOTJICUIUBU MOCIIEIH-
1. MOJICpPHOTO OIIITECTBO MOXE Jaa ce ,,moda-
au“ CO HEWHBEHTUBHOCT, HEOOPa30BaHOCT W
HEYNMaTeHOCT BO penurujata BoommTo. [Ipoceu-
HHOT BEPHHK HE 3Hae KaKo Ja ' HaOpOU OCHOB-
HUTE TPUHIMIK HAa CBOjaTa peNWruja, a yIuTe
MOMAJIKy Jia C€ ,,BKJIIy4d“ BO CEpPHO3HA pacrpasa
3a cocemMa oOOMYHa Bepcka TeMa. Bepckuor
cuMO0JT HajUYeCTO Ce BP3yBa 3a Mo3HATH Oese3u, a
Ha HUB HE UM C¢ JIaBa 3HaUYCHE.

Boxjata paka kako cuMOON Xamca CTaHyBa
CEepHO3eH MaTepujal Ha IIo0ajHaTa KOMEpIlHja-
nu3anuja. [lopagy mupokara pacnpocTPaHEeTOCT

Jluteparypa

HU3 Pa3UYHU PEIUTHA W TIOpPaad Hej3MHATa
OJlaropojHa W TOYMTYBaHA JUMCH3M]ja, KaKO U
nopaau ymnorpebaTa BO Pa3IMYHU MPOU3BOIH
CTaHyBa CpeJCTBO 3a 00e30emayBame Ha MaTepu-
jamHa mobmBka. Om Hea ce m3paboTyBaaT MHOTY
CYBEHHpH BO (opMa Ha TalHCMaHH, HAKUT, HAC-
JMKaH TENuX, 00JieKa, SBOHUUIbA, YKPACH..., OJI-
HOCHO CE€ INTO MOXE Ja TOMHCIMME MOXeE Ja
oune xamca. OHa WITO € KyJITYPOJIOIIKHA BaJUIHO
3a J1a cc HallOMEHE € BHATPEIIHUOT MPOCTOP BO
cumbonoT boxxja paka. 3abenexaBme aeka ,,00pa-
4OT* HA X@Mmca € TOoj IITO ja MpaBH MOCTOjaHa, a
JoJieKa MaK CyIITHHAaTa—TKHBOTO—CHEprujata Ha
BHATPEITHUOT MPOCTOpP OJAroBapa Ha WHIAWBUY-
agHaTa W cioOomHara jkenba. TakoB Wekop He
M03HaBa HUTY €/1€H CUMOOJI.

CymTrHaTa Ha xamca ja HaJMHHYBa OCHOB-
HaTa CHMOOJIMKA, Ma CO CHUTYPHOCT MOXe Ja
Ka)XeMe JIeKa HajuecTo CTaHyBa KOCMHYKa U Oec-
KoHeuyHa. [[a ce KOHTponupa oBOj cHMOOI € He-
BO3MOXHO.
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Marija Colpa

Commercialization of the Symbol of God’s Hand
(Summary)

Commercialization of the symbol of God’s hand is limitless. First of all, it has a manipulative character. It is
used in positive and negative measures while it's often hard to understand the deepest meanings of those who use
this symbol through souvenirs and artistic discourse. When religion and religious symbol becomes product in con-
sumer society, then we talk about root of commercialization which brings frightening and immeasurable conse-
quences.

While people travel and ,carry” their cultures, they encounter different ones. Despite the views on humanistic
globalization, advocated by the majority of the scientific world, there are some who do not share such positivistic
standpoint and work on dividing cultures and opposing religions.

Key words: symbol of God’s hand, hamsa, symbol of happiness, commercialization, religion, paganism
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