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Original scientific paper / HU3sopen nayuen wipyg

NMPEMOCTYBAIE HA JA3OT MEI'Y IPUPOJJHUTE U
OIIITECTBEHUTE HAYKH

Kiyunu 300poBu: conijaiHa HeBpOHayKa, KOTHUTUBHA HAayKa, HEBPOCOLMOJIOTH]a, COLMjaIHa TICUXO-

JI0THja, UHTEPAUCIUIUIMHAPHOCT

Bosen: UHTepancuunJinHapHoCTa BO
KOTHUTHBHATA HayKa

HeBpoHaykara, Kako JieJ1 01 HHTepIUCIUILIH-
HapHUTE MCTPaXKyBamba HAa KOTHUTHBHATA Hay-
Ka, co3/laBa c€ MoBeke MHTEPIUCIUIIIIMHAPHU Bp-
CKU CO OMINTECTBCHUTE W OMXCjBUOPATIHUTE Hay-
KA W XyMaHHCTHKAaTa IITO pe3yiTupa co hopMu-
pame Ha pa3HW MHTEPIUCHHUIUIMHAPHU CTYIUH H
UCTpaXXyBama Kako IITO C€ HEBPOHAyKa Ha KyJITY-
para, IOJIMTHYKa HEBPOHAYKa, KOTHUTUBHHUTE CTY-
VM Ha KHIDKEBHOCTA UTH. M TIOKpaj OCTOCHETO
Ha HECOMHEHHU JIOKa3H 3a YCIIEIIHOCTa U KOPUCTA
Ha HEBpPOHAyKaTa BO Pa3jaCHyBAETO M PACBETIIY-
BambETO HA OINIITECTBEHHTE (PEHOMEHH BO IOIIH-
pOKa CMHUCIIa, ¥ KyITypHUTE (DEeHOMEHH BO TIOTEC-
Ha CMHCJIa, IPEKy HOBaTa 00JIacT Ha UCTPaXKyBarbe
MO3HAaTa Kako COIMjajiHa HEBPOHAyKa, COLUOJIO-
rujara, Kako 0a3u4Ha OMIITeCTBEHA HayKa, HE T0-

Ka)KyBa 1oceOeH MHTepec 3a HeBPOHAYyYHHTE HWC-
Tpa)KyBarha Ha OINIITECTBEHUTE W KyATypHUTE (he-
HOMEHH. MOXXHO pellieHUe 3a KOHIIENTyali3alinja-
Ta Ha UHTEPAUCIMIUIMHAPHATA TOBP3aHOCT HA He-
BpPOHAyKaTa U OIMIITECTBCHUTE HAYKH € aHaJlOTHja-
Ta CO TIOCTOCHETO Ha JABETE TEPCIEKTUBH BO CO-
[UjaJiHaTa TICUXOJIOTH]ja: COIMOJIOIIKA COIIMjali-
Ha TICHXOJIOTHja W TICHXOJIOIIKA COIMjajlHA TICH-
xonoruja. Bo mpogomkenue ke Ouae maaeH oOum
Jla ce TIOKaKe JIeKa: a) He TIOCTOU Cepro3Ha 3arpu-
JKEHOCT JIeKa COILMjalTHUTE MCTPaXKyBama BO HE-
BpOHAyKara IpEeTCTaByBaaT PEAyKIMOHHU3aM WIN
JICTCPMUHM3aM Ha COIUjaIHUTE (PEHOMEHHU, KakKo
IITO € Toa CJIy4aj BO COIMOOMOIoTHjaTa; u, 0) Me-
TOJIONIONIKATA TMOyKa Off WHTEPTEOPETCKUTE KOH-
[ENTH Ce COCTOM BO MOBP3YyBame HA MHUKPOCOIH-
OJIOIIIKATa TMEPCIICKTUBA Ha aHalln3a Ha COIMjall-
HaTa HEBPOHAayKa CO Me30/MaKpOCOLHUONIOIIKATA
NepCreKTHBa MOTpeOHa BO KOHIIENTYyallM3alnjaTa
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Ha MPEJIMETOT Ha COIlMjaTHaTa HeBpoHayka. [Ipen-
jaram MoCTOCHE Ha JIBE COIUjaIHH HEBPOHAYKH:
KJIaCHYHA COLMjaJIHA HeBPOHAyKa (MUKPOIIEPCIICK-
THBA) U HEBPOCOIMOJIOTH]a (MaKPOIIEPCIICKTHBA).

[Momteanaro ox mepcrnekTuBa Ha Quiio3oduja-
Ta Ha HayKaTa, IIOTOYHO, O TIEPCIIEKTHUBA Ha (HJI0-
30(hmjaTa Ha OMIITECTBEHUTE HAYKH, HHTEPUCIIH-
TUIMHApHATA TOBP3aHOCT HA OMIITECTBCHUTE HAy-
KU CO MPUPOJHUTE HAYKH, BO KOHTEKCT Ha KOTHH-
THBHATa HayKa € CJIOKCHO Tpaiiamke. KorHuTupHa-
Ta HayKa Kako MHTEPIUCIHUIUIMHAPHO TIOJIe Ha HC-
Tpa)KyBambe Ha KOTHUTHBHUTE IPOIECH U KOTHH-
TUBHOTO OJIHECYBamh¢ BKJIydyBa MHOIITBO pPa3HO-
POJIHU JUCIMIUIMHYU, KaKBH IITO C€: KOTHUTHBHA-
Ta MCUXOJIOTHja, BeIITaYKaTa HHTEIUreHuja, hu-
no3ogujara npexky unozodujara Ha yMOT, HEBPO-
HayKaTa, KOTHUTUBHATa aHTpornoyioruja. M nmokpaj
TOA IITO HA MPB TOIVIE CC YUHHM JIeKa TOa IITO T'H
o0eTMHyBa OBUE PA3HOPOIHH JUCIUILIHHA € CaMO
MPEIMETOT Ha UCITUTYBAKE, CeMaK, OpraHu3upaHa-
Ta HayyHa paboTa Ha KOTHUTHBHATA HayKa U HEj-
3WHATa MHTEPIUCLUUILIMHAPHOCT YKaKyBa Ha TOa
JieKa He cTaHyBa 300p caMo 3a 3aeIHUYKUOT TIpe]l-
MET, TYKy YyIaryBa Ha Toa JieKa THE CIIOJeNTyBaar
U OJIPEJICHU 3aeTHUYKH METaMETOIOOIIKH MpPeT-
noctaBku (Fodor 1997).

MeryToa, U MOKpaj MOCTOCHETO HA 3aCHUY-
KM METaMEeTOOJIOIIKU TPETIOCTaBKH, 33 KOH, Ce
pa3bupa, He MOCTOU OIIIT KOHCEH3YC, TOA IITO €
HAQJUHTEPECHO BO KOHTEKCTOT HA UCTPaKyBamara
BO KOTHUTHBHATA HayKa € MPamameTo Ha OHTONO-
rUjaTta: Ha KOj HAYWH OHTOJIONIKHTE TPETIIOCTABKH
Ha OIIITECTBEHUTE U OMXEjBUOPAIHUTE HAYKH CE
HOBP3aHU CO OHTOJIOIIKUTE OCHOBU Ha TIPHPOIHH-
te Hayku (Callard and Fitzgerald 2015). ITornac-

TUYHO Ka)kaHO, TOA OW 3HAUYENOo CIETHOBO: Ha KOj
Ha4YMH OHTOJIOTHjaTa Ha TICUXOJIOTHjaTa U COIMO-
JlorujaTa, Ha MpUMep, € OBP3aHa CO OHTOJIOTHjaTa
Ha HEBpOHAyKaTa BO OJJHOC Ha TpalllamkeTo Ha CTa-
BOT 3a FeHepaHoCTa Ha (¢u3ukara. Jlanu toa 3Ha-
41 JeKa IPUHIUIIOT Ha TeHEepallHOCTa Ha (u3mka-
Ta — JIeKa CeKOj HacTaH 3a KOj 300pyBaar HayKUTe €
(U3MYKHM HACTaH, IPUHIMIT KOj CTOM KaKo TECT 3a
HayyHara npuamiMBOCT Ha TEOPUHUTE U HCKa3U-
Te MPOAYLHPAHH BO pa3HUTE HAyKH € CHPOTHUBEH
Ha MPUHIUIIOT HAa aBTOHOMHjara Ha HAyKUTe; JeKa
eKCIUTaHATOpHATa HE3aBUCHOCT HA MOCEOHHUTE Ha-
VKM € BO TOa IITO CBOjCTBAaTa 3a KOW THE 300py-
BaaT Ce€ EKCIUTAHATOPHO HE3aBUCHU O] CBOjCTBATa
Ha mobasnuynutTe Hayku? Ha mpumep, cBojcTBarta,
¢axTHTe 32 KOM 300pyBaar OIMIITECTBEHUTE HAYKU
(Ha comMoIoTHjaTa, Ha IPUMEP) U TIOKPaj Toa IITO
ce TIOTITpaar Ha CBOjcTBaTa U (pakTUTE 32 KOH 300-
pyBaar Owonorvjara M ICHXOJIOTHjaTa, BCYIIHOCT
ce aBTOHOMHH CBOjCTBa M (hakTH 3a une 00jacHy-
Bambe¢ € HEMOXKHO Jla C€ BKJIy4aT CBOjCTBaTa MM
¢axrutTe Ha 6a3nyHKTEe HAayKu. OBUE (akTH, ce sui
generis kako 6u pexon Jupkem (Durkheim 1960;
2006), 1 3a HEBHOTO pa30upame U 00jacHYBamC
He ce MOTpeOHH (haKkTHUTe Ha MOOA3HIHUTE HAyKH.
Hurty xay3aiHO HATY €KCITAaHATOPHO CE TIOTPEOHN
3a 00jacHyBambe Ha OMNIITECTBEHUTE (DAKTH.

Baka npukakaHuoT npo0ieM Ha OHTOJOIIKHU-
TE peNlalliy Ha pa3HUTE IUCIHIUIMHU BO PaMKH-
Te Ha KOTHUTHUBHATA HayKa € MOCJIEANIAa Of TaKa-
HAapEeYEeHHOT CIOEBUT OHTOJOIIKU MOJET MM MO-
JIeTT Ha OHTOJIOIIKY HUBOA. T0j MpeTrnocTaByBa aB-
TOHOMHM TOZIpadja Ha 00jacHyBambe Ha CBOjCTBA U
(aKTH KoM ce eKCIUIaHATOPHO HE3aBHCHU O[] JApY-
THTE MoJpadja Ha JPYruTe HayKu. BakBuor oHTO-
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JIOIIKK MOJIENT € TIPETIIOCTABEH M BO MHTEPTEOPET-
cKara peAyKIdja Ha HAyKUTE KAKo KPUTEPUYM 32
Hay4yHa (METOJIOJIONIKA) M OHTOJIOIIKA OIpaBJa-
HOCT TIpeKy NPUHIMIIOT Ha TeHepanHocTa Ha (u-
3ukata. Ho, BAKBHOT MOJIeN TO TIOCTaByBa M Ipa-
[IAKETO 33 Ka3yaIHUTEe MOKU WIJIM KallalluTeTH Ha
,,BUIIATE CBOjCTBA Ha cKajara ox cBojcTBa (Fodor
and Pylyshyn 1988). Jlypu u na ja yTBpaume ekc-
IJIaHATOPHATA HE3aBUCHOCT Ha OJIPE/ICHU CBOjCTBA
U (aKTH, Ha IPUMEP, Ha ONIITECTBEHUTE CBOjCTBA,
pOoOJIEMOT Ha Kay3aJIHUTE MOKHM Ha OBHUE CBOjCT-
Ba OCTaHyBa TEIIKO PEILIMB: Jald OBHE CBOjCT-
Ba C€ HABHCTHHA ,,CHJIH‘ KOM HMMAaar Kay3aJIHU
MOKH M MOXEME J]a TH BKJIYYHME BO Kay3aJ HUTE
o0jacHyBama Ha APYTUTE OMIITECTBEHN (PEHOMEHH
W CBOjCTBa WJIM HYXXHO K€ MOpame Jia ce MOBHKa-
Me Ha TICUXOJIOUIKHTE, a CO Toa ¥ Ha OUOJIOIIKUTE
CBOjCTBa BO Kay3aJIHUOT CKCIUTAHAHC Ha 00jacHy-
BamkeTO HA OMITecTBeHUTE heHoMeHH. KiydHOTO
Mpamiame ¢ Jaji, Kako J0cera, ke T HTHOpUpame
TICUXOJIONIKUTE W OUOJIOIIKUTE CBOjCTBA U (haKTH
3a 00jacHyBame Ha ONINTSCTBCHHUTE (DEHOMEHH,
KaKO eKCIIAHATOPHO MPEJICBAaHTHH, WIH, JIOKOJIKY
cakame Jia To ordaTUME COITHjaTHHOT (PeHOMEH BO
HETOBHOT TOTAIUTET, T4 TOTAIll K& MOpaMe Jia T
BKJIyYHME U TCHUXOJIONIKO-ONOIIOMIKUTE (HaKTH 3a
o0jacHyBambe Ha COLUjaTHUTE ()EHOMEHHU.

Conujanna HeBpoHayKa MU
HEBPOCOLUOJIOTHja

Co BakBara cocToj0a 3a mpamamara Ha OHTO-
Jorujara ¥ aBTOHOMHMjaTa Ha HAYKUTE HHUKO] HE €
3ag0BoNieH. basndynuTte Hayku — Qusukara, OHO-
JIoTHjaTa, HEBpPOHAyKara, IOCTOjaHO Ce 3aKaHyBa-

aT Co PeIyKTUBUCTHYKH U JICTEPMHHUCTUYKH ,,pe-
IIeHnja" 3a ,,BUITUTE" HAyKH — IICUXOJIOTHjaTa, Co-
LUOJIOTHjaTa Ha TIPUMEp, a OBHE IaK, MHXHOUpa-
HH, HE CMeaT MTOCMEJIO J]a TO MOCTaBaT MpamameTo
3a COTCTBEHATA OHTOJIOTHja U MPAaIIakETo 3a Kay-
3QJIHATE KaIlalluTeTH Ha CBOjcTBaTa M (aKTHUTE 32
Kou 300pyBaar, 3aJ10BOJTyBajKH C€ CO JIOTHIKO E€KC-
IUTAaHATOPHATa HE3aBUCHOCT Ha CBOETO IOIpayje.
Tokmy BakBaTa MHXUOUIH]jA, TOCEOHO Kaj COLIMO-
Jorujara, o1 TabopoT Ha OMINTECTBEHUTE HAYKH, ja
NpaBy [UTANLTNBA, 112 TyPH ¥ HECTIOCOOHA J1a 3aMU-
CJIM €ITHA COITMOJIOTHja KOja HeMa Ja Ouje aHKCH-
03Ha KOH C€ IITO € ,,0MOJOIIKO HIIH ,,JICUXHYKO"
BO CBOUTE O0jacHyBama, TCOPUH HIH HCTPAKY-
Batba. KorHutuBHaTa HaykKa, ce YMHH, € MOXKHOCT
3a e[lHa TaKBa COIMOJIOTHja; COIIMOJIOTHja CO eIHa
COIIMOJIONIKA WMaruHalyja Koja ke ' TpaHCIIeH-
JMpa TPAHUIMTE HAa OMIITECTBEHOTO M MEHTAIHO-
TO, TICHXUYKOTO, Ononomkoto (Scott, Nilsen and
Edward Elgar Publishing 2013). Conmonoruja xoja
K€ ja peKOHCTpyHpa CBOjaTa OHTOJIOTHja M Ke TO-
HY/IM HOBHU IATHIITAa HE CaMO 3a HOBH OIIIITECT-
BEHH TEOPHH, TYKY K€ U3rpajii U HOBU WHTEPIHUC-
[UIUITMHAPHU BPCKU KOHM O]l CETalllHa MEepPCIEeKTH-
Ba Ha OHTOJIOTHjaTa Ha HAyKHTE CE€ HE3aMHUCIIHBU
(Pyyhtinen 2015; Fuller 2008).

On ctpana Ha ,,rBpauTe Hayku“* (hard science)
BEKe ce Hasupa ejHa MOXKHOCT 3a IMOTTHUK U Pa3Boj
Ha e/[Ha HOBa COIIMOJIONIKA NMarnHanuja. Bo pam-
kurte Ha HeBpoHaykara (Todorov, Fiske and Prentice
2014; Harmon-Jones and Winkielman 2008), kako
JIeTT 01 KOTHUTUBHATA HayKa, 110jaBaTa Ha COLUjal-
HaTa HEBPOHAyKa MPETCTaByBa €lEH BHUJ MaTOKa3
32 MOKHOCTa Ha €JICH TCOPETCKH MPHCTAI KOj He
ce TEeMeN Ha JICTCPMUHUCTUYKH U PEIyKTHBHUC-
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trnukn npuHIEmE (Cacioppo 2016; Berntson and
Cacioppo 2009). [loBekecnojHara aHanusa BO CO-
[MjalHAaTa HEeBPOHAyKa KakKo J1a HyAW ¥ MOXKHOCT
3a €JIHO MIOMHAKBO pa30upar-e Ha OHTOJIOTHjaTa Ha
HAayKUTe, €JIHAa HepeIyKTHBUCTHYKA MeTadu3uka,
KaJie ITO HUTY €JJHO CBOjCTBO HEMa HHUTY Kay3al-
Ha HUTY eKCIIaHaTopHa cympemaruja. [lepcrek-
THBA, KOja MajCTOPOT HAa COIMOJIOINKATA MMAaru-
Harja Musc (2000) ja uHKOpIIOpUpPa BO TEOPET-
CKHUTE IMOCTaBKY HAa HEroBaTa BU3Hja 3a COIMjaIHa-
ta nicuxonoryja (Mills and Gerth 1954 (1969). Uc-
MpaBeHH CMe Tpe]l eJIHa HOBA COIHOJIONIKA UMAaru-
HaIja, Koja TMoBeke Hema OMOIIOIIKO-TICUXUIKH-
T€ CTPYKTYpH Jia TM BOCIIPHEMa CaMO KaKo MeJIu-
yM, KaKoO HEIITO EKTPUHCHUYHO Ha OMNIITECTBEHU-
TE€ CBOjCTBa U (haKTH, U €/IHA NEPCIICKTUBA HA HEB-
pOHayKara 3a Koja COIHjaTHOTO MUJIj€ € HUCTO TOJI-
Ky KOHCTUTYTHBHO 33 U3BPIIYBakhe Ha HEBPOHCKH-
Te (DYHKIIUH ¥ TPOLIECH KAKO IITO CE M HHTPUHCHY-
HHUTE HEBPOHCKU MEXaHH3MH.

Kaxko na ce o0jacHM HTHOPHPAKETO O CTpaHa
Ha ONIITECTBEHUTE HAyKH, TOCEOHO Ha COIHOJIO-
rujaTta, Ha MO)KeOW HajToJIeMOTO ITPU3HAHKE Ha Be-
KOT OJ] CTpaHa Ha HEBPOHAYYHHUIUTE: MPU3HAHUEC-
TO JieKa MO30KOT ¢ (D)YHJAaMEHTAITHO OMNIITECTBEH,
JieKa TOj HE MOCTOM BO W30Jaldja OJ OMIITeCTBe-
HHOT KOHTEKCT, M JIeKa BO OCHOBA € MHTEPAKTHB-
Ha KOMIIOHEHTa BO Pa3BOjOT M JKMBOTOT Ha JIyre-
TO careHu kako conujanHu akrepu (Gazzaniga
1986; Fink 1976). UrHOpHpameTo € JOTOJKY I10-
BeKe MapaJoKCcaHoO, 3aToa IITO OBa ,,lIpU3HaHHE"
W MOKPaj Toa IITO HE € ,,M3HYACHO™ O] CTpaHa Ha
OIIITECTBEHUTE HAYKH, THE, CENaK, KaKo Ja He ja
pa3bupaar Ba)KHOCTa M 3HAYCHETO 32 MOXKHOCTA
o1 pyHIaMEHTATHUTE TPOMEHH BO OIIITECTBEHH-

10

Te HayKH, HO W 3a pa30MpameTo Ha HayKaTa BOO-
nmto. Kako 1a He moctou Bojja, pa3dupame, HO 1
KananuTeTu 3a A71a00Ku pedopMu BO pasduparme-
TO Ha HaykKaTa, 0COOCHO Ha OINIITECTBEHATa; eIHa
KJIMMa Ha HAyYHHOT JKUBOT MHOTY CIMYHO KaKO
IITO TO ONMITyBa MWIIC, HayYHa MpaKca BKOTBEHA
BO TECHUTE MHTEPECH Ha JITTapTMAHNTE, IIKOJIUTE
u npaBiuTe. Kako 1a He mocTon MMarnHammja Koja
Ke M NOBp3€ Hajaa0OKHUTE acleKTH Ha YOBEUYKH-
OT JKMBOT CO TIOMIMPOKUTE aCIEKTH Ha OMIITECTBE-
HUOT Tearap.

JlokTpUHATA HA NMOBeKecJ0jHaTa
HHTErpaTHBHA aHAJIU3A

ITo ce kpue 3aj1 ujaejaTa Ha COLlMjaIHATaA He-
BpoHayka? Bo cBojor Teket — Manudect, Kayoro
u bepurcon (1992), Bo xoHTekcT Ha Jlekmapanmja-
Ta Ha aMEPUKAaHCKUOT KOHTpecC 3a JieKaja Ha Mo-
30KOT, ja MCTAaKHYBaaT Ba)KHOCTA Ha MOBP3yBarbe-
TO Ha KOTHUTUBHHTE, OMXEjBUOPATHUTE U COLIUjall-
HUTE HayKH CO HEBPOHAYKUTE KaKo 3aJa4a Koja oc-
BEH IIITO UMa CBOja MOJUTHYKA, IMa U peajHa OcC-
HOBA 32 BaKBOTO pHOMIKyBame. OCBEH 3rojiemMy-
BarbETO HA jaBHATa CBECT 3a BAXKHOCTA W I0J3a-
Ta OJI MCTPAKyBambETO HAa MO30KOT, CIIOPEI OBHE
aBTOpH, MJejaTa 3a MYITUAUCLUHUILIMHAPHOTO HC-
Tpa)KyBame Ha MO30KOT MMa 100po 3aCHOBAaHH Ha-
YYHH TpeTnocTaBku. OYeKyBameTo Off MCUXOJI0-
THjaTa, HO W O COIMOJIOTHjaTa, MPETCTAaBEHH BO
MepCIIeKTUBATa Ha COIMjaTHaTa TICUXO0JIOTHja € BO
CBOHTE HCTPAXXyBama Ja ja ICMOHCTPUPAAT XHUII0-
Te3aTa JeKa HEBPOXEMHCKUTE HACTaHU TU yCJO-
ByBaaT OIIITECTBEHUTE MPOLECH, HO B 00paTHO,
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JIeKa COLMjaTHUTE MIPOLIECH T'H YCIOBYBaaT HEBPO-
XEMHCKHUTE TIPOLIECH.

[larot, HAYMHOT HA MIPUCTAINOT Ha OBa TOBP3Y-
Bambe KaKO HAJOMOIHYBakE Ha MIPUCTAIOT BO KJla-
CHYHATa HayKa Koja ce TeMeNd Ha eIHOCIOjHa-
Ta aHaJIN3a, OBUE aBTOPU IPEIaraar 1a ce OJBH-
Ba TIPeKy MHTETpUpaHa IMOBEKeCIOjHa aHalln3a Ha
4OBEUKOTO oxaHecyBame (Cacioppo and Berntson
2000). EqHocnojHara aHayiM3a ce TeMeJd Ha KOH-
LIENTOT Ha ,,aHaJIU3a Ha HUBO", Ha CJI0j, CO IIeJ Ja
pedepupa Ha HUBOTO Ha CTPYKTypaHATa OpraHu-
3amja (MopooITKa, CHHTAKCHYKA, (YHKITHO-
HaiHa). O TepcreKTHBa Ha €IHOCIOjHAaTa aHa-
JM3a, TOA MITO € BaYKHO € J]a Ce WACHTU(HKyBaaT
CKaJMjIaTa WJIM HUBOAara Ha CTPYKTypajHaTa op-
raHu3ainyja Ha OJHECYBamETO: MOHHUCKUTE CIoe-
BU Ha OpraHu3allyja ce OJIHeCyBaar Ha aHaTOMUja-
Ta U (U3UOJIOTHjaTa, TOJeKa TOBUCOKUTE CE OTHE-
cyBaaT Ha (hyHKIIMOHaJHATa (Kay3aJHO-(YHKIIHO-
HaJlHaTa) OpraHM3alfja Ha OJHECYBAmETO OTe-
JOTBOPEHO BO CHUCTEMHUTE Ha >KUBOT, (PU3UUKa-
Ta OKOJIMHA, Ma €€ IO COLMOKYATYPHUTE KOHTEK-
cti. HuBoara Ha aHaim3a BO paMKHTE Ha HEBPO-
HayKaTa Ce OJHECYBaaT Ha IOHUCKHOT CIICKTPYM,
JOZIeKa COIMjajiHaTa IICUXOJIOTHja TH HWCIHTYBa
TIOBUCOKHUTE CIIOCBU Ha OIHECYBAHETO KAaKO OJ-
HECyBamh€ Ha MOCIUHLU WU TPYNHd BO PAMKHUTE
Ha €JIcH COLMOKYITYpeH cucrteM. MeryToa, U mo-
Kpaj YHUTApHOCTA Ha (PEHOMEHOT KOj CE MCITUTY-
Ba, HE TOCTOM M30MOP(HOCT Ha HUBOTO HA OYEKY-
BaHOTO oOjacHyBame. [IprunHara 3a TakBHOT He-
JOCTATOK JISKH BO (DAKTOT JieKa BO PaMKUTE Ha
€IHOCJIOjHAaTa aHaIu3a MOBUCOKUTE HUBOA HA Op-
ranuzanja (yHKOUOHAIHUTE (Kay3alHH) HCXO-
I Ce TeMeJiaT Ha MPOLECHTE O] MOHUCKUTE HU-

BOa, M (DaKTOT JeKa eIeH Kay3aJeH HCX0]l MOXKe Ja
UMa pa3jMYHU THUIIOBH aHTEIe/IeHCH. Toa 3Ha4u
JIeKa TICHXOJIOIIKA WJIM COLMjajlHa I0jaBa WU
MPOIEC MOJXKeE Jia OuJie MMIUICMEHTUPAHA O] €/{Ha
WK TTOBeKe HEBPO(QU3UOJIOIIKH MEXaHU3MH, YUH
TPaHUIH Ce HEjaCHM OJ1 aHATOMCKA TEPCTICKTHBA.

3a 1a ce HaIMUHAT OTpaHUYyBarkbaTa Ha eHOC-
JI0jHaTa aHallM3a, aBTOPHTE IpeJiaraar moBeKec-
JI0jHA aHalM3a Ha (PEHOMEHHUTE Ha OJHECYBAHETO
(Cacioppo and Berntson 1992). Baxxnocra Ha ef-
HOCJIOjHATa aHallu3a ¢ HECOMHEHO rojieMa, HO JI0-
KOJIKY cakaMe Jia To cornefiame (peHOMEHOT BO He-
TOBHOT TOTAJIUTET, TOTAIl K€ MOpame Ja TH HCIIH-
TyBaMe€ W pelallOHHWTE CBOjCTBA Ha HMBOAara Ha
(heHOMEHOT KOj Ce UCIHTYBA. ,,Perannonu cBojcT-
Ba‘ ce OHME CBOjCTBA HAa PAMHUILTE HA €IHO HUBO
KOW HE Pe3y/ITHUpPaar JIOKAIIHO, O]l HUBOTO, OHOC-
HO OJ] PaMHHIITETO HAa KO€ Ce jaByBaaT, TyKy ce
KOHCEKBEHIIMHM Ha CBOjCTBA O] Ipyro HHBO. ,llo-
BEKECIIOJHOCTA " 3HAYM MPUCTAIl KOH (DeHOMEHUTE
Ha HCIIUTYBaka OJ Pa3JIMYHU CTPYKTYPaTHH PaM-
HUIITA OJ Pa3InYHH TEPCIEKTUBU: OJ ,,MHUKpPO-
CKOIICKM TIEpCIIEKTUBU, KAaKO OHaa Ha HEBpPOHAy-
Kara, 10 ,,MaKpOCKOIICKUTE " Ha TICHXOJIOTHjaTa U
conpornorujara. ,, lHTerpaTuBHOCTa™ Ha MOBEKeEC-
JI0jHaTa aHaJIM3a 3HA4H JieKa aHan3ara Ha (eHo-
MEHUTE Ha €THO HIUBO MOXe J1a opmupa, penedu-
HUpA U Jla OTPaHnYyBa WH(EPECHIIMU KOU CE TeMe-
JIaT Ha OIICEPBAIlMUTE HA JPYro HMUBO HA aHAJIM3a.

JlokTprHATa Ha MOBEKECIIOjHATa WHTETPaTUB-
Ha aHaJIM3a Ce COCTOM OJ TP MPUHIUIH H eTHa
nocneania (KOHCEKBEHITHja):

1. [IpuHIMIIOT Ha TOBEKEKPATeH JICTEPMUHU-
3am: llesiHMOT HAacTaH HA €HO HUBO HAa OpPTraHU-
3anMja (Ha TMpUMEp, peakiidja Ha HEBPOeEKTO-
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POT, MIPeMCIIO3NIINja KOH eBajlyaTHBHA PeaKIlrja)
MOXKe J]a UMa TIOBEKEKpaTHH aHTEIICACHCH BO WU
HU3 CUTE HUBOA HA OpraHu3alldjaTa.

2. Iocnenuua Ha Onu3uHaTa: ManupameTo
nomery eJIeMEeHTUTE BO CHTE HHBOA Ha OpraHu3a-
IIjaTa CTaHyBa C¢ MOCIOKEHO KaKo IMTO OpPOjoT Ha
HUBOATa HAa MHTEPBEHNPaka BO OpTaHU3allfjara ce
MOBEKE Ce 3rojeMyBa.

3. llpyHIUNIOT HA HEAIUTUBEH JCTCPMHUHUA3AM:
CBojcTBara Ha IeTIMHATA HE C€ CeKOTalll MPeABH/I-
JIMBH CIIOPEACHO CO CBOjCTBAaTa Ha JICNIOBHUTE, CC
JToJleka CBOjCTBaTa Ha IIeJIMHATA JaCHO HE CE JTOKY-
MEHTHpAaar ¥ MPOCTYIUPaaT HU3 CUTE HUBOA.

4. IlpyHIUTIOT HAa PEIUITPOYCH JIETEPMUHI3AM:
Mosxe ja iMa 3aeMHHU BJIMjaHU]ja Mel'y MHKPOCKOTI-
cKkuTe (Ha mpuMep, OMOJOUIKUTE) U MaKPOCKOI-
ckuTe (Ha mpuMep, ONIITECTBEHUTE) PaKTOPH MPH
oTpesieyBamke/IeTePMUHNPAHE Ha TIPOIECUTE BO
MO30KOT W TpoIecuTe Ha ogHecyBame (Cacioppo
and Berntson 1992: 1023).

HagmunyBame Ha pa3iukara
ONIITECTBEHO/TIPUPOIHO

KaxBu ce mMImmkanunTe Ha TOBEKeclojHaTa
UHTETpaTuBHA aHanm3a? J[OKONKy HCTpaXkyBambe-
TO Ha MO30KOT U Ha LEHTPAIHUOT HEPBEH CUCTEM
uMaaT rojieMa M HEeNpPOILCHIMBA BPEJHOCT 3a ICH-
XOJIOTHjaTa KaKo HayKa BO IIEJIMHA U 32 IPYTHUTE Ou-
XCjBUOPAITHU HAYKH, TOTAIII € JACHO JICKa KOPHCT Ke
UMa U COIMOJIOTHjaTa, OIHOCHO, OMIITECTBEHUTE
HayK{ BO IIEJIMHA 3aT0a IITO € jaCHO JeKa ako Mo-
30KOT M HErOBOTO (PYHKIIMOHHPAHE HUTY MOCTOH
HUTY MOe J1a ouze caTeH Bo u3onaiuja, UCTOTO
Ke BayKM M COIIMOKYJITYPHUTE CBOjCTBa U (heHOMe-
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HH: OIIIITECTBOTO HE TIOCTOM BO M30JIallKja O]l He-
BPOHCKHUTE, OJJHOCHO OJI OMOJIOIIKUTE aCTIeKTH Ha
COLIMjaJIHOTO OJJHECYBAIbE M COLMjaHUTE MPOLe-
cu. Kiryunara noeHra on Baka pa3OpaHara Bpcka
Ha HEBPOHAyKara, MICUXO0JIOTHjaTa ¥ COLUONIOTHja-
Ta € JieKa ,,aJJMUHUCTpaTHBHATa* akaJieMCKa He3a-
BHCHOCT BO CHCTEMOT Ha HAayKH, ¥ ITOKPaj Toa IITO
ce MoTHHpa Ha Kay3ajHa M eKCIUIaHATOpHA He3a-
BUCHOCT Ha HAyKHUTE ILITO I'M [IPaBU aBTOHOMHHU, HE
cMee Jla BiIMjae Ha MepCrieKTHBaTa Ha pa3oupame-
TO Ha YOBEKOBOTO OJHECYBame BO HEroBara CEB-
KyITHOCT. Pedncu e mymoct na ce mornupame Ha
KJTaCMYHATa Hay4YHa IMEpPCIIEKTHBA JIeKa ITOHNUCKH-
Te cIoeBH (HEBPOHCKUTE, Ha TIp.) Ha OpTraHu3aIyja
Ha ()eHOMEHOT KOj C€ UCIUTYBa CE CAMO HOCHUTEIH
Ha TIOBUCOKHUTE CBOjCTBA (HA COIUjaJIHUTE, HA TIP.)
(Franks, 2015). Beke He Moske 1a ce mpudaru aexa
KO€ M J1a OWJIO CBOjCTBO O HEKOEC HUBO € EKCILIa-
HATOPHO MPEJIEBAaHTHO 3a CBOjCTBATA HA €IHO HUBO
KO€ TpeTCTaByBa JIOMEH Ha e€/lHAa Hay4Ha Mepc-
MEKTUBA, OJIHOCHO Ha enHa Hayka (Decety 2016).
Toa 3Ha4yM Meka Co MPUHIUIIOT HA TOBEKEKPATHH-
OT JeTepMUHHM3aM BO TMOBEKECJIOjHATa aHalu3a,
CHTE HUBOA Ha OpTraHMU3aIija Ha (DEHOMEHOT KOj ce
UCIIUTYBA TBOPAT €MHCTBEH JOMEH BO KOj MOXKaT
Jla ce TeHepupaar reHepaln3alui KOU BKIydyBa-
aT aHTEIEeJICHCH U KOHCEKBEHIIMHU OJ] Pa3JInYHU HU-
Boa (Franks and Turner 2013). Ha npumep, mo-
30KOT, OJIHOCHO MTPOMEHUTE Ha MO30YHHUTE aKTHB-
HOCTH TIOBEKE HE C€ CaMoO IOBOJHH NPUYMHU 32
MojaBaTa Ha MCUXWYKATE U COIMjaTHuTe (heHOMe-
HH, TYKy THE MOXKaT J1a OMJaT U HY)KHU NIPUYUHU U
Ha TOj HAYMH J]a T 0OJIMKyBaaT MEHTAJIHUTE U CO-
uujanaute peHomenn. Ho u oOparHO: MEHTaJIHU-
Te U coljarHuTe (PEHOMEHN MOXKAT UCTO TaKa Ja
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OuJar TOBOJIHYU U HYXXHH MPUYUHH 32 TPOMEHUTE
M pa3BojoOT Ha MO30KOT, ¥ TOA HE CaMO Kako (HhakTo-
PH KOM MOKaT A2 BIIMjaaT NPEKy MEXaHU3MHUTE Ha
YCIIOBYBame, TYKY KaKko €JIEMEHTH Ha UCT Kay3al-
HO-EKCIIJIAHATOPEH JIOMEH Jia MpPEeTCTaByBaar aH-
TereAeHCH Ha Mo3ouHHTe TojaBu (Harmon-Jones
and Beer 2009).

On mepcrnekTHBa Ha  HEBPOCOLMOJIOTH]a-
ta (Franks 2010; Franks 2015; TenHouten 1997),
MpalIamkeTo Ha METO/O0NOIIKO-TEOPETCKUTE MTPHUH-
LIMITY € UCTO TaKa BayKHO Ipalname. bujejku a-
HOT ¥ TMEPCIEKTHBaTa Ha HEBPOHAyKATa M IMCHXO-
JIOTHjaTa ce paJuKaiHa MUKPOTIEPCIICKTHBA U TUIa-
HOT Ha MCTPaXXyBame ¢ Ha MUKPOHHBO, yJIOrara Ha
COLIMOJIOTHjaTa € J1a pa3BUe METOAU U TEXHUKU KOU
Ke Co3[a/1aT yCIOBU 332 MaKpOIEPCIEKTHBA Ha MU~
kpoeHomenute. CTPYKTypHHTE OrpaHHYyBamba
Ha TIEPCIIEKTUBATa HAa MCTPa)kyBamara Ha HEBPO-
HayKaTa M COIMjajiHaTa IICHUXOJIOTHja KOW C€ WU
HCKJIYYHBO WM MPETEKHO JTaOOPATOPUCKH, MEepC-
MEeKTHBaTa IWTO Tpeba na ja obezbenar ommrect-
BEHUTE HayKH, 0COOCHO colMoJiorujara, Tpeda Ja
OuJie XOIMUCTHYKA, ¥ Ha TO] HAYMH Jia TIPHJIOHECE 32
[IETIOCHO pa3Oupame Ha KOTHUTUBHHUTE, OUXEjBHO-
paNHHATE W COIUjaHuTe ()EHOMEHH BO UTpara Ha
TEOPETCKUTE MEPCIICKTHUBH.

Amnarnorujara koja ke HU IIOMOTHE J1a ja pa3oe-
peme yiorara Ha COLMOJIOTHjaTa BO IPaJeHheTo Ha
WHTEPIUCIUTUIMHAPHATA HEBPOCOITUOJIOIIKA MepC-
MEKTHBa, MOJKEME JIa ja TIOBJIeYeMe BO pAaMKHTE Ha
conyjaigHara mcuxonoruja. Mimeno, Bo commjai-
HaTa TMCHXOJIOTHja MOXEME Jia Pa3IHKyBame JBC
MEPCIEKTHBY, JIBE JIMLA HA UCTUTE ()EHOMEHHU KOH
ce ucTpaxyBaar. J[OKOJIKY MPeAMETOT HA UCIIUTY-
BamE BO COIIMjajiHATa MCHUXOJIOTH]ja Ce HaOJbyIyBa

OJ1 TIEPCIIeKTUBA Ha TICUXOJIOTHjaTa, pa3OoupiIuBo e
JIeKa TEOPETCKOTO M METOOJIONIKOTO HUCXOTUINTE
KO€ ce cleld € paguKalHO MHUKPOPaMHHILTE:
UMajKd TO TMPEABH] COIMjaTHUOT KOHTEKCT, KOj
nopajay NpUpoJara Ha MCTPaXKyBamara € MUKpPO-
colijalieH KOHTEKCT, C€ HCITUTYBAaT ICHXOJIOIIKH-
T€ 10jaBH KOM Ce€ jaByBaaT BO TaKBH KOHTEKCTH. O
Jpyra cTpaHa, o] epCIeKTURA Ha COIMOJIOTHjaTa,
WIH ,,COLMOJIOIIKA COLMjalIHa TICUXOJI0rHja“, ICHu-
XoJjionikara IMEpCreKTrBa € MPEMHOTY JIMMUTHUPA-
Ha Ha [UTAHOT Ha KOHIIENTYall3alnja u PEIMETOT
Ha WCIUTYBamke MU 3aT0a € MoTpeOHa Makporepc-
MeKTHBa KOja HE caMmo IITO K€ TM HaJIMHUHE Orpa-
HUYYBamkara Ha MHKPOIIECPCIICKTHBATA HA TICHXO-
Jorujata, TyKy cO BKIy4yBameTO Ha Makpolepc-
MEeKTHBA €IMHCTBEHO Taka Ke MOXKe Jia ce pa3oepe
(heHOMEHOT KOj Ce MCIUTYBa BO HETOBaTa CEBKYII-
HOCT. AHarorujara ¢ jacHa. ColrjaaHara HEBPO-
HayKa, Mo MPHUPOJaTa Ha HElITaTa Ha COICTBEHA-
Ta MOCTABEHOCT, MMa JIBOjJHA MUKPOJAUMEH3Hja Ha
CBOUTE HCTPaXKyBarba: MUKPOKOHCTPYHUPAH Ipel-
MET Ha UCTPaKyBame MPEKYy MUKPOIEPCIIEKTHBA.
3a pazimKa oJ1 collMjajHaTa HeBpOHAyKa, HEBPOCO-
IIIoJIoTHjaTa Tpeda Ja ja HaIOIOHHN OBaa TUMCH-
3HMja CO MaKpOTEpPCIEeKTHBA, MMOCTOjaHO UMAjKH ja
NpE/IBU/] MUKPOUMILIEMEHTAIMjaTa HA OIIIITECT-
BEHUTE CBOjCTBA U ()CHOMECHH.
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Bobi Badarevski

Bridging the Gap between Natural and Social Sciences
(Summary)

Despite the existence of unquestionable evidence of the success and benefits of neuroscience in explaining social
phenomena through a new area of research known as social neuroscience, the social sciences show no particular
interest in neuroscientific research into social phenomena. A possible solution for the conceptualization of the inter-
disciplinary connection of neuroscience and social sciences is the analogy with the existence of two perspectives in
social psychology: sociological social psychology and psychological social psychology.

Key words: social neuroscience, cognitive science, neurosociology, social psychology, interdisciplinarity

15






CONTEXT / KOHTEKCT 25, 2022

Senka Anastasova

VK 821.112.2-31.09Bond, K.
Original scientific paper / H3eopen nayuen iipyg

FROM PLOT TO POLITICS: AESTHETICS AND POLITICS
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This paper explores the novel Nachdenken iiber
Christa T. (Thinking about Christa T.)! through the
subjective and objective cohesion of what “really”
happened and the fictional narrativization of the
event that are both encompassed. The paper shows
blending of the “objective” facts during the cre-
ation of the character of Christa T. (from the heri-
tage of the character in the novel) and the addition-
al writing, recreation of the character by the woman
narrator. It is accomplished on a relation between
that which cannot be verified or forged and the em-
pirical reality narrativized by the woman narrator.
The novel begins with the end of World War Two
and continues in the first fifteen years of the re-
gime in East Germany. It is accurate period of time
to reread this novel while the current invasion over
the Ukraine by the Russia happens in these days.
The life and death of the fictional character Chris-
ta T. are in focus in this paper and the act of inter-

section with political and aesthetic theory. The plot
is fragmented through memories, retrospection, re-
flection. The language strives to achieve a “cogni-
zant” attitude. On a structural level, the narrato-
logical situation is motioned by a woman narra-
tor who constructs the truth about her dead friend
Christa T. and who introduces, apologizes, and rec-
reates her narrative identity. Based on such narra-
tological strategy, Christa T. is a provocative, her-
meneutically “impure”, undetermined character,
co-memorized, pastiched from the personal her-
itages (sketches, letters, diaries) and the author’s
interventions (and thereby also her subjective im-
pressions of Christa T.). The author’s juxtaposi-
tion in both literary figures (the dead thirty-five-
year-old Christa T. and the living woman — narra-
tor who remembers and thinks) signifies the artis-
tic manner in the discourse. The sameness, corre-
sponding of the first part of Christa T’s name with

' See English translation of Christa Wolf,The Quest For Christa T. published 1992. All further quotes in my paper are from this

edition.

17



Senka Anastasova: FROM PLOT TO POLITICS: AESTHETICS AND POLITICS IN THINKING ABOUT. . .

the name of the author is a subsequent reference in
autobiographic fiction. The narratological situation
is accomplished through a synthesized, conven-
tional autobiographic account of the author Wolf.
The implicit voice of the narrator is announced in
the relation between the subject and object of nar-
ration. The author’s splitting into the literary fig-
ures of the dead woman and the living woman
who remembers her friend who passed away from
an illness moves the autobiographic substance of
the novel and opens up space for autobiographi-
cal “confrontation” of the author with the char-
acter. Christa Wolf who was born in 1929, intro-
duces the woman narrator who was born in 1929
and who writes about the woman called Christa T.
born in 1927. The character, narrator, and author
are born in the same region, east of the river Odra,
they have studied in Leipzig, they are readers and
writers. The borders of their inter-identification in
fiction are blurred. The woman narrator as a close
friend of Christa T. is acquainted with the German
literature studies in Leipzig, a wife with two chil-
dren, a writer, “she’s everything that Christa T. has
always wanted to achieve” (Thinking about..., 19)
The narrator thinks about Christa T. neglecting the
moments from her own life, the present time in
which she writes, her own ‘presence’ in the nar-
rative present in which she tells the story. The em-
pirical Christa Wolf gives the narrator the right to
speak, while she can think only restrictively. She
thinks about Christa T. only strictly depending on
her powers of perception. The omniscient, aucto-
rial perspective of narration is excluded. By nam-
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ing the character Christa T., Wolf creates autobi-
ographical fiction based on the autobiography of
the other woman. She attempts to bring in ‘voices’
which would be strong enough and which would
endure in the testimony that experience belongs
to gender and that the way of ‘seeing’ and writing
elicits revision of the event. The woman narrator
owns the unpublished materials of the dead friend
Christa T. and, as Anne Herrmann believes in “I/
She: The Female Dialogic in The Quest for Chris-
ta T.)” - the woman narrator takes over the role of
a woman narrator who continues to write the sto-
ry of Christa T. while taking the liberty of fiction-
alizing freely (258). The narrative is extracted into
a manuscript derived from memory and inventions
and it fills the gaps in the traces left by the wom-
an determined not by silence and quiet but by ab-
sence. The ontological difference between Christa
Wolf and the character (the dead Christa T.) and the
structural difference in the text between the narra-
tor and the one she speaks to — the addressee, al-
low the narration to go into fiction. Thinking about
Christa T. begins: “The quest for her in the thought
of her” (3). “And of the attempt to be oneself. She
speaks of this in her diaries, which we have, on
the loose manuscript pages that have been found,
and between the lines of those letters of hers that
are known to me” (3). Christa T’s presence makes
an initial appearance through her writings, embed-
ded in a story structured as intertextual dialogue.
This passage goes between “her” (ihr), “we” (uns),
and “I/me” (ich) the first and the third feminine,
the second potentially so. As Anne Herrmann (257)
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notes they appeared in opposition to the imperson-
al “one” (man).? The passage begins with the pos-
sible semantic of nachdenken and its semantic dou-
bling “to remember” and “to follow in thought”
and ends with the verb kennen (to know). Conju-
gated in the first person, kennen signifies knowl-
edge as the juncture between thought and memo-
ry, a form of intersubjectivity. The narrator starts
to write in the name of the absent character — the
woman who’s threatened by total “absence”. The
only defense against her permanent loss is the au-
thor’s decision to represent her, to bring the pres-
ence of the dead woman through writing. With the
re-scription of the already written fragments left by
the deceased, the author “bonds” the narrator with
the character: “I can summon her up quite easily
with a quotation, more than I could do for most liv-
ing people. She moves if [ want her to”... (Think-
ing about..., 4). The way the narrator introduc-
es the past and Christa T. enables a twist, i.e., the
seemingly subjective privacy is turned into a con-
text of social conditioning.

The role of the narrative “I” in the first person
denotes the subject of narration, the memorized
friend, the sameness, complementarity of the sub-
ject of narration with the author or complementar-
ity with Christa T. The narrative subject is simul-
taneously both object of the narrative and subject
of the transformation of the real narrative “I” in the
artistic figure. At the same time, there are confron-
tations in the narrative process of Christa T. with
herself as an alter narrative “I”.

2

Essays).

Thinking includes not only the flow of thoughts
but also their stopping. When thinking suddenly
stops in a configuration pregnant with tensions,
it gives the configuration a shock, by which it
crystallizes into a monad...

Walter Benjamin, The Arcades Project

In Nachdenken iiber Christa T. (Thinking about
Christa T.) temporality is postulated in the narra-
tive process through thinking. In this novel, the
narrative time is not interpreted through its tem-
poral dimension but through the “time of memory”
through which all past events are portrayed simul-
taneously in the narrating disposition and not in the
function of decoding a person’s life, but to refer to
the contextual chronotope in which the book was
written. The images of Christa T. are a scattered
composition of scenes, seconds, momentary expe-
riences because the chronology is disturbing ““dis-
turbing our chronology” (Thinking about..., 110).
There is a coincidental, unintentionally sufficient
temporal reference that allows the narrator to in-
tentionally reconstruct the life of Christa T. When
reading Christa T. through Renate Lachmann’s the-
ory of memory and forgetting (2002), death stands
at the margins of memory, and the recollection of
the absent images (phantasma, simulacrum) rip out
forgetting and wake the dead. I argue that what
Lachmann denotes as recollection is the thinking
about Christa T. (Nachdenken) which suggests
partial and never complete results during thinking.
Thinking and remembering are the two principles,
the two modes of building the identity of the nar-

See Anne Herrmann essay: “I/She: The Female Dialogic in The Quest for Christa T”. Responses to Christa Wolf (Critical
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rating subject and the recapitulation of the narra-
tological-hermeneutical circle. The unfinished past
is deliberated through re-presence (re-presentatio)
of the absent. The re-semantization of memory and
the signs from the past by the living narrator fill the
blanching of the memory of the dead friend.

Nachdenken iiber Christa T. (Thinking about
Christa T.) is not a sustainable novel in the con-
fines of the definition novel of memory/remember-
ing because the narrator doesn’t stop merely at the
literary reconstruction of the reality about the dead
woman, but she also wants to capture and make
present “the truth” about the character, to elide,
shape, recreate (Gestalt) Christa T. One remem-
bers only that which one possesses and which want
to preserve. The subject of narration who remem-
bers has a defensive attitude towards temporali-
ty, so she does not even preserve the reality of the
dead woman, instead, she wishes to establish “the
real” Christa T. Therefore, the remembering and
processual re-gathering of places (loci) and im-
ages (imagines) of memory (Lachman) are direct-
ed towards the future. The narrative “I” is divid-
ed between the documented “searching” and “dig-
ging out” of Christa T. and the yearnful directing
of the character towards the future tense which will
“breach” East Germany’s cultural politics at those
times. The narrator has a selective role in the cre-
ation of Christa T. depending on her memory and
the “objective” facts or testimonies about the char-
acter as well as Christa T’s diaries. “I can do what
I want with her” — says the narrator (4).

At the beginning of this novel there’s a combi-
nation of the risky borderline conditions of the nar-
rator’s limited consciousness during the building
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of the character’s identity, but, at the same time,
the dependency on it is revealed: “Memory puts
a deceptive color on things” (3). On one hand,
the narrator’s personal memory is risky, while she
strives to possessively “own” the character as op-
posed to the attempt of “getting to know it”, and
the disciplined memory which is in a function of
the character’s reanimation, on the other hand.
The narrative “I” limits the narrator in the chain
of memory unions, opens a new way of under-
standing. The author doesn’t assume her pure po-
sition (explicit voice), she quietly walks behind
the narrator who never attempts to change Chris-
ta T’s life. “The real” Christa T. is not an objec-
tively represented entity, but rather a dialogized
identity of ponderings, she’s a “dialogical” patch-
work of diverse texts left behind her, and of the
speeches about her by the diversely focalized char-
acters introduced by the narrator. The configura-
tive Christa T. (such as she was in the past) is de-
rived from the imagination which is constitutive
in the portrayal of the past because according to
Hayden White it has been noted that ‘to represent
something as’ means to narrativize the metaphor
or some other trope (1978). The narrator opens a
new topos — namely, that which “really” happened
latently exists in the text, hidden, distorted, de-
signed as missed “factography”. Therefore, reali-
ty becomes “confused” (first on the level of text,
and then context). The reactivation, reproduction
of the “real” Christa T. by way of memorizing is
barely possible, because she “blends” restrictive-
ly to the memory of the narrator’s language, in the
neuralgic areas where the delusions of referentiali-
ty are confirmed. This position of the narrator (her
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angle of narration) makes the role/function of nar-
ration questionable, in the laying out, proclaiming,
announcing of the truth about Christa T's charac-
ter on the level of the narrative text. Unlike the
historiographic text, the subject of narration in the
artistic text is least susceptible to facts, and fiction
is accomplished behind the determined factogra-
phy. “One cannot, unfortunately, cling to the facts,
which are too mixed up with chance and don’t tell
much” — the narrator in Christa T. says (23). In the
fictional narratological strategy, the facts are ab-
stract, and for the narrator, it’s impossible to pro-
duce an objective” proof of the real details. Chris-
ta T. notes: “Facts! Stick to the facts. And, under-
neath, in brackets: But what are facts?” (172). The
narrator adds in instead of the dead woman: “Facts
are traces which left in us by the events” (172).
The reality in Christa T. exists only in the nar-
rator who remembers. The narrator writes of the
“inner reality”, of the “experience into which the
facts of real-life had crystallized in her” (174), and
“one must invent in the name of the truth: the truth
of that being who does now appear to me at times,
and whom I approach with caution” says the nar-
rator (23). Facts as a trace have the imaginative
property in the narration of the story. The subject
of narration mediates the trace of Christa T’s lega-
cy to create out of it an imagined hypothesis about
Christa T’s narrative identity. On that basis, the
narrator’s empirical time (it is the present time) is
reinscribed into the successive time (the time that
goes by) or the time without the present. The nar-
rator interprets the remainder of literary work (car-
rier of the value of the trace, resultant of the sign)

on Christa T’s identity by inscribing the empirical
temporality in the cosmic flow of time.

In literary fiction inventing/fictionalizing is the
vital stratagem which corrects the insufficiencies
during the additional writing and producing of re-
ality to translate the memorized reality into “truth”
or a figure of the virtual Christa T. On a macro
plan, or during the opening of the text towards the
context, Christa T’s character can’t be a charac-
ter whose identity will be completely verified. She
corresponds to the impossibility of completely re-
ferring to the “historical truthfulness” in a country
with a social system such as East Germany’s be-
cause the restrictive “sanctions” by the members
of the communist regime are violence that cannot
be ignored. On this “suggestible” level, the recom-
posing of the character gives the narrator the right
to creatively intervene in the “facts” about Christa
T. The principle of probability during the building
of the “identity of the plot” (Ricoeur 1999) is the
connection for comprehending reality. It changes
the attitude towards reality, the priorities are ret-
rospectively rearranged, the “unity” of the narra-
tor with her dead friend is re-established (after the
narrator performs a verificatory realistic descrip-
tion of a specific scene). Ricoeur points out that the
building of the plot is a posteriori modus of a spe-
cific tradition (context) and the given cultural her-
itage. Christa Wolf intervenes with the literary-ar-
tistic correction of the: unsatisfactory” reality, she
intervenes with repetitiveness, with narration again
and again, with correction and remodeling of the
remains of the memory. Even when the narrator re-
lies on her memories she doesn’t move in a neu-
tral literary medium, instead, she imposes a dia-
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logical situation: “If everything was as [ now wish
it to have been, we found it quite natural that there
should be, at the back of all these relationships....
If we all behaved that evening as I now wish we
had, we were all generous and wanted to miss no
feeling... for to all of it, we might have thought,
we were entitled. All that evening, New Year’s Eve
1961-2... Christa T. was setting us, I say, an exam-
ple — setting it for the infinite possibilities still in
us” (165-166). Further on, with the gradual open-
ing of the text toward its context, Christa T. loses
the strength to live in a “country of rapture”, she
tests the power of “truthful” words such as “teach-
er, training, university professor, publisher, read-
er” (35). She no longer trusts neither the speaker
nor the language, she no longer trusts the “forced”
words of the urge for adaptability and adjustment.
Christa T. ponders about the reality of the words,
the power of the word to think one thing and to
say another. “Naming” according to her is rare-
ly precise, rarely coincides, she’s afraid of public
announcement, scared of being “marked”. In the
mentioned quotations Wolf’s language is a “larva”,
“insinuated”, metaphorical language sanctioned in
the rigid political regime which she creates. Then
the ideology becomes present in the silence of the
text. Wolf writes about the time in which the silence
has to end: “Our perception of things has changed,
transforming even the memory which appeared un-
changeable to us. Once again, we see the world in
a different light (and what is “the world”?). These
days, even the basic emotions seem less bearable

3

264.
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than in the past; there is an immense reason for un-
rest” (20).

The unspoken things in this novel build the
subject of narration as her ‘life as a narrative’. It
has been noted that if there are things of which it
mustn’t be spoken, then ideology and an attitude
towards history appear. The relations between the
text and the ideology can be historically variable,
just as the “general” and aesthetic ideologies are
variable in a certain historical context: “If I were
to have to invent her, | wouldn’t change her. I’d let
her live, among ourselves, whom she, with uncom-
mon knowing, chose as her companions in life...
If I’d been allowed to invent us, I’d have given
us time to stay (175).... One becomes acquainted
through a (female) friend (83).”

Anne Herrmann researches the Freundin, as a
concept of feminine gender which portrays the oth-
er woman — the female writer who enables the nar-
rator to write the novel: “If I were to invent her, I
wouldn’t change her... I’d let her live” (175). The
inclination towards the conditional sentence is a
signal of the fictionality through which the text is
shaped as such — fictional, and therefore it is also
called fictional trope. The fictional trope func-
tions through transformation or through the simul-
taneous confrontation and reeling of conditionals
and indications in the artistic text which is a direct
parallel during the referring once to the real, and
once to the possible. Reality exists on one side, and
the narrative “I” exists in the conditional which is
its modus of life in the expressing of the possible —
which could happen. The metaphorical sentences in

“Durch eine Freundin lernt man sich kennen® - see Anne Herman in “Female Dialogic, in The Quest for Christa T.”, 1989,
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the fictional context of Christa T. multiply fiction-
ality. Precisely because of that the narrator’s narra-
tive “I” exist simultaneously as real and as illusory.
As its analogon, it has the existence of Christa T.
which is also both real and illusory. And the meta-
phor exists as a common denominator of the “exis-
tence” of the narrative “I”” and Christa T. and it sup-
poses both the literal and figurative meaning. The
autobiographical discourse is amenable to reading
the autobiography as a figure, and to writing the
history of the autobiography as a history of the fig-
ures. Those figures are embodied in the autobiog-
raphy as ways of self-portrayal in front of the pub-
lic, in front of the others, while the self-portrayal
in such cases counts upon the public masks that in-
dividuals put on when presenting themselves in a
certain social context and a specific political time.
That is why there is a necessity for a contextual
reading of the autobiography which doesn’t aspire
to be a genre but rather to be a dispersed figure in
the cultural history as a whole.

On a contextual level, through the condition-
als, the subject of narration in this novel becomes
resistant to the conformist attributes and framed
verbal finalizations which become legitimized in
the global meaning of the narrative identity and
the novel as a genre, from the position of the liter-
ary character on the level of semiotics, all the way

4

to the culturological, metatextual reading of reali-
ty and history in fiction. As Anne Herrmann points
out: “the conditional is transformed from an ob-
ligation into a privilege, from the pronoun “her”
into “us”, through a dialogism which maintains the
conflict derived from the contradiction”. The am-
biguity opens the door to the tropical use of lan-
guage, to think one thing, and to say another. There
is a reason why the narrator has the legitimacy to
fictionalize Christa T., and it’s not her personal ob-
sessive narrativizing of the absent woman or her
permanent transformation into a literary figure,
nor her melancholy aspirations feelings the dead
woman. The literary-artistic plot is not exhausted
here. The narrator intermediates with a sole pur-
pose in the narrative process, namely she intention-
ally strives to make public, to announce Christa T.
as a social figure. Christa T. is presented, exposed,
introduced in a public dialogue with the narrator in
front of the public: “so, that people may see her”
(124), “the doubts can be put to rest, so she can be
seen. When if not now?” (185).

Thus this novel opens towards its ideological
context — East Germany. It is not by chance that the
introduction (initiation) of Christa T. as a public,
social figure is revealed in the scene of the costume
ball when Christa T. is not wearing a costume, but
she “presents” Sophie von La Roche* “on her own”.

Sophie von La Roche - the first recognized woman in German education, author of the epistolary novel Geschichte des

Fréuleins von Sternheim (1771) (The History of Lady Sophia Sternheim: derived from original notes and other trusted
sources by a friend of hers (Geschichte des Friulein von Sternheim: von einer Freundin derselben aus Original-Papieren
und anderen zuverldssigen Quellen gezogen), written in 1771. In this novel the main character carries the name of the author
Sophie. It is believed that Sophie La Roche is the literary model for Christa T., and Christa Wolf herself says that Christa T.
is a literary figure which as Sophie La Roche and Sophie Sternheim “shares” her name with the author. Apart from Sophie La
Roche, women prototypes for the literary characters in Wolf’s novels are Ingeborg Bachmann, Bettina von Arnim, Caroline

von Gunderrode, Cassandra...
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At this point in the text, the reader is dislocated, the
reader is invited to face a net of resistances on the
level of the text and the historical code on the lev-
el of context. Namely, through the character of So-
phie La Roche in the artistic text, Christa T. exists
in a double register — both as real and as illusory
and (just like metaphor) has a figurative and liter-
al meaning. But, in this case, fictionality and meta-
phoricity become doubled once again, i.e. the met-
aphor is invoked almost to the limits of the empir-
ical. It is as if Sophie von La Roche “lends” Chris-
ta T. her indicative for life, and Christa T. gives her
the conditional of her fictional (real or illusory) ex-
istence. She gives her one of her possible shapes of
life precisely at the costume ball. This Christa T’s
textual “split reference” goes into empirical split
reference, namely Paul Ricoeur’s metaphorical “to
see as” enables us to read Christa T. as Sophie von
La Roche, or rather, as her metaphor. The costume
ball itself is a metaphor par excellence.

The aesthetics in this novel is not in an accord-
ing to value role with the ideological strategy of
soc-realism. On the level of the form of the text
— the ideology is distorted, on the level of content
— Christa T. is an attempt to speak of an identity
which cannot be taken as an example (in the spe-
cific time, the specific state and the given histori-
cal frame). Nachdenken iiber Christa T. (Thinking
about Christa T.) does not correspond to the offi-
cial strategy of soc-realism aesthetics, it is not pro-
ductive to the basic principles of soc-realistic poet-
ics.” Christa Wolf’s attitude is pro East Germany’s
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regime, she is one of those authors who are carriers
of the national cultural politics, but she writes the
novel about Christa T. intentionally “against bore-
dom” in literature and she deliberately “betrays”
on the level of expectations of the East German
reader. Literature in the context of soc-realism in
East Germany is defined by statute. First, “success-
ful” literature is rigidly connected to the past, his-
tory, and construction of the new socialistic soci-
ety in the name of increasing the socialist historical
consciousness. Second, the novel has to demon-
strate that it is in a potential productive collabora-
tion with the conflicts of the present and to point
to the “right” or “wrong” behavior. So the novel is
a function, a paradigm. Third, the writer should be
engaged and incorporated in that environment in a
“cooperative” system. Thus, all forms of “subjec-
tive idealism” are devaluated and marked as “in-
flexible”, “covetous” deliberations, “leftwing radi-
calism”, condemned to failure, and “subjectivism”
could only serve the enemy.

I argue the context of interpretation through
two modalities of aesthetic production: 1) the con-
text of reception and 2) the context of writing.

1) When the interpretation is through the re-
ception of the artistic plot/artistic text, the reader
is the priority category. The narrator calls the hy-
pothetical reader who denominates the generation
which remains to live in East Germany after 1945,
after fascism and the period of reconstruction of
socialist Germany. In a wider context — this hypo-
thetical reader (fellow citizen) is the contemporary

The structure of the novel Nachdenken iiber Christa T. / Thinking about Christa T. is not an evocation of society, but it

imputes open questions, while the hermeneutist in its defragmented structure re-questions “the truth” and the doubt in “the

case” of Christa Wolf.
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reader of the author Christa Wolf who codes the
content in fiction which can be decoded only by
the readers which she addresses. According to Paul
Ricoeur (1999) during hermeneutical interpreta-
tions, the reader absorbs - both the meaning in fic-
tion and the interactive cohesion between the text
and the world which is accomplished on a referen-
tial level and communication. The reader takes in
both the reference and the capital inserted by the
artistic text in the language. The reader’s position
oscillates between two poles — fiction and reality.
The narrator must “lose” Christa T. on a personal
level as a reader, to make her present on a social
level. Christa Wolf does not explain the personal,
instead, she simultaneously verifies general areas
in the explanation. The inclination to polemise al-
lows her to build antitheses that become question-
able while the author gives them separate theoret-
ical articulations. So, Christa T., the narrator, re-
vitalizes the story several times by offering varia-
tions of the same event and she relies upon the final
shaping of the story in the refigurative stratagem of
the reader with the direct reference that she needs
a person to whom to the story. Christa Wolf also
actualizes herself as a reader and redefines herself
in the act of reading. At the same time, the reader
changes during the act of reading. Christa Wolf re-
defines the contours of the reader while changing
her contours in the process of reading. The con-
frontations between the reader and the text are op-
posed in the synchronicity between them, and the
text is reshaped through the process of reading and
writing. The reader and the writer are mutually sit-
uated in a joint “home”. Christa T. is portrayed as
“one of us”. The quick transition from “me”/’her”

into “us” connotes the estrangement of the author
and the reader vis-a-vis the protagonist or the nar-
rator in co-partnership with Christa T. or rather, the
representatives of a social group to which the nar-
rator and Christa T. do not belong. In the co-liv-
ing with the reader, Christa Wolf shares figuration,
minimalist language, the destruction of the dialec-
tic potential, the decreasing of its “reality”. The
narrator counts upon the reader who is supposed
to finish the process of refiguration and building of
Christa T’s life as narrative and narrative identity
— through demonstration of fusion, interweaving, a
crossing of the identity of the text with the identi-
ty of the reader, thus creating the relation between
narrativity in the artistic text, the referential reality,
and the real reader. If the configuration of the artis-
tic text refers to the existing historical context then
— as Barbara Foley (1986) discusses, the recon-
struction of the text is pointed first of all towards
the context of the author, and then towards the con-
text of the reader who interprets. Foley maintains
that Marxist theory has yet to produce a satisfacto-
ry theory of mimesis or the development of genres,
so this could be the issue of reference.

The addressing to the reader — the subject - is
carried through the ideological background of the
text. On a contextual level, the narrator’s restric-
tive point of view is not in favor of the contextu-
al socialistic ideology. Namely, the general dimen-
sion of the already known point of view of writing
is nullified, the expected standpoint of narration
and utterance (Aus-sage) is interrupted, Christa T.
is not an example character, a model suitable to the
soc-realistic ideology which should say how to live
a certain life. That is why the narrator wishes to say
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what life which cannot be taken as a model looks
like. The context in which this novel is written
anathematizes the figure of the narrator as voice-
less, faceless, without her personal history and sto-
ry. Such a nameless, anonymous, suppressed narra-
tor in Thinking about Christa T. exists only in cor-
relation with the female character Christa T. and
only when she addresses and “brightens up” her-
self, referentially, in the statements with the per-
sonal pronouns “me” or “we”. This anonymous po-
sition of the woman narrator is the cost that Chris-
ta Wolf has to realize for the personal presence in
the novel and for the taking of the ethical-political
strategy of establishing a certain “truth” through
fiction. The transformations to the narrator are sup-
pressive, she is not demonstrative on her own and
she remains without an intentional contour, but she
is incorporated within Christa T’s artistic figure.
2) The interpretation of the text through the
second modality — the context of writing — is con-
nected through the autobiographical intentions of
the author and author’s inclination towards inter-
preting the political and sociological cultural phe-
nomena in a certain social context, and therefore
reading the ideology of the discourse. The correla-
tion of the artistic text with the context is accom-
plished through the modus of narration, and not
in the specific representation of the context. The
narrator’s writing through the imaginative varia-
tions about Christa T. is an act through which she
leaves a trace, a script, through which she tries
to find herself (inside herself). But, at the same
time, it is also hiding, mimicry of the traces be-
cause Christa T. looks upon writing as an opportu-
nity to surmount things (by writing) which at the
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same time implies an attempt to overcome them.
Writing in the communist context is “necessari-
ly” affirmative, and that leads to settling (Heideg-
ger) and safety in one’s own country. Christa T. re-
mains to write in her own country and she dies in
it. At the same time writing becomes her mimicry,
a seal of exclusion, not because of the incompati-
bility “to say things as they are for real”, but as an
active defense against them. Narration and the de-
sire to narrate are maybe the only possible modes
for construction of culture and personal identity in
such circumstances, or as Nira Yuval Davis says in
Gender and Nation — narration handles the border-
line conditions inclusively and exclusively. Chris-
ta Wolf in Thinking about Christa T. continues: ‘I
understand the secret of the third person, who is
there without being tangible and who, when cir-
cumstances favor her, can bring down more reality
upon herself than the first person: I. The difficulty
of saying “I” (169-170).

Conclusion

The transformation from the narrative “I”” into
“she” enables the narrator’s narration and is a con-
firmation of her nameless position. The anonymity
of the third person allows the pluralization of the
entities. The author’s mimicry with the third per-
son points to the context of interpretation and the
author Christa Wolf’s responsibility as she is revi-
talized through positioning the subject in politics
(society). The ideology of the text exists in its con-
figuration, and not in prefiguration, the precogni-
tion of the text. During the careful reading of
Thinking about..., one notices that which is unspo-
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ken, which is implicit, hidden between the text of
Christa Wolf’s script or announced through meta-
phors. The metaphorical language is her mark. The
abovementioned quote is the motfo of the novel —
“becoming aware of oneself” and “the difficulty of
saying ‘I”. At this point literary fiction opens up
towards political ideology and the contextual di-
mension of the novel. In Marxist terminology “be-
coming aware of oneself” is the abolition of es-
trangement, therefore the triple variation of the
narrative identity is inscribed in this novel — com-
munist ideology, the life of Christa T., and Wolf’s
autobiographical discourse, i.e. self-fulfillment.
The opening of fiction towards the contextual real-
ity — as Heinrich Mohr puts — can be redefined by
the author’s long journey from East Germany to-
wards herself. Christa T. makes a politically ideo-
logical new beginning after 1945, in the new world,
with a paradoxically utopian situation: a partial
consciousness inside the individual living in a so-
ciety based on principles of community. So hypo-
thetically, if the aesthetic act in the artistic text is
ideological, it doesn’t close itself completely to
(Marxist) ideology, but instead, it’s a kind of an
ideology by itself, but also its appendix, its criti-
cism. This is close to the thinking of Frederick
Jameson, who believes that one does not experi-
ence texts as objects on their own, but that we re-
ceive them as piled up layers of previous tradition-
al interpretations, and the object of interpretation is
not the text itself but rather the interpretation
through which we are trying to face the text. When
the narrator speaks of her dead friend from the po-
sition of narrative present she introduces her with
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the pronoun “we”. Susan Lanser (1992) calls such
a voice which appears through the prism of politi-
cal recognition and persuasion a communal voice
in female fiction, i.e. it is the voice of the female
narrators which construct themselves in plurality.
This theoretician emphasizes that still, the commu-
nal voice is listed in one point of the notion of the
goal and the identity compared to the voice of the
narrative community.® On a macro plan, it is the
ideological process that the text itself has penetrat-
ed. Christa Wolf in the essay on Ingeborg Bach-
mann (1993) writes that if things are overcome by
writing, it can stimulate and conquer banality in
the course of writing. And banality — as Hannah
Arendt points out — suggests relations between the
crisis of the subject and national socialism — a
theme that is present in the entire works of Christa
Wolf. For Wolf history is a potentially swollen sub-
ject, and literature cannot be written outside of the
historical situation. The historical situation breeds
in the basis of Christa Wolf’s opus and it opens the
question of the writer’s ethics. “The death of
Christa T. is desired as a disease”... “neurosis
comes from the diminished capacity to adapt, to
adjust herself to the circumstances of life” — says
the doctor and advises: “You’d have to realize
what’s involved... You’ll learn to adapt” (72). Ad-
aptation and disease are in union with the condi-
tionality of living in the socialist society, “confor-
mity is the means of survival: adaptation, confor-
mity at any price” (112) — ironically says one of
Christa T’s students. The narrator in the process of
thinking transforms the death of her friend giving
it a different signified, she moves the meaning into

See Susan Lanser, Fiction of Authority: Women Writers and Narrative Voice.
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a social context. Therefore, sickness, death, as well
as accepting the misfortune of Christa T. are “a rea-
sonable price to pay for refusing assent” (157). The
sickness that Christa T. dies from is just another
open gap between the reader and the narrator. At
one of the writers’ conventions held in 1969, the
representatives of soc-realism are radically op-
posed and they say: “let’s say it clearly: Christa T.
dies from leukemia, but she suffers from the Ger-
man Democratic Republic. , the death of Christa
T. — as Huyssen notes — is “the hardest blow on the
utopia” or it represents a beginning, because Chris-
ta T. dies when the socialist phase of the recon-
struction in East Germany ends when hope and
utopia are strictly controlled, and with that, they
are forgotten as unconditional terms for the fulfill-
ment of the socialist home.” The “real” accom-
plishment of Christa T. in the socialistic context is
only possible in the writing of the artistic work or
only — existing in the process of narration. The au-
thorship of Christa T. is the “loophole” for the
hermeneutics because the reading of Nachdenken
uber Christa T. (Thinking about Christa T.) as a
novel about the artist Christa T. becomes compli-
cated. The inventive artist in GDR, more or less,
remains a foreigner and an outsider. Authorship be-
comes the reversible union between the character
Christa T. and Christa Wolf. Both the character and
the author want to fulfill their social duty in their
“own currency” in literary narration and fiction.
The transformed Christa T. into an artefact which
is presented in the GDR society (as “essence”,
“truth”), imposes the contradiction of the past
which instigates the present and the future and im-

7
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pedes the “self-awareness” of the character in that
past. Precisely at this point in the novel are “illu-
minated” the reasons for the reaction of the East
German criticism in GDR as a reaction of the East
German critics which emphasize in the foreground
Christa T’s “escape” into active resignation
(through writing) as a definite distancing from the
socialist regime. Christa Wolf builds her identity
and splits it through history with a strong influence
of ideology. Fascist Germany, East, and West Ber-
lin — are the connections/shifters (Ricoeur) that are
necessary for rethinking of one’s position (in the
case of Wolf), or the desire to remain in that part of
Germany where her family is, but at the same time
the desire to break the wall, the border to find the
new, “free” language that she’ll use to express her-
self or to narrate of herself. The ideology for C.
Wolf “interpellates” and addresses the subject of
narration and it plays a significant role in critical
sense for the creation of the identity. It is the “I”
that reads, understands, and interprets the world, at
the same time interpreting itself in the world and in
time. In that kind of process, that “I” always be-
comes someone else. The meaning of the other in
the ethical sense of the word has opened the ques-
tion of the “I” that has to be placed in the position
of the other, to read itself as other (de Certeau). Na-
chdenken iiber Christa T. (Thinking about Christa
T.) resists any type of classification, the female
narrator only intermediates in the recomposing and
continuous thinking about the narrative identity of
the character Christa T., and death happens only
through the consciousness of the reader and
through the imaginary conversation with him. On

See Andras Huyssen, Reflections of Crista T. Responses to Christa Wolf (Critical Essays), 15.
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the level of the text — the narrative “I” is split in the
figure of Christa T. and the narrator, to minimize
the auctorial narrative situation. The political con-
textual act of reading of the novel shows that the
paradigmatic dying of Christa T. is necessary for
the author to continue to “really” live, because:
“she knew that soon people would not die from this
illness” says the narrator (182). Just before the end
of the novel, there is a scene with the house which
is the crucial part of the text, an argument for the
fusing with life. In this scene it is told how Christa
T. has a double need — she’s divided at the same
time between 1) the choice of remaining to live in
socialist East Germany on one hand and the other
hand 2) the desire to retreat into her “own home”
(ignoring the general “state” home) in which she
will be able to fulfill herself as a writer. Wolf proj-
ects the home on a macro contextual level of East
Germany (not outside of it), and therefore the
self-fulfillment/self-realization of Christa T. gains
utopian dimensions. After moving into the house
Christa T. dies, and precisely that nullifies, inter-
rupts the possible interpretation by which the home
will be seen as a fulfilled home. For Christa T. the
house is the Home, but she cannot attain the indi-
vidual in the context of the state: “This house
should be nothing but a sort of instrument that she
meant to use to link herself more intimately with

8

Identities, Shifting Racism, 4(1): 81-98.

life, type of instrument which she meant to use to
link herself more intimately with life, a place with
which she was profoundly familiar because she
had created it herself...” (153). Building a house is
what Andreas Huyssen calls breaking through that
which was, and anticipating that which will happen
(1989). It is a possibility for Christa T. for the long-
ing of the individual subjective anticipation of the
home — Heimat. Heimat — a term which directly
translates as “home”, central in the German thought
(in a nationalistic sense), in a wider frame, signi-
fies an individual feeling for space of belonging,
security, connection to a certain chronotope Chris-
ta T. is intimately connected to the house and from
there she can finally think of her own will. Nora
Rétzel in the essay “Harmonious ‘home’ and dis-
turbing ‘foreign land’” explains that in the socio-
logical research of gender images the term “home”
(“homeland”/Heimat) is generally connected to
harmonious images which place the studying of
the cultural identity in a social frame. In Rétzel
terms the homes incorporates the “home” in which
one lives, but at the same time the homeland. This
term connects both meanings because at the same
time it can be “passive enjoyment” connected by
association to nature, but also a primary symbol of
the nation.?

See Nora Ratzel, Harmonious ,,Heimat* and Disturbing ,,Auslander*. Feminism and Psychology, special issue Shifting

29



Senka Anastasova: FROM PLOT TO POLITICS: AESTHETICS AND POLITICS IN THINKING ABOUT. . .

References

Benjamin, Walter. 2002. The Arcades Project. Harvard University Press.

Foley, C. Barbara. 1986. Telling the Truth. The Theory and Practice of Documentary Fiction. Cornell University
Press.

Herrmann, Anne. 1989. “I/She: The Female Dialogic in The Quest for Christa T”. Responses to Christa Wolf
(Critical Essays). Ed. Fries Sibley

Huyssen, Andreas. 1989. Reflections of Crista T. Responses to Christa Wolf (Critical Essays). Ed. Fries Sibley
Marilyn. Detroit: Wayne State University Press, 233-247.

Lachmann, Renate. 2002. Phantasia Memoria Rhetorica. Zagreb: Matica Hrvatska.

Lanser, S. Susan. 1992. Fiction of Authority: Women Writers and Narrative Voice. Cornell University Press.

Ratzel, Nora. 1994. Harmonious ,,Heimat* and Disturbing ,,Auslander. Feminism and Psychology, special issue
Shifting Identities, Shifting Racism, 4(1): 81-98.

Ricoeur, Paul. 1990. Time and Narrative. Volume 1, 2, 3. Translated by Kathleen Blamey and David Pellauer.
(Originally published in 1985). The University of Chicago Press.

Wolf, Christa. 1992. The Quest For Christa T. New York Farrar: Straus, and Girouox.

Wolf, Christa. 1989. Subjective Authenticity: A Conversation with Hans Kaufmann. Responses to Christa Wolf
(Critical Essays). Ed. Fries Sibley Marilyn, Detroit: Wayne State University Press, 55-75.

Wolf, Christa. 1993. The Author s Dimension (Selected Essays). Chicago: The University of Chicago Press.

Wolf, Christa. 1993. Interview with Myself. The Author s Dimension (Selected Essays). Chicago: The University of
Chicago Press, 16-20.

Cenka AHacracoBa

On 3amjieT 10 NoJIUTHKA
(EcteTuka u nojutuka Bo Pazmucnysamwe 3a Kpuciva T. on Kpucrta Boad)
(Pe3ume)

Ecejor ce 3aHnMaBa co €CTETHUKUTE aCMEKTH HA MTPOIIECOT Ha MMUITYBAhE¢ U OTBOPAHE HA YMETHUYKHOT TEKCT
KOH TOJINTHYKHOT M KyATYpOJIOIIKHOT KOHTEKCT, BO cyOBep3uMBHATa aBroOMorpadcka HoBena Pasmuciysarse 3a
Kpucitia T. on repmanckara aBropka Kpucra Bong. Bo oBoj TekcT pacnpaBaM 3a BpCKHTE ITOMely MpONIECOT Ha
Hapanuja (HapaToJorujaTa Kako HayKa 3a PacKa)kyBauKHOT TEKCT) M MOJINTHYKATa TeOpHja Koja ce 3aHnMaBa co Mo-
JUTUYKATa OJUTyKa: IITO € OHA IIITO BUCTHHCKH ce ciy4mito (pakToT) n mro e ona mro e puknuja. Hu3 noxoenocra
Bo nneHtureroT Ha Kpucra Bong (aBropkara) u Kpucra T. (MpTBara (ukimonanna skeHa, KapakTepoT) ' OTBOPaM
IpamamaTa: mTo € CTBAPHOCT, (PUKIIHM]ja, MEMOPHUCKH IIPAKTUKH, HCOJIOTH]a U TUIIYBAbE, J1jaICKTHIKH OTIIOpP KOH
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UJICOJIOIIKA MaTPHLA U YHU(DUIIMPAHOTO NHIIYBalkhe, PEKOHCTPYKIIMja Ha CTBApHOCTA U (hakTorpadujara HaCIPOTH
¢ukimonanau Tporu. OBOj ecej MMa 3a LeJ J1a TO MOKaKe MPOIECOT Ha eCTeTHYKA IPOAYKIIMja U KOHPHUTypaIHja
HAa YMETHUYKH TCKCT HM3 TEOPHja Ha PeIeliiija 1 KOHTEKCT Ha HHTeprpeTanuja. Haparomnoiikara aBroonorpadceka
TpaHchopMaIlja Ha aBTOPKATa, Ol PACKAXKYBarbe BO MPBO JIHMIIEC €IHMHA 10 PACKAXKYBAHE BO TPETO JIUIIC KEHCKH
pox (Taa) — ja moKaXyBa eMaHIIMIIAIM]aTa Ha MUCJIaTa U MPOLECOT Ha 0CI0001yBame Ha (DUKIHjaTa Ol CAaMOIOBOJI-
HOCTa Ha HAPATOJIOIIKAOT KOHTEKCT U OTBOPAIhE Ha MUIIYBAKETO KOH KYJATYPOIOMIKO-ITONIUTHYKATA CTBAPHOCT (BO
1945 r.). YkaxxyBaM Ha XUIIOTE3aTa JIeKa aKO €CTeTUYKHOT aKT BO YMETHHUYKHOT TEKCT € UCOJIONIKH, HICTOBPEMEHO
TOj aKT HE CMEe J1a Ce 3aTBOPH BO COICTBEHATa (MapKCHCTUYKA) HICOIOIH]ja, TYKY SIMHCTBEHO MOXE Jia IOCTOH BO
MYKHATHHKHUTE Ha UICOIONIKAOT OTIIOP, BO MOIUTHYKATA OTyKa KAKO YHH Ha OTIIOP HU3 YMETHOCT, KAKO OCHOBA 38
CO371aBab€ HOBU IMOJIUTUYKO-UACOJIOMKHU MMOYCTOIU HU3 YMETHHUYKHU MMapaJurMyu Ha MANTYBAmbEC. HOKa)KyBaM JCKa
KPUTHYKUAOT TIPUCTAI HA AUCTAHIIUpame Ha aBTOpKara (YMETHHYKATa) Of camara cebe (eMIUpHCKara JIHIHOCT) ¢
€ANHCTBCHO MOXCH MPOIrpCCUBEH €CTECTUYKO-TIOJIUTUYKU aKT Ha TBOPCHC, eHI/ICTeMOHOFHja " TOJIKYBamhC HOMefy
MHUHATOTO, CCraltHoOCTa U MAHWHATA.

Kunyunu 300poBu: dakr, ctBapHOCT, PUKLIKja, MEMOPHUCKA BUCTHHA
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HNnuja Benes

VYK 821.163.4(497.16).09
VK 929HukueBuk, M.
Original scientific paper / HU3sopen nayuen wipyg

NCTPAXKYBAYKHOT ITPHUJIOI' HA MUJIOPA ]
HUKYEBUK BO AOUPMAIIUJATA HA IIPHOTOPCKHOT
MNOCTHBEI'OEBCKU KHUKEBHOUCTOPUCKHU
KOHTUHYUTET HA PA3BOJ

Kayunn 360poBu: Munopan HukueBuk, ipHOropcka KHUKEBHOCT, MOHTEHETPUCTHKA, CIaBUCTHKA,

KOMIIapaTUBUCTUKA

MectoTto u ynorara Ha mpod. n-p Mwumnopan
Hukueuk (1941 — 2021) Bo coBpemenara Oaii-
KaHUCTHKA, CJIaBHCTHKA M MOHTEHEIPUCTHKA CC
YIITE HE € JI0 Kpaj OINpeeNieHr U HE CE JOBOJIHO
Hay4HO BasiopuzupaHu. Co UCKITyYUTETHO MOOHII-
HaTa TPEOKyTalyja MpeKy HCTPaKyBadKUTe A0C-
TUTHYBamkba BO CIAaBUCTHKATa, KOMIApaTHBUCTHKA-
Ta, KPOATUCTUKATA U HAJl C€ BO MOHTEHETPUCTHKA-
Ta MOBEKE T'M NPEOKyNHpalle aKkaJeMCKUTE U Hayy-
HUTE KPYTOBH Jia TU cienar o0jaByBamara Ha Hero-
BUTE KHHUTH ¥ TIPUIIO3H, KOH YECTO CITy’Kea KaKo ce-
PHO3HH U3BOPH U yTIaTyBarka 3a HEMO3HATH, MAJIKY
MTO3HATH ¥ 32 KOMIIETEHTHO TOJIKYBaHH WJIM aHAIIN-
3WpaHu KyJATYPHOUCTOPUCKH TPOIIECH, JIeia U aB-
TOpH. M0oXeOH BaKBUOT OTHOC KOH AEJI0TO Ha Mu-
nopan HukueBUKk moBeke ce IOIDKeIe mopaau Uc-
KIYYUTEITHUOT UCTPAKYBAUYKUOT X Ha HETOBHOT

MIPUCTAIT, IIITO My C€ MOCBETYBAIIIe TOBEKEe Ha Me-
TOIOJIONIKO-CTPYYHATA KOH3UCTEHTHOCT — OTKOJI-
Ky Ha aUpMaTUBHO-NIPOCIICICHUTE OIS KOH
aHra)XupaHUTe TBpACHA U yOenyBama. AKTUBHOTO
aKaJIeMCKO U HAyYHOMCTPAXXyBauKoO MPUCYCTBO Ha
Munopan HukueBuk Tpaerre cé 70 HeroBara HEO-
JTaMHEIITHA CMPT, 10 Kora He Oea IpecTaHale Haja-
BUTC U 10jaByBamaTa Ha HOBU OTKPUBAarha U TOJ-
KyBama BO 00jaByBaHUTE MPUIO3U HU3 MEPUOIU-
KaTa ¥ BO M3JaJICHUTE KHUTH. Toa T0 0OjacHyBa-
Me Kako 07ipa3 Ha IOCTOjaHaTa aKTyeIHOCT Ha He-
roBaTa HAyYHOUCTPaKyBauka JACjHOCT, Koja TTOBEKe
MOTTUKHYBAILIE ONICEPBUPALE U CIESICHE — OTKOII-
Ky IITO MPOBOLUPAIIEC KPUTUIKO PA3HOIIACHE H
HecorllacyBame. Bripouem, HEroBUTE OIMEPEHU U
MOTBPAYBAaHU CTABOBU I'M HEYTpalU3UpPALIE KPU-
TUYKUTE HAMEPH 3a HETUPALE YPU U OJL UCTPAXKY-
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BAYMTE KOU PA3IMYHO CTOEja HAa TUCTAHLA Off HErO-
BUTE TOIJIEAN IIpU adupManyjaTa 3a KOHTUHYHTe-
TOT Ha PHOTOPCKUOT KHUKEBHOUCTOPUCKHU U KHU-
JKEBHOTBOpEUKHU pa3Boj. OTTyKa U jacHO ja Hara-
cyBaMme motpedara Jia ce MOTTUKHAT HHHUTE TeHe-
palu3upaHy OLIEHKU M TOJIKyBamka 3a HAay4dHOMC-
TpaxkyBaukara AejHOCT Ha Mwunopan Huxuesuk,
BEKe CTAlMOHMpaHa BO [BE 3a0KPYKCHU PaMKH
0]] HETOBOTO HMBECH-E U 01 NPO(HECHOHAIHOTO aB-
TOPCKO aHTXKUpame: §-IeIeHUCKH KUBOT H CKOPO
5-JICLIEHUCKO HAYYHO MPOQUIINpPAIbE.

Cemak, TOCTO€ja W HM3BECHH CTPYYHH ClIe-
Jekha Ha HayYHOMCTPa)KyBauKOTO HaIpaCHYBaE
Ha Mwunopan HukgyeBuk. lypu HeroBute 00jaBy-
BaHM KHUTH U MPUJIO3H Oea KPUTUUKH OTICEPBHpa-
HU, TOJKYBaHH WM UUTHPAHU, & C€ CBUICHTUPAAT
Y TIOCEOHO MOCBETEHH OCBPTH OJ APYTH UCTPAXKY-
Baun. Tyka npex cé MUCIMME Ha KPUTHUKUOT IIPH-
ka3 oa Kpcro ITmwxypuiia KoH UCTpaxKyBamara Ha
Huxkuesuk 3a Crean Mutpos Jbybuma /1822 —
1878/ (Pizurica 1983),' Ha KPUTUYKHOT OCBPT OI
Cnobonan Byjaunk koH IITOTYKy 00jaBeHaTa HEro-
Ba MoHorpaduja Crnogorska pripovijetka izmedu
tradicije i savremenosti. KnizZevnoistorijsko i
tipolosko odredenje pripovjetke od 60-ih godina
19. vijeka do Prvog svjetskog rata, Titograd 1988
(Vujaci¢ 1988: 12), unu nax, Ha pPeLEH3CHTCKUTE
uHTepnperanuu Ha JoBaH Jleperuk 3a ncrara He-
roBa MoHorpaduja (Dereti¢ 2006), Ha KPUTUYIKH-

1

T€ OLIEHKU Off MAaKeJTOHCKUOT (HUIIONOT M MHCATEeN
Haywme Panudecku 3a HeroBara Istorija crnogorske
knjizevnosti. Kn. 1ll. Crnogorska knjizevnost od
1852. do 1918, Podgorica 2012 (Radic¢eski, 2013:
295-308), wiu Ha Jjocera HajKOMIUIETHOTO MpET-
craByBamhe 0J1 Ausiekcanjuap PajomaH KOH TMpu-
nmoHecoT Ha Mmopan HukdueBuk 3a coBpeMeHa-
Ta KHIKeBHa MoHTeHerpuctuka (Radoman 2018:
325-339). TokMmy 1 HaBeIEHHUTE MOCIECAHA U Haj-
KOMIUIETHH ~KPHUTHUYKO-UCTPaKYyBauKd HU3jacHY-
Bama 3a KHMKEBHOMCTOPHUCKOTO [esio Ha Muto-
pan HuxueBuk on crpana Ha Hayme Pagmdecku u
Ha AJexcanmap PamomaH ru HajaBWja 3a0KpyXKYy-
BamaTa U reHepaTHUTE CTPYYHH OIICHKH 3a Hayd-
HOUCTpaKyBauKaTa JICJHOCT Ha OBOj MCKIYy4HTeE-
JieH MoHTeHerpucT. Co CBOETO MMIIO3aHTHO €TI0,
Munopan HukdeBuk ce moapean paMHOIIPABHO 10
HajOCICKUTUTE COBPEMEHH IIPHOTOPCKH MHTEIICK-
TyalTHU aBTOpuTeTH 011 (hopmaroT Ha Bojucnas I1.
HukueBnk, HoBax Kummbapna, PanocnaB Potko-
BUK, boxunap Ulexynapan, Cperan [lepoBuk u ip.
Oco0eHO 1 OTKaKO HETOBHOT MCTPaXKyBadKH OITyC
Oerre u O6Mo-OubHorpadcku BepuGHUKyBaH BO MO-
ceono mmanme (DraSkovi¢ 2016), mpeocranysa
WIHATE UCTPAKyBaul MOHTEHETPUCTH W CIIABUCTH
HEUCIIPITHO J1a JOOMBaaT CO3HaHMja 3a: I[PHOTOP-
CKMOT KHM>)KEBHOMCTOPUCKHA KOHTUHYUTET 011 XIX
BEK; Jla IO MpOCJIeAyBaaT HETOBHOT pa3BOEH HH-
TEPKYATYpEH KOHTEKCT CO JY’>KHOCIIOBEHCKHUTE, HO

HUctpaxyBamara Ha Mmopay HuxueBuk 3a Credan MutpoB JbyOuia rmaBHo Oea MOTTMKHATH IpH H3paboTKara Ha

HETOBHOT MAaruCTepPCKH TPy MOj HacioB Stefan Mitrov Ljubisa i Njegos — uticaji i paralele, mto ro onbpanu Bo 1978
roauHa Ha dunozodekuor pakynrer Bo Hoeu Can. [Tokpaj Toa mto HU3 HayyHAaTa MEpPUONKA UCTpaKyBamara Ha Musopa
HukueBuk mpujoHecoa 3a rnomupokara agupmaryja Ha OBOj IPHOTOPCKH KHIKEBHUK o1 XIX Bek, cerak HeroBuTe Beke
npudaTeHu ¥ IUTHPAHH KOMIIAPaTUBHU MCTpaXKyBamka MoHOrpadcku Oea o0jaBeHu Jypy nozomHa, Bo 2011 roguna. Buu:

Nikcevi¢ 2011.
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Y MOIIUPOKO CO HOBUTE HAjaBU HA EBPOTICKHOT MO-
JICpHH3aM; J1a ja corieyBaar crennpuuHara npu-
poAa Ha MPOLIECOT Ha TUIIOJNOTU3aLMjaTa v IOCTHU-
KaTa Ha KHIYKEBHOTBOPEYKUTE MPOLIECH; H CII.
UctpaxyBamara Ha Munopan HukueBuk, Bo
mpuiIor Ha adupMmarjaTa Ha MOCEOHUOT IIPHOTO-
PCKHU KHHXKEBHOMCTOPHCKU Pa3BOj M KOHTUHYHTET,
Ce OJIBUBAJIC BO CHCNU(UYHU OKOJIHOCTH 3a He-
TOBOTO HAay4YHO M aKaJeMCKO M3AUTHYyBame. Mme-
HO, HETOBOTO TUILIOMHpAE C€ OABHIIO BO XpBar-
cka Ha Dunoszodckuor dakyirer Bo 3arped, Ma-
ructpupan Bo Cpouja Ha Omro30pckuoT haxy-
ter Bo HoBu Can, a gokrtopupan Ha duionoii-
kuoT (akynrer Bo benrpan kaj UCTaKHATHOT 3a
TOa BpeMe KHIXKeBeH ucropuyap Josan [lepeTuk.
Ho, Han ce, Tpeba na ce nucrakHe JeKka HajroJIeMu-
OT Jies1 071 poecHOHATHOTO PabOTHO HCKYCTBO
ro pealm3upai BO XpBarckara akajeMcka, Hayd-
Ha ¥ KYJITYpHA CpeiiHA. 3aT0a U HETOBUTE (PyH/IHU-
paHM KHW)KEBHOUCTOPUCKH, WM TOIIUPOKO KYJI-
TYPOJIOILIKH MCTPaXKyBarmba, CEKoraml Ouiie mnoape-
JCHN Ha UHTEPKYATYPHUTE XPBATCKO-IIPHOTOPCKH
OJIHOCH, BPCKH, BiIHjaHHja u uHTepdepeniun. OT-
TaMy M TOIJICJIUTE WK TOJKYBamara 3a IPHOrop-
CKUTE KYJITYPHOHCTOPUCKH W KHHIKEBHOTBOPEU-
KH TIPOIIECH TOj TH peadupMupan NpeKy BiHja-
HUjaTa O] MIOOAJHUTE TEKOBU BO jYXKHOCIOBEH-
CKHOT U BO €BPOIICKHOT KYJITYPOJIOIIKHA KOHTEKCT.
Co oTnoNTHUTEIHA HATIOMEHA JIeKa TIOpaju Hero-
CPEJIHUOT MPECTO] BO XpBaTcKaTa Hay4yHa, aKaJleM-
CKa M KyNITypHa cpennHa, Munopan HukaeBuk oc-
TaHall Ha JMCTAHIA OJf JOMHUHAHTHUTE UC(OpPCH-
paHM CPICKO-UPHOTOPCKU MHTEPKYITYpHH Tpelie-
Barba — pa30TKPHUBAjKHU ja M3BOPHO MOBP3aHOCTA Ha
L[PHOTOPCKAaTa JyXOBHA, KyJATypHA W ja3W4yHa Tpa-

JuiMja co coppemenocra. On ejHa cTpaHa, Hayd-
HO W KYyJTYpOJIOIIKH Bpiien adupMmarivja Ha Xp-
BaTCKUTE KyJATYPHOMCTOPUCKUA M ja3HM4YHH IPOIe-
CH, BP3 YMHLITO MPOCIIETYBaHN UCKYCTBA ' TIOBP-
3yBaJl ¥ TEKOBUTE HAa TOCEOHNUTE IIPHOTOPCKH KHHU-
JKEBHOTBOPEUKH TOTCHIMjaJIM KOW TIOOATHO Ce
OJIBMBAJIC BO XPBATCKO-I[PHOTOPCKHOT, BO jY»KHOC-
JIOBEHCKHOT, HO ¥ BO MONIUPOKHUTE Pa3BOJHU TCH-
JCHLUU Ha €BPOIICKUOT MHTEPKYATYPEH KOHTEKCT.
BaksuoT uctpaxysauku ogHoc Ha Musnopan Huk-
YEeBHK HAYYHO U METOJIOJIONIKH CE€ arcoIBHpall pa-
00TEjKM aHTAXUPAHO BO JIBEICIICHUCKHOT MaKpo-
MPOEKT TIOCBETCH HA JIBOHACOYHUTE BEKOBHHU Xp-
BaTCKO-I[PHOTOPCKHU KYJATYPHH, KHHXKCBHU U ja3W4-
HU BPCKU W BiujaHuja. Kako pesyirar oj TakBu-
Te HAYYHOHCTPaXXyBauKH MOCBETyBama Ha Hukue-
BUK NIPOM3IIEroa U o0jaByBamara Ha HEKOJKY He-
TOBH KHUTH. Mefy HUB K€ TH W3IBOUME CIICITHH-
Be: Hrvatski i crnogorski knjizevni obzori, Zagreb
1995; Na civilizacijskim ishodistima, Osijek 1999;
Knizevna priblizavanja, Osijek 2021; Odsjaji
kultura. Hrvatska i crnogorska kultura stoljecima,
Zagreb 2002; Filoloske rasprave. Interkulturalni
kontekst, Podgorica 2002; Komparativna filoloska
odmjeravanja,  Cetinje-Osijek  2006;  Josip
Juraj Strossmayer i Nikola I Petrovi¢ Njegos u
korespondenciji i dokumentima, Cetinje-Osijek
2009; Hrvatski i crnogorski knjizevno-kulturni
smjerokazi, Osijek 2013; u ap. (Radoman 2018:
334, dycuora 17).

TokMy TMpeKy KOMIapaTUBHCTHUKUTE HC-
TpPaXKyBarba 3a XPBATCKO-I[PHOTOPCKHUTE KYJATYPHH,
KHIKEBHU U ja3MYHHM OJJHOCH, BPCKH U BJMjaHUja
Munopan HukueBUK 'l MOTTUKHYBAJ COTICTBEHHU-
TE MOCBETyBama Bp3 adupMaligjara Ha MOCCOHU-
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OT IPHOTOPCKH TYXOBEH, KyATYPEH, KHIKEBHOMC-
TOPUCKHU U jazudeH uaeHtuteT. [Iputoa, ymre Bo
1995 roauHa TOj MOYHAN Ja TO CJICAH aKTYCIIHH-
oT mar 3a adupMaljara Ha moceOHOCTa Ha XpBart-
CKHUOT ja3uK, JINTEpaTypa U KyJITypa, [a Kako Hero-
Ba JUpPEKTHA 3aciyra Ha Ouino30(ekuoT hakynrer
BO 3arpe0 3a mpBOar ce BOBEJE M I[PHOTOPCKUTE
ctynuu Montenegrina. HarnacyBame nekxa Bo TOj
nepuol 1ypu U Bo camara llpua ['opa He moxe-
JI0 J1a c€ 3aMHCIIM OCHOBAKETO Ha TIOCEOHO H3/IBO-
€HU IPHOTOPCKHU ja3WYHHU U HAI[MOHATHO-KYJITYp-
HU cTynuu. Haramy, BocmocTaByBameTo u adup-
Maljara Ha IPHOTOPCKHUTE HAIlMOHAIHU Hay4YHH,
aKaJIeMCKH M KyJITYPHH WHHUIIUjaTUBU CKOPO U Ja
He ce edekryupane 0e3 JNUPEKTHHOT WU WH]IU-
PEKTHHOT aHTraxmaH Ha Munopaa HukueBuk. Toa
ce TIOTBP/lyBa U IPEKy HeroBara copaboTKa U MO~
JIpIITKa Ha AeJHOCTUTE BO MIHCTUTYTOT 3a LIpHOTOp-
CKH ja3uK ¥ KHIKeBHOCT BO [loaropwuiia, kako u Ha
®DaxynTeToT 3a MPHOTOPCKU ja3WK M KHUKEBHOCT
BO LleTHme — nCTOBpEMEHO WIeHyBajku BO (hopMu-
panara J/lykspaHCKa akajieMuja Ha HAyKUTE U YMET-
HOCTHTE, HO U copaboTyBajku co Marura I{pHoro-
pcKa, 1 CII.

ITo HeomamHemHara cMpT Ha Munopan Huk-
yeBuKk (Ha 13 oxromBpu 2021 roquna) Bo Ocuek ce
320KPYXKH U HETOBHOT OOTaT HayYHOUCTPaXKyBad-
ku omyc. MiMno3anTHata HayyHa OuOiuorpaduja
IITO ja OCTaBWJI 3a] ceOe jaCHO IO MCTaKHyBa He-
TOBHOT MCKITYIUTEIICH PUIOHEC BO adupmMaIimja-
Ta Ha IIPHOTOPCKUOT MOCTHETOMIEBCKH KHIKEBHO-
UCTOPHUCKH KOHTUHYHTET. McTpaxkyBamara o1 00-
JlacTa Ha MOHTEHETPHUCTUKATA, WM MOKOHKPETHO
Ha I[PHOTOPCKHUOT KHWKEBHOMCTOPUCKU pPa3Boj,
IJIaBHO OWJIC MOCBETCHH Ha KHUYKEBHOTBOPECUKHUTE
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npouecu Ha npoctopoT Ha IlpHa ['opa Bo T.H. mo-
CTHeroueBcku nepuoa — o 1852 no 1918 roguna.
Ha TOj HauMH KHWKEBHOMCTOPUCKHTE HCTPAXKY-
Bamba Ha Mmunopan HukueBUK M3BpIINIEC HAYIHO
MIPEMOCTYBa€é BO BEKOBHHOT pPa3BOEH KOHTHHY-
WTET Ha IPHOTOPCKAaTa KHIKEBHOCT Mery Tpaju-
[Mjara W HajaBaTa 3a HOBa coBpeMeHocT. [lomexa
MaJIKyTEeMHUHAa KHIKEBHH HCTOpHYapd MOHTEHe-
TPUCTHU MPHCTAITyBaJIe IeCKPUIITUBHO-(hakTorpad-
CKH H OMIITOMCTOPHOTpad)CKM KOH pacBeTyBamba-
Ta Ha MPOIeCUTe, aBTOPUTE U Ha Jieara ol Cpej-
HOBEKOBHATA 1 OJ1 HAPOIHATA IPHOTOPCKA KHIKEB-
HOCT, IIPHOTOPCKHOT MTOCTHETOMIEBCKH KHUKEBHO-
WCTOPHCKH pa3Boj OWII mpociieayBaH o Mutopas
HuxuyeBHK CO IOMOTHHUTENEH MPUCTAll Ha WHTEp-
JTUCIUIIIMHAPEH, TEOPETCKU U Ha KPUTUYKO-TOJ-
KyBa4KH OJTHOC KOH 00jacHyBamaTa 3a IOBP3aHOC-
Ta Mery TIIO0ATHUTE U TPATUIIMOHATHO-U3BOPHH-
Te KyJITypOJIOIIKH TIporiecH. Toa moapa3oupa neka
CO3HaHMjaTa A0 KoumTo foaran Mumopan Hukae-
BUK (akrorpadcKku Mopaie aAa ce HICHTUPHUKYBa-
aT TpeKy, 3a Toa BpeMe, MOIIIHE KOHTPOBEP3HOTO
OTIITECTBEHO, JAYXOBHO U KYJITYPHO JKHBECHE Ha
bankanor n mommpoko Bo CpemHa u Bo Jyrowmc-
TouHa EBpomna.

[ToropenaBeneHNTE HAYYHOUCTPAKYBAYKH TIpe-
okyrmanuu Ha Munopan HukueBuk Beke npoduiiu-
paHo ce HaBeCTHJIe YIITEe NMPH MUIIYBAHETO U Of1-
OpaHaTa Ha HeroBara JOKTOpCKa JHcepTaiija BO
1985 rogmna, Koja ce omgHEeCyBaJia Ha ,,IPHOTOP-
ckara kparka mpo3a on 60-tute roguHu Ha XIX
Bek 10 [IpBara cBercka BojHA“. 3a KpaToOK HepH-
0] OBHME HETOBH MCTpa)KyBama O0ca 00jaBeHH U BO
nocedbHo monorpadcko u3nanue (Nikéevic 1988).
Tamy uctpaxyBamara Ha HuxueBuk Ouie mocse-



CONTEXT / KOHTEKCT 25, 2022

TEHHU WCKIYYUTEITHO Ha MPO3HOTO KHIKEBHO TBO-
PENITBO BO Pa3BOjHUOT MEPUO/T O/ HOBATA I[PHOTO-
PCKa KHMKEBHOCT, KOja ce co3aBaja BO EPUOJO0T
0l LIPHOTOPCKOTO HAIIMOHATHO M JIpXKaBHO adup-
MHUpamke M TIOJUTHYKO KOHCTHTyWpame. [lokpaj
TOA IITO HA €THO MECTO TM CHHTETH3UPAJ aHOTHU-
paHUTE MMOJATOIH 32 MaJIKy ITO3HATUTE, WITH 32 CO-
ceMa HElO3HATHTE IPHOTOPCKU MUCATEeNTH U KHU-
KEBHHU JieJla — UCTOBPEMEHO TOj TU Pa30TKPUI H
MOBAXHUTE CTPYKTYpHH, CTHUJICKO-U3Pa3HU M TIO-
CTOJIOIIKH THUIOJIOTU3UPAHN KAPaKTEPUCTHKHA Ha
LPHOTOpPCKAaTa KHIKEBHOCT Ol HABEIEHUOT Pa3Bo-
eH nepuoj. M mTo e moBa)XHO: TO MPETCTaBUII -
HOTOPCKHOT KYJATYPHOMCTOPUCKHA aMOHMEHT BO KOj
KHIKEBHO C€ TBOPEJIO, TH IPETCTABUII TeHEe3aTa 1
TEKOBUTE Ha Pa3BOj Ha LPHOTOPCKOTO MPO3HO TBO-
PEIITBO, a UCTOTO TOA KYJITYPOJIOIIKH IO COTIIE/Ial
Y TI00ATHO BO aKTYEJTHHOT 32 TOa BPEME eBPOTICKU
KHIDKEBEH KOHTEKCT.

Cermak, HCTpaKyBaYKUOT TIpHUIIOT Ha Muopan
HuxkueBuk Bo adupmanyjara Ha LPHOTOPCKHOT IO~
CTH-ETOILICBCKH KHU)KEBHOUCTOPUCKH KOHTHHY-
WTET Ha pa3Boj HAJMHOTY JIOIIOJ JIO U3pa3 BO HETo-
Bara KHWkKeBHa uctopuja: Crnogorska knjizevnost
od 1852. do 1918. OB0Oj HCKITyYUTEIHO KaIlUTa-
JIeH HayyeH Tpyad Ha Munopaa HukueBuk mnper-
CTaByBa TpeTa KHUTA OJf TPUTOMHOTO M3JaHHE Ha
Istorija crnogorske knjizevnosti, mro Bo 2012 ro-
JIHA HAYYHO IO MHHUIIMPA U r0 00jaBH BO MOCEOHH
m3nanyja MHCTUTYTOT 3a MPHOTOPCKH ja3WK M KHH-
>keBHOCT BO [loaropuna. IlpBara kHura e Usmena
knizevnost, aBropctBo Ha HoBak Kunmubapna, npe-
Ky KOja ce MCTaKHyBa M3BOPHOCTA Ha HAapoAHATa
(ycHa) u (oiKIOpHA Tpaauiivja, O Koja BO KOH-
TUHYUTET HHU3 BEKOBHUTE CE€ HAIOjyBalie IPHOTOp-

CKUTE KYITypPHOHCTOPUCKH M KHIKEBHOTBOPEUKH
npouecu. Bropara kuura Crnogorska knjizevnost
od pocetaka pismenosti do 1852., anjimiro aBTOp €
PanocnaB PoTkoBUK, CHHTETH3HpPAaHO TO MOBP3yBa
KOHTUHYHUTETOT Ha IIPHOTOPCKHUOT KHHKEBHOMC-
TOPHUCKH Pa3BOj ,,0]1 TOUYSTOKOT HA MUCMEHOCTA" —
OJTHOCHO O]l pa3BOjOT Ha CJIIOBEHCKaTa MHCMEHOCT
Y KHIDKHUHA BO BTOpara mojoBuHa Ha [X Bek, ma
c¢ 10 HAjBIEYATIMBHUTE LPHOTOPCKH KHHIKEBHO-
TBOPEUKH JOCTUIHyBama of cTpaHa Ha Ilerap II
ITerpoBuk Bberom (1813 — 1851). UctpaxkyBama-
Ta M 00jaByBameTO Ha TpETaTa KHHUTA OJ MaKpo-
MIPOEKTOT Istorija crnogorske knjizevnosti my ouna
JIoBepeHa TOoKkMy Ha Munopan HukueBuk, kako
Ha HAjIOrOJHA JIMYHOCT Mely MOHTEHEIPUCTHU-
Te Mo aUHUTHTET W MO MOTECHa 00JacT Ha HC-
TpaKyBambe.

Cnopen mepuonmu3anyjara Ha IIPHOTOPCKHOT
KHIDKEBHOUCTOPHUCKH Pa3B0Oj, OBHE MCTpPaKyBarmba
Ha Munopan Huk4ueBUK reHepuuKU U TUIOJOUIKA
ce HaJIoBp3yBaaT Ha BTopaTra kuura ox Pagocnas
PoTkoBHK Kaze IITO ce Mpe3eHTHpPaHU MPOLECH-
T€, aBTOPHUTE U JesIaTa O] IIPHOTOpcKaTa KHIKEB-
Ha uctopuja g0 1852 rogmna. Brieuarnuso e mTo
u camMuoT Mmopan HukueBrk MOIITHE aHTa)XXupa-
HO C€ BITYIITHII AOCJIETHO JIa TO CIEIAHN Pa3BOjHHOT
Cllel Ha LPHOrOpCKaTa KHIDKEBHA HCTOPHja Mpe-
3€HTHpaHa BO Bropara kHura Ha Panocnas Potko-
BHK, HO CBOETO CBPTYBam€ HazaJ KOH TaMOIIHH-
T€ UCTPaKyBayKH UCKYCTBA TO aKTUBHPAJ CaMO BO
(hyHKIIMja HA TIPOEKTHATA MHTPOCTIEKITH]ja: BO KOH-
TUHYWTET JIa C€ TIOBP3aT Pa3BOjHUTE HMJICjHO-CTHII-
CKH TI0jaBU Ha POMAHTU3MOT, PEaIu3MOT U Ha MO-
JIEPHU3MOT KaKo TBOPEUKH TEHJEHIIMM BO HOBaTa
[PHOTOPCKa KHIKEBHA HCTOPHja 0] BTOpaTa IMoJIo-
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BHHA Ha XIX u BO moueTrokoT Ha XX Bek. Mor-
HE € BaXKHO Jla ce Hammacu Jexa Mumopan Huxuae-
BUK HajJIOCIICHO yCIeal Ja ja TOTBPIU XOMOTe-
HU3alMjaTa Mery UJICOIOIKUTE TeHICHIINH, THITO-
JorH3alyjara, NOeTHUKaTa U MpojaBaTa Ha €BpOII-
CKHOT MOJIEPHHU3aM BO MOBEKECIIOjHUTE I[PHOTOP-
CKHA KHW)KEBHOTBOPEUKH IPOIIECH Off HAITaceHH-
ot nepuon. Ha Toj HaYMH nUcTpaKyBaHa U CTPYK-
TypHUpaHa, KHudcesHailia uciiopuja Ha Munopan
HukueBuk cyBepeHO Tt JIeTUTUMHpA TOCEOHOCTH-
T€ Ha NPHOTOPCKUTE KHIKEBHOTBOPEYKH IpOIIE-
CH HE CaMO O] TIOCTHETOMIEBCKUOT TIEPUOJ U Ha-
TaMy, TyKy JOIIOJTHUTEITHO yCIea J1a TO TIOTBPIU 1
MOCEOHNOT WHTETPHUTET Ha TIOPAHEITHHOT IPHOTO-
PCKH KHHXKEBHOUCTOPHUCKH Pa3BOj — KaKO U3BOP U
KaKo Tpajauiiyja.

HctpaxyBamara Ha Mmiopan HukdeBuk BO
kaurata Crnogorska knjizevnost od 1852. do 1918.
¢akrorpadcku TOKyMEHTHPAHO ¥ TEOPETCKHU TOJ-
KyBaHO TOKa)kaa JieKa BO TOj Pa3BOCH KHUKEBHO-
TBOPEYKH TMEPHUO] BEKe OMIIe KYJITYPOJIOUIKH MPO-
buupupaHu OJJHOCUTE, BPCKUTE U BIIMjaHUjaTa Ha
[PHOTOPCKaTa KHUKEBHOCT CO JPYTUTE KHIKEB-
HOCTH — 3a€IIHO CITIOACTYBajKH TH TIIOOAITHHUTE U
WHTEPKYATYPHUATE WACJHH W €CTETCKH HCKYCTBa.
3a Toa mpuIOHENa U CUTYyalljaTa MITO Ha IPHOTO-
pcKara KyATypHa U KHIDKEBHA CIICHA CE I10jaBHIIe
KaKo BIJIMjaTeIHN MOBEKE MEPHOIUYHH CIHCaHU]ja,
aNMaHacu, KaJleHJIapy ¥ BeCHUIM. Mery noucrak-
HaTUTE OJ crucaHujata Owmne: [[pnoiopxa (1871
n 1884 — 1885), 3eiia (1885), Hosa 3einia (1889
— 1891), Jhyua (1895 — 1900), Kuuowcesenu nuciu
(1901 — 1902), Jlan (1911 — 1912), u ap. Ox anma-
HacuTe ke tu criomeHeme: Opaux (1865 — 1880 u
1885), boxa Koiuopcra (1882 — 1883), hoxa (1909
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— 1914), u np. Cekako neka mMely HHB 3Ha4ajHa
ynora umase u kanesnapure: [ pauya (1889 — 1893
u 1896 — 1897), 3eiia (1908 — 1914), 3axymme
(1908 — 1909) u Jiosken (1902). KumwxeBHute u
uaejuute teHaeHmu Bo Llpua Iopa ce adhupmu-
paiie u mpeKy BECHHUIIUTE KO ce h3aaBaie Bo Lle-
tuwe: [{pnoiopay (1871 — 1873) u [hac L{pnoio-
paya (1873 — 1914), xako 1 OHHE KOU U3JIETyBaJe
Bo Hukiuk: Hesecurve (1898 — 1899) u Onotowiu
(1899 — 1900). ITpucycTBOTO Ha OMIIITECTBEHATA,
KyJATypHaTa U Ha KHIKEBHATa nepuojuka Bo LlpHa
I'opa moynana ma 0BO3MOXKyBa pa3Boj Ha TUTypa-
JU3aM Ha HJIeUTe, HO M TIOTTUKHAIA €CTETCKH CO-
o0Opa3yBama Ha TBOPEYKUTE MOIEIH CO UCKYCTBa-
Ta Ha JIPYTUTE KHIKEBHOCTH O] OTIKPYKYBaHETO U
0]l CpETHOEBPOIICKUTE KyATypHH cpenunn (Velev
2021: 424-425). Bo nepuoaot Mery BTopara mosjo-
BuHa Ha XIX u npBuTe ABE JeleHUH 0] XX BEK
BEKe ce TUIOJIOTH3HNpaia aBTEeHTHYHOCTa Ha HOBa-
Ta IPHOTOPCKA KHUKEBHOCT, KOTa U Ce T0jaByBa-
Jie OpOjHM KHWYKEBHU TBOPIIM HA MOETCKH, MPO3-
HU, JPaMCKH, MATONUCHU, MEMOAPCKA M Ha KHU-
KEBHO-KPUTUYKH Jiesia. bpaHOT Ha HOBWUTE W TO-
OTBOPEHHU KOH HAJIBOP KYJITYPOJIOIIKH MPUIBHXKY-
Bama BO L{pHa ['opa ro moTTUKHAI U UHTEPECOT 3a
WHTEPKYATYPHUTE OJTHOCHU CO JIPYTUTE HAIMOHAI-
HU U TJI00AJTHU KHIKEBHOTBOPEYKH UCKYCTBA, PU
HITO C€ MHTEH3UBUPAJIC U MPEBOIUTE HA MOCTCKU-
TE W HA MPO3HHUTE aKTYEJIHU KHW)KEBHH Jiena. [as-
HO, TIOTOJIEMHUOT /€T O IIPHOTOPCKOTO KHM)KEBHO
TBOPEMITBO C€ TMOTIHPAJIO BP3 TPATUIIHOHATHUATE
(ONKIIOPHH ¥ MOPATTU3ATOPCKO-UIAKTHIKH UCKY-
CTBa, KO€ BO Pa3BOjHUOT KOHTEKCT NPETCTaByBa-
JIO IPEMOCTYBamke Ha TpaJulujaTa KOH COBpEeMe-
HUTE WJICJHU TCHJCHIUU U TBopeuku Gopmu. Ho
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Y MOpaHeNIHaTa U3rPpaJicHa [IPHOTOPCKA TPaIUIIH]ja
HA MHTEPKYJITypHA KOCT3UCTEHI[Mja CO TBOPCUKH-
T€ TEpPCIEKTUBU Ha CPEIHOEBPOIICKATA KHUKEB-
HOCT, BO TojieMa MepKa NpHua0HeNa J1a ce MpHcTa-
I JI0 TTOOCIIO00ICHO MPUCTIOCO0YBamke HA HOBA-
Ta IPHOTOPCKA KHIDKEBHOCT KOH COBPEMEHHUTE Te-
KOBH Ha EBPOIMOIEHTPUCTUYKHUTE KHIKEBHOTBO-
PEUKH MPABIH U UjejHU Mojienu. Toa i1 0BO3MOXY-
BaJI0 Ha HOBAaTa L[PHOTOPCKa KHMKEBHOCT Ja ITO-
YHE J]a TH arcopOupa MOJIEPHUTE U aBaHTapAHUTE
KpEaTUBHH JIOCTUTHYBAba, CO KOM KaKO YMETHOCT
1 KaKo KYJITypa YIITe MOBEKe ce JOOMmKyBaia 10
AKTYeITHHOT 3a TOA BPEME EBPOIICKH KHIDKCBEH
KoHTeKcT. O TOj pa3BOEH MepHol, Mery OpojHUTE
HCTaKHATH LPHOTOPCKU TOETH, MHCATENH, ApaMa-
TYp3H, MATOMUCIH, KPUTUYAPH U KHUKEBHH IPO-
CIIe/lyBa4M C€ M3J[BOWJIC W J[BaTa EMHUHEHTHH IIp-
HOTOPCKH KHMXKEBHU KPYTOBH: BOKOKOTOPCKHOT M
I17beBILEHCKHOT.?

2

HcrpaxyBamara u 00jaByBaHUTE HAYIHU TIPH-
no3u Ha Munopan HukueBuk 3a noseke of 6-zaetie-
HUCKHOT MOCTHETOUIEBCKH KHMKEBHOMCTOPHCKH
pa3Boj Bo Llpua ["'opa HaTamy IBPCTO Ke Ce BTeMeat
KaKko TpajHH BPEAHOCTH BO MOHTCHEIPHCTHKATA.
JoceramHata HWBHA TIOMHMPOKa NPUGATESHOCT
BO (¢uionorujata Beke IMPEeTCTaByBa CBOCBHICH
KYJITYpHOMCTOPUCKM TaTOKa3, MO KOj ke Tpeda
Ja ce IOBp3yBaaT TEKOBUTE HA IPHOTOPCKUTE
TPaJULMOHAIHN MCKYyCTBa OJf MHHATOTO CO
MPOMOJICPHUCTUYKUTE  MJCJHU U CCTCTCKH
TEHACHIIMM — KaKO TOTTHKHYBAYKH TBOPEUKHU
MpEeIM3BHUIIA BO coBpeMmeHocta. CiencTBeHO,
KHIDKEBHOMCTPaXKyBayKaTa JIejHOCT Ha mpod. a-p
Munopan HukueBuk ke poJ107KH J1a e TIOTBPIyBa
KaKo He3a00MKOJIECH Hay4eH XOPH30HT, BO KOj Ke
ce HaBpaKaar CeraliHuTe U WIHUTE OalKaHOJIO3H,
CJIAaBHCTH, a U HaJl C& MOHTCHETPUCTH.

I{enocHNOT KHMYKEBHOMCTOPHUCKH TIPETJIe]T Ha MT03HAYajHUTE PHOTOPCKHU MUCATEIN o1 mepuonot mery 1852 u 1918 ronuna

ce MPeTCTaByBa BO TpeTaTa KHUTA O] U3JAHUETO Ha Mcmopujama na yproeopckama kuuscesnocm. Buan: Nikcevic 2012.
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Ilija Velev

The Research Contribution of Milorad Nikchevikj in the
Affirmation of the Montenegro Post-Njegosh Literary Historical
Continuity of Development
(Summary)

Milorad Nikchevikj (1941-2021) is a prominent Slavist, with accent on Croatian and Montenegrin studies, com-
parator, whose books and scientific contributions represent serious sources for following unknown, little known
and competently interpreted or analyzed cultural-historical processes, works and authors. Specifically, our research
refers to his contribution to the disclosure of the Montenegrin post-Njegosh literary-historical continuity of devel-
opment, following the ideological tendencies, the authors and the works in the period from 1852 to 1918. Special
interest is paid to his authorship of the third book in the History of Montenegrin Literature (Podgorica 2012), which
projects the Montenegrin literary-historical development in the mentioned periodical framework - forwarded in the
context of global South Slavic and Central European literary tradition as well.

Key words: Milorad Nikchevikj, Montenegrin literature, Montenegrin studies, Slavic studies, comparative studies
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Introduction

In the past decade online communication dom-
inates. It has outclassed face-to-face communica-
tion, becoming an increasingly common form of
social interaction. The processes of establishing
and maintaining social relationships for both per-
sonal and professional goals have been transferred
to online venues. All social relationships are al-
ways something continuing through time. Estab-
lishing and developing a social relationship means
that people prefer interacting with certain members
of a community, but avoid, even reject to interact
with other members. The relevance of this study
is that close analysis of everyday social activities
such as online chats can help us understand how
we achieve satisfying our personal and profession-
al development as human beings, i.e., how we use
language as social action (Bekar, 2015).

Emoji are an integral part of any online social
interaction. Their usage is taking on characteristics
of verbal language (Herring, 2020; Na’aman et al.,
2017). Research has shown that emoji are in fact
evolving into a separate language which is specific
for its graphic features (Ge & Herring, 2018; Mon-
ti et al., 2016). Other researchers claim that since
it is pictographic, the language consisting of emoji
is, or will be, universally used and understood (Ai
etal. 2017).

Emoji usage is increasingly popular on so-
cial networking venues (e.g., Twitter, Facebook)
which are offering alternative ways of gaining and
responding to knowledge (Bekar, 2019). The pro-
duced content of these venues is open and depen-
dent on audience engagement. For example, on
Facebook, the content is scaffolded and co-con-
structed to such an extent that numerous readers
and writers, i.e., users, participate in the discus-
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sions that appear below a certain post. My main
claim that will be supported in this paper is that
phatic communion is not achieved only by “mere
exchange of words,” but that it also dwells in the
extralinguistic elements and the sharing of individ-
ual mental, temporal, and existential contexts.

Text-based chat

Text-based chat is a computer-mediated com-
munication mode. With the fast-emerging technol-
ogy there has been terminological confusion of the
words “CMC,” “synchronous CMC,” and “chat.”
Broadly speaking, CMC refers to human commu-
nication which is facilitated by computers, Ipads,
smart phones. The definitions provided here are by
three sources, two scholars and one online dictio-
nary-encyclopedia, whose information is verified
by experts. December (1997) defined CMC as “a
process of human communication via computers
involving people, situated in particular contexts,
engaging in processes to shape media for a variety
of purposes” (as cited in Thurlow, Lengel & Tom-
ic, 2004, p. 14). Herring (1996) defined CMC as
“communication that takes place between human
beings via the instrumentality of computers” (p. 1).
Finally, according to Webopedia.com,' “CMC is a
human communication via computers and includes
many different forms of synchronous, asynchro-
nous or real-time interaction that humans have with
each other using computers as tools to exchange

1

text, images, audio and video” (Webopedia.com.
2004, CMC para. 1). CMC is a mode of commu-
nication different from face-to-face (FtF) commu-
nication and writing, and is defined by the medi-
um used. In this study, CMC encompasses not only
communication, but the whole process by which
people exchange information and perform social
action using computers or other tech-gadgets.

There are two types of CMC: asynchronous
CMC (e.g., emails and blogs where the commu-
nication occurs without time constraints, i.e., par-
ticipants can log in at their convenience) and syn-
chronous CMC (when participants are online at
the same time). Text-based chat is believed to be a
mode of synchronous CMC. In synchronous com-
munication, interaction occurs in almost real time,
and it happens in so-called “chat rooms”. Exam-
ples of chat rooms used in the past include Inter-
net Relay Chats (IRCs), and web-based chat sys-
tems such as Yahoo chat (Yahoo! Messenger) or
Google/Gmail talk. Recently, the online commu-
nication is mainly performed via Facebook, Viber,
WhatsApp, and Twitter. Text-based chat is an in-
teractive and synchronous mode of communication
that may involve two or more participants who are
online at the same time but can respond at any time
that is convenient to them.

Webopedia is a free online dictionary for words, phrases and abbreviations that are related to computer and Internet tech-

nology. Full-time experienced editors gather information from standards bodies, leading technology companies, universities,
professional online technical publications, white papers and professionals working in the field. Every definition is verified
among multiple sources; definitions are never based on just one source.
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Previous research

Online text-based chat shares common fea-
tures with instant messaging (IM) and text mes-
saging (Isaacs, Walendowski, Whittaker, Schiano
& Kamm, 2002; Palfreyman & Khalil, 2003). The
linguistic items and the strategies of shortening
standard language forms and substituting for the
lack of prosody used in text-based chats are similar
to those used in text messaging and instant messag-
ing. Because I explore only several extralinguis-
tic elements such as emoji, written out laughter
and the like, the research-driven studies present-
ed in this section provided information regarding
how text-based communication has been analyzed
so far and what else is still needed to be researched
in this area. Text messages produced by Ameri-
can college students with respect to lexical short-
enings, transmission way, emoticons, and punctua-
tion were explored by Ling and Baron (2007).Tex-
ting in several languages was explored by Ddring
(2002) for German, Héard af Segerstad (2002) for
Swedish, Ling (2005) for Norwegian, and Thurlow
and Brown (2003) for British English (as cited in
Ling & Baron, 2007). All these studies demonstrat-
ed how instant messaging and text messaging share
common features in regard to abbreviations, acro-
nyms, emoji, omission of vowels, omission of sub-
ject pronouns, misspellings, and multiple or spe-
cific punctuation. It is interesting from current per-
spectives to note that these researchers experienced
difficulties to collect text messages, because text
messaging was a new phenomenon relatively at the
beginning of the 2000s. This proves how fast tech-

nology changes along with people’s perceptions
towards it, as well as CMC-related terminology.
During the same decade, Baron (2004), as
well as Tagliamonte and Denis (2008), conduct-
ed two statistical IM studies, which along with the
above-mentioned Thurlow and Brown’s (2003)
discourse analysis of texting reported that abbre-
viations, acronyms, and emoticons were less dom-
inant in young people’s computer-mediated com-
munication than suggested by the popular pub-
lished claims. Ling and Baron (2007) emphasized
that more corpus-based analyses of such features
as abbreviations and punctuation are necessary
because by collecting data from similar popula-
tions the linguistics of texting and IM can be com-
pared in a more insightful way. Researchers have
also approached emoji as elements that exhibit the
same linguistic patterns we see in sentences. Re-
search on linguistic elements in online communi-
cation becomes more prominent when the use of
emoji in non-English contexts is taken into con-
sideration. Ge and Herring (2018) found out a ten-
dency in Chinese emoji sequences for the emo-
ji that expresses the position of the speaker to oc-
cur in sequence-final position, and also realized
that some emoji which function like a grammat-
ical object appear before the verb, suggesting an
object-verb-subject order. This is due to the fact
that the emoji order differs from the basic word or-
der of Chinese, which is subject-verb-object, like
English. Moreover, Stamatov (2017) discovered
that the users of Google Hangouts from the Unit-
ed States and European and Asian countries create
emoji sequences with verb-subject and object-verb
orders, e.g., ‘Boy rides horse’ (lit. ‘ride-horse boy”)

43



Mira Bekar: CREATING PHATIC COMMUNION THROUGH EMOIJI IN ONLINE CHATS

and ‘Look at mobile phone’ (lit. ‘mobile phone
look-at”). These research studies show that emoji
language is not universally used although the gen-
eral assumptions are that it is a universal way of
communication. It is less clear, however, to what
extent these patterns are systematic, as opposed to
random orders that convey no consistent linguis-
tic meaning.

Research methods

This research included both quantitative (de-
scriptive statistics) and qualitative methods. The
qualitative approach included: (1) a survey used to
collect some demographic data about the partici-
pants (first language, other languages they speak,
age, gender, academic status, and occupation) and
information about their experiences with text-
based chat, as well as about their purposes for text-
based chat; (2) analysis of the discourse features
of fifty online text-based chats done by five par-
ticipants, followed by (3) in-depth discourse-based
interviews (Odell, Goswami, & Herrington, 1983)
asking the participants to reflect on their chatting
practices. For example, I asked questions such as
“What did you want to achieve with this © here?”.

The focus of the research was on how partici-
pants engage into and maintain social interaction
when communicating online by studying in de-
tail the instances of computer-mediated interac-
tion (TBC), analyzing participants’ interpretations
of what was going on and how their interaction in-
fluenced their phatic communion in two languag-
es. The next step was categorization of the assump-
tions of the participants which guided them to act
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as they acted and to understand how the linguis-
tic elements and the rhetorical choices they used
contributed to their interpretive and expressive
processes.

Five participants were included in this study
and all of them sent me naturally occurring con-
versations (i.e., the chats were not collected in an
experimental and controlled setting). The partici-
pants chatted online with Macedonian and English
speakers. Participants provided 50 two-party chats
done in Macedonian and in English. The only re-
quirement given was that the TBCs should be min-
imum 15 minutes long (i.e., without counting the
longer breaks between turns when one of the par-
ticipants would leave the TBC for a short time).

The other instrument used for data collection
was the survey distributed via Qualtrics. Apart
from collecting background information about age,
gender, first and other languages they speak, occu-
pation and academic status, the survey consisted of
20 questions focusing on the reasons, frequency,
and nature of the text-based chatting practices. The
third step consisted of discourse-based interviews
(Odell et al. 1983; Hyland, 2000) conducted in En-
glish with some instances of Macedonian in the an-
swers. Participants reflected on their online chat-
ting practices while focusing on significant points
related to my text-analysis of their linguistic, rhe-
torical, and pragmatic choices (Hammersley & At-
kinson, 1995), i.e., they discussed why they com-
municated in the way they did.

Unlike some other genres, people are not
taught how to compose text-based chat. For ex-
ample, there are principles for writing reports, ar-
ticles, letters and emails; however, there are no
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rules what structure and content a text-based chat
should have or what rhetorical moves one should
use. Thus, this exploration of text-based chats was
aimed to explore if there are some common social
“norms” that participants respect while structur-
ing and maintaining their TBCs. When I asked the
interview questions, I assumed that there is some
context-specific knowledge the chatters share and
may be unknown to me. Participants were asked
questions such as: “Do you often use emoji?” or
“Do you feel you dominate in the conversation?”

My research is based on a case study approach
(Denzin & Lincoln, 1994; Duff, 2008; Hammers-
ley & Atkinson, 2007). The participants were cho-
sen because of their willingness to participate and
share their TBCs with me and they shared simi-
lar educational, linguistic, as well as profession-
al background (EFL teachers at a certain period in
life). It is important to mention that their chatting
practices are tied to their local context, Macedo-
nia, and other countries such as England and the
US, where some of them got educated and lived
for some time. All participants graduated from the
same Department of English language and litera-
ture at the same university. All of them were be-
tween 24-33 years, four females and one male, and
they used English for more than 20 years when the
research occurred.

Phatic communion

This section defines phatic communion and
explains how this phenomenon is co-construct-
ed through using extralinguistic elements such as
emoji. Malinowski recognized phatic talk to be a

form of action with the aim “to establish bonds of
personal union between people brought together by
the mere need of companionship” (p. 151). Phatic
communion as defined by Malinowski (1923) is a
type of speech “in which ties of union are creat-
ed by a mere exchange of words” (p. 315). Even
though phatic talk “may not serve any purpose of
communicating ideas, phatic communion is func-
tional in defusing the threat of taciturnity” (p. 150).
Lyons (1968, p. 417) modified the term ‘“phat-
ic communion,” adding “it serves to establish and
maintain a feeling of social solidarity and well-be-
ing.” Moreover, phatic communion depends on the
ability to manage interpersonal relations while si-
multaneously adjusting to the discussed topics, as
well as on the awareness of the particular usage
of emoji.

I am aware that it is difficult to separate indi-
vidual from social phenomena. For example, Ma-
tusov’s (1998, p. 326) major criticism of the inter-
nalization model is that it is “ethnocentric - it priv-
ileges mastery of a solo activity as the crux of hu-
man development” and in its place he suggested
a “participation model,” in which the focus is on
the individual mastery of joint activity. Joint and
solo activities mutually constitute each other and
are “inseparable aspects of a sociocultural activity”
(p. 327). By studying TBC it is possible to discov-
er whether the basic social function of a complex
interactional behavior which includes phatic com-
munion is realized through a detailed organization
of interpersonal relationships in which participants
share their beliefs, attitudes, identities, and roles.
The process of phatic communion provides peo-
ple engaged in a conversation with the chance to
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inquire into the unknown details of the evolving
roles they will be playing and adjusting in an in-
teraction, which basically include the social iden-
tity and the momentary interests, moods, motiva-
tions, and purposes of the other participants, or as
Goffman (1959) believed, participants in commu-
nication try to achieve the “working consensus” of
the interaction through phatic communion. The fo-
cus in such interactions is establishing a mood of
sociability rather than communicating information.

Phatic communion through emoji and
other extralinguistic elements

Apart from other rhetorical and discursive strat-
egies, emoji, eccentric spelling, eccentric punctua-
tion, and written-out laughter may also function as
tools for creating phatic communion. In an online
interactional environment that is mainly verbal and
nonphysical, such as text-based chat, emoji, whi
are graphic representations of feelings (O, ®, "&7)
may contribute substantially to the social meaning
of a message. Emoji seem to be ritualized expres-
sions that fulfill a social function. They are used by
participants in an online communication to replace

46

words, emotions but also to mitigate the strength of
negative reactions, to make sure that nobody gets
offended and to avoid specific answers to various
questions that one may not want to answer. Imag-
ine someone asking for someone’s availability via
TBC, saying “Are you busy?” and getting a neg-
ative response such as “Yes. Actually, I can’t talk
to you right now.” That negative response might
have an inordinate effect especially in a typed me-
dium where contextualization conventions are ab-
sent. But putting a smiley at the end of the same
response, or an emoticon showing how busy you
are—for example, the emoticon for a nerd with
glasses (G—D) referring to busyness—will foster the
phatic function of an utterance.

The concrete functions emoji played in the
TBCs analyzed in this study were alignment, relief,
support, and solving problematic issues (e.g., com-
plaints to romantic and business partners). Table
6.5 summarizes the frequency and types of emot-
icons participants used. Smileys, as the most fre-
quent types of emoticons used in online text-based
chatting, were counted separately from other emot-
icons such 3 nerdy face G—B, sad face "= |, party
emoticon "=, and so on.
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Table 1 - Frequency of Emoji Used in English and Macedonian by the Participants

Participant | Emoticons in English | Emoticons in Total number of | Total
TBC Macedonian TBC emoticons used | Emoticons participant used to
by participant number of typed lines
P1 35 smileys; 15 smileys; 57 57/495
5 other emoticons 2 other emoticons (11.5%)
P2 47 smileys; 32 smileys; 93 93/418
10 other 4 other (22.2%)
P3 16 smileys; 13 smileys; 38 38/306
7 other 2 other (12.4%)
P4 15 smileys; 25 smileys; 44 44/703
2 other 2 other (6.2 %)
P5 9 smileys; 6 smileys; 17 17/503
1 other 1 other (3.4 %)

P2 used emoji most frequently among all par-
ticipants. Four participants used emoji more fre-
quently in the English TBCs than in the Macedo-
nian ones, only P4 used more emoji while chatting
with their Macedonian friends.

Apart from emoji usage, phatic communion
in the analyzed online text-based chats was built
through the use of extralinguistic elements such as
eccentric spelling, eccentric punctuation, and writ-
ten-out laughter. In English, the participants sub-
stituted for body language and intonation with the
use of 1) eccentric spelling (e.g., “byeeeeeee™);
2) written-out laughter (e.g., variants of “haha-
ha,” “hehehhe”, “chuckle); 3) words in parenthe-
ses for demonstrating lower voice, inner thoughts,
or for avoiding interruption while the other chat-
ter was typing; 4) eccentric punctuation (e.g., mul-
tiple punctuation marks “///” used for surprise, or
“...” used for leaving a line/thought unfinished;

5) graphic representations of surprise and cheer-
ing (e.g., “ju-huuu,” “wo-hoo”); 6) emotional and
mental states (e.g., “argh” for anger; “yuk” for dis-
gust; “pfff” for nonsense; “zzz” for feeling sleepy;
“nope” and “nooo” for negation; “yup,” “yeah,”
and “yay” for agreement).

In Macedonian, the instances of eccentric
spelling, eccentric punctuation, and written-out
laughter that occurred in my data were the fol-
lowing: 1) eccentric spelling (e.g., “naskoroooo”
meaning “soooon”; “nateeeee” - a prolonged final
vowel of a personal name for drawing attention;
“SHO ZBORISH,” meaning “WHAT ARE YOU
SAYING,” used for surprise - an instance of using
capital letters for emphasis); 2) representations of
emotional and mental states (e.g., “ay” for surprise
and shock, “uf” for complaint, ,,xaxa* for laughter,
“aaaa” for understanding), and 3) direct borrow-
ings of English words with Macedonian spelling
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(e.g., “baj baj” instead of “bye bye,” “frendli” in-
stead of “friendly,” “lajt” instead of light, “/ajk” for
“like”). Data showed that one participant (the only
male participant) used more instances of eccentric
spelling in the Macedonian online text-based chats
than the others, while all the others used eccentric
spelling more frequently in their English TBCs.
As for the written-out laughter, most of the partic-
ipants used similar number of phrases to replace
laughter in both languages. Overall, all instances
of eccentric spelling, eccentric punctuation, and
written-out laughter, which share similar functions
with emoji were more frequently used in the En-
glish TBCs than in Macedonian TBCs. The male
participant showed some specific features since he
did not use a single instance of written-out laugh-
ter either in English or in Macedonian. In order to
find out more about the possible reasons for these
online chatting behaviors, I looked for evidence in
the exact TBCs and then discussed these findings
in the interviews with each participant.

Participants’ Views on the Use of
Emoji: Data from Interviews

This section presents three examples of dis-
course and conversation analysis of text-based and
of excerpts of my interviews with the participants
on their views about the possible reasons for the use
of emoji, eccentric spelling, and eccentric punctu-
ation, as well as other items to substitute for the
non-existence of physical contact. All these items
appear to be unavoidable elements for building
phatic communion and help us understand how so-
cial action is performed with language. These three
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were chosen as good representatives of the larger
corpus to show how the analysis was done for all
50 chats and how the interviews were structured.

Participant 2

The participant 2 used emoji, especially smi-
leys, for the following reasons: (1) conversation
movers (expressing willingness to chat with a cer-
tain person and keep the conversation going); (2)
alignment (or tendency to return a smiley if the
co-chatter uses an emoticon); (3) out of a habit, at
the end of an utterance as a period. Regarding writ-
ten-out laughter, she used 32 instances of “haha”
(with its variations “hah,”” hihi, "and “hihi”). In
the interview we discussed with the participant 2
her usage of smileys.

Excerpt 1

Me: Tell me, when it comes to using emoji which emoji
do you use most often and do you use them with
anybody, no matter what the relationship is with
that person?

P2: Actually, I use the smiley face. That’s the most
common. Sometimes if that person is very close, I
would use the one with the kiss or the one taking
their tongue out. (P2Int2)

The discourse analysis of her TBC demonstrat-
ed that P2 has used smileys as conversation mov-
ers, or as she explained it, a smiley at the end of a
line in the opening sequences meant that the other
chatter gets the turn and “can continue chatting.”
Using smileys also meant that the participant was
willing to chat with somebody. If she knew that



CONTEXT / KOHTEKCT 25, 2022

the interaction would be short, she “would just not
put the smiley face”. The excerpt below is a rep-
resentative instance of using an emoji for express-
ing willingness to interact, as a form of alignment
or accommodation. The way P2 performs this so-
cial action is a good representation of other partic-
ipants’ accommodation of their online behaviors.

Excerpt 2: [An English TBC between P2
and Salome. Salome is preparing a presentation
on Macedonia and asks P2 to help her with some
Macedonian music. In this sequence they are
discussing a traditional Macedonian song “Your
Eyes, Lena.”]

50[14.05.2010 23:52:38]
Salomé: BTW... I love Lena’s eyes!!!

51[14.05.2010 23:52:51]
Salomé: I wish I knew what it said... but it’s

beautiful

52 [14.05.2010 23:52:58]
Salomé: I’m enjoying this sooo much!

53 [14.05.2010 23:52:59]

Salomé: =)
54 [14.05.2010 23:54:03]

P2: ) (P2Ch 1)

In line 50, Salome changes the topic with the
abbreviation “BTW,” often used as a topic shift ini-
tiator, and expresses her positive evaluation of a
Macedonian song, adding that in spite of her lack
of knowledge of the language, she enjoys the song.
Salome ends her sequence, consisting of four turns,
with a variation of a smiley, to which P2 responds
with another smiley, aligning with the feelings Sa-
lome expressed. The analysis of all TBCs P2 sent

to me demonstrated that she tended to react with a
smiley when the other chatter would use a smiley.
In trouble sequences, P2 usually reacted with writ-
ten-out laughter (“hahaha”) because for her, online
text-based chatting “doesn’t seem as serious as the
face-to-face interaction.”

Participant 3

Participant 3 (P3) was the only participant
who conceptualized emojis, specifically smileys
as a “problem-solver,” as tools which “absorb the
shock,” and as face preservers. For example, she
stated, “the other side will not take your refusal so
seriously if you use a smiley.” The discourse analy-
sis of her text-based chats showed that P3 was very
systematic in her use of smileys; for instance, for
avoiding losing face. She reported she would al-
ways use a smiley when she felt like avoiding an
answer she was expected to give and said she used
planned repetition “in a manner to buy time or to
think up with the other person”. P3 appeared to
keep a positive face with emoji and used smileys
“as a screen,” meaning she did not want people to
see what she was actually thinking. We can see this
usage in the excerpt below.

Excerpt 3: [An English TBC between P3 and
Bob. After checking the well-being of P3, Bob
starts a sequence in which he complains about his
destroyed sleeping patterns.]:

18  [14.09.2010 09:44:49]
Bob: plus I’m training again so that is taking time to
adjust too
19 [14.09.2010 09:45:11]
Bob: I don’t know if it’s the sleeping or the training but
I’m mega horny all the time :D
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20  [14.09.2010 09:48:34]
Bob: I did a back walkover this morning :)
21 [14.09.2010 09:48:42]
Bob: Getting over my fear of going backwards
— 22[14.09.2010 09:48:58]
P3::D
23 [14.09.2010 10:00:31]
P3: off to work
24 [14.09.2010 10:00:36]
P3: hugs
25 [14.09.2010 10:02:10]
Bob: cau (P3Ch 2)

In this sequence, Bob complains about his
sleeping habits being destroyed after two nights
of partying and because of his training. After line
21, P3 appears that she wants to leave the chat. It
seems that the word “horny” made P3 use a smi-
ley “as a shield/screen” to avoid any further com-
ments and keep positive face. Instead of comment-
ing on Bob’s new condition, she decides to use the
big smiley (:D), in line 22, and initiates the end-
ing of the TBC. What is notable is the time lag of
11 minutes between the smiley and the reason P3
provides for ending the TBC—that she has to go
to work. This may show P3’s hesitation whether
to find a reason to leave the TBC or to stay com-
mitted to the interaction after the face-threatening
moment Bob does when using the word “horny”.
Whatever her reason was, Bob respected her reac-
tion and closed the chat.

Participant 4

Participant 4 (P4) was the most creative of all
five participants in expressing affective states with

extralinguistic items such as “ah,” “oh,” “noooo,”
“YUP” “OMG,” “wo-hoo,” “Nah...,” “ARG,”
“au,” “uf,” multiple punctuation, surprise markers
such as “0000,” “lele,” and capital letters for sur-
prise—a feature she used consistently. Regarding
written-out laughter, P4 used seven instances in the
English TBCs and seven in the Macedonian TBCs:
four instances of “HAHAHAHA,” one of “hihihi,”
and two of “hehe’). She reported that usage of smi-
leys depended on how serious her co-chatter was
and considered smileys “infantile,” and “kind of
stupid but very convenient.” P4 used emoji, espe-
cially smileys, for the following reasons: (1) teas-
ing or a face-threatening act; (2) filling a conver-
sation slot (the tendency to satisfy the need to be
active in the interaction); (3) alignment (show-
ing common interests and adapting the conversa-
tion style); (3) showing she misses the people she
chats with; and (4) demonstrating playfulness. P4
explained that she “would never use a lot of abbre-
viations or that kind of Internet chat slang” with
someone unless she felt very comfortable with
that person.

To conclude, participants in online chats have
various reasons to use emoji at the end of an utter-
ance or on a separate line—for example, as an af-
terthought, for softening the force of an utterance.
They may be used for (1) expressing emotional and
facial expressions (e.g., worry, moral support, joy),
(2) ritualized unemotional expressions similar to
the use of punctuation marks (e.g., use of a smi-
ley after every utterance), and (3) contextually de-
pendent phatic communion which is shaped by the
chatter’s purpose for interaction.



CONTEXT / KOHTEKCT 25, 2022

Conclusion and discussion

The topic explored addressed the nature of on-
line text-based chats with the aim to understand the
chatting practices and communication strategies of
a small group of Macedonian participants who use
both English and Macedonian in their online in-
teractions. Specifically, this study focused on how
speakers strengthen phatic communion through
emoji. The analysis of the participants’ usage of
specific linguistic and extralinguistic resources in
English and Macedonian showed how these seg-
ments are integral parts of approaching language
as social action. My research contributes to the
perception of TBC being a new mode of commu-
nication -- a hybrid text mediated by an electron-
ic device which is in-between spoken and written
type of communication. Online chatting becomes
a multi-competence interactive skill. It represents
a mode of communication typical of the new gen-
erations and which provides rapidly increasing op-
portunities to add video and audio files that aug-
ment TBC text. Online text-based chat is a specif-
ic mode also in regard to the extralinguistic ele-
ments chatters use; chatters are creative in finding
ways to substitute for the missing elements avail-
able in face-to-face interaction and for the psycho-
logical states such as “showing” different emo-
tions through typing. Another feature of text-based
CMC is that since it usually happens fast, sponta-
neity and interactivity, the two social features, are
more emphasized. The fact that this use sometimes
affects the clarity of the utterances should not be
ignored since often when one chatter does not un-
derstand the use of emojis by the other chatter in a

certain TBC, for example, the use of stand-alone
smileys, they would not ask for clarification.

The findings showed that phatic communion
was built through emoji meaning that all the par-
ticipants but one used emoji for different purpos-
es. They also showed that neither men nor wom-
en used TBC only to exchange information, and
the way the exchange was performed revealed var-
ious ways of strengthening the phatic communion.
We can understand the process of building phat-
ic communion more clearly by acknowledging that
people constantly adopt and defend their positions
on community belonging, knowledge, ignorance,
power, education, mentoring, and respect, and that
they accept, confront, and negotiate the positions
of others. The participants in online interactions
were able to quickly accommodate to personal and
collective cultures of their friends with a focus on
maintaining social interaction at a distance.

The idea of floating between the ritualized, i.e.,
conventionalized interaction and the affective one
is important for phatic communion and crucial to
the social nature of interactions. For example, if
an emoji softens the impact of a troublesome se-
quence, it is by one criterion phatic. All this shows
that emoji and other extralinguistic items should
not be only seen as substitutes for the absence
of physical cues such as gestures, voice, and fa-
cial expressions, but also as tools for maintain-
ing social relationships and co-constructing phat-
ic communion.
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Mmupa Bexkap

Co3naBame Ha paTHYKO 32¢JHHIITBO NPEKY eMOUH BO OHJIAjH Pa3roBOP
(Pe3ume)

Bo npukaxaHHOT TPyZ ja UCTpakyBaM BpcKaTa moMery (aTHIKOTO 3aeTHHUIITBO U YIOTpedaTa Ha eMOIH BO
KOMYHHKaIlFjaTa Koja ce OJBUBa OHJIajH. llenTa Ha mCTpaXKyBameTo € moxo0po fa TH MPOydYH MPAKTUKUTE 33 OH-
JIajH KOMyHHUKaI#ja (4eTyBame) Kaj Maya rpyma poIeHN TOBOPUTEIHN Ha MAKEIOHCKHOT ja3uK, KO KOMYyHHIIUPaaT
Y Ha MaKeJOHCKU M Ha aHIIIMCKHU ja3WK Kako cTpaHCKH. [Tomarorute 6ea 00e30eaeHN MPEeKy aHKeTa, TeKCTyalTHH
OHJIAJH Pa3TOBOPH M MHTEPBjya U Oea aHaJH3UPaHH CO yoTpeda Ha KBATUTATUBHU M KBAHTUTATHBHHA METOH, KaKO
U UCKYp3UBHA M KOHBEp3alUCKa aHaiin3a. [[OKOHKPETHO, CO MPOyUYyBamke Ha KCTPAIMHIBUCTHUKUTE (PEHOMEHU
(mp. emonn, Tumorpadekn dpopmu kako LOL, mcnmmrana cMea, eMOIIMH MPETCTaBEHU CO 300pPOBH) MPHUCYTHU BO
YETOBUTE Ha MOMTE YYECHHUIIM, KAKO U CO aHAJIM3a HA MHTEPBjyaTa BO Kou Oea IpalliaHy U 32 HHBHUTE KOMYHHKaIH-
CKH MPAKTHKH, Ce JI0j/1€ 10 3aKIIy4OK 32 MOKHHUTE (hopmu Ha (aTUUIKO 3aeTHUIITBO 1 HA KOM HAYMHH CE U3BEyBaaT
pa3IMyHK APYIITBEHU aKTHUBHOCTHU BO J[BA ja3UKa.

Kayunu 360poBu: emonu, (HaTHIKO 3a¢JHHUIITBO, TEKCTYaJCH OHJIAjH Pa3roBOpP, KOMITjyTepCKa KOMYHHKAIHU]ja,
aHaJIu3a Ha Pa3roBoOp

53






CONTEXT / KOHTEKCT 25, 2022

busbana PajunnoBa-HukosioBa

YK 316.7:316.774
Review article / Ilpeinegen nayuen iipyg

TEJEBU3UCKHUTE CAIITYHULIU U HUBHATA IIYBJINKA
(HU3 XYMOPUCTUYHHUOT CEPUJIAJI CA/IOH XAPMOHH
CHHMUMEH CIIOPEJl CHEHAPHUOTO HA BPATUCJIAB

JTAMHATPOB)

Kiy4Hnu 300poBH: €IEKTPOHCKU MEIMYMH, ITyOJIMKa, CallyHHLA, [TOIyJIapHa KyiTypa, cepujan Canon

XapmMoHU

IMonmyaapua KyJarypa

[Nomynaprara KyATypa Kako ,,lIOJUTHKA Ha ce-
kojnHeBHUOT )kuBOT (Fisk 1989: 56), nonr nepu-
o Ouia cMeTaHa 3a HHCKa, TPUBHjaJHA U KUY, U
Oowna muchanudukyBaHa BO IMOBEKETO TEOPET-
cku koHnenTu. Criopea TpaauIIMOHATHATE yUerha
KyJATypara ceKorall mpumnaraja Ha MaJlIHHCTBO-
TO, HE HA MHO3WHCTBOTO. 3a pa3imKa o1 ApPHOIT
(Arnold), xoj Benu nexa: ,,c€ OHa IITO TO CO3/1aBaaT
HUCKHTE OMIITECTBEHH CJIOEBU HE CE BUKA KYJITYpa
TYKY aHapXuja, a Taa He MOXe J1a oApa30oupa JIBU-
JKEmhe KOH COBpIIeHCTBO (ApHona 1869), mpet-
craBHunuTe Ha PpaHkdyprckara mkoixa AIOpHO
(Adorno) u Xopkxajmep (Horkhajmer), ymoTtpe0y-
BajKUd TO TEPMHHOT ,,KYyITYPHH HHIyCTpuu* (Ba-
KEH Jiell Ha KalnuTaJMCTHYKaTa eKOHOMHja Kaje
KyJATypara CTaHaja MpeaMeT Ha TPOU3BOJICTBO-

TO W Ha MOTPOIIyBadkara), (AgopHo, XOpKxajMep
1944), ne 3060pyBaar 3a aHapxHja, TyKy 32 CTOKOB-
HHOT KapakTep Ha YMETHOCTa, €BTUHOTO CEPHCKO
MIPOU3BOACTBO, KOHPOPMHU3MOT, 3abaBara, 3alBp-
CTYBambETO Ha KAITUTATUCTHYKUOT CUCTEM.
TeopeTnuapure Ha KyATYPOJOUIKHTE CTYIUH
mpaBar oowna ma ro pedopMmmpaaT MOUMOT KyIl-
Typa Ha HauWH MITO TOj K€ ja BKIy4yBa W IOMY-
napHara kyntypa. Crtjyapa Xon (Hall) mpu mpo-
MUCIYBambeTo (ICPUHUPABETO) Ha IMOMyJapHa-
Ta KyATypa BEJH JIeKa: ,,[IOyIapHaTa KylITypa He
€ HHUTY €JHO3HAYHA CTPYKTypa Ha OTIIOPOT, HHUTY
cocema HaMmeTHara gopma. Taa e BHOCHAa MHAYC-
TpHja, ce MpOou3BeAyBa 3a OpOjHH MOTPOIIyBa-
YM KOM MHMLUjaIHO CE 3aMUCIICHU U Ae(uHupa-
H1 Kako maca® (Xom 1990). Orryka, momynapHa-
Ta KyATypa Kako MECTO Ha MpHuQakame U OTIOp €
KOH(IMKTHO TMOJie KaJe MOXe Jia ce apupmupa,
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IucTpuOyupa u peneduHUpa OAPENCH TEKCT,
conpxxrHa wiH cepuja, na duck (Fisk) u Xaptou
(Hartley) 3axmyuyBaat aeka: ,,l1ITo moBeke Hekoja
TEJIEBU3UCKA COAPIKUHA OJJHOCHO CEepHja € peamnc-
TUYHA, BUCTUHHTA ¥ MPHjaTHA 33 OKO, Taa € IOIo-
mynapraa“ (Ouck, Xaprim 1989: 188).

TesieBU3NCKA cepuja: momyJapeH
TeJIEBU3UCKH KAHP; CAyHHIA:
MO/ZKAHP Ha TeJIeBU3MCKATA cepuja

TeneBusuckara cepuja € IOIMYJIAPEH TEJIEBU3-
WCKH JKaHp, koj nocnennuse 30-40 romuHM, crio-
pen BuueHTHK, € ,,I7IaBHO oOelnexje Ha TeleBU-
3MjaTa, KOja OCBEH KOHTHHYHMTET M XapMOHUja,
JlaBa M CUTYPHOCT BO putyanotr™ (Buuentuk 1983:
48-54). Criopen XurcoH: ,,3a BpeMe Ha MPUKAKY-
BalbeTO HA HEKOja TEJIEBH3HCKA CepHja YIIUIIUTE
OCTaHyBaar Mpa3HH, IITO € JOKa3 3a aJalTupame-
TO Ha ONIUTECTBEHATAa 3a€IHUIIA KOH TOA IITO CE
NpUKaXyBa Ha ekpaHotT™ (Xurcon 2005: 123-134).
CanyHckute omepu (CepHjauTe), OJHOCHO Cca-
MYHUIMTE KaKo TOJDKAHP Ha TEJIEBU3UCKHUTE Ce-
pHUHM ce co3laBaar 3a IyOiauKara M, Of ellHa CTpa-
Ha, ce 3a0aBa, K0ja To 33Ip)KyBa U OJIBJIEKyBa BHU-
MaHMETO Ha MyOJiMKaTa, HO, OX Apyra, Mak, mpo-
OneMaTH3MpaaT CYMITECTBEHU €r3UCTEHIIMOHA-
HU Tpallakba U Ce BAXKEH JUCKYPC 32 UCTOPUCKH-
TE, OIMITECTBCHUTE, TOJIMTHYKUTE U KYJITYPHUTE
MPEXHU Ha 3HAUCHE.

[menamero TENeBU3UCKH CallyHHLM IpeT-
CTaByBa KyATypHa M COLMja]HA Npakca (TUN Ha
KOHCYMHpame), Koja ce MpoydyBa BO CIpera co
"MHJIyCTpHjaTa Ha MpakcuTe’ M CO  OJHECyBame-
TO Ha myOnukara’. Taa, mak, myOnmMKara Kako Ba-
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JKeH OIMIITECTBEH CyO0jeKT (oOenekaH cO HEeKak-
Ba MCTOPHCKA, KYJATypHA U COLIUjaTHa CTPYKTYpa),
c¢ MOBEKE M MOBEKE CTaHyBa XHIIEPIIOTPOLIYBad
Ha TEJIeBU3UCKH CamyHUIM. 3a myOiukara, cary-
HUIIUTE BEKe O MOOJIaMHa MOoYHaa Jja CTaHyBaar
IPBOCTETICH CIIEKTAKJ, MPETCTaBa, er3UCTCHIHN]ja-
JIeH PEKBU3UT, IIITO TO MOTKPEIyBa 1e(EeTUCTUIKH-
OT XHWja3aM ,,u300p UMaTe caMo JOKOJIKY Hemare
n300p* (Lenesa 2005: 54). Ilyonukara yuecTByBa
BO CBETOT Ha CAIlyHUIUTE U ja CIOAEIyBa TpayMa-
Ta, cpekara, 3aJJ0BOJICTBOTO Ha 'M30paHUTE HAPO-
1 (TUIHOCTH )" U TIPOCTOPH, STHOBPEMEHO TIOIHE-
CyBajKH ja WJIM OECTIOMOIITHOCTA HIIH, MaK, cpeKa-
ta. Criopen pasmuciyBamero Ha Livingstone, my0-
JIMKaTa T [Jefa CallyHULUTEe 3aToa WITO ,,pUTaMOT
Ha MPHUKAXKYBamkhe € MHOTY CIMYEH Ha CEKOjIHEB-
ot xxuBot* (Livingstone 1991). Ox npyra ctpa-
Ha, Tak, Xoi (Koj OWj MHHUIjaTop 3a COCEM HOB
IPHUCTAIl KOH TEJIEBU3HCKUOT TEKCT U ITyONHKaTa,
Koja He € amop(Ha Maca), cMeTa JieKa ,,ImyOnnKa-
Ta HE CaMmo IITO TH NpPUMa MOPAKUTE TYKy U aK-
THUBHO T'Y co371aBa 3Hauemara‘ (Xon 1990). Xapriu
(Hartley) Benu neka: ,,ynorara Ha myOiuKaTa mpu
CO3/1aBam-ETO Ha 3HAYCHATa CEKoral e neppopma-
THBHA U € BO JWjaJIOT CO OMIITECTBEHUOT TOTAJIH-
tet* (Xaptmu 1993), onHOCHO ,,3HavYemarTa Ha He-
KOj MEAMYMCKH TEKCT CEKOTalll ce MPeAMET Ha Tpe-
roeopu‘ (Xepmus 2005: 436), a cnopen Mopiu
(Morley): ,,peneBaHTHOCTa Ha IyONMKara BO Jie-
KOIMPAmETO Ha 3HAYEHHETO Ha MEANYMCKHTE TEK-
CTOBH OBO3MO’)KYBa Ha TEJIEBU3UCKUTE CEPHjaIH 1a
ce miena o MHAKBa MEPCIEKTHBa o0ejIexaHa Co
JIUCKYP3MBEH KapakTep, KOj BOIM KOH peadupma-
[Mja Ha 3a7J0BOJICTBOTO Ha MyOJIMKAaTa U KOHCTPYK-
1yjaTa Ha UJCHTUTETOT, @ HE OJ] BUCOK CJIUTUCTHY-
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ku aron” (Mopmum 1995: 125). Ottyka, MOXe /1a ce
KOHCTaTUpa JieKa IOCTOjaT MHOTY PeJaluu, CHUTya-
LUK 1 HAYMHH, KOU TIOTEHIMjallHO BJIMjaaT Bp3 Ha-
YHHOT Ha KOj MyONMKara TW CO3[aBa M T'M MHTEp-
MpeThpa 3HaYeHkaTa Ha TEJICBU3NUCKHUTE CAITyHHUIH,
IIa Ha CAIlyHUIIUTE HE MOXKE MOBEKe Jla ce Ivera
KaKo Ha HEIITO IITO BO IEJOCT € ,,WACOTOIIKH 3a-
tBOpeHo  (Livingstone 1991).

JomamiHu ¥ cTpaHcKH (YBe3eHH)
TeJleBU3MCKH canyHulu (Bo PenyOiuka
Makenonmuja)

JloMalrHuTe TeJIeBU3UCKHU CAITyHHIIH, KaKO HO-
BHMHA U aBTCHTHYEH TOIYyJIapeH TSIECBU3UCKH TTO]I-
xaHp Bo PenyOnmuka Makenonuja, moyHyBaar na
ce pa3BuBaar M Ja ce mupar okony 90. romuHH
Ha 20. Bek, Kora HalMoHamHaTa MakeJoHCKa pa-
muo-tenesusnja (MPTB), tu yBese mpBute na-
TUHO-aMepUKaHCKH TeneHoBenu (Kacangpa, Ec-
mepanga, Ecilepanca...), cnegyBaa U WHIUCKH-
Te, TYPCKUTE M LIMAHCKUTE CAIyHHULH Kaj KoMep-
uujaigaute tenesusnn' (TB Cuten, TB Kanan
5), koW TIpeAW3BHKAaa OTPOMHO BHHMAaHHE Kaj
TJIeJ]aunTe, OJTHOCHO CO3/1afl0a HOBA TEJIEBH3HCKA
nyOnuka. Jlokomky ce TmoriemHaT JIHEBHUTE
HajaBU 3a TEJICBU3UCKOTO IPOTrPAMCKO EMUTYBAbE
kaj TB Curen u xaj TB Kanan 5, moxe na ce
3a0erNeu Jieka oJ1 CeIyM JieHa BO HeJenaTa, metT
JIeHa, U Toa MOYHyBajku ox 10 wacoT HayTpo ma
c€ 70 TIOJTHOK, C€ pe3epBHUpaHM 3a TyPCKHUTE H 3a

1

uHanckuTe camyanny. imeno, kaj TB Curen (koja
EMUTYBalkETO Ha CaANyHUIM CHHXPOHU3HWPAHU
Ha MAaKeIOHCKM ja3suK ro 3amouHyBa on 1993
ronuHa, 10 2022 roauHa WMa €MUTYBAaHO OKOIY
150 camyHuiM, a Kako WIyCTpalldja MOXE Jia ce
nocouat Hciuandynckaiua negecina, Manuoiu aia,
bypuu epemurva, Esen, Ilepeipuna), eTHOTHEBHAOT
MpPeceK Ha MporpaMcKara IieMa Ha eMHTYBambETO
CallyHHMLIM TO UMa CIEIHUOB 00JHK (3a0enexaHo
2020 roauna, cocrojOaTa U JICHEC HE € IPOMEHETa
OCBEH HacloBUTE Ha camyHuiute), Bo 10:00 wa-
COT ce 3aIlovHyBa co cepujata Crnyunu ja mojaiua
cygbuna, noroa Maneukaitia Hesecitia, a TIO Hea
cienyBaar Oinosu Ha mybOosilia, Bynitioenuuxa,
bypuu epemurva, 3eiti gomazeiti n Bo 23:15 vacot
3arouHyBa canyHunata FEszer. Jlojeka, mak, Kaj
Kanan 5 (xoja eMUTyBameTO Ha TEIICBU3UCKUTE
CaITyHHITH TO 3armo4yHyBa o 1998 ronuna u 10 2022
roavHa uMa emuTyBaHo 151 camyHuma, a Kako
WIIycTpaiyja Moxke na ce mocodatr Kapa cesga,
Daiima, Amaneiu, Ogmasga, 3abpaneitio jabonxo),
€HOJHEBHHOT IMpEeceK Ha IporpaMckara Iema
Ha EMHTYBAmbETO CAlyHUIM IO HMMa CJEJIHUOB
obmuk (3abenexxano 2020 rommma, coctojOarta
7 JIeHeC He € NMPOMEHeTa OCBeH IITO Ha CIleHa
ce Jpyrd HacIoBU Ha camyHuIm): Bo 10:00 ga-
COT Ce 3alo4yHyBa CO €MUTYBameTo Ha Kaiianu
yapwuja, Paszgenba, cnenyBaar 3abpaneitiu
conuwiitia, Benuueciigenuoiu cynitan, /{onunaiia
Ha eéonyuitie w BO 23:15 dacoT 3amoyHyBa cepurjarta
HUpein. Crnopeq MOMEHTATHUTE TIOJATOIH Of

Bo Tpynot, mpumep 3a KOMEpUHjaIHU TeJICBU3UH Kaj KOM BUIHO ce 3a0esie)xyBa eKCIIaH3ujaTa 0J] eMUTYBAaE CAIlyHHIIH Ce

CuTen (koja 3amodHa Jla eMUTYBa Iporpama Ha MakeJOHCKH ja3uk Ha 22 janyapu 1993 roauna ) u Kanan 5 (ocHOBaHa € BO
1998 roauna), mITO HE 3HAYM JIeKa M Ha OCTaHAaTHTe KomepuujaiaHu Teiesusun (Anda, TB 24...) He ce emuTyBaaT TypCKH,

WHJIUCKU CaITyHUIIN.
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MIPOTPAMCKHUTE IIEMH Ha OBHUE JIBE TEJIIEBU3HH, BO
Ostaro BojIcTBO 3acera e teneusuja Kanan 5, xoja
CeKOj ieH emMuTyBa 610 MUHYTH canyHUIIM (HEIITO
noBeke ox1 10 vaca). TeneBusuja Curen, nak, 3aoc-
TaHyBa 3a okony 40 MunyTu. Taa AHEBHO eMHUTyBa
570 munytn camynuid. OHa MTO € BaXKHO Ja Ce
MOTEHITUpa JIeKa U Kaj JBEeTe TeIeBU3UM ce 3ale-
JIeKyBa JJOMUHAIIMja Ha yYBE3E€HUTE CTPAHCKH ca-
MYHHUIM BO OJJHOC Ha CEPHjaIUTe O[] AOMAIIHA [IPO-
nykuuja (Cemejcitiso Cunienur — CuTen TelaeBu-
3uja u Maxegoncku Hapoghu ipuxasnu — Kanan 5).
Opn apyra ctpana, mak, MakeoHCKaTa TeJeBH-
3Hja, MPEeKy CBOjaTa JOMaIlHa MPOAYKIHja — CO3-
JlaBare MaKeJIOHCKH cepujan (camyHuIa), Tpeda-
1Ie 1a T0O OCBOM NPUMATOT HaJ yBE3CHUTE CTpPaH-
CKM CallyHWIM €O LieJI MyOJHMKaTta Jia Mpero3Hae
JIOMAIIIeH TPOU3BOJI, KOj Ke TO 3aJjp)KH BHUMaHHE-
TO Ha IMyOJIMKaTa 1 Ke NMpenan3BrKa yxuBame. OBa,
MaK, yKakKyBa Ha 3a€MHATa yCIOBEHOCT Ha JIOTH-
KaTa Ha KOMEPIIMjaJTHOTO U y)KUBAFHETO BO IIOITY-
napHOTO, Koe cropes; EHr (Ang) ,,He Ou Tpebasio
Jla TO UCKIIydyBa MPHU3HABAETO HA BUCTHHCKOTO
Y)KUBamWbE MITO JIyFeTO IO HaoraaT BO KOMepIujali-
HUTE MEINYMCKH TIPOTPaMH, IITO MoApa3dupa pas-
Oupame Ha TEeKCTYaJHHUTE H OIIITECTBEHO-KYITYP-
HUTE MapaMeTpu Ha Toa yxuBame ™ (Ear 2003).
MakenoHckara myonuka (pes 1 BO TpaH3HLIU-
CKHOT TIEPHO]1) YKUBAILE BO OPUTHHAIHOCTA U M3~
BOH/IPE/IHOCTA Ha JIOMAIIHUTE CepHjasii (CHUMEHH
BO IPOIyKIHja Ha MakeqoHCKaTa pajgro-TeleBH-
3uja ymre npen oxony 30-40 romuam). Bo mepuo-
ot Mery 70-90-tute rogunu Ha 20. BEeK MOXe aa
ce CIIOMEHAT cepujanute: BoauebHoiuo camapye
(1975), Uimap Ilejo (1977), Manuoiu ogpeg (1977),
Kypupoii na I'oye (1978), Byaxu kpaj wiunuite
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(1981), benoiio yuianue (1983), Maxegoncku Ha-
pognu ipuxasznu (1. cezona, 1984), Conyncku iia-
wpguu (1986), Cnyuxu og acusoiioiu (1987), Bu-
kerng na mpiiosyu (1988), Oiiciuanok (1990/1991),
Maxegoncku napognu ilpuxaznu (2. ce3ona, 1992).
Kon kpajot Ha 20. BEek U MOYETOKOT Ha 21. Bek ce
CHUMEHH YIITe HEKOJIKY JOMAIIIHU CepHjaln, Mery
Kou MOXe J1a ce ciomeHar Canon Xapmonu (1998),
Yunu tnasu (1998), Hoipewno speme (1999-2000),
Tonemu u manu (2000), O6uunu nyte (2005), Maxe-
goHcku Hapogru tpukasnu (3. cezona, 2010), Tpe-
iio ita mawxo (2011), Humepu (2015), Ilpeciias (1.
ce3oHa, 2016), Ilpeciias (2. ce3ona, 2017), Qamu-
nuja Maproscku (2017), a 1 BO OCITIeTHUBE TOTH-
HU ce CHUMEHH MOBEKe cepujanu mery kou: [lpec-
wias (3. ce3ona, 2018), Ilpeciias (4. ce3ona, 2019),
3oxu Hoxu (2020), Makegoncku napoguu ipuxasz-
nu (1. cezona, 2020), Ilpeciias (5. cezona, 2020),
Ipeciias (6. cezona, 2021), buciupa soga (2022).
CamyHunuTe, TelleBU3HjaTa (€IEKTPOHCKHOT
MeIMyM) U TyOllMKaTa NpeTcTaByBaaT TpPaHCIIa-
PEHTEH PEKUM, KOj ce eeKTyHnpa MpeKy mocpen-
CTBO Ha MEJUYMHTE BO CMHUCIIA TPAaHCMHUCHja Ha
CONIp)KMHATAa Ha CaIyHHUIUTE (TEKCTOT) IO IIy0-
nukara. [IpeqMer Ha MCTpaXKyBambe Ha OBOj TPYI
¢ TONIKYBamkETO HA perainyjara Mely camyHHUIlaTa,
CJIEKTPOHCKHUOT MEINYM U IyOJIMKaTa, Ha HAYUHU-
T€ Ha KOHIENTyaJln3allnja u pa3oupame Ha Teie-
BU3HCKaTa MyOJIMKa Ha calyHHUIlaTa, Kako U Ha Ha-
YUHUTE Ha KOW TEJIEBH3HMCKaTa ITyOnumKara ja WH-
TEpIpeTUpa U 1 J]aBa 3HaYCH¢ Ha camyHuara. [1o-
BHUKYBajKku ce Ha MekilyaH, KOj BO CBOjaTa KHUTa
Pasz0Oupame Ha METMYMUTE — YOBEKOBH IIPOJI0JIKE-
uuja (Understanding Media: The Extensions of
Man, 1964) paznukyBa Torum (paamoro — Oapa
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MaJIO YYECTBO OJl KOPUCHHUKOT, @ HyIH KOMIUIETHA
nH(popMaIja) 1 JaJHu (TeneBu3njara — 6apa ro-
JIeMO Y4YeCTBO Ha KOPHCHHUKOT 3allTO HEJ0CTacy-
Ba nH(pOpMaIHja 3a LEJIOCHO Ja ce pa3depe mopa-
KaTa) MEJIUYMH, COITIACHO CTENEHOT Ha MapTHIIU-
ranyja Ha KOPHUCHUKOT (Ha MyOJnKara), clemayBa
JIeKa TeJeBH3Mjara € JIaJeH MeInyM, a myOnnKaTa
e chepara Kajie TEKCTOT C€ MEPLUUITUPA U CE CO3a-
Baar 3Hayemata. OTTyKa, XUIOTe3ara € JeKa Telie-
BU3MjaTa (EIEKTPOHCKHOT MEOUyM) € TOCPEAHUK
noMer’y myOJiMKaTa U CalyHHUIIUTe, paclpoCcTpaHy-
BajKH TH HUBHUTE COAPKUHU 10 ITyOnmKara, koja e
aKTHBHA U BO MPOLECOT Ha MEpLEILHja U BO Ipo-
LECOT Ha KPEUpame U IUPEHE HA 3HAYCHA.
MoxkTa Ha TeJeBH3HjaTa KaKo eIEKTPOHCKU Me-
JUyM HUKaKo He Tpeda Jia ce MOTLEeHU NMpH TpaH-
CMHCHjaTa Ha COApKMHATA Ha calyHHUIaTa. 3a jaa
ce JIOKa)KaT IPETXOIHUTE TBPJEHA U XUIIOTE3aTa,
BO TPYHOT ke ce (pokycrpame Ha MOMYITapHUOT Ma-
KeZIOHCKH cepujan — camyHunara Canon Xapwo-
nu (1998). Llenta e na ce nokaxe ynorara, QyHK-
Lyjara u BIMjaHUETO Ha TEJeBU3HUCKaTa CalyHHUIa
kaxo cnermduueH TB-anuckype Bo (pe)kpenpame-
TO U BO YXKMBaWETO Ha IyOJInKara, a co Toa Ja ce
OCOYaT W HAYMHUTE HA KOM IyOJIMKaTa ja WHTep-
IpeTupa 1 1 JaBa 3HAUCHE Ha callyHuUara. 3a pe-
anu3anyja Ha IedTa [MocoueHara calmyHula Ke ce
aHalM3upa cO MpHUMEHa Ha WHTEPIUCHUIUIMHA-
PEH TpHcTaln, U cO MPUMEHA Ha XEPMEHEBTHKATa
Ke ce IPOTOJIKYBaaT U 3Ha4emara 1ITO CallyHHLa-
Ta I'¥ IPOU3BEyBa, KAKO U PEAKLIUUTE HA JIOKAIHA-
Ta myonuka. Kpurepuywm 1o koj e u3dpaHa camyHu-
Lara ¢ BpeMeHCKara paMKa Ha IPEMUEPHOTO NpH-
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Ka)KyBame, jacHaTa JleMapKallnoHa JINHU]a BO JHC-
Kyp3UBHOTO TI0JIC Ha 3HAYCH-€ HA COIIMjaTUCTHY-
KOTO, TPAH3ULUCKOTO U KAlTUTAJIMCTUUYKOTO MHJIje
Y TIO3UTHBHUOT OJIHOC Ha myOnukara. OTTyKa, uc-
TpaxKyBameTo ce (poKycupa Ha: HAYMHUTE HA KOH-
HenTyalu3annja U pa3oupame Ha TEIeBU3NUCKATa
myOmuka Ha canynunara Canon XapmoHu; Ha4n-
HUTE Ha KOM ITyOJIMKaTa ja MHTePIIpeTHpa U 1 JaBa
3Haueme Ha camyHunara Canon Xapmonu M ena-
Oopupame Ha MOMUPOKHOT OMIITECTBEH H IOJH-
THYKH KOHTEKCT BO KOj calyHHIIaTa (CEepHjasior)
HacTaHyBa. EmqHOBpeMeHO myOnnkaTa HeMa Ja ce
pasrienyBa Kako KOMIIAKTHa Maca, TyKy Kako ,,Cy-
JUp Ha JIMYHA WHTEPIPETATHBHH 3aCIHHIINA, KOU
CO3JaBaaT ja30JIHa TOYKa BO KOja KOMIUIMKYBaHUTE
MOJUTUYKN TEH3UH, UICOJIOIIKUTE TUIEMH U €KO-
HOMCKHTE MPUTHCOIM Haoraar cBoj u3pas‘ (Asid,
1990: 269).

Cepmujanor Canron Xapmonu —
XyMOPHCTHYHO NMPETCTAaBYyBam€ HA
KPYIHU OMIITECTBEHH, MOJUTHYKH U
€KOHOMCKH MpeBUPamba

Canon XapmoHu € XyMOPUCTHYEH MHHHU
TB-cepujan (camynwuima) Bo 10 mpogomkeHuja BO
npoaykuuja Ha MTB, cHUMEH BO TpaH3UIIMCKHOT
nepuof Bo 1998 roquna mo cuenapuo Ha bparwuc-
naB JlumutpoBs?, Bo pexxuja Ha Tuxomup bayoBck,
My3uKa U TekeT Ha OrHed HenenkoBcku. [ maBHATE
ynoru tu octBapuja: brmaroja Yopescku (borman),
Jlenue Menosa (Jby06a), Jenena XKyruk (Mapuja),
Jparan Cnacos — [lai (3npaBko), ['oue Togopos-

,Z[HMPITpOB € MAaKCJIOHCKH ITUcaTell, ApaMarypr, CUEHApUCT U KOJYMHHUCT. ABTOp € Ha OCYM JIpaMH1 U Ha €Ha MOHOApama,

kako 1 Ha TB-cepuure O6uunuy nyie n Tome og bGensunckaitia fiymiia, a IMa PeXKUPAHO U JIBE IIPETCTABH.
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cku (Ounanyo), Banuo [lerpymescku (Ilanojor),
Cabuna Ajpyna (I'posma), Becna Ilerpymescka
(Mumo3a), bojan Uynyes (BHykoT CTrameH40) H
JIPYTH MaKEIOHCKH aKTEPH.

Cepujanot — canynuiia Caron Xapmonu nper-
CTaByBa KOMHYHO-CATHPUYECH IMPHKa3 Ha CypoBa-
Ta OMIITECTBEHA CTBAPHOCT, KIIACHYEH TIPUMEp Ha
HApPATUBHO 3a0KPY)KCHH ICITUHH TIOBP3aHU CO He-
KOJIKY JIMKOBHU M €JIHA IICHTPAJIHA TeMa — JIC30PH-
EHTHPAaHOCTa Ha MaKeJIOHCKOTO CEMEjCTBO BO Bpe-
Me Ha (Make[oHCKara) TpaH3uija. CepujanoT BO
CYIITHHA € CIMKa Ha MaKeJIOHCKaTa TPaH3UIH]ja BO
KOja BPETHOCTHUTE, HABUKUTE U OOMYAUTE, TIPOH3-
JIC3CHU OJ1 MJICOJIOTHjaTa Ha COLUjATU3MOT, IO Ty-
0ar 3HaYCHETO, HOBOTO (TYI'MOT CBET BO KOj CaMo
oHHe 0e3 IBPCT 'pOeT Ce YyBCTBYBAaT Ha CBOE), CE
yiTe He € 0opMeHO, HO € Ha TIOBUJIOK.

®daxrot neka cepujasnoT Carnon Xapmonu 6erme
eMutyBaH Ha [IpBHOT kaHan Ha MakeoHCcKaTa Te-
JIeBU3Mja, BO JICH HeJena, BexHan rmo TB-/lHeBHH-
KOT 2, TO OTBOpa MpallamkeTo: Ha Koj HauuH Ca-
JoH Xapmonu ce obune na ja yoenu myOiukara Bo
COTICTBEHATa BHUCTHHUTOCT W Jia TO OKYITUpa HEj-
3UHOTO BpeMe? HajagexkBaTHHOT OATOBOp TIpen ce
€ BO MY3WYKH{ BOBE/IHATA IIMHUIIA, KOja € cyOnmmMar
O] TIECHATA IITO CE CIYIIa BO 33JHAHATA CO TEKCT
IITO € CIIMKA Ha JIyXOT Ha BPEMETO U U3Iie/a mpe-
MO3HATIIMBO, HO U JAJICYHO, OAJKOBUTO M YHHBEP-
3aJIHO; KaKO M BO TapaJie)IHOTO MEHYBambhe Ha CITU-
KHTE, KOH TY OTCJIMKYBAaT INIABHUTE POTATOHUCTH
Y BKHUTE CETMEHTH OJ1 HUBHHOT >KUBOT. OBa € e/1-
HHUOT O] HAUMHKTE MPEKY KOj MyOIHuKaTa € HCIpo-
BOIIMpaHa Jia IO 3al03Hae BUCTUHCKHOT CBET 3a]]
CIIMKUTE U Ja C€ OKYNHUpa CO COAPKMHATA Ha Ce-
pHjanoT, Koj o0paboTyBa W akTyanusupa npooie-
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MaTHKa OJ CEKOjJHEBHUOT KMUBOT Ha €IHO IpOCey-
HO MaKeJOHCKO CEMEjCTBO BO TPaH3HWIIHUja, COCTa-
BEHO Ol TP T'€HEPAlM U MET YCHA KOM >KHUBear
MO KCT MOKPUB, M OTBOPA HHU3a CEMEJHH eT'3UCTEH-
LIUjaTHA TIpaliama.

Haparmujara ru ciaenu er3ucTeHIIN] THATE TIpa-
mama (JOKUBYBamka) HA CEMEjCTBOTO Ha bormaH,
LITO Hajlara aHajau3ara Jia ce 3alo4yHe co Impocie-
JlyBaWkbeTO Ha cyn0OuHara (Ha YJICHOBUTE) Ha Ce-
MmejcTBoTo Ha bornan. Toj e TaTkoTo (HOBHHApP BO
NeH31ja), Koj ce 00MTyBa Jia ce OCTAaBU KaKO aBTO-
PHUTET, HETOBHOT roBOp pedepupa Ha *Terrka Maka*
3aT0a IITO MOPa J1a IO U3/APKyBa U IIOTKPEILyBa Lie-
noto cemejcTBo. Hactiporu Toa mro borman ce co-
04yBa co (PMHAHCHCKU NPOOJIEMH, TOj Ceak ycrie-
Ba J1a 3aJIp>KU 100ap MapTHEPCKU OHOC CO COIIPY-
rara Jby6a (oMaknHKa 1 HeBpabOTeHa); CO Jena-
Ta: CHHOT 3PaBKO (TUIUIOMHUPAH 3¢MjOJEIICKU HH-
JKeHep, KOj KaTaJHeBHO 0apa padoTa KaKko KOMIIeH-
3aldja 32 HaJMHMHYBAaETO HA JbYOOBHHUTE MpO-
O1eMu cO MOpaHelIHaTa JeBOjKa, Koja ¢ Opeme-
Ha ¥ Jjoafa Ja )KMBee BO CEMEJHHUOT CTaH 3aeIHO
co 3npaBko); kepkara Mapuja (CTYJICHT 1O TICHXO-
JIoTHja, pasBeneHa ox conpyrotr Oumando Koj mMa
MPOOJIEMH CO COTICTBEHHOT OW3HHC, a M JIBajlara
Ce aHra)XUpaHU OKOJY OIIICAYBAamETO Ha CBOjOT
cuH CrameHy4o), co 3eToT @unanuo u co CrameH-
40, HajMaJIMOT 4ieH (BHYK U CHH) BO CEMEjCTBO-
TO, Yhe OIHECYBame pedepupa Ha OE3TPHUIKHO JCT-
cTBo. Hajronem nes ox HacTaHuTe ce CilydyBaar
EHTepHUEPHO BO JIOMOT (KaHIleJIaprjaTa, JTHEBHATA
co0a, KyjHara, cTyanoTo) Ha borgan (Jionmpas BO
CKOIICKa Hacenba). luHamMuKaTa BO MUKpPOIIPOCTO-
POT € 3aCHOBaHa Ha HUBHUTE JIBU)KEha, MUIMHUKATA,
(He)edekTHUTE AMjAT03u U TpaHCHOpMaIHjaTa, co
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IITO C€ KOMITEH3Upa HETOCTATOKOT HA JIMHAMUKA-
Ta BO EKCTEPUEPOT, BO MAKPOIIPOCTOPOT — HA TPa/i-
CKHUTE YIUIH.

CemejcTBOTO 3amara Bo ersucrenuujaita (hu-
HAHCHCKA) KpH3a M U3JIe30T To Oapa BO NMpUBATHA U
xazapnHa aBantypa. O eHa cTpaHa, ce OJIydy-
BaaTr Na MOYHAT IpHUBAaTEH (CEeMEeH) OM3HUC M 3a
Taa I1eJ1 BpIIaT IpeajianTaiija Ha CBOjoT JIoM (cTa-
HOT BO KOj JKMBeEar), BO KO3METHYKHU CaloH (OTBO-
paar KO3MEeTHYKH CajJoH), KOj TO HMEHyBaaT Kako
’Canon Xapmonu‘. Op apyra cTpaHa, Mak, ce Ha-
BJICKYBaaT Ha Xasap] — XUIIOTeKapHa, yCIOBHA Ha-
rpajHa urpa (Koja BETyBa BH3a 32 OJICHE BO CTPaH-
CTBO), HO CO UY/IHU TpaBHJIA: arcHIMjaTa J1aBa ol
pelieHa cyma mapH Ha CeMEjCTBOTO (IOMOT T'o cTa-
Baar O]l XHMIIOTEKa), Koja Tpeba Ja ce MOTPOLIH
3a OJIpe/ICHO BpeMe. YCIIOBOT 3a JIOOMBAm-E BH3a
€ MCIIOJIHET JOKOJIKY HeMa pasjiiKa Mery JlajieHa-
Ta W MOTpoIIeHara cyma napu. M3pamuyBamero Ha
CMETKUTE TMOKaXKYBAa JIeKa OCTaHaJ €JICH HEMOTPO-
mieH gosap (ocTaBeH 3a IO 1aT), Ia CeMEjCTBOTO
HEe caMo IITO He ja T0OMBa BH3aTa 3a CTPAaHCTBO,
TYKy TO T'yOH M CONCTBEHHOT JoM (cranor). Ce-
MEjCTBOTO TOBTOPHO € Ha IMOYETOK: POJMTEIINTE
Borgan n JbyOa omrydyBaar fa u3rpajar HOB 3ae/i-
HUYKH JIOM 32 CHHOT 3/IpaBKoO (KOj ja OTKpHBA Jia-
rara Ha OpeMeHara /IeBOjKa, Koja IpU3HaBa JieKa €
OpeMmeHa on ApYyT YOBEK), Kako U 3a kepkara Ma-
puja u 3etor Pupanvo (KoM OJUTydyBaar Ja mpo-
JIOJKAT 3a€HO CO OPauyHUOT KUBOT, TPHIKEjKH Ce
3a cBojoT cuH CraMmeH4o0). BakBuot 3amieT u pac-
IUIET HA HACTAHUTE JIO3BOJIYBA Jla CE KOHCTATHPA
JIeKa CUTE YWICHOBHM HA CEMEjCTBOTO C€ MHBOJIBHU-
paHM BO CIUIETOT Ha CIIydyBamara, KOH CEKaKo ce
JTUYHY, (haMUIIHjapHH, TTAPTHEPCKH, pabOTHH, KO-

HOMCKH, KYJITYpHH, TIOJIUTHYKH M, BO HajITUpPOKa
CMUCIIa, OTIITECTBEHHU.

UcuekyBamero Ha paspelIHMLaTa BO Ce-
MejcTBOTO Ha borgan oBO3MOXKyBa Jla ce 3aro3-
Haar v criopesHuTe Gadyinu, TMYHUTE TPUKAZHHA H
OITHOCUTE MeTy UJICHOBHUTE BO JPYTUTE CEMEjCTBA
(xom ce nen o CoApKMHATA HA CEPHjaJioT), U OHA
mTo € cnenuuyHo e (PaKTOT MITO CeKOoe Of HHB
€ CO HEeKakoB MpoOisieM (Bo cMmucia Ha (asa npex
pacnarame). IMeHo, BO cepHjalioT ce 3ari03HaBaMe
u cemejcTBOTO Ha [lnameHyo, mojMiaen BO IeH-
3Wja, KOj c¢ yIITe € MaTeTHUeH M0 CBOETO BpEME,
yHja HeBpaboTeHa comnpyra bokuiia MOHOTOHH]ja-
Ta Ha CEKOjTHEBUETO ja KOMIIEH3UPA CO CIICHCKHOT
Hacran npes TB-kamepure. [lonaramy ce 3amos-
HaBaMe U CO CEMEjCTBOTO Ha MuMo3a, Koja e Jio-
Opa npujaTenika Ha 3paBKo, MakeHa 3a (DYHKIIHO-
HEp O] KOj ce pa3BeayBa M C€ Bpaka Ha IMO3HIIHja-
Ta Ha Koja OMia M MPEeTXOIHO — KeIHepKa, Kako 1
co I'po3na (cecrpara Ha Jby6a), koja e Bo mmocToja-
Ha [oTpara 1o KMBOTECH CONaTHUK.

Brop MoMeHT mITO TNenauyuTe M Bp3yBa 3a
CEpHUjaJIOT Ce€ TOJEMHUTE XMUBOTHU MPOOJIEMH, HO
0e3 3510 U TparmdHOCT. CeMejCTBOTO TH UyBCTBY-
Ba OIIITECTBEHUTE U MOJUTHIKATE TPOMEHH, OC-
TaHyBa 0€3 CBOjOT JIOM, C€ COOYyBa CO HOB CeMe-
€H WJICHTHUTET, HO I'M 33/IP’)KyBa YOBEKOBUTE BPE-
HOCTH W HaJieXTa 3a monodap xuBoT. CiencTse-
HO, OHA IIITO MOXE J]a C€ MPETHOCTaBH M KaXKe CO-
IIACHO PEATMCTHYHUOT M HOCTAJITUYHHUOT Kpaj Ha
CepHjaJoT € JeKa 3HaYeHeTo Koe MyOinkara Ou
MOXKella Jla To ucuuTa (07 BAaKBUOT KOHCTpyHpaH
Kpaj) e BepOara BO CEMEjCTBOTO Kako Haj3Hada-
€H ONIUTECTBEH HYKJIEYC Off KOj C¢ MOYHYBa U BO
KOj c& ce 3aBpIlyBa, U TOA Mopa Ja OuJie CHUIIHO

61



busbana PajunnoBa-Hukonosa: TEJIEBUSUCKUTE CAITYHULIM 1 HUBHATA TTYBJIMKA. . .

Ja Aane oThnop Ha uputHpadkure akropu. OTTy-
Ka, KaKo IITO Besd [[BeTHYaHuH: ,,cepHjasioT CTaHa
nporpaMcka MmoHyga 3a 1uenoro cemejcrso (Lse-
tuaanuH 2007), ocTaHyBajKu ClMKa HE caMO Ha
IMPOMCHHUTE U aHOMAJIMUTEC Ha MAKCJOHCKAaTa TpaH-
3UIHja TYKY ¥ Ha YOBEKOT, KOj HACTIPOTH CUTE TEIII-
KOTHH BepyBa BO 1MOI00PO yTpe.

IIponynentor MTB, co omien Ha Temara mITO
ja omOpan (CeMEjHHOT >KUBOT BO TPaH3HIIUCKH-
OT MEpHOoJ), Koja € YHUBEp3aJlHA U 3aeHHYKA 32
CHUTE T.H. TOCTKOMYHHCTHYKH 3€MjH KOU MHHYBaaT
HU3 TPAH3UIIUCKUOT MEPHOJ, BO KOMOWHAIH]ja CO
JKAaHPOT KoMearja (XyMop) W ceMejHHTe mpoolie-
MU KOH C€ CIIMYHH HACEKaJle, BOJCT CMETKA CBOjOT
MPOU3BOJI JIa TO TUIACUPA U HAJABOP O]l TPAHUIIUTE
Ha Makenonuja. KomOuHaiujara Ha Temara (Kako
MOYKHOCT 3a MOIIo0aiHa MPOMOIIHja Ha MPOU3BO-
JTOT), ET3UCTCHITHjATHHUTE TpaIiama KOU MaK OTBO-
paar u Ipyry mpaiiama Kako Ha puMep: 3a eTHKa-
Ta, 332 MOPAJIOT (KOU CE MOIIIHE aKTYeJIHU U BO Ma-
Ke/IoHU]a U Ha BakaHoT), MOHATaMy JINKOBUTE KOU
ce o)OpMEHH M CUTyaIlMHTE KOM CE€ MPHKAKaHHU,
CHUTE 3a€/IHO MTPETCTaBYBAAT, OJJHOCHO CE KIIyUHHUTE
€JIEMEHTH KO [TOCOYYBAaT Ha CIIOKEHATa CTPYKTY-
pa Ha OJIHOCOT IJI00ATHO — JIOKAJTHO U KOM OYHTI-
nenHo Ou Tpedasie 1a MMaat BIUjaHue (J1a BIMjaar)
cepujanor Aa Ouje CleleH oj cTpaHara Ha Telle-
BU3MCKaTa MyOJiMKa MIMPYyM JApKaBara U IOIIUpPO-
Ko (BO CMHCJIa OCBOjyBamke Ha Mma3apure 0apeM Ha
OuBIITE jyrOCIOBEHCKH TIpoctopu). Ho, oBa Te-
JICBU3KCKO OCTBapyBame KOE TPOU3BEIyBa OIpe-
JICHU TIPETCTABU 3a CEralrHoCTa (32 HACTaHU KOW
ce cllydyBaar BO JprKaBara), IITO KOPEHCIIOH]IHU-
paar u co hopManU3UpaHUTE (MHCTUTYIIMOHATHHU)
MMpeTCTaBu 3a WMHAUBUIAYATIHUOT U KOJICKTUBHUOT
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WICHTUTET, HO ¥ CO MOWHAKBH TPETCTaBH KOU CE
CIIPOTHBHH Ha €JIeMEHTapHaTa JIOTHKa, a Cce Mpo-
W3BE/ICHU BO PAMKH Ha CEpHjalloT (KOj CTUMYIUpa
HOBH WJEH, BPSAHOCTH, AUCKYPCH, KOH MPOU3BE-
JTyBaaT UJCOJIOIIKH, [1a U CEMEJHHU TCH3MH), CBOja-
Ta MPOMOIIHja ja IMaIlle caMo JOKaJIHO (Ha/BO Ma-
KEIOHCKHOT TIPOCTOp), OTHOCHO OeIe JIOKATHO
JUCTPUOYHUPaH U MPUCTIOCOOEH Ha JIOKATHUTE JHC-
KypCH, 1a BO TUE PAMKH C€ OJIBUBAIIE U MEIUYM-
cKara perenuyja 1 norpomrysadka. Criopen cie-
HapucTtoT bparucnas JluMuTpoB, cepujaior He ce
TUTacupanie HaJBOp OJf COICTBEHWUTE TPAHUIN U
Oere cieieH caMo JIOKaJTHO O JIOKaJTHaTa TTyOJH-
Ka, 3aroa mTo: ,,mpoayrerTor MTB e comujanmc-
THUYKA TEJICBU3Uja BO KATUTAIMCTUYKH YCJIOBH, a
CepHjaJIOT € COIMjaTUCTHYKA TPUKa3Ha Ha (haMu-
JMja CTaBe€Ha BO PeajieH KOHTEKCT — TPaH3MIIN]a,
Koja BekOa karmurTanmusam. [lanm Taa mpukasHa ke
TO OJIpa3y AyXOT W COHUIITATa Ha BPEMETO, Ofpe-
IyBa IyOJIMKaTa, Koja € MHOTY pa3indyHa, KoH(op-
MHUCTHYKA CO JIMKOBUTE O]l CepHjara, KOu ce peal-
HU 1 OJIMCKU Ha HAC KOM T CIIeIUME, U CEKOj Tiie-
Jlad BO TOj LIIMPOK CBET Ha MEI'YYOBEUKH OIHOCH
MOXKe Jia ce UACHTHU(UKYBa CO HEKOTO | /1a CO37laBa
OJIpEICHH 3HaYEeHa... AKO TIaK TJIETaHOCTa € MepH-
JIO0 3a YCIENIHOCTa, cepujara MOCTUTHA MUCKITY4H-
tesieH yenex™ (Jumutpos 1998). OBa 0BO3MOXKY-
Ba Jla c€ KOHCTaTHpa JeKa KOMepIyjaiHara CTpaHa
He OuJa MPUOPHUTETHA 32 JIa Ce MPHUCTAIH KOH MPo-
€KTOT, TYKy KBJIUTETOT Ha IPOU3BOOT U HETOBATa
no0pa mpoMoITHja, Tia CepHjajIoT € HaJl MPAIIakETo
3a mpoduT (M HE MOXKE J1a Ce MOJBE/E MO TEPMH-
HOT ,,KyITypHU HHIycTpuu ‘). HacripoTu Toa mro
CalyHHIIUTE KaKo MacOBEH MIPOM3BO/L HA IMOIYJIap-
Hara KyJITypa MOXar jJa Oujar rmpeaMeT Ha MHTe-
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pec Ha HUCKHTE Macu CO JIOUI BKYC, U JOKAJIHOTO
IIUpemhe Ha calyHHuIara ou Tpedaio 1a mpou3Be-
ne eextn Ha ynudukauuja, cenak Caron Xapmo-
HU KaKo peajrCTHYHa, BACTUHHUTA M NpWjaTHA ca-
MyHHUIIA HE CaMO IIITO OCTaHa €JICH O]l TOAKTYEITHH-
Te MaKEIOHCKH CEepHjaii O3HA4eH KaKo eIHOCTa-
BEH W pa3OupiuB ’cepujall — CallyHHIa — MPUKa3-
Ha Ha CUTE BPEMHba", TYKY C€ IMOKa)Ka 1 KaKo KyJI-
TYPEH MPOU3BOJ CO TojieMa MOIyJapHOCT, BUCOKA
IJIEJAHOCT OJ CTpaHa Ha MaKeJoHCKaTa ImyOInKa,
KOja M3Tpajii ¥ CBOj OTHOC CIIpeMa Hero, Koj He €
yHUGDUIHPaH.

Cepujanaor Canon Xapmonu:
nomnyJiapeH IMCKypc Ha (popymMoT
Kajrana

Huenen cerMeHT of] HalIeTo KUBECHE HE OC-
TaHyBa HEJONPEH W UMYH Ha HOBHUTE TCHICHIINH
(MemuyMuTe), TIa HU cepujanuTe (CalyHUIIUTE).
[TojaBaTa Ha HOBHTE MEAMYMH® 3a KOMYHHKAIlH]ja
— MHTEPHETOT, HY ja JjaBaaT MOXKHOCTa Jla copado-
TyBaMe CO HUB TIpU TOa ynoTpeOyBajku TW HOBU-
TEe BUIOBH HA €NIEKTPOHCKA KOMyHHKalHja, CUCTe-
Mmaru3upanu? kako 610r, GopyMm (eHOMEHH MITO
ce jaByBaar Ha WHTepHeT). BakBara copaboTka ro-
Mel'y HOBHTE MEAMYMH M HAC KaKO HUBHH KOPHC-
HUIIM HU OBO3MOXKYBaar Ja JaBaMe W CBOH pas-
MUCITyBamba U J]a UCKaKyBaMe CBOW CTABOBU M Ha
Os0TOBUTE, M HA POPYMHTE BO OJHOC HA MHOIIITBO-
TO TENIEBU3UCKHU CEpHH, CepHjaiH, camyHuu. OT-

TyKa, a 3eMajKu TPeaBU JieKa BO TPYHOT (OKy-
COT HU € HacoueH KoH cepujanor Caron Xapmo-
MU, B&KHO W 3HAYajHO € Ja ce aHaJIM3upa yiora-
Ta Ha cepujanoT Caron XapmoHu Kako MomnyaapeH
muckype Ha ¢opymure. Co oriesn Ha Toa IITO Te-
MaTa Ha CEepHjaJioT € YHHBEP3adHa 1 3aeIHIYKA 32
TOJIEM JIeN Of JIOKAJTHOTO HaceleHHe Koe MUHYBa
HH3 TPaH3UIMCKUOT Tepuon, Ha ¢opymor Kajra-
Ha OTBOPEH I10 MOBOJI CEPUjaJIOT, MOXarT Ja ce 3a-
Oejie)kaT KOMEHTAPH IITO OJ1aT BO KPajHH CIIPOTHB-
HOCTH — O] Cecp/iHO Tpu(akame Ha CepHjalioT JI0
paIMKaIHO CHPOTHBCTaByBame. OTTyKa, Ipoun3ie-
T'yBa MMPaIIamkeTo: 30IITO CEPHjalIOT KOj TO TPETHpa
Tpar3uIuckuoT nepuox (1991 — 1998), na dopy-
MOT € MPUCYTEH Kako cepHjall, Mpeau3BUKal pas-
JMYHH CTaBOBH W yyBcTBa? Co Ories Ha Toa LITO
cepujasioT Oelle eMUTYBaH CaMO Ha MaKeJOHCKH-
OT TpocTop, 0 GOPYMOT MOXKE J[a CE aHAIU3HPa-
aT peakIunTe Ha MakenoHcKara myonuka. Ha do-
pymort Kajrana 3a cepujasior okony (hyHKIHjaTa Ha
JIMKOBHUTE U HUBHOTO JOKMBYBAH€ KaKO MMO3UTHB-
HU WM HETaTWBHU, CE CPETHYBAaT CIIETHHBE KO-
MEHTapH Ha YYECHHUIIMTE IITO CE IMOTIHUIIYBaaT
Kako Serpico, unj KOMeHTap €: ,,CHHOT 31paBKO MU
€ OMUJICH, TTO3UTHBEH JHK. CH OUTpyBa CO JOJIK-
HOCTHTE ¥ OOBPCKHTE, CE CIY’KH CO HEBHUCTHHHU U
TPHUBHjATHOCTH, HO Toa € ¢opMa Ha camyHuna?*
u Doktorot DOMINUS, uuj xomeHTap e: ,,Majkara
Jby0a e nama, Koja Kako OCECHBHA MajKa, caka Jia
IO 3aIITUTH CBOjOT CHH OJI IOJDKHOCTHTE, T1a M Taa
Ce CIIy’H CO Jiara, Ho Toa € canyHuna?*

,,HOBH MeIiyMH € TEPMHH IITO ja ONHIIYBa [10jaBaTa Ha JUTUTAIHHUTE, KOMITjyTePU3UPAHUTE HIIH MPEXKHHUTE HHPOPMATHIKH

1 KOMYHHKAITUCKH TEXHOJIOTUH KOH KpajoT Ha 20. Bek. [IprMepu 3a HOBU METMYMH CE HHTEPHET, BEOCAjTOBU, KOMITjyTepCKaTa
MyJaTHMEIHja, KoMiljyrepckute urp, [{JI-POM-osute u JIB/l-jata.” (daycep 2015: 76).

Tpeba 1a ce CIOMEHAT K OCTAHATHTE BUIOBH SJIEKTPOHCKA KOMYHHKaIHja kako e-nomrra, CMC-nopaka, Mecunuep, DejcoOyk.

63



busbana PajunnoBa-Hukonosa: TEJIEBUSUCKUTE CAITYHULIM 1 HUBHATA TTYBJIMKA. . .

On oBHWE mpUMEpH MOXKE Ja Ce 3aKIy4d JeKa
y4ECHUIIUTE Ha (OPYMOT 'l OOIHMKYBaaT JTMKOBUTE
JOKMBYBAjKU TM KakO MO3UTUBHH WM HETAaTUBHH
coracHo cooziBeTHara (aldyna, MOHEKoTall MHO-
I'y CKpOMHa, TIOHEKOTalll JIOCTa Pa3BHEHA, KaKo pe-
3yJITaT Ha OQUITHjaTHATa COMPKUHA HA CEPUjaioT
U COIICTBEHHUTE yOeryBama U yBepyBama. CaMHOT
JKaHp — KOMeJIMja co3/aBa OIPE/ICHO IoJIe Ha Oue-
KyBabe, Koe CepHjanoT He ro uzHesepysa. Cruiet-
KWTE, HHTPUTHUTE, MECTEHKUTE C€ KapaKTepUCTHY-
Hu 3a Canon Xapmonu, na oji 0BOj acIeKT cepuja-
JIOT MOJKE J1a C€ JOKMBEE KaKo MadIoH IMTO pado-
TH Ha MIOTTUKHYBAKH-ETO Ha 33JIOBOJICTBOTO Kaj Iy0-
JIMKaTa O] JIECHO TPENO3HaBamke, T.¢. JISCHO JICKO-
nupame. M3HeBepyBambeTo Ha OBHE OUEKyBamba Ou
[IPETCTABYBAJIO U OAPENEH PU3UK 3a IIPOAYLIEHTOT
MPTB, koj omHampes cMmeTa Ha Te3aTa JieKka pas-
JUYHUTE TPYIN Ha ITyOJIMKa BO BPCKa CO OJpEICH
KYJITYpEH TIPOU3BOJ, TPaJaT CBOM COIICTBEHH 3Ha-
Yema CO OIVIe]] Ha CBOMTE COIICTBEHU CTaBOBU KOH
KyJITypHaTa ¥ MOJUTHYKATA aKTyeJHa CEralrHOCT
U Ha ce0eI0KMUBYBabETO, Er3UCTEHIU]ATHHOT MO-
MEHT (MJICHTUTETOT). 3aT0a CepPHjaloT MOXKeE Jia ce
aHaJu3Mpa JIOKaJTHO (Ha MaKeTOHCKU ITPOCTOP), CO
el Aa c€ OTKpHjaT HAauMHWUTE HAa KOU JIOKAJIHUTE
OJJHOCH T'O CTPYKTypupaar (GUHATHHOT KyITypeH
NPOM3BOJ M apTUKYJINPAAT aKTUBHOCTH BO (O1A€I-
HH) CPEAVHU MPH cHeln(UIHU OKOIHOCTH (HA aK-
TyeJHaTa JIOMHHAHTHA CeramHocT). Toa BO mpe-
JICH IJIaH TU CTaBa aCUMETPUUTE BO JaBaHETO 3HA-
Yermhe Ha CepHjalioT Kaj pa3InYHATE TPYNH MyOnn-
Ka, koja cmeta jieka Canon Xapmonu e cepujan Koj
MOKE CEKOrall Jia ce IIeAa, CEKOj MOXKe Jia ce Io-
MCTOBETH CO HEKOj JIMK M CO TIOEANHEYHH CErMeH-
TH Ha PUKa3HaTa, OJIHOCHO JIeKa TOa € cepHjai 3a
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CUTe WICHOBH Ha (paMHIINjaTa u 3a CUTE TeHepaIluu
KO TH YyBCTBYBaatr e()eKTUTE OJ] TPAH3UIUjaTa.

Cepujanor Canon Xapmonu:
TPAH3UIHja — HOB HAEHTHUTET H
HaeHTUGUKANHUja

Axo ce npudaru Tezara jaeka MperuieTyBambe-
TO Ha JIOKaJHaTa opMa U Ha JIOKaJlHaTa COAPIKU-
Ha He € camo nepudepHo npamame, TyKy € eIHO
OJ] ICHTPAITHUTE KO MMa CHUJIHU TEOPETCKU U T10-
JUTHYKA KOHCEKBEHIIMH, TOTAIll Toa K€ Mopa aa
ce IMOCTaBH BO TE€CHA 3aBHUCHOCT CO IPAIIAmHETO
3a TpaH3unMjara. TpaH3uIMjaTa ymaryBa Ha €JcH
OMIITECTBCHO-U/ICOJIOIIKN (DEHOMEH, MPOEKT, HO
1 (aKTH4Ka cocToj0a, Koja UMIUTUIIUTHO OBJIEKY-
Ba HEKaKOB MPEMUH, PACKUH, IPECBPT KOH HEIITO
JpYTo, aNTepHaTUBHO, BUPTYEIHO, C¢ yIITE Hele-
¢uHMpano. TpaH3umyjara ja o3HadyBa morpedara
3a CO3/1aBame HOB MJCHTHTET U HOBA WACHTU(H-
Kaluja, Koja moxpa3Oupa HajMajiKy JABa mpoleca:
ujeHTU(UKaAILMja CO KOJCKTHUBOT U CaMOUWJICHTH-
¢ukaija. Bo mporecuTe Ha TpaH3UIM]ja ,,UICHTH-
TETOT 10OMBA UCKITyYHTEIIHO, CKOPO MarnyHO 3Ha-
4ere, T0j HOTBPyBa, COUyBYBa, OTKPHBA, Pa3BUBA
cBOM MOCeOHU 00eNekja U ce CIPOTUBCTaBYBa Ha
0e3MMYHOCTa, HA HAMETHYBABETO Ha TYIOTO U Ha
oryfyBameTo* (I'eopruencka-Jaxkosnesa 2007: 55).

AKxo ce pudaru ieka momyaapHara Kyarypa e
IpOCTOp Kajie HITO Ipaliamara 3a Mpupojara Ha
JUYHUOT MCHTHTET HAjIIPOBOKATUBHO CE apTHKY-
JMpPaHU, TOTAIIl CJIETyBa JIeKa HACHTHTETOT U UICH-
TuduKanyjara Tpeda aa OuaaT enHu of KIyYHUTE
npamniamka BO MPOMHUCIYBAETO Ha TEIEBU3UCKU-
TE CepHjalid CO3/1aBaHH BO TPAH3HUIIUCKHOT IEpHU-
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on. Cepujanior Canor XapmoHu HaCTaHa BO UCKITY-
YHUTEITHO HAIHAT U TypOYJICHTeH TPaH3UIUCKH Iie-
PHOZ ¥ OHA LITO CEPUjaJIOT TO YMHU MOceOeH, 0f
e/lHa CTpaHa, € ICTEeKTUPABETO Ha CHTE MPOOIeMH
W IPOMEHH IITO TH CO3J/laBa TPaH3MIIMjara, penpe-
3EHTHPAbETO HA TPAH3ULUCKUTE EIEMEHTH (aTpH-
OyTH): HEBHCTHHA, HEUYECHOCT, KyKaBUWIAK, JIMY-
Ha KOPHUCT, XeTeMOHH]a, Op30 Oorareme, a of Apy-
ra, IaK, HeroBara ocTaBeHOCT BO MO3UTHBEH ce-
MEEeH KOHTEKCT — POIMTENICKA TPHKa U MOXKPTBY-
BaHOCT, KOHTEKCT BO KOj C€ CMECTCHH YJICHOBH-
Te Ha ceMejcTBOTO Ha borman. Cepujanor ja Tema-
THU3Wpa MakeI0OHCKaTa TPaH3MIMja KaKko cOCTojoa
Ha HemTo 0e300JIMYHO BO KOE€ CTapHOT OOIHUK ja
ryou cuiara, ce mpeTBopa BO pyHHa, a HOBHOT HE
ce Hasupa. Co Taa 0€300IMYHOCT UM TIOTOHATOCT
BO OE3JIMYHOCT CE COOYyBa IIABHHUOT JHK bornaH,
KOj € ITOCTaBEH BO €IIHA TO3UIHja Ha 3a4yJCHOCT,
IpeIu3BUKaHa O CyIUPOT Ha JOKHBEAHOTO (AKTY-
€ITHOTO) M 3aIIaMETEHOTO BO MUHATOTO.

Ha ¢opymor no moBox cepujanor, OUUIIeIHHI
CE HEKOJIKYy CIIPOTHBCTaBEHU CTABOBH OKOJY IIpa-
mIameTo 3a (yHKIMjaTa Ha eJIeMEHTUTEe Ha TpaH-
3WIMjaTa BO WCIHIIYBAETO HA HMHAWBHUIyaJTHU-
OT MICHTHTET W OKOJy HpaIlameTo 3a y4eCTBO-
TO Ha (PMHAHCHCKY MOKHHTE YJICHOBH Ha 3aeIHU-
uara BoO marpagbara Ha onmTectBoro. OHa MITO
MOXe Jla ce UCUUTa Ha POPYMOT € JieKa penpe3eH-
TalMjaTa Ha eIEMCHTUTE Ha TpaH3WIIMjara BO ce-
pujanotr Caron Xapmonu uma mocebHa QyHKIHja
BO HCIHIIYBAKETO HA WHIWBHUAYATHUOT WICHTH-
TeT Ha MakeJOHEIOT, HO ¥ Ha MaKEeJAOHCKUOT eT-
HUKyM. OTTyKa, CepHujalioT ynaryBa U Ha MpUKa3-
HUTE ILITO JIMKOBUTE TH Ka)KyBaar 3a cebe 3a J1a ofl-
roBopar Ha npaiiameTo 'Koj cym jac?*, wiu nak 3a

kosnexktuBoT 'Kou cme Hue? OBue MpUKa3HU 3Ha-
ar na Oujar GUKIMU Ha CEranrHoCTa, 3alIT0 MO-
JKaT Ja M3MHCIAT HENITO 3a Jia OWjar MMarmHa-
TUBHU (PE)KOHCTPYKLIMU Ha CEralrHoCTa BO pelna-
[1ja CO TEKOBHHUTE MOTPEOH. ,,[aKBUTE KOHIIETTY-
AJTHU U UJICOJIOMIKHU (DUKITUH Ha CerallHoCTa Ce CO-
YUHETH OJ MPEIUCIIO3UIINU, 0a3u W BPEIHOCTH,
Ko 00e30emyBaar OTOBOPEHU KOJOBH 3a pazOu-
pameTo Ha TpaH3ulMjara u ceramHocTa’ (Neuman
2009: 334).

Virre moapacTHYeH € OJIHOCOT LITO IO 3a3eMaat
Pa3IMYHU TPYIH CIpeMa MPaIamkeTo 32 yUeCTBO-
TO Ha (PMHAHCUCKY MOKHHTE YICHOBU HA 3a€IHU-
1ara Bo u3rpajadara Ha OMIITECTBOTO. Bo cepuja-
JIOT Ce TOCTaByBa Te3ara JeKa ako crapara I'eHe-
pauuja (MpUBp3aHHULIM HA TpaaWIKjaTa) HE MOXKe-
1I€ JIa ja 3a3eMe CBojara yJjora BO KOHEYHOTO BOC-
MOCTaBYBakhe HA BUCTUHCKUTE BPETHOCTH TTOPAIH
HCTpOIIeHATa UAE0JIOTH]ja, U HOBaTa reHepalyja e
OHEBO3MOKCHA, HO cera O] eJICMECHTHTE Ha TpaH-
3WIMjaTa Koja TM M3HEBEpPYBa HJICATIMTE HAa CTHUKA-
Ta, MopajoT. OuuriienHa e notpedara o1 HOBH TOU-
KM Ha WACHTH(HKAIMja BO TpaH3HUIIMCKa Makeio-
HUja, pa3jMYHH OJf OHHME BO IOpaHelIHaTa 3ae-
HUYKa JIP’KaBa, a BO COMTACHOCT CO HOBUTE TPaH-
3HUIMCKH OMIITECTBEHU U €KOHOMCKH OfHOCH. OT-
TyKa, IOBP3yBambETO HA WHAUBHIYaTHUOT UJCHTH-
TET CO MOKHHTE KJIaCH BO CErallHOCTa, € eIHa Off
MOYKHUTE TOUKH Ha camouieHTuukanuja. Ho, m1o-
KOJIKy OM oCTaHaJie caMO Ha OBaa KOHCTaTaIija ou
Ce 3aroCTaBUJIC CIIOKECHUTE OJHOCH KOM CE€ TKaar
BO CEPHjaJIOT, OJJHOCHO OM Ce 3armoCTaBuiIe PyTrH-
TE eJIEMCHTH Ha M3rpajadara Ha JIMYHUOT UJCHTH-
TET, & KOM Ce MOBP3yBaaT Co TpaH3UIH]jaTa.
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OTTyka, OHa IMTO € 3HAYajHO 33 TPYIOB €
MpaIamkeTo Ha KOM KOHIICTITH CE MOTIHPa Make-
JIOHCKara MyONiuKa WK CO IUTO C€ MIACHTUPUKY-
Ba BO KeJbaTa 3a OCTBapyBameTO Ha MOceOHOCTa
Ha CBOjOT (MHAMBUAYyalieH) uaeHTuTeT. [lyOnuka-
Ta Ha CEpHjaJOT U HAYMHOT Ha KOj OAJCTHH TPy-
MU ¥ JIaBaaT 3HAYCHC YKAXKYBa Ha JIBE PasiIHYHU
ToJKyBama. OJl elHa CTpaHa ce IPYNUTE Kaj KOU
MMa HarjiaceHa Xen0a HMJICHTHUTETOT Jla Ce 4YyBa
BO HMHTErpajieH oONMK (M Ja ce OCTaHe BO paM-
KUTE Ha TPATUITMOHAIHUTE BPEIHOCTH) — €CCH-
[UjaJIACTUYKKA KOHIIENT HA WUJCHTHUTET, a Of JIpY-
ra, Mak, ¢ OHHE KOU CBECHO MJIM HECBECHO ja Ha-
MyIITaaT Te3ara 3a HEMOXKHOCTA 3a YHCTH HWJICH-
TUTETH (M BEYHO OCTaHYBamkhE BO PAMKUTE Ha Tpa-
JTUIMOHATHUTE BPEIHOCTH) — KOHCTPYKTUBHUCTHY-
KM KOHIICNT Ha ujaeHTuTet. [lyOnukara Ha cepuja-
JIOT W 3HAUCHH-aTa [ITO My T'Y J]aBaaT Pa3iIMyHU IPy-
M TTOKa)KyBa Jieka (hOpCHUparmeTo Ha eCeHITH]janc-
THYKHOT KOHIIENT HA UICHTUTET (M TPaJAUIHOHAT-
HHUTE BPEIHOCTH) TO MUTHOpHpa (aKTOT JeKa OHa
LITO BPEIX KaKO JIeJ O] UHAUBUAYATHUOT UICHTH-
TET BO TpaHSI/IHI/Ija YCCTO € MPOCTOP HAa UHTCH3UB-
Ha OopOa moMery MHOIITBOTO KYJITYPHH BpPEITHO-
CTH W MHTEPECH BHATPE BO OMIITECTBOTO, OAHOC-
HO BO CEMEjCTBOTO. 3aT0a WHIUBUYaTHUOT UJICH-
TUTET BO TPAH3UIMCKUOT NIepHoz € pyHaamMeHTal-
HO JIMHAMHWYCH, KOH(JIMKTEH, HECTaOWJICH U He-
YHCT (PCHOMEH.

Bo c¢¢ mouHTerpupaHuoT JIOKaJCH CUCTEM Ha
BPEIHOCTH HE MOXeE JIa TIOCTOU HEIITO Kako He3a-
BHCHA KyJATypHa BpenHOoCT W uiaeHTuTeT. Cekoja
BPEIHOCT U MICHTUTET cebecr Mopa 1a ce nedu-
HUpA U MO3ULMOHNPA BO OIHOC Ha KYJITYPHUTE O]~
HOCH IITO T'M ayupMupa JOKAJTHUOT cuctem. Mr-
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HOPHUPAETO Ha 0BOj (PaKT, IITO U CE UCUUTYBA Ha
(GOpyMOT KaJie MITO MISHTUTETOT U BPETHOCTHTE
ce (ukcupaar Ha eJieH KpyT Ha4uH, TH mpoliemMa-
TU3UpPa OAHOCHUTE Mery OJJICIIHUTE IPyIu IyOnu-
ka. OtryKa, Canon XapmoHnu e BakeH HE caMo T10-
pazau HETOBUTE €(PEKTH BP3 MyOIMKaTa TYKY M OJ
ACTEeKT Ha Toa KaKBO 3HAYCHC OBaa MEIHMyMcKa
AKTUBHOCT MMa BO (PE)KOHCTPYHUPABETO U YIKHU-
BakETO Ha MyONMKara Koja TO TVIeAa CEepHjasioT.
ImenameTo Ha cepUjaIOT MOXKE J]a CE OMHIIE KaKo
KyKEeH MOJICpPEH PUTyall BO KOj IMyOJiMKara caka jaa
ce ONYIITH W BHU3yelHOo Jia yxkuBa. Cnopey Xapr-
mu (Hartley): ,,Bu3yenHoTo He € camo 30Hp Ha CITH-
KU WK CIICHH, TYKY CO HUBHO MOCPENICTBO CE CO3-
JlaBaaT 3HauCHa KOW CE MOJIMTUYKH U MPETCTaBY-
BaaT JOMUHAHTHYU CTPYKTYpPU Ha OIIITECTBCHU-
Te U KynTtypHuTe BpenHoctu™ (Xapmm 1993: 6).
3Hauemara, Imak, KoM T¥ co3/1aBa ImyOmKara Bo of-
HOC Ha CEepHjajioT Ce Pas3IMyHH, O] OMIITH 10 PH-
Tyalu3upaHu.

Makenonckuor monynaper cepujan  Canou
Xapmonu, TpeKy aBTEHTHYHOCTa W aKTyallu3u-
pameTo Ha BPEITHOCTUTE KOU BIIMjaaT BP3 IPasiCbhe-
TO HA WHJMBH/yATHUOT ¥ Ha KOJICKTUBHHOT WICH-
TUTET W Ha KYITypHUTE MOTPeOH Ha JyreTo, HaKo
HE TPOJOIIKH CO CHUMAaWme HOBU CIH30/IU, CEMaK
ycrea Jja ce apTUKYyJIHpa Kako MHTEPECHa MEIH-
YMCKa aKTUBHOCT, MHCUCTHPAjKH Ha PEaTMCTHYCH
MpYKa3 Ha OMIITECTBEHATa KIACHO 3aCHOBaHA CT-
BapHOCT.

3akiay4ok

[TojaBara Ha TENEBU3UCKUTE CEPUHM Kako IIO-
MyJTapeH TEJNEeBU3UCKH KaHP U CAITyHCKUTE OTEepH
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(carmyHUIIN) Kako TOKaHP Ha TEIEBU3UCKHUTE Ce-
U, U3BPIIH TOJIEMO BIIHjaHUE BP3 POPMHUPAHETO
Ha KyJITypHUTE MOTpeOM Ha myOnukata (Bo oape-
JeH KYJITYpPHO-OMIITECTBEH KOHTEKcT). TeneBus-
WCKHATE CEPUU U CAINyHCKHUTE OINepH (CaryHHIIN)
Kako coBpeMmeHa ¢opMma Ha TOJIEMH HapalH, ce
CTPYKTYypHpaar cripeMa XOpU30HTOT Ha OUYEKyBambe
Ha MyOJuKara, Koja IMaK € aKTHBHA, JMHAMUYHA U
OTBOPEHA BO IPOLIECOT Ha CO3aBambe 3HAUYCHHA.
HacnipoTs Toa 1TO KpUTHKATa 32 TEIEBU3UCKHU-
TE€ CEPHH U CAIyHCKUTE ONepH (Cepujan-carnyHu-
1) BOCTIOCTABYBa CTPOTH KPUTEPUYMHU, CMETAjKU
JieKa The YHU(UIIUpaaT U TH MTOeTHOCTAaByBaar pa-
0oTHTE, IMaaT OTCYCTBO Ha KPUTHYEH JyX, CElaKk
xXyMopucTuaHuoT cepujan Caron Xapmonu Geie
MO3UTUBHO OLIEHET OJ KPUTHKATa M OCTaHa  KyJl-
TYpeH apTedakT’ BO CBETOT Ha TeJIEBU3UCKATA TI0-
yJIapHa KyJaTypa, KOj ¢€ yIIITe ja MPUBJICKyBa IIy0-
nukara. CepurjanoT, O eqHa CTpaHa, KaKo TEIeBU-
3WCKH JUCKYPC C€ CO3/1aJie BO MEPHOIOT Ha TPaH-
3ULMja U co3Aaje MoCeOHH HaJUACONOWIKH Bpel-
HOCTH KOM TO HampaBHja Jla Oujie MpueMuuB 3a
CHUTE TeHEpalyyu U 3a MPHIIAJTHUIATE Ha CHTE OU-

Jluteparypa:

HapHH WJICOJIONIKM PACIOCHU TPYNHU Ha MyOInKa.
On npyra cTpaHa, Imak, CepujajioT ce co3aae Kako
JUCKYpPC COCTaBEH O JIOKAJEH TEKCT BO JIOKAJICH
KOHTEKCT, KOj CO JIOKaJHOCTa ce 6opu co robar-
HUTE AUCKypcH. lako TeTeBU3UCKUTE CEPUH U Ca-
MyHCKUTE OmepH (CepHjau-CalyHHIIN) 3a3eMaar
B)KHO MECTO BO JOMEHOT Ha IIOITyJIapHaTa KyITy-
pa, Koja mako Ouia cMeTaHa 3a HUCKa, TPUBHjaTHA
1 KW, 0Ba HCTPaXXyBambe IOKaKa 1eKa NoMmyJIapHa-
Ta KyJITypa € 3Ha4ajHO, BPEIHO U HEUCLPIIHO I0JIe
U 32 HCTpaXKyBame U 3a aHanu3a. OBa ce moTBpy-
Ba M MPEKy TOJIEMHUOT OpOj HACIIOBU HA TYPCKHTE,
WHIIMCKATE U MAKEIOHCKHUTE CEpPHjalld — CallyHH-
111 (HaBEJCHU BO TPYIOT), @ OJ KOU JIeN U JICHeC &
yIITE CE eMUTYBAaaT ¥ Ha MaKeJJOHCKaTa HalloHaJl-
Ha TelleBU3Mja (KaJe JOMAaIHUOT MTPOU3BOA IO MMa
OpUMAaTOT HaJl yBE3CHUTE, LITO 3HAYH CEPUjATIOT €
HaJ[ IPAIIAkeTo 3a MPOQUT), U HA KOMEPIIH]aTHH-
Te TeneBusnu — Curen u Kanan 5 (kane yBeseHnte
IPOU3BOAM IO MMaaT NPUMATOT HaJl JOMAIIHHOT,
LITO 3HAYM NMPHUOPUTETHA € KOMEpLHjanHara cTpa-
Ha U IPO(UTOT € HaJ NPAIIAKETO 32 KBAJIUTETOT
Ha CepHjaJioT).
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Biljana Raj¢inova-Nikolova

The Television Soap Operas and their Audience
(through the Humorous Macedonian Series A Harmony Salon
Filmed According to the Screenplay by Bratislav Dimitrov)
(Summary)

The paper explored the connection between the soap opera (as a specific TV discourse), popular culture, electronic
media (Macedonian television) and the audience and defined the ways in which the television audience interprets
and gives meaning to the soap opera, the popular Macedonian series 4 Harmony Salon. The analysis of the series
(recorded according to the script of Bratislav Dimitrov) made it possible to conclude that the national electronic
media - Macedonian television, according to the applied methodology - hermeneutics supporting and producing 4
Harmony Salon, had a great impact on the formation of cultural needs of the audience (in a certain cultural - so-
cial context). The series was and remains a ‘cultural artifact’ in the world of popular television culture which still
attracts audiences, that are active in both the process of perception and the process of creating and disseminating
the meanings that 4 Harmony Salon produces.The series as a television discourse was and remains receptive to all
generations and to members of all binary ideologically divided audiences and occupies an important place in the
domain of popular culture, which is a significant and inexhaustible field for research.

Key words: electronic media, an audience, a soap opera, a popular culture, series 4 Harmony Salon
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BABHHUOT ®NJIM U ECTETUKATA HA TOCAJIATA:
JOCAJATA KAKO JJAJTMOTHUB BO ®UJIMOT BEILIIE
E/THAILI BO AHA/[O/IHJA

Kayunn 360poBu: 310/1eBHOCT, OaBeH (uim, Xajaerep

Bosen

J’Kuseeme BO BpeMe BO KO€ Kako Jia TOCTOU He-
KaKOB 3aroBOp IPOTHB 3707eBHOCTa. He momuHy-
Ba HU MHUT a J1a HE MOTCKOKHEME HCIUIAlICHHU JAa
He CIIy4ajHO HemTo HH 31onee. Jloneka riename
¢uiM, 3a BpeMe Ha HEeKkoj OaBeH Jiell, BeTHAI T10-
CerHyBaMe 10 MOOMITHUTE TeJe(OHH 1a TO TOTIOJ-
HUME BPEMETO CO OECKOHEUYEH POj BUICOKIHUIIOBH.
Jonexa yexkame aBTOOYC MOBTOPHO CKpollaMe IO
MOOWITHHOT TesieoH. AKO He ro riiegaMe aBro0y-
COT, TOTalll MOKEMe Jla TO BUAMME Ha HalllaTa reo-
JIOKaIMCKa aruinKalmja Kako 000oeHa Touka Ha Ma-
raTa Kako ce JOOIMKyBa BO 'BHCTHHCKO BpeMe’.
Jonexa merame 1o Kej, HeMa HUTY €IeH MHT BO
KOj MOJKEME J1a TIOTOHEME BO OECKOHEYHA MPOIIIeT-
Ka BO ‘mpa3Ho‘. CeKkoj BUUIMB JIE] OJ] IPajoT € HC-
MOJTHET CO COAPIKHMHU, 071 OMIOOpAH co 3a0aBHU U
BO30YIUIMBH CIICHH, ITPEKY BUACOPEKIAMH, IO MO~

BIOKHU OanoHu-TaHuapu. Cenak oBaa KOJICKTHB-
Ha BOjHA TIPOTUB JI0CAJIaTa IITO C€ BOJIU OJ CTpaHa
HA IIEJI0TO OMIITECTBO HEU30EKHO HU HAMETHYBA
mpamiama: mMTo ako N30eTHyBajKH ja 340/IeBHOCTA,
n3zbernyBame HewTo MHOry BaxkHo? ILITo ako 310-
JEBHOCTA BCYIITHOCT MMa MO3UTUBHH e(DEeKTH Bp3
HaImuMoT Ayx? 3a 1a ce oduaeme Ja oroBOprUMe Ha
OBHE TIpallamka, BO OBOj TEKCT Ke pa3MHUCIIME 3a
€CTEeTUKaTa Ha 37I0/IEBHOCTA MPEKY YMETHUYKHOT
MEIUYM IITO ¢ HajOMU30K JI0 BPEMETO, a CO TO0A U
HajTIoAJIOKEH Ha pocanara — punmMort. IlokoHkpert-
HO, K€ pa3MHUCIIMME 3a OHa IITO Ce HapeKyBa '0a-
BeH pum‘. Bo Taa cmucina ce coracysame co Ya-
majan (2016; 2018) gexa 6aBHUOT PHIIM MOXKE J1a
ja MpeTBOpH J0caaaTa BO UCKYCTBO Ha €CTETCKO
VIKUBAKE MPEKy yrnorpedara Ha MPTBOTO BpEME U
JpamMaTruukaTa aMOUBaJICHTHOCT.

[Mon TepmunoT *6aBen puam‘ (slow cinema)
ro moapa3oupame oHa mro [lonaran Pomuu ro Ha-
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peKyBa ,,pa3HOBHUJICH BHJl Ha CTPOra MUHHMAJIHC-
THYKa KUHeMarorpaduja“ co ,,M3BECEH PEIOK HH-
TEH3UTET BO YMETHUYKHOT IOTJIE, ... KHHO LITO TO
OMaJIOBa)KyBa HACTAHOT BO KOPHCT Ha PACIOIOKe-
HHUETO, EBOKATUBHOCTA M 3aCHJICHOTO YYyBCTBO 32
temropasHocT. (Romney 2010 : 43—44; mutupa-
HO BO: Caglayan 2016: 64) O0u4HO, dunMoBUTE
HITO HE YCIEeBAaT Jia HU IO MPHUBJICYAT BHUMAHHE-
TO TH cMeTame 3a Jocajuu. Ho oBoj TekcT ke uc-
TPaykKu APyra MO>KHOCT: LITO CE CIIyyyBa Kora (uJi-
MOT ke Oujie KpeupaH co IIeJI Jia ja UCKOPUCTH J10-
caJiaTa Kako HaMepHa CTpaTerja 3a eCTeTCKO JIo-
kuByBame? Toram mobmBame (miIM BO KOj Aoca-
Jara Mmpousjie3eHa oy OaBHATa Hapaluja, MpPTBO-
TO BpeMe, aMOMBaJICHTHOCTA BO HAPATUBHUOT TEK,
KaKo ¥ HAMEPHOTO OTCYCTBO Ha KIIyYHHUTE UH(OP-
Malliy CcOo3/1aBa MOCEOHO €CTETCKO J0KHUBYBAHE
KO€ Ce M3MOIIKHYBa Ha €IHOCTABHOTO TOJKYBaHhEe
(Caglayan 2016 : 64).

Hocanara Bo (pMIMCKATA YMETHOCT

310/1eBHOCTA, KOTa CE OJIHECYBa Ha KYyJTYp-
HO-YMETHHYKATA MPOIYKIIHja, OOUIHO CE CTIOMHY-
Ba BO HETaTUBEH KOHTEKCT, KAKO HEJOCTATOK HJIH
MPOMAIITYBaKkE HA YMETHUYKOTO JICIO WIIH KYJITYp-
HUOT mpoAykT. Cenak, U MOKpaj TOa, JA0caaara ¢
BOOOMYACH EJIEMEHT BO MHOI'Y YMETHHUYKH Jiejia
(Caglayan 2016 : 65). Bo oqHOC Ha KMHEMaTOrpa-
¢ujara, mocrojaT 0OBUHEHHU]a JeKa OaBHUOT (UM
€ JIOCaJiecH ¥ MOHOTOH U 0€3 3HAYUTENICH YUHHOK
BO OMHOC Ha KyiaTypHara BpenHocT (Caglayan
2016 : 65). Huk Ilejmc, Ha mpumep, Benu aeka
OaBHuOT (puiM e ‘macuBHO-arpecuBeH‘ (Caglayan
2016 : 65; James, 2010 : 5). On apyra cTpaHna, naxk,
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JpyTd GUIMCKHA KPUTHYApU CMETaar jJeka OaBHH-
OT (huJIM MMa 3HAYUTEIICH MPHUIOHEC BO KPEHUPAhe-
TO Ha XUITHOTUYKA M KOHTEMIUIATHBHA CBECT KaKO
0CcOo0MHA IITO OOWYHO € KapaKTepUCTUYHA 33 YMET-
HUuKUTe pemek-aena (Caglayan 2016 : 65; Dargis
and Scott 2011). Hapruc u CkOT MmpoOIOIKyBa-
ar JieKa ,,pasMHUCIYBambEeTO € JI0CAIHO, ce pa3ou-
pa (uenara Taa TUIIMHA), TTOPAJH ITO TOIKY MHO-
Iy UHIyCTPUCKU CHUMEHH (pUiIMoBH paboTaT Toj-
Ky HaropHO 32 Jia Be 3a0aByBaat. AKo cTe 3a0aBy-
BaHM, WIN TakKa U3IJIe/Ia JOruKaTa, Hema Jia uMaTe
BpEME U MPOCTOP Jia PasMUCIUTE KOJKY (QUIMOT
u3Iiesia Mp3JIMBO, HEMPUCTOJHO M MO3HATO, U KOJI-
Ky € JIOIIO HAMWIIAH, HEMPABIITHO PEKUPAH U paM-
HoxymHo oartymen™ (Dargis and Scott 2011). Co
Ipyrd 300pOBH, TOCTOM HCTOBPEMEHO H30ETHY-
BamC Ha Jlocajiara 1 n30erHyBamke Ha MOKHOCTA 32
pasMHCITyBam-¢ BO COBpeMeHara '3abaBHA WHIYC-
TpHja‘ MpeKy MocTojaHo bombaparupame co *coap-
skuHa . HarpoTtuBs, Tokmy npudakameTo Ha goca-
Jara ce YMHM JIeKa € YeKOp BO HACOKa KOH cO3/a-
Bamb¢ YMETHUYKH JIeja IIITO ja OTBOpPAaaT MOYKHOCTA
3a pa3MUCITyBambe.

OHa mTO BO OBOj TEKCT ke OmIe pasriemayBa-
HO KaKO €CTETHKa Ha 3JI0JICBHOCTa BO OJHOC Ha
0aBHHMOT (UM ce OHECYBa Ha ()MIMOBU KOH CE
HaMEpHO MPOIYLUPaHH CO KOPUCTEHE Ha 37101e-
BHOCTa KaKO CPEJICTBO 3a MHIyLHUpPamke Ha ,,KOH-
TEMIUTATUBHO KHHEMAaTcko HCKycTBO (Caglayan
2016 : 67).

OBa KOHTEMIUIATHBHO KWHEMATCKO HCKYCTBO
MOXKE UCTO TaKa Jia MPEeTU3BUKA U OJIPE/ICH BH]] HA
,,[IPOILLIMPEHa cOCTOj0a Ha CBECT™, KOja MPUAOHECY-
Ba KOH 3HAYMTEIIHO NPO1ab0uyBamke Ha BHATPEII-
HUOT YBUJ U Jn4yHata kpeatuBHOcT (Caglayan
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2016 : 67). Co apyru 300pOBH, TOKMY 3aIlITO OaB-
HHUOT (UJIM HE JIMIIYBA O] JIECHO JOCTAIlHA CMHUC-
Ja U 3Haueme, KapaKTePUCTUYHM 332 OCTAHATUTE
"TIpOAYKTH Ha 3a0aBHaTa MHAYCTPHja‘, 0BOj BU Ha
YMETHHYKO JIeJIO HE (piia BO OTBOPEHA U MPHEM-
YUBa COCTOj0a Ha CBECT BO KOja CME OTBOPCHU 3a
MHOTY TIO/JTA00KY 3HaYeHa, KOHTEMIUTAINNja U ce-
OenpenCUTYBabE.

BaBuuot ¢uimM e, ucto Taxa, 1 01roBop Ha *Op-
3MOT XMBOT* Ha AeHemHunara. ConujarHuTe Me-
IryMH co 24/7 mpucrtan 10 HOHCTON 3a0aBa U MEH-
TajlHa ¥ €CTETCKa CTUMYJaIlfja, TiodaiHaTa J0c-
TAIHOCT Ha TPAHCIOPT Ha CTOKU U YCIIyTH, Op3u-
HaTa Ha TPAHCIIOPTOT M MHCTAHTHOCTA Ha KOMY-
HUKalMjaTa ro mnpaBaT COBPEMEHHOT CBET 3HAuYH-
TEJIHO OJ/IaJIeYeH OJ] YOBEYHOCTA U IyXOBHOCTA
Ha Onmckoto mMuHaTo. Cera oBaa Op3MHA, U CHOT
CTpaB Of Jl0CaJa Ha COBPEMEHHUOT CBET HaBUIYM
HE ’criacyBa‘ 3acekoramr off rmocaaara. Ho, Beym-
HOCT, yCIIEXOT Ha COBPEMEHHMOT TEXHOJOIIKH Ha-
MPEIOK C€ COCTOM INIABHO BO HAILETO OJajedy-
Bame 0] camute cebecu. Konky noseke cme 'us-
ONMpaHu’ M ’CHaceHu‘ OJf MCKYCTBOTO Ha JOca-
Tla, TOJIKY TIOBEKE CME OJIJAICICHH O CaMUTe cebe
1 OZl MOJKHOCTA [1a ce cllo3HaeMe cedecu. A oBaa
MOXKHOCT € elleMeHTapHara Qruio3odcka ocodu-
na. Hypu bunre llejman, aBTropor Ha KnHemaro-
rpad)cKoTo peMek-aeno bewe egnaw 60 Anagonuja
(Ceylan 2011) koe € BO (pOKyCOT Ha HHTEPECOT Ha
OBOj TEKCT, BO CBOjOT JHEBHUK 3aITHIIAJ JCKa TOK-
My OBa € €[JHa OJf HETOBUTE IVIaBHU LIEJIX IIPH HETO-
BOTO CO3JaBambEe:

[lomnagHeBo, Kako CTEXHAT 10J] HATPYIaHUOT
YMOp OZf CUTE OBHE TOJMHH, JIETHAB HAa KPEBETOT U
3acmaB IeJI0OCHO oOiedeH Hekonky yaca. Kora ru

OTBOPHB OYHTE, UIMAaB BIIEYATOK JieKa ce Oynam co
HOBa (popMa Ha mepiieniyja. Bo TummHaTa, npea
MOHUTE O4YM, Ha (PIyWICH HAYMH, HEMOJBU)KHUTE
peaMeTH BO Mojara coba Me ONKpyXyBaa co Oe-
CKpajHa HaKJIOHETOCT, KaKo BpaTUTE Ha Pa3UuHO
HUBO Ha TIEpIIeTIIHja MTOTYKY 1a ce oTBopHja. Oc-
TaHaB J1a JIeKaM CO OTBOPEHH OUYH MOBEKE O] C/ICH
yac. MowuTe ceTuia ce 4yBCTByBaa IEIIOCHO OyI-
Hu. OBaa cocToj0a MU OBO3MOXH JIa Y>)KUBAM BO
OTPOMHO 33JI0BOJICTBO BO XHMBOTOT. Pa30pas nexa
BUCTUHCKHK HE€ I'M YyBCTBYBaM €MOIIMUTEC HA CETO
OHa IIITO TO JKWBeaM, OWJIC|KH KUBEEME BO TAKOB
(hpenernuen puraMm. OgurienHo € Aeka tpebda ma
ro 3a0aBrMe PUTAMOT Ha HAIIIMTE XKHUBOTH 3a J1a HH
ce u3ocTpar ceTmwiara. Tyka e Mojara npuurHa aa
cakam (UIMOBHU co OaBHO TEMIIO — ¥ MOjarTa kenda
Jna cHuMaM BakoB ¢uiM. OBaa cocTojoa Ha yMOT
IITO ja TIOYYBCTBYBaB Kora ce Oymam IeHec MOXKe
Jla ce 10jaBu caMo MpeKy OaBeH W MaueH pUTaM.
(Caglayan 2016 : 68)

Llejnan, Bo cBOETO TBOPEIUTBO, IO KPUTHKYBa
COBpPEMEHHOT Op3 puTaM Ha )xuBeewe. Ce unHH, 3a
Hero 0aBHUOT (DUIIM ja IIOCTHTHYBA 11e1Ta Ha OaBHO
TEMIIO BO KO€ UMaMe MOYKHOCT Jia HU CE€ M30CTpar
ceTHsIaTa u Jja MOKEMe Jia CU IO MOIIeTHEME JKH-
BOTOT O] €/THO JIPYT0, KOHTEMITJIATHBHO [ THIITE.

YMeTHHYKO Kpeupame 10cajia BO
0aBHuoT puam: Tajnkame HA yMOT,
aeapaMaTu3aunmja, MpTBO BpeMe,
JAECKPUIITHBHA Nay3a

Tanxame Ha yMOT € (PeHOMEH BO KOj HACTaHyBa

MpeHacouyBame Ha BHUMAHHUETO O] 33]a4ara IITo
CH ja 3aj1aJl CyOjeKTOT KOH BHATPEIIHU YMCTBCHH

71



Jopnan Illnmosckn: BABHUOT ®UJIM U ECTETUKATA HA JJOCAJIATA: JIOCAJIATA KAKO. . .

aktuBHOCTH (Caglayan 2016: 69; Smallwood and
Schooler 2006 : 946). Bo ciy4aun xora Bpiume He-
KOM MOHOTOHHM aKTHBHOCTH, YMOT YECTO UMa TEH-
JIeHIIMja J1a ‘To0erHe’ BO COCTOj0a Ha BHATpe-
HICH JIMjaJior, pa3MHCIyBambe, MEUTACHE U CIIHY-
Ho. Criopen MoBeKe TCHXOJIOMIKA CTYIHH BiIazee
BOCTaHOBEHO MHUCIICHE JIeKa TATIKamETO Ha YMOT €
aKTUBHOCT IITO € BO MPWJIOT Ha 3roJIeMEHaTa Kpe-
aTuBHOCT. baBHMOT QUM ja BpIM oBaa QyHKIH]ja
npeky ymnorpeba Ha ,aeApamarh3anyja Ha Hapa-
tuBHHTE CTpYKTYpH™ (Caglayan 2016 : 70) co men
HOCTHTHYBAamh-€ Ha J0CAJIa U TAJIKambe Ha yMOT.
Jenpamaru3zanujara € CpeCTBO ITO I'0 KOpHUC-
TaT MHOTY (PMIIMOBH, HO BO OaBHHOT (UIM Aeapa-
MaTu3alujaTa ce KOpUCTH BO elHa eKcTpeMHa Gop-
Ma co Lies Aa ce 3a0aBW HapaTHBHATA CTPYKTypa.
Ilenta e ga ce BocTaHOBAT MOBEKE 'MPTBH MHUIO-
BH' WIM 'MPTBH Tpacma* (temps mort) 3a 1a ce 3a-
0aBU HapaTUBOT U J[a CE OAJAJICYH 3HAYCEHETO OJf
npocTara eJHO3HaYHOCT KOH €lHAa HaMepHa Hejac-
HOCT Ha 3Hauyewa (Caglayan 2016 : 71). Bo Bpcka
CO aMepuKaHCKaTa aBaHTapJHa KHHemarorpadwuja
Y HEj3MHUOT OOMJI 32 MHUME3HC Ha YOBEUKHOT YM
BO KnHeMaTorpadckara cTpykrypa, CUTHHU BEIIH:
3arouHyBajku co OOMIOT Aa ce MpeBenar co-
HHIITaTa W JPyTUTE OTKPUTHja HA JUYHOTO He-
CBECHO BO TpaHC (pHJIM, MPEKy MMHUTALM]a HA YH-
HOT Ha DJIeAame BO JUPCKUOT (UM M KOJEKTHB-
HOTO HECBECHO BO MHTOIMOETCKHOT (UM, OBa
KHHO ce obmme nma Tw neduHmpa cBecTa WM MMa-
ruHanujata. Hej3uanTe HajHOBM (pOpMaIHH KOH-
CTPYKIIMU ce mpubnmxuja 1o Gopmara Ha Menu-
Tanuja — CTPYKTYPHUOT (PUIIM — CO LIeN A2 peIu3-
BUKaaT MOJAMPEKTHH COCTOjOU Ha cBecTa U peduie-
KCHH Ha UMarvHaiujara kaj renador. Guamosure

72

CO YYeCTBO ja ClieqaT HacoKaTa BOCIIOCTaBeHa OJf
CTPYKTYPHOTO KHHO BO H3HAOTarbe MOCICIHIIN 32
cBecHUOT yM. (Sitney 2002 : 305-306)

®uam u punozodpuja: MapTun
Xajnerep u ¢geHOMEHOJI0THja HA
3101€BHOCTA

Maprun Xajnerep (1889 — 1976) e enen of
Haj3HadajHuTe coBpeMeHu (unozopu. Herosute
(hEeHOMEHOJIOIIKH TPOMHCITYBamba Ha JTa00uNHH-
T€ Ha YOBEYKHOT TyX OCTaBHja JjlaboKa Tpara Bp3
coBpeMeHara (unozoduja, Teoprja Ha YMETHOCT,
TeopHja Ha apXUTEKTypa, HO U punmorpaduja. He-
TOBOTO MCTPaKyBambe Ha ()CHOMEHOT Ha BPEMETO,
W J0cajara Kako e/ieH Ofl Haj3HaYajHUTE pesaliuu
CO BPEMETO c€ 0COOCHO BayKHH.

XajnerepoBoTO MPOMHUCIYBAalkE Ha J0Caja-
Ta TO MOCTaBYBa OBa PACIIOJIOKECHUE BO penaiuja
CO BPEMETO U € CEKAKO MOBP3aHO CO BPEMETO KAKO
e/iHa oJ] TeMeIHUTe GUII030(CKU UACH U HHTEPECH
Ha Xajzerep, HO ¥ BOOIMIITO Ha ()EHOMEHOJIOTHja-
ta. Bo Taa cMucia, mpoMHCITyBameTo Ha J0caaaTa
BO (PMJIMOT KaKO MEINYM IIITO € BO TECHA peralija
CO BpPEMETO € OIIMCKO 10 CYITHHCKHOT (hrio30d-
CKHU MHTepec Ha Xajerep.

Xajnerep (1995 : 83) pasnukyBa Tpu BUJa WU
ACTEeKTH Ha JI0cajia MITO ce CTeleHyBaaT U Harpe-
JlyBaaT xuepapxucku. IIpBHOT BUJ € KOra HEITo
e mocanHo. Ha mpumep — nocazgen ¢uim, nocai-
HO TMpeJaBame, JocaaHa 3adasa. Bropuor crerneH,
nakK, € Kora CTaHyBa 3JJ0/ICBHO MAKO CaMHOT MPe/I-
MET He € JocajeH. Ha npumMep, o nHTepeceH KoH-
uepT wiu QuIM, Kora ke ce modyBCTBYBaMe Mpas-
HU. ako Ha caMHOT HACTaH HU OWJIO WHTEPECHO,
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Cemak 3/I0/IEBHOCTA Ce MOjaByBa. TpeTHOT CTErNeH
Ha ’raboka mocaga‘ € Kora ke Biie3eMe BO KOH-
TaKT cO caMara jocaza. Toramn HeianoT CBET HU ce
pPYLIM W HUIITO NOBeke Hema cmucia. [Ipumepu-
TE IITO TOj T'M JIaBa TIOYHYBAaT O]l YEKAHETO BO3
Ha xene3nnuka cranmma (Heidegger 1995 : 94).
Kora Hema mTo J1a mpaBu, 4eKadoT ce J0caayBa.
Toj ce oOumyBa na "youe Bpeme* mpeKy mocTojaHo-
TO TOIJICJHYBakhE HAa YaCOBHUKOT, IMOIVICIHYBAKE
Ha Tablara WK BO JICHELTHO BpEeMeE MPEKy CKpo-
JIarbe 10 COIMjaTHITE MEIMYMHU Ha MOOHMITHHOT Te-
nedon. OBa e mpBara (aza Ha '3m0CaayBamke O,
Bo Bropara (haza ’3mocagyBame co® e Kora HeMame
penaimja co BpeMeTo cera, TyKy otrnocie. Bo Te-
KOT Ha camara Bedep, KOHLEPT U CIMYHO, HE HH €
nocanaHo. Hanpotus, BpeMeTo ce unHH JieKa JieTa.
Ho mojorHa ce uyBcTByBaMe JieKa I1ejiata Bedep €
npasHa u 6e3spenna (Heidegger 1995 : 109).

Jabokara mocama 3a Xajmerep € ¢yHIaMeH-
TanHo pacnonoxenue (Grundstimmung) Bo Koe
ceTo OuTHE ja ryOu CMHCIIaTa U 3HAYCHETO, BO KOS
OTCYyCTBYBa BpemeTo. /labokara jpocana € Ha4YMH
Ha Halle joarame Ipu cede u OTKpHBambe Ha cede,
Taa HA OBO3MOXKYBa OTKPHBAaI-€ Ha CBETOT INTO €
,»YCJIOB 32 MOXHOCTA 32 MeTa(hU3UYKO Pa3MHUCITY-
Bame* (Freeman 2021 : 127). CamuoT 360p *aoca-
na‘ Ha repmaHcku Langeweile 3Haun *nmonro Bpe-
Mme‘. Toa HM yKaKyBa JieKa Kora HU € JJ0CaHo, Bpe-
METO c€ OJI0JITOBIICKYBA.

Co omren Ha Toa MTO BO TIpBara opma Ha J0-
cajia, OfipelieH MpeaMeT WM CUTyallhja € W3BO-
POT Ha HaIlara Jocaja; a Bo Bropara gopma, 10-
cajara Mpou3JieryBa U 0J] KOHKpETHATa CUTyaluja
BO KOja ce Haorame W oj camuTe cede; BO Tpera-
Ta ¥ Hajay1a00ka (hopMa Ha 3J10JICBHOCT, HE TOCTOU

HUIITO MOCEOHO MITO € JJOCAHO, HUTY MaK MOCTOH
oJIpe/icHa MPUYKHA WK TIPUYHHA IITO HY € I0CA-
HO. A cemak, c& HU 0CayBa, BKIIyYUTEIHO U HUE
camure. (Freeman 2021 : 128)

Bo mmabokara, mnm ekcrpeMHara Qopma Ha
Jocaja, BpeMeTo HeloctacyBa. MUHATOTO, ceraril-
HOCTa W WJHUHATA CE CIIOjyBaaT U ce MOHHUIITYBa-
at. A cemak, BO 0Baa cOoCTOj0a 4OBEK He Oera o
Jocajara, KOJIKy U Jia € HepHjaTHO OBa 4yBCTBO.
TyKy, Ha HEKOj Ha4MH, TOj € aHECTETU3UPaH, CTa-
HyBa paMHOJYIIICH KOH C¢, OCTaHyBa 3aJjp»KaH BO
3adarot Ha mocanara (Freeman 2021 : 128).

[Mopamn daxror mTO HEKO] HE MOXE Ja ce
BKIYYM BO HHINTO, JjabokaTa jocaja ro ocra-
Ba npased. Co omen Ha (aKTOT JieKa HEYHMH MOXK-
HOCTH C€ MUCKIIy4eHH, JTadoKaTa 10cana ro ApxKH
BO HEHM3BECHOCT. A Cemak, OBHUE J[Ba CTPYKTYp-
HU MOMCHTH He Bojar 1o o4aj. Hamecro Toa,
BO maboka jocama, M ce OTKpHBAaaT COIICTBE-
HUTEC HCHCKOPHCTCHH MOXHOCTH Ha JlaseuwH
[Dasein, uiau 4OBEYKOTO CYIITECTBO Ha ja3UKOT
Ha Xajuerep]. Kako TakBa, qmabokara gocaja ro
Tepa JlazewH Ja ru peanu3upa CBOUTE HAjTOJIEMH
MOXXHOCTH BO MOMEHTOT WJIM 'MOMEHTOT Ha
Bu3mja‘ (Augenblick) Bo xoj [lazemn ce coouysa
cebecn kako outre mrto e. OHOCHO, BO ¢.1aO0KA
gocaga [aseun cianysa asgilieniliuier [ATaTUK
noxaneH|. Hakparko, OTKpHBa4KHOT MOMEHT Ha
Ju1aboka J1ocaia € MOBUKYBameTo Ha J[azenH KoH
HErOBOTO aBTEHTHYHO CAMOOTKPHBAE KaJIie IITO
TOj € JOBEJIeH JIMIIE B JIMIE CO cede M co cBojaTa
BpeMmeHcka ciobona (Freeman 2021 : 129).

Tpute Buja Ha nqocana 3a Xajaerep, Criopes
Opuman (2021 : 129) BoonmmTo He ce Kay3allHO
MOBP3aHH MAKO IOCTOM CTENEHYBamhE OJ TPBU-
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OT JI0 TPETHOT W HajN1ad0K, EKCTPEMEH BHU]I T0Ca-
na. Bo ocHoBa, 3a Xajierep kaysanHocta ¢ obpa-
THa! [TOHUCKHUTE BUIOBH Ha J10CAIA CC YCIOBEHH
of anabokara jocana, 3aITo Juiabokara Jocana e
dyHaaMeHTanHo pacrnoiaokenne. CaMmo ako UMaMe
KOHTAKT, MJIM aKO Cce TOBp3eMe co oBa (yHaaMeH-
TaJTHO PACIOJIOKEHHE, HUE K& OMIeMe BO MOYKHOCT
Jla TH JIOXKUBEEME U OCTAHATHUTE, ,,00MYHU BUIOBH
nocana. @puman 3aKiydyBa Jaeka 3a Xajaerep ce-
Koj BUJ Ha (uito3oduparme ce pa3susa of QyHa-
MEHTAJIHOTO pacrojokeHre Grundstimmung.

Tpaewero Ha (GWIMOT HE € IMOJ Halla KOH-
Tposia. DPUIMOT Tpae TONKY KOJKY INTO Tpae.
Hue cme mpuHyieHH Jia ja 4yBCTBYyBaMe J0Caja-
T4, OCBEH aKO HE PEIInMe Jla CH 3aMHHEME TI0-
pano. Ho Ha xpajot, Ouzaejku ,,HaMETHyBa BpeMe-
Tpaewme, KHHOTO € MPUBHJICTHPAHO MECTO Ha Jj0ca-
nma* (Misek 2012).

YouBame Bpeme

3urdpun Kpakayep Bo cBojara Kparka cTatuja
HacJoOBeHa ,,Jlocama® maBa MpOHUKIMBA aHAIN3a
Ha gocanara. Toj Ha jocajara Iefa Kako Ha He-
uckopucteHn norennyjan (Misek 2012). Kpaxkay-
ep (1995 : 331) cBOjOT Kparok ecej TOo 3aNOYHY-
Ba CO TBPJACH-ETO JIeKa OHHUE JIyfe KOU JIEHEeC Ce
yIITE MMaaT BpeMe 3a J0Cajaa, a He UM € Jocal-
HO, ,,CEKaKO CE MCTO TOJIKY 30JICBHH KaKO M OHHE
Ha KOM HUKOTAIl He UM € JI0CaTHO. 3aIITO HUBHOTO
jac rcye3Ha — jac 4ne mpucycTBO, 0COOEHO BO OBOj
TOJIKY Pa3[ABMIKEH CBET, HY)KHO OM T'M TIPHHYIUIIO
Ja ce 3aApKaT HeKoe BpeMme Oe3 e, HUTY OBJE
Huty tamy (Kracauer 1995 : 331). OnHocHo, nipo-
nomkysa Kpaxayep, 3a 1a ce cnpasar co oBa Oer-
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CTBO OJ1 TocaiaTa, OETCTBO 071 caMuTe cede, ja u3-
Mucuie pabotHara eruka. Ho, cenak, Oerajku of
nocajara u Oerajku o1 cede BO ocrojanara pado-
Ta, HUKO] HE € '0cJ000meH’ o1 CI00OJHOTO Bpe-
Mme. Cekoj, Benu Kpakayep, uMa MOXKHOCT J1a ,,ce
B0o30ynm Bo BucTHHCKA mocama’ (Kracauer 1995 :
332). CseToT, mMak, MoCTojaHo Ce TPIIKHU 3a TOa Y0-
BEKOT HUKOTAll JIa HEe Hajjae MpOCTOp, HUTY Bpe-
M€ 3a MHPOT H CIIOKOjCTBOTO LITO ja OBO3MOXYBa-
ar gocajara.

JKuBeejku BO TpenMyNTHMEIHjaTHUOT CBET,
Kpakayep 300pyBa 3a paamoTro Koe MOCTOjaHO TO
oOpeMeHyBa YOBEKOT CO HOBH HEMOTPEeOHHW WH-
¢dopmarmu u conpxkuHu. Toj € BO mocTojaHa coC-
T0j0a Ha IPUEMUYMBOCT U OTBOPEHOCT KOH HAJIBOP,
KOH CBeTOT. LlenmnoT cBeT € BO 3aroBop Aa ro u3-
Opka 4oBeKoT of camHoT cebe. Ho ako Hekoj ox-
Ooume ma Omme M30pKaH, TOTaIl ,,370JCBHOCTA CTa-
HyBa €IMHCTBEHAaTa COOJBETHA 3aHUMaIHja, Ou-
JIejkn 1aBa eleH BHJ TapaHIFja JeKa HeKoj, Taka
Ja ce Kaxe, c¢ yIITe UMa KOHTPOJIAa Haj COICTBE-
HoTO moctoeme” (Kracauer 1995 : 334). Ako ce
npenyuTy Ha oHa mro Kpakayep ro HapekyBa 'Je-
THTHMHA JI0CcaJa‘ a MTo MOXe /1a OuJe T0BEAECHO
BO peranmja co 'rabokara gocana’ xaj Xajuerep,
TOTall Toj...

... JO)KUBYBa €JIcH BUJI OJIA)KEHCTBO ILTO € pe-
yrcu He3eMHO. Ce MmojaByBa 11€j3ax BO KOj IIeTaar
IIapECHU TayHH, a Ha BUJICITMHA CE M0jaByBaar CIu-
KW Ha JIyre mpemnosHu co ayma. M renaj, TBojara
JyIla € UCTO TaKa MUCIIOJHETa, U BO 3aHEC I'o MMe-
HyBaIll OHA IIITO OTCEKOTall TH HEI0CTACyBaJo: T0-
nemata crpact. [la ce CyITH oBaa CTpacT — Koja
ce CMUpyBa Kako KoMeTa, J1a Te o0Bue Tede, Ipy-
TUTE M CBETOT — OX, TOTalll Ha Jlocajaara ke M J0j-
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IIe KpajoT u ce mrto nocrou ke Oupe... (Kracauer
1995 : 334)

Kunorto nma ynora Ha ozxpefeHa KBa3u aBTO-
peduiekcuja. [enajku ru TyruTe KUBOTH, HUE Ha-
BUJIYM CME CBPTEHHU KOH COIICTBEHHOT KHBOT, HO
BO CYIITHHA Haorame 6ercTBo o cebe. Ha xpajor
ocraHyBame npa3Hd. KWHOTO Taka HU HYJH IO-
Beke BHJIOBH Ha OETCTBO, OJ KOja Haj3HAYajHa €
0ercTBOTO Of YyBCTBOTO JE€Ka BPEMETO MHHYBa
(Misek 2012). OtTyka, GUIMOT 3a BpeMe Ha JA0JITH
YeKama, JIONTH MaTyBamka CO aBHOH WM BO3 CIY-
KW Kako YJITHMaTHBEH 'yOwer Ha Bpeme‘. Xajme-
rep HU OTKpHBa Jieka Kora Oerame oji 4yBCTBOTO
Ha BPEMETO IIITO MHUHYBA HHE BCYIIHOCT IO 'yOu-
Bame Bpemeto® (Heidegger 1995 : 93). Osa xiu-
e Ha 'yOuBame Ha BpeMeTo  Xajuerep ro TONKy-
Ba JIOCJIC/IHO, BEJICJKH JIeKa Kora ce BHEeCyBaMe BO
HEINTO 32 Jia HU TIOMHHE BPEMETO, TOTalll BPEMETO
HE HM TIOMHUHYBa TIOOPTyY, TYKy BOOIIIITO HE 3a0e-
JexKyBaMe Jieka MuHyBa. Hue OykBasiHO ro yOuBa-
Mme Bpemero (Heidegger 1995 : 99).

Oga ’yOuBame Ha BpeMeTO KMHEMaTorpa)cKu
¢ (PeHOMEHAITHO MPETCTaBeHO BO Mot heuse eg-
naw na 3aniagoiu ox Cepuo Jleone (Leone 1969).
Expanmsanmjara Ha mocamata Ha yOuWjuuTe de-
KajKy TO BO30T IIEJIOCHO € PEMUHHCIICHTHA Ha Ofl-
HCOT Ha fgocajara Bo QyngameHiuannuite KoHyei-
wu Ha meimaghusuxaiua xaj Xajnerep. OTBOpame-
TO Ha (PUIIMOT...

... BUPTYO3Ha €BOKaI[{ja Ha BPEMETO IITO MH-
HyBa. Cemnak, BO MOTOJIEMHUOT JIEJ OJI CBOETO Bpe-
METpackke, CEKBEHIIaTa ro yOUBa BPEMETO CO akK-
uuja. HeoOuyHuTe MUHUMjaTypHU aKTHBHOCTH Ha
MUeke BOAa O KAk U MaMKa CO MYBHU C€ 3roJie-
MyBaaT cO KpymnHUTe Kajapu Ha JleoHe u craHyBa-

aT CIeKTakJI Ha IUPOK eKpaH. TuimHaTa Ha HU3a-
Ta CIy’KHU U 3a rpaJiehe Hen3pecHocT. OBa e camo-
pedrnexcuBeH BecTepH, na 3Haeme (a Jleone 3Hae
JleKa 3HaeMe) JIeKa Ke UMa MPeCcTPeIKa Kora KOHed-
HO Ke npucturae Bo3ot. (Misek 2012)

Jocamara moxe cenak ja Ouje u onacHa. Taa
HE JIOBEe/IyBa JIUIIE B JIMIIE CO BPEMETO, HO CO Toa
W CO HalllaTa BPEMEHHUTOCT, CO HAIllaTa CMPTHOCT.
Hocanara ucrto Taka HE COOYyBa CO HAC CaMMTe.
Bo nmocamHuTe MHUroBM KOM C€ OJOJITOBIICKYBaaT
JI0 HEJIOTTIe]l, Hie TIOYHYBaMe Jia C€ COOIyBaMe CO
Mpa3HUHATa Ha HAIWTE *XUBOTH. Kora cennme mo-
CaJyBajKu ce Ha )KeJIe3HWYKa CTaHUIa, Kako youj-
muTe BO bewe egnaw Ha 3ailagoil, HAE TO OJ-
OpojyBaMe BpPEMETO 10 HallaTra COICTBEHA CMPT
(Misek 2012).

»la ce nocagyBa*

I'megame dunm ox moseke nmpuunan. MoxkeMme,
Ha mpuMep, J1a riieaame GuiM 3a j1a 'youBame Bpe-
Me‘. Ako (pMIMOT He ycree J1a Hi ro youe Bpeme-
TO, Toram (GuIMOT € mocanaeH. MeryToa, ako ¢u-
MOT yCTIee J1a HU MOMOTHE Jia TO yOmeme Bpeme-
TO, TOTAll TIAK HA KPajoT MOXKE J1a MOYYBCTBYBa-
Me ozipeJieHa rpa3HuHa. Ce 4yBCTByBaMe JIeKa CMe
3aryowiie Hemto. Jleka cme 3aryOuiie elieH u moj
Yac OfI CBOETO BpeMe HampasHo. Toram perpoc-
NEKTUBHO 3aKITydyBaMe JIeKa HA € MHOTY JIOCaJIHO.
(Misek 2012) BeymHocT, oBa € BTopara eTama Ha
nmocanara criopen Xajaerep. Toj Benw jeka HETo
HU € JIOCaJHO ,,HE 3aToa IIITO TPACHETO Ha BpeMe-
TO ¢ 0aBHO, TyKy 3aroa IITO € MPEMHOTY 0aBHO
(Heidegger 1995 : 97). Jlocanara criopen Xajne-
rep € MOYKHa caMo 3alliTO CeKoja paboTa UMa ’CBOE
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Bpeme ‘. Kora ke ce ciyuu pasuayBame Mery Harlle-
TO BpeMe M BPEMETO Ha HEKOj peaAMeT (Ha IpruMep
¢um) Toram HacTanyBa 10canara.

YMmupame o1 xocaga

Kunemarorpadwujara oOu4HO ce omHEeCyBa Ha
IPBUTE JIBAa BHJA JOCAJa ONMHIIAHU of Xajaerep.
Bo npBuort ciyuaj e xora miegame ¢puim 3a ga you-
eme BpeMe. Ako (PUIMOT ycrean jia ro youe Bpe-
MeTO, TOTall HU OWI 3a06aBeH. AKO HE ycreaa BO
Toa, Toram Hu € gocamuo (Misek 2012). Toramr ro
qyBCTBYBaMe€ BPEMETO KaKO MUHYBA M UyBCTBYBa-
Me OJpe/icHa Te)KHHA M HETPHjaTHOCT O]l BpeMe-
Tpaemweto. Llenara unnycrpuja Ha 3ab6aBara € Ha-
coveHa KOH OBaa IieJl — Jja co3/ajie KuHemarorpadg-
CKH 'TIPOILyKTH® IITO Ke HU ro youjaTt BpemeTto. Bo
KOW K€ HH TTOMHHE BPEMETO H Ke T0 3aryOonMe qyB-
CTBOTO Ha BpemeTpaeme. Ho, cemak, gypu u ako
’ycree“ BO yOMBamETO Ha BPEMETO, (PHIMOT MOXKE
na Ouje 340/€BEeH PETPOCHEKTHBHO — OTKaKoO Ke
MOYYBCTBYBaMe JieKa CMe€ OCTaHaTH Mpas3Hu. Tpe-
THOT THIT QUIMOBH ce (HUIMOBH ILITO C€ CO3/ae-
HY Ha TaKOB Ha4YMH CO HAMEPHO IPa3HEHE Ha €K-
PaHOT O COAP)KMHA, CO HAMEPHO 3a0aByBame Ha
KaJIpuTe, 3apKyBarbe Ha CIMKaTa Ha HAaBHIyM He-
OWTHHM €NEMEHTH, IITO Ha KpajoT BJEryBaMe BO
enHa nocebHa coctojoa Ha cBecT. OBUE HUIMOBH
HaMecTo Jia ,,yOuBaaT BpeMe, TakBUTE (DUIMOBH
obmuno gocamysaat g0 cMpt (Misek 2012). Tok-
My OBa ’JTocayBarme Ha CMPT® WK *TadoKa 1oca-
Ja‘ e BUJ Ha 10CaJia mrTo...

... BKIIy4yBa [IOMHPYBam€ CO, la AypU U MpH-
(akame, Ipa3HUHATA IITO TTOCTON BO U HAJBOP OJ
OTPaHUYEHOTO BpEME OJi HaIIUTEe KUBOTH. Mery-
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TOa, Jla ce Omme JAOCaaHO JO CMPT HE € MOpOH-
JieH cTaB. BeymHocT, Toa e amadoko etuuko. Toa
BKIIy4yBa pa3Oupame Ha (PaKTOT JieKa BPEMETO He
€ TIO/ Hallla KOHTPOJIA U JIeKa BCYIIHOCT HE MOXKe-
M€ BOOIIIITO Ja TO ,,yomeme BpemeTo*. Bpemeto
MUHYBa, HUEC yMUpPaMe, & BpPEMETO MTPOJIOJIKYBa J1a
nmoMuHyBa. [lounTyBameTo Ha OBOj (hakT HE Tpa-
BHU MOZ00PO OMPEMEHH J1a TH [ICHUME Pa3InIHUTE
MIPUBPEMEHOCTH IITO MOCTOjaT HAJBOP O] HAlllaTa
(Misek 2012).

Jocanara Bo (h)MIMOT, aKo € COO/IBETHO U CIie-
MU(PUIHO HACOYEHA CO HaMepa Ha KMHeMarorpa-
¢ot, Moke na Ouje MHOTY 3HadaeH (pakTop BO
CTUMYIIallja Ha pa3MucityBamero. OBa e ocobe-
HO PEJICBAHTHO BO JICHEITHUIIATA KOTa MOABMKHU-
T€ CIMKU C€ CENPUCYTHHU Ha JOMHUPOT HA MPCTOT
— conujanaute mpexu, TikTok, Instagram Reels,
YouTube wutH. [locTojano cme 6mm3y 10 3 MUHY-
TH 3a0aBa u n3baByBame ox gocagara. [lypu u 3a
BpEME Ha DIEAAETO Ha JocaaeH (UM, MOXe-
Me Ja moOerHeMe oj J10cajara MOCETHYBajKU 110
MOOMIHHOT TesieoH BO 11e0OT, BO BTOp 3a0aBeH
L, (OAIM® WTH KoTHTIL

Cemnak, ako ¥ ce TPEemymTUME Ha Jocamara u
M mameMe MpOoCTop, MOCeOHO Ha TPETHOT THIM Ha
’nanaboka mocana’, Torail MOXKeMe Ja OYeKyBame
HeoOWYHU e(DeKTU BO HalllaTa CBECT, PaCIIOJIOKe-
Hue n ayx. OBoj BUJ J0cafa ro crpedyBa OIMH-
HYBameTO Ha BpemeTo. Toa € cocTojoa Ha paMHO-
IyITHOCT CIIpeMa caMHOT cebe, cripeMa paboTHuTe
kako TakBu (Quaranta 2020 : 5). Ecrerckara xate-
ropHja IITo ja BKITy4yBa HAMEpPHO BHECEHATA 10Ca-
Jla BO YMETHUYKOTO Jie10 — (huim, Oapa oj Hac Ja
M U3MEHUME HalllaTa KOHIEMIIMja ¥ TepIeniyja
Ha (puIMOT Kako ymeTHOCT. Taa 6apa ox Hac 1a oc-
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TaBUME MPOCTOP 32 MPa3HUHATA, 32 HEUCKAKAHO-
TO, 3a HEUCKaXMBOTO. Toa 3HauM jeka He Tpeda
Ja Oerame BO (pMJIMOT OJI BPEMETO U OJ JI0caja-
Ta, HUTY Ja Oerame ol pUIMOT aKo HU € 3710CaJieH,
TYKY Jia C€ BHECEME M BTYpPHEME YIITE MOBEKE BO
YyBCTBOTO M PACIIOJIOKCHUE Ha Jocasia. Toa 3HauH
Jieka 90BeK Tpeba Jga Ouje pactoIoKeH, WiTH, TIPe.
ce, oTBOpeH 3a focasna (Quaranta 2020 : 6).

Hocana Bo bewe eguawt 60 Anagonuja

Ounmort Ha [lejman bewe egnawt 6o Anagonuja
(Ceylan 2011) ru compku CUTe OBHE €IIEMEHTH 3a
KOM TIPeTXOJHO Oere emabopupano. Jleapamarn-
3alMjata, MPTBOTO BpeMe, MPTBUTE MHIOBH, IIO-
CTOjaHUTE MPEKPaTyBama Ha HapaTHBHATA CTPYK-
Typa, Kak0o U HaAMEPHOTO COKPHBAKE Ha KIIy4YHHU-
T€ HapaTHBHHU WH(OPMAIMH CO3/1aBaaT €IHO YyB-
cTBO Ha anmaboka nocana. OBaa mraboka rocania e
HaMEpPHO M yMEITHO KperpaHa OJf CTpaHa Ha KHHe-
Matorpador co el Ja CO3aJe ,,KOHTEMIUIaTHBHA
B030y/a 3a egadot (Caglayan 2016 : 75). [1ona-
Tamy, MOXe Jia ce cornacume co Yarnajan exa ao-
cajara ,,94ecTO Ce TpeTHpa Kako IIEHTpasiHa TeMa
BO HapaTUBHATa CTPyKTypa Ha pummot™ (Caglayan
2016 : 76).

Kunemarorpadckara crpareruja ’paMka BO
pamKa‘ CUCTeMaTCKu ce ynorpeOyBa Bo beute eg-
naw 6o Anagonuja (Caglayan 2016 : 77). Oa ciy-
KM 32 J]a C€ Of[B/IeYe BHMMAHHUETO HA TIIEa4Y0T, HO
HCTOBPEMEHO U Jia TO CKpUE HAPATHBHOTO JEjCTBO
MIPEeKy 3aTCKpUBAmkE HA caMara HeToBa CONPIKMHA.
Yarmnajan (2016 : 79), Bo Bpcka co MpHKa3HaTa Ha
(GuIMOT, BeJM JieKa OCTaHyBaaT JIBE Mpallamba He-
OJITOBOPEHH: TIPBO, HEJACHO € JIAM OCOMHHYCHH-

OT IO U3BPIIMII YOUCTBOTO, 3aIITO HEKOJIKYIIaTH BO
(GUIMOT Ce YMHU KaKO IIIABHUOT OCOMHHUYEH CBEC-
HO JIa CH ja Ipe3eMa BUHATa, 1 BTOPO, BO TEKOT Ha
o0nyKIMjaTa JOKTOPOT C€ YMHH JieKa MpPaBU H3-
00p Ja CKpue BayKeH JJOKa3, OTKPHTHETO JIeKa BO
OenrTe TPoOOBM MMa 3eMja, IIITO 3HAYH JeKa YOu-
SHHOT ¢ XuB 3akonaH. CocemMa HEOOMYHO 3a Ie-
J1a40T, CAMHOT HapaTHB Ha (UIMOT HE ja OTKpHUBA,
HUTY ja HaBECTyBa IMPUYMHATA 3a 0BOj akT. Bo Te-
KOT Ha JIoJIrata naysa BO Koja JIOKTOPOT C€ ABOYMH
JIAJIK J1a TO BOBEJIC OBa BO 3aIMCHHUKOT, TOMOIIHH-
KOT CJIy4ajHO IO IPCHYBA JIOKTOPOT CO KPB IO JIH-
nero. OBOj TpaeH MHT Ha MHCIICHE Ha JOKTOPOT
W3HYIyBa pa3MHUCIyBama M JTUIEMHU Kaj IIeJaqdoT
— Jany KpBTa Hemro cumbonusupa? amu gokro-
poT Taka mpu3HaBa ,,rpes‘? IlITo 3HauM naneyHu-
OT TIoTJIeT IpeKy npo3openot? Huty exno o oBue
Ipamama He J001uBaaT OAroBOp, HUTY MUMILTHIIUT-
HO YKa)KyBaaT Ha HacOKara Ha MHUCJIEHETO Ha JIOK-
TopoT. OBHE mpamama HE OcTaBaaT BO eIHa IO-
BeKe3HayHa Heu3BecHOCT. Ce YMHM JieKa aBTOPOT
HAaMEpPHO T KOPHCTH Kamepara, OaBHUTE CLECHH
U camara HEM3BECHOCT M JIBOCMHUCIIEHOCT Ha O
JyKUTE HA IIABHHUOT JIMK 3a Ja TO 3apXKH Iesa-
YOT BO COCTOj0a Ha HEN3BECHOCT U MPOITA00YECHO
pa3MucIyBame.

3akiay4ox

Hocangara Moxke mga Ouae MHOTY HEIpHjaTHA.
IlIToM ce mojaBW 3M0AEBHOCTA, MMaMme IMOTpeda
na ja ucrepame. Llenara Hamra MozjepHa KyaTypa e
CKOHIIEHTPUPaHa OKOJIy OBOj CTpaB OJf 10cajia UiH
XOpop Bakyu. bp3ame 3a arconyTHa OnTHMHU3AIH]a
Y TEXHOJIOIIKO YCOBPIIIYBaHkE¢ Ha HAIIETO M3TPajie-
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HO OINKPYXYBambe, HHBECTUPAKE BO UCKIIyUUTEN-
HO e(uKaceH jaBeH TpaHCHOpT, 24/7 1enara npu-
CyTHa ,,cepa Ha MOJATOLHU HCIOJHETa CO IJO-
0alTHM BECTH W TPUCTaI J10 MHPOPMAIMK BO peal-
HO BpeMe, 3a0aBa co MPUTUCKAkE Ha KOITYe BO Ha-
IIUTE [Ie00BU U CyTIIepOp3U MPEKH 32 UCIIOpaKa Ha
nakeTH... Konmky moBeke mMopepHara TeXHOJOTH]ja
MIOCTUTHYBA, TOJKY MOBEKE ,,ycIeBa‘“ BO HAIIETO
camo3abopaBame. Konky moBeke cme meryceOHO
MOBP3aHH, TOJKY MOMAJKy CME MOBp3aHH CO Ha-
nreto jaapo. TonKy moMalKy HU € MOYKHO Jia HajJie-
Me Ha49uH JIa ce BpaTruMe KoH cede. Maptun Xajme-
rep Oemre eneH ox HajBakHUTE MuciuTenn Ha 20.
BeK. HeroBnor HaumH Ha pa3MHUCIyBamke OOHUYHO
O TIPOTHB HAIIMTE WHCTHUHKTU. bunejku Hamm-
TC€ UHCTUHKTHU CC NETCPMUHUPAHU OO CUJIM KOHU CC
HaJBOP Of Hamrata MoK. OBHE CHJIH C€, BCYIITHOCT,
3aIHMHATA TIPOTHB KOja C€ T0jaByBa HAIIETO OW-
THE-BO-CBETOT M HAIlleTo pazOupame. Toa e gmado-
Kara J0caia IITo € BO CPKTa Ha 0Baa 3aJHUHA, OB
NPU3EMjEHO PACIONIOKEeHNE Ha HalieTo Bpeme. He

Jlurepartypa

OerameTo, TyKy HOTOITYBAabETO U yCOIIaCyBambETO
CO OBa 3€MjeHO PacIoJIOKEHNE € Hajao0pruoT Ha-
YMH 2 C€ HaJMHUHE U J]a C€ IPUABMKH KOH aBTCH-
TUYHO TIocToeme. Kunemarorpacdwujara Ha ,,0aBHU-
or (uiIM“, Koj ocTBapyBa JJIabOKU arMochepcKu
JBIDKEIba HA HAIIETO PACIOIOXKEHHE NMPEKy YIo-
Tpeba Ha ,,MpTBO BpeMme™, ,, JOIT Kamap‘, ,aemapa-
MaTH3anuja“ u Ipyrd CPeiCTBa, MOXKE Ja HH I10-
MOTHE BO OTBOpam-¢ Ha HOBM aBCHHWH Ha MHCJATa,
1 OTBOpAH-E KaKO HA HAIIMOT AyX Mpea HaC CaMUTE
Taka W LeJroT cBeT. [loTomyBajku ce BO OBUE KH-
HeMaTorpadcku (EHOMEHOJIOMIKA HCTPaKyBamba
Ha Jocajaara, ke MokeMe 11a ce rpedpiInMe Bo TIo-
MEJUTAaTUBHO Pa3MHCITyBambe M J1a C€ MPHUCIIOCO-
Oume Ha Ju1abokara coctojOa Ha QyHIAMEHTal-
HOTO pacrojioKeHUE Ha HALIeTO BPEME, KaKo HITO
aHanu3upa Xajaerep. beire mpercraBeH mnpume-
pot Ha llejmanoBuor hewe eguaw 6o Anagonuja,
HO MIMa W APYTU aJeKBaTHU M WHCIHMPATHBHU pe-
MEK-7IeJla BO YMETHOCTa O 0aBHO KHHO.
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Jordan Shishovski

The Slow Cinema and the Esthetics of Boredom: Boredom as Light
Motif in the Film Once Upon a Time in Anatolia
(Summary)

Boredom is one of the most unpleasant feelings. Boredom is an enemy not only personally but also at the societal
level. As if there is a conspiracy against boredom: an endless stream of flashing street advertising, fun mobile vid-
eos of kittens and the latest jokes from around the world. But what if this “war on boredom” is actually a war on
self-knowledge? Since, in boredom we find time for ourselves. Only then we are forced to think and ask ourselves.
Only in boredom are we free to be present have on ourselves. Only in boredom will we come to ourselves, free
from all the distractions of the everydayness. This text will contribute to the understanding of boredom, or more
specifically to the aesthetics of boredom in the ‘slow film’, on the basis of the philosophy of Martin Heidegger, in
order to open up to Socrates’s essential philosophical call: “know thyself.” The example from the film of the Turkish
cinematographer Nuri Bill Ceylan Once upon a time in Anatolia will serve as an illustration of this aesthetic-exis-
tential goal.

Key words: boredom, slow cinema, Heidegger
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INEPBEPTUPAHUTE POAOBHU YJIOI'N BO ®PUJIMCKATA
OEMHUHHUCTUYKA YTOIIMJA U HUBHUOT OAPA3 BO

OINMTECTBOTO

Kiyunu 360poBu: pogoBu yioru, peMUHHCTHYKA PUIMCKA YTOIH]a, >KEHCKO TBOPEIITBO, CEKCH3aM

Bosen

,,’Kueoitioiti ce citlecHysa unu wupu
C00g8eiino Ha oA KOJIKY e HeKoj xpabap
(Anaunc Hun).

Cé mouecto ja ciymame (pasara jaeka
JKUBEEMe BO epa Ha )KeHCKa JJOMUHAIH]ja, HO Aalli
OTHEHHUTE (PEMUHUCTHYKH XUMHH Ha apTHCTKaTa
bujonce u cunmaure cnoptuctku kako Cepena Bu-
JMjaMC ce JIOBOJIHHU JIa TH MOTTUKHAT JI€BOjYHIba-
Ta ¥ J)KEHHUTE Aa OMJIAT CMENU Ja I'o )KUBEaT COHOT
Ha CBOjOT KUBOT? Jlanu poioBUTE peiallny ja moj-
IpKyBaaT €HAKBOCTA BO OIIITECTBOTO WJIH, TaK,
MaTpUjapXaJTHAOT MOJIEI BO KyATypara ce MPOTHY-
Ba HHU3 Pa3HH NUCKypcu? ,,32 POIOBHUTE peElalliu
3HaeMe JIeKa Ce MCTOBPEMEHO pellallii Ha copa-
00TKa, MOBP3yBamke M 3a€MHA MOJIPIIKA, HO U Ha
KOH(JIUKT, 1mo/ie10a U HaTIpeBapyBambe, Ha Pas3Jin-

Ka U HeeTHaKBOCT. lHTepecoT Ha pojIoBHUTE pera-
MU € KOJIKaBa ¢ pacmpezendara Ha MOK Mery TIo-
nosute. Tre co3aBaar v pernpoaynnupaar CUCTEM-
CKH Pa3]IUK{ BO MO3HIIUUTE HA MAKUTE U KECHUTE
BO JazieHo omutectBo (MBaHOBCKa LUTHpPaHa OJl
Maprunocka 2014: 36). OBoj Tpya ke ce oOuzae na
M JETEKTUpPa POLOBUTE CTEPEOTUIIM HA KOOPIHU-
HAaTUBHUOT CHCTEM Ha KyNITypaTa, Iperio3HaBajKu
M CEKCHCTHYKUTE TpPEApacyid ¥ HOPMHPAHUTE
POJIOBH YJIOTH BO OIIITECTBOTO MPEKY HAPATHBOT
Ha (panLyckuoT UM Jac He cym Jnecen 408eK
(I Am Not an Easy Man, 2018) Bo pexwuja Ha
Enenop Iypuja (Eléonore Pourriat), mokaxyBsajku
Kako IepBEPTHPAHUTE POJOBU YJIOTH BO €JHA
(hemuHUCTHYKA (QHUIIMCKA YTOIHja C€ OfpazyBaaT
BO PEATHOTO OMIITECTBOTO. [ JTABHUTE YJIOTH BO
poMaHTHYHATA apoaujaJac ne cym iecen 4o8ex TH
urpaat Buncent En6as (Vincent Elbaz) kako Jlemu-
eH u Mapu-Co¢pu @epaan (Marie Sophie Ferdane)
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Kako AJIeKCaHIpa, KOM BO €lIeH WMarrnHapeH,
POJIOBO TIEPBEPTUPAH CBET Ce BJbyOyBaar eaeH BO
JOpyT U TIOKpaj OpOjHUTE KYJITYPOJIOIIKHA Pa3IHKH
co kou ce coouyBaar. Kpuruukara peduiekcuja
Ha OMOJIOIIKHOT JIETEPMUHU3aM HHU3 (UIMCKHOT
HapaTUB KaKo I10UI0Ta 32 BAKHUTE EMUHUCTUYKN
TEMHU Ha OBOj TPYI, K€ HE OJBEe HU3 MPOIECUTE
Ha JICKO/IMparhe Ha MPONUIIAHUTE MAIIKO-)KEHCKU
yIOTH BO MAaTPUjapXxaToT W MPEHNO3HABAHETO
Ha HECOO/ABETHATa pElpe3eHTalja Ha >KeHaTa
HU3 MEJMYyMHTE, KHWKEBHOCTa W IOIYyJiapHaTa

KyJITYypa.
PonoBa cerperanmja Bo 1eTCTBOTO

IIpBara cuena ox punmot Jac ne cym necen uo-
6eK 3aTll0YHYBa BO IpaJIMHKA CO JIeTIa OJ1 TPETIIKOI-
CKa BO3pacT, KaJIe jJaCHO ce IVIe[a KaKo ce Mojele-
HHU HUBHMTE YJIOTH BO IPETCTABaTa IITO ja MOATOT-
ByBaar. Of elHa CTpaHa ce MaJIUTe JeBOjUHIba, 10-
TepaH ¥ HAIIMHHKaHU, BO 00uz aa Ouaat 6ecnpe-
KOpPHO Y0aBH, NIEJAHTHU M CEPHO3HH, a O[] JApyra
CTpaHa ce MOMUYHIbaTa KOu ce cio0oHU, HeoOpe-
MEHETH U HacMeaHU. [leBojunmara ce MaCKUpaH!
HPETEeKHO BO MPUHLE3H, JOAEKa MOMUYUEbATA MO-
JKar Ja OMJar IITO M Jia rmocakaar. AKo ja Tore-
JHEMe JeTcKara KHWD)KEBHA MPOAYyKIHja, ke 3abe-
JIeKUMeE JIeKa BO OBOj THII Ha JIUTeparypa JOMHHU-
paar 0ajKkuTe BO KOM JICBOJKHTE C€ NMPHHIIE3U HITH
ce BO IIOTpara I0 COBPLICHUOT IIPUHI], KaKO CUM-
00J1 3a UOEaTHUOT JbYOOBHUK, JOAEKA MAaXHUTE CE
cynepxepon — Cynepmen, bermen, Cniajaepmer u
CIIMYHO — MOKHH, CHJTHH U HEJIOUPIIMBH, OATOT-
BEHH J1a CE )KPTBYBAaarT Jia ro cracar 40BEUITBOTO.
Hepertko, Oajkara e pojoBara mMarpuia 3a penpe-
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3eHTalllja Ha JKeHaTa U BO COBPEMEHMOT UIPaH U
aHUMUPaH QUIM.

Ako TO Hamumeme 300pOoT XpadpocT Ha
WHTEpPHET-CTpaHUIIaTa 3a TpPUKa3HH 3a Jena
shortstoryguiede.com, on ceaymMHaeceT IMpHKa3-
HY, €MHCTBEHO BO YETUPU CE I10jaByBaaT >KEHCKU
KaKo IJIaBHY JMKOBU. CIIMYHO Ce€ MOTBPIYBa U CO
,»CTyanjata Ha Oncepsep Bo copaboTka co Huiicen,
LITO TH OLICHWJIA CTOTE HAJIOMyIapHH ICTCKH KHU-
ru ox 2017 roguHa, Kaje ce OTKpUBA JIeKa, 3a Kal,
BO CBETOT Ha MOJIEpHATA JIUTEpaTypa c¢ YIITe Blia-
Jear cekcucTudku Tpennosu. lllancure mamkure
JIUKOBY J1a T0OWjaT TIIaBHU YJIOTH CE JIBOjHO IOTO-
JIeMH J10JieKa )KEHCKHTE ce nmoxpeacHu. Kora imko-
BUTE J100MBaatT KUBOTUHCKU (OPMHU, HAJMHOTY OX
MOKHHTE MEYKH, 3MEJOBU M TUTPH CE MAIIKHU JO0-
JIeKa TIOMaJIMTE ¥ MOPAHIIMBY MTUIH, MAYKU ¥ HH-
CEKTH ce KeHCKU. Bo eqHa merTuHa o7 OBUE KHU-
TH BOOTIIITO HEMajo >KeHCKU Kapakrepu™ (Cara-
Hu 2019: 52). Bo Taa Hacoka Ha pojioBa cerpera-
yja € U MpHKa3HaTa BO MpBaTa cleHa Ha QUIMOT
Jac ne cym necen uogex, Kajie N1eBOjUNbaTa JOOH-
Baar UCKJIyYMBO €JICH THII Ha yJIora BO TeaTapcKa-
Ta MpeTcTaBa IITO ja MOATOTBYBAaaT BO IPaJUHKa-
Ta. HuBHUTE yunTenku n Majku ru ¢daka rmaHuka
KOra OCTaHyBaaT 0e3 JIOBOJIHO KOCTUMHM 32 MPUH-
LEe31, KaKo Toa J1a € eJAMHCTBEHAaTa MOXKHA yJora
3a MaJIUTE JeBOjunb-a. Hu3 oBue GuiMcKu cueHw,
BCYIIHOCT, € NMpHKa)KaHa PoJloBaTa HEEJTHAKBOCT
Mel'y MOMYHIbATa U JICBOjUHIbaTa YIITE O Hajpa-
Ha BO3PACT.

Hasucrtuna, He Tpeba MHOTY HaOJbYIyBame 3a
Jla ce 3aKIy4H JieKa HajroyieM Opoj o7 1eBOjYHba-
Ta O] MPETIIKOJICKA U IIIKOJICKa BO3pacT ce obeye-
HU BO PO30BO O] IVIaBa JIO METHIIM, CO COBPIICHO
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coOpaHM KaJIpyily WK MAHJCIKU BO KocaTa, mep-
(EeKTHO AOTEepaHH, YUCTH U YPE/IHH, & [IEJIOCHO UH-
xHMOWpaHU KOH Urpara Ha OTBOPEHO, BO MapK, BO
KaJl, alMCHUPAHK O]l CUTE aTpUOyTH Ha MPUPOJA-
ta. Toa, BCYIIHOCT, € ClIMKara 3a rojieM Opoj Jie-
BOjYMIba IITO TH TMOATOTBYBaMe ,,Jia OWIaT TPHUH-
me3n’ kora ke mopacHatr. OBa ce TOTBpIyBa U BO
HCTPXKYBAKHETO HAMPABCHO HA YHUBEP3UTETOT
»bpuram Jaur®, Bo Koe Oj JBecTe HaOJbymyBa-
HU Jiela Ha MPeIyYniIfilHa BO3PacT, ICBEACCEeT U
IIECT MPOILICHTH O] JACBOjYMIbaTa OMIIC BKIIyUYCHHU
BO ,,00pazoBaHueTo 3a mpuHIe3n'. Pemmva Carra-
HU, TUPEKTOpKaTa Ha Henpo(pUTHATa OpraHu3a-
uuja [leBojku-nporpamepku (Girls Who Code), Bo
Hej3uHaTa KHUTa Xpabpu Hameciio cospuienu -
IIIyBa TOKMY 3a TOa KaKoO JIEBOjUMbaTa O] paHa BO-
3pacT ce ydarT jJa urpaar Ha CUTYpHO. ,,Jla BHHUMa-
BaMe Jia He ce KauyyBaMe MPEMHOTY BHCOKO Ha Wr-
paAMINTETO 3a Jia He nmajHeme. Jla cenume MUpHH
U MOCITYIIHY, YOABO Jia U3INIEAaMe U J1a KHMaMe CO
IJ1aBUTe 3a Jia HE cakaaT. OOBUEHUOT MEyp BO KOj
CMeE 3allTUTSHH € TIOJIH CO JbYOOB U IpriKa, 1a HU-
KOj HE COIVIeyBa KOJIKY HE OTTPrHYBa OJ Mpe3e-
Marhe PU3UIH U OJT CJIC/ICHhE Ha HAIIUTE COHHINTA
MOJIOIHA BO KMBOTOT. 3HAYM, YIITE O Maiu Oe-
Ouma, 10 JEeBOjUHbaTa CEKOjIHEBHO CTHTHYBaaT
CTOTHIIM MHUKPOIIOPAKU IITO MM BeJar JieKa Tpe-
0a na Oujar yoaBu, y4THBH U elieranTHU. Ha Mom-
YHHbaTa, MaK, o1 Apyra CTpaHa, UM ce jJaBa cjI000-
Jla J1a TaJKaart, Jla ce W3BAJIKAat, Ja TajHaT u Ja
3rperiaT — CeTo 0Ba CO Hamepa Jia Haydar ’aa Oujar
Maxku* ITo € MoxHO Tiopano (Cagranu 2019: 64).

PonoBo HOpMEpaHUTE yIIOTH KOU BOJAT JI0 HE-
€/IHAKBOCT BO OIIITECTBOTO OM MOXeJIe Jla TH HO-
TUpaMe M MPEKy JPYro MCTPaKyBamkbe CIPOBEJIEC-

HO BO paHOTO AETCTBO. MIMeHo, Kora OeOumara ce
oOie4eHn BO HeyTpaiHa 00ja, BO3paCHUTE MMaaT
TEHJCHIIM]a Jia TH UACHTU(UKYBaaT OHUE IITO U3-
ieJaaT BOZHEMHPEHO WJIM HATYTEHO KaKO MOM-
YHiba, 2 OHUE IITO T'M ONUIIyBaaT Kako GUHU M
CpeKHH, Kako JneBojunma. OBHE HaAMETHATH Ove-
KyBama YIITe Of TIeJICHH HHU Ce€ MPECIUKYBaar JIo
KpajoT Ha KHUBOTOT. Mel'y THe O4YeKyBama 3a Toa
LITO 3HAYHM J1a ce Ouze ,,100pa JeBojKa‘ ce MpOTHY-
Ba HAjOIIACHUOT OTPOB — OTPOBOT HA MEPPEKIHO-
HU3MOT. BHarpemHuor nopus koj HE Tepa ce Ja
npaBuMe MepheKTHO, Ol YpemIyBameTo Ha mpodu-
not Ha DejcOyk nu UncTarpam, paborara, coBpiie-
Hara Kapuepa, JIOMOT, Ia ¢¢ 70 ToTparara mo uje-
aJieH mapTHep.

IlepdeKuMOHU3MOT KaKo KOPIYC Ha
’KEHCKATAa MEHTAJIHA MAaTPHIA

BepyBameTo /ieka COBPIIIEHCTBOTO € JOCTHIKHA
KaTeropuja ce HapekyBa nepdekuuonuszam. Ilep-
(heKIMOHN3MOT BO CYLITHHA HE € HEMITO CO IITO
Tpeba Ja ce ropaeeme, OHJICJKH BO YMOT Ha mep-
(heKIMOHKCTOT, TPeIIKaTa € 3HaK 3a JIMYCH HeT0C-
tarok. Ce neuHUpa KaKO KOMIUIEKCEH CILIET Off
BEpYyBamba, OUCKYBambha M CTPABOBH M TOj HU KaXYy-
Ba JIeKa JIpyrute Jiyre Hema ja He npudarart, 1e-
HAT WM CaKaar JIOKOJKY HE CME COBpIICHH, OHa
IITO MICHXOJIO3UTE IO HAPEKYBAaT COLMjaTHO MPO-
numan neppexiuonu3aM. [locroun u Apyr Bua Ha
nepdeKIMoHu3aM, Kora 4yBCTBOTO € Kako HHe ca-
MUTE JIa CME THE IITO CH CO3/1aBaMe TPUTHUCOK JIa
I'H JIOCTUTHEME COIICTBEHHTE HEBO3MOKHH CTaH-
Japay, LITO Ce HapeKyBa aBTOOPHEHTHpPAH Mep-
(exnmonuszam. Pejuen CumoHC, eHa 07 BOJICU-
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KHTE €KCIIEPTKH 3a JKEHCKa IICHUXOJIOTHja U aBTOp-
Ka Ha KHUTara [Ipoxneitciugoinio Ha goopaita ge-
sojxka (The Curse of the Good Girl) To ocouyBa
TOKMY TOj HauWH Ha pa3MHUCIyBambe Kako (aktop
3a Kpu3aTa Ha MEHTAJHOTO 37paBje Kaj MIaJuTe
JIEBOjKH JICHEC.

Enna ox yenmaHuTe YM3MH Ha MTepEeKINOHH-
3MOT, IITO ja ra3’ )KEeHCKaTa ICHXa, € H1ealoT KOH
COBpILEHOTO Teso. Bo mpocek, xenara moMuHyBa
CTO JIBa€CeT M CEAyM Haca TOIUIIHO BOZHEMHUPY-
BajKU ce 3a CBOjara TeXHMHA U KOJIKY KaJIOPHH BHE-
cyBa. OBOj Tporiec Ha OINCEIHYBAmE CO BUTKOTO
TEJO 3al0YHYBA YIITE O]l AETCTBOTO M aJ0JECIICH-
nujara. OcyM/eceT U e/IeH MPOIEHT Of JIeCeTro-
JUIITHUTE EBOjUMIbA CE€ IJlallar JeKa uMaaT mpe-
KyMEpHa TeKWHa. 3aT0a U HE € YyAHO ILITO € Mpo-
[EHETO JIeKa OCYMJIECET MPOICHTH OJ] JKEHHUTE Ce
HECpPEKHH TOKMY TOpaau cBojara Texkmaa. Co Ha-
YYHO TOTBPACHHU OPOjKH, TECET MUIMOHH JKEHH BO
CA/l nmaar mpoOiemMu, OJHOCHO OOJIECTH KOH Ce
MOBP3aHM CO UCXpaHara.

Bo coBpeMEHOTO TEXHOJOUIKO OIMIITECTBO, BO
KO€ MJICHTUTETUTE Ha JIyFeTo c¢ MOBeKe ce TpaHcC-
¢depupaar BO HOBaTa BHUPTYyeJIHA PEATHOCT, YIITE
TTOHATJIACEHH CE€ OYEKyBamara 3a COBPIICH H3IIIe]
TOKMY TIPEKy COIIMjajTHUTE MPEXH M HOBHTE Me-
IUyMH. AKO TH 3eMeMe MPeBH/]l TIOATOLUTE JeKa
JIEBOjKUTE MOMUHYBAAT M JI0 JeBET Yaca CeKoj JeH
pasrienyBajku o0jaBu oJ1 OecrpekopHH (oTorpa-
(¢UM ¥ TEKCTOBU OJf HUBHHUTC IIPHjaTCIIKH, CHUTE
TIPETIPaBeH: W CPEJICHU 3a Jla My ITOKaXkaT Ha CBe-
TOT KOJKY C€ TIOIyJIapHH, Oe3rpHKHH, TTaMETHH,
y0aBu u ,,Kyi1“, TOram CTaHyBa jaCHO KOJIKY € He-
MUJIOCPJIEH MPUTHCOKOT BP3 ,,MUJICHUYMKHUTE" aa
MPOEKTHpaaT COBpIICHA CIIMKa 3a ceOe BO BUPTY-
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eJIHUOT cBeT. JInuHoTO OpeHaupame € HoBara Oll-
cecwja BO TEXHOJIOIIKU CYNEPHOPHHOT CBET. 3a
0BOj (peHOMEH MHIYBaaT MHOTY aBTOP(K)H, aHa-
JU3UPAjKH TO ,,9yBCTBOTO Ha MAHHWKA LITO CE jaBy-
Ba Kaj JICBOjKUTE JieKa Tpeba MO3UTUBHO Jia ja JIo-
KyMEHTHpaaT CeKoja Maja paboTa IITo ja TpaBar
BO JICHOT 32 J]a OCTaHaT Ba)KHU BO OUYNTE HA HUBHU-
te BpcHum. Criopen Kerpun Crajuep-Anea, ncu-
XOJIOT U aBTOpKa Ha McKayyysarbe og Mpexlcaila:
POGUIIENICIBO, (eliCiB0 U CeMEJHU BPCKU 60 gu-
tuinanuaiua epa (The Big Disconnect: Parenting,
Childhood, and Family Connection in the Digital
Age), TOTpeOHH Ce caMO IeBET MUHYTH TIPETIIE/] BO
npodpunute u GotorpaduuTe Ha APYTUTE 32 Ja Ce
3roJIEeMH aHKCHO3HOCTa Kaj AeBojkuTe. HuBHHOT
CTpaB Jia He MPOIYIITAT HEUITO € MHOTY peajieH |
ce HapekyBa FOMO — Fear of missing out. Cekoja
00jaBa Ha COITMjaATHUTE MPEXH OI HEKoe 3a0aBHO
IpY’KEHEe BO KO€ THE HE yUeCTBYBaJIe IPaBH Ja ce
qyBCTBYBaaT OT(PICHO U HenoxkesHo. Cekoja nep-
¢dexTHO cpeneHa QoTorpaduja UM co3qaBa CHITHO
YyBCTBO Ha HelocTarok (JoBkoBcka 2021).

HecurypHocra Ha keHHUTe HACIPOTH
MACKYJIMHUCTHYKATA MO3ULHja HA MOK

Henocrarokor on camomoBepOa, Kako JIOMH-
HaHTHA XCHCKA OCOOMHA, € MOTEHIIMpaHa Ha Ioye-
TOKOT Ha (UIMOT Jac He CyM JIeCeH YOBEK, 3a Ha-
Op30 MOTOA, KOTa TIIABHHOT JHK J[eMueH ke ce Te-
JITIOPTHPa BO €/ICH HOB Xpadap )KEHCKH CBET, He-
CUTYpHOCTA Jia CTaHe JeJ O]l MCHXOJIoTHjaTa Ha
maxure. [Ipen JlemueH HeodyeKyBaHO Jia C€ Haj-
Jie 3aTeKHaT BO HOBMOT HMMarvHapeH (emunmc-
TUYKH TIOPENIOK, TOj PabOTH KaKo PaKOBOIUTEN
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Ha MapKeTWHT-areHIfja, KaJue CBojaTa KpeaThB-
HOCT 32 TPaBEHE PEKJIIAMU CO CEKCHCTHYKH TIO0-
paKku ja ompaBayBa HU3 HABOAHO OCHUTHUOT XY-
mop. Ha nouerokot ox ¢unmor, JlemueH e mper-
CTaBEH KaKo IIOBHHUCT YH]j YM € TIOCTOjaHO (OKY-
CHpaH Ha 3aBefyBame XeHHu. Bo HeroBure (iep-
TyBama ce 3a0eeKyBa MPUKPHUEHO, a TIOHEKOTaIll
Y eKCIUIMIIUTHO CEKCYaJlHO BO3HEMHpYBame, 3a
KOCLITO CaMHUOT JIOKpaj He € HU cBeceH. HeroBu-
OT IIPEMHH O CEKCHCTHYKU KOH POJIOBO ITPaBECH
CBET Ce cIydyBa Kora o]l HeBHUMaHHUE CH ja yaupa
ITaBaTa BO OaHepa Ha yJiHIaTa IO KOja BPBH,
J0JIeKa BO MCTHOT MHT JIOBUKYBa W BO3HEMHPYBa
JIBE JIEBOjKM KOW Temavar Bo OmmsuHa. On TOj
MOMEHT JISjCTBOTO Ha (WIMOT ce mpedpiia BO
enHa (GEMUHUCTHYKA YTONHja BO KOja pabOTHTE U
CUTYyalMUuTe HEMIJIOCPHO CE€ ITapoaupaar.
Nwmeno, nipex na ro emabopupame 4yBCTBOTO
Ha IIIOK U HEBEPYBAE IITO IIIABHUOT IPOTATOHUCT
BO (pHIIMOT TO JOKMIBYBa BO HOBaTa PEaHOCT, Ja
MOTCETHME Ha CEPHO3HOCTA Ha MPOOJIEMOT Ha CEeK-
CYaJIHOTO BO3HEMHPYBambe, KOCHITO YECTO MOXKE
Jla TIPEeMUHE M BO CEKCYaJlHO 3JI0yNoTpedyBambe.
[Ipen HEKONKY TOMWHU, OBHE TEPMUHH C€ PEAKTY-
enu3upaa co JBMXewmeTo #MeToo, koe BO Make-
JIOHCKH KOHTEKCT JJOOW CBOjOT MaH/aH IO]T XaIllTa-
rot CeiaKaoicysam, 3aeHo co ajgbaHcKaTa Bep3uja
#IaniTregoj. U nokpaj ronemuot 6eHeuUT 01 oBaa
WHUIIMjaTHBA 33 JKEHCKH CII00OAM W TIpaBa, MMa-
e W TaKBU KOW, 3a JKaJl, He ja cdaThja 0cimodo-
JyBadKaTa JMMEH3Hja Ha BUpPTYEIHATa KaMIlarmba
#MeToo, HuTY, TIAK, ja BIJI0a pacTpernepeHara BIc-
THUHA Mel'y IPCTHUTE HA CBOjKUTE U )KEHUTE IITO I'H
,ACUyKaa‘ CBOMTE MHTUMHHU MPUKa3HU BO KOM OT-
BOPEHO IIPOTOBOPHja 32 CEKCYyaTHOTO BO3HEMUPY-

Bam-€ MITH 31I0ynoTpedyBame. He Oemre mair 6pojoT
Y HAa OHUE KOW, JIMIIICHU O] EMIIaTH]ja, HECOOJBETHO
pearupaa Ha TyrUTE KCHCKH TPayMH, HA JIMYHUTE
UCIIOBE/IM TIOJIHU CO CTPAaB U cpam, OOUIyBajKH Ce
Jla TO JINCKPEJUTUPAAT LEJIOTO JBIKEHE 32 KEH-
CKH TIpaBa, MpaBejKu HEBKYCEH CEKCHCTHUYKU Xy-
Mop Bp3 Tyrara Oonka. He Tpeba MHOTY 32 4yoBeK
na catu nexa Tue Jyre MoxeOu cedecH ce mpemno-
3Haa ¥ ce MPOHaj10a BO JIeJ OJ] MPUKAa3HUTE 3a ar-
pecopuTe, KOM CBECHO WIJIM HECBECHO HacTaryBa-
Jie oJ] Mmo3uIMja Ha Mok. Hexou o HUB MHOTYTIaTH
ja 310ymoTpeduie cBojaTa MaCKyJIUHUCTHYKA TI0-
3WIIMja Ha aBTOPUTET U HATIPaBHJIE MUKpOAarpecuja,
OTpaB/yBajKu ce mpes cede U mpes APYTuTe Jeka
ce pabotu 3a obuueH duept. Hexou nypu u ce npa-
uryBaar ganu no #MeToo wnn #CetaKaowcysam ce
OYEKyBa O] MXKUTE JIa IpecTaHar ja (uepryBaar,
HO I0J1 IPEBE30T Ha HUBHATA ,,HAUBHOCT" c€& KpHUe
HEIIITO JIPYTO, & TOA € YyBCTBOTO HA BUHA JICKa CEK-
CYaJIHO BO3HEMHPYBAJIC CBOU KOJICIIKH, TPHjaTe-
KM, TIOZIPEJICHH, 11a IyPU U Hemo3HaTu skeHn. O0u-
JOT 32 IEMacKHpame Ha CEKCYyaTHOTO BO3ZHEMHPY-
BambC U 3JI0yNOTpeOyBame, ITO BO MUHATOTO OCTa-
HAJIO TIPEMOJTYCHO MIIU HETPEro3HaeHo, Ke TH 0X-
padpu UIHUTE KPTBH, a K& TH TOA3aMHCITH, MOXKe-
Ou TypH U Ke TH CTOMUPA MOTEHIIUjATTHUTE arpeco-
pu. OBa e npuKaxxaHo U BO GUIMOT Jac He cym Je-
ceH Yyoeex, Uij HacJOB allyAupa TOKMY Ha IMOTIe-
HYBamhETO Ha )KCHCKHOT KararnureT. Bo oBaa gpan-
ITyCKa Imapo/rja OpojHH ce CIICHUTE BO KOH C€ TIPH-
Ka)KaHU TICUXOJIONIKUTE MEXaHU3MH CO KOH ce Jie-
JICTUTUMHUPA MOKTA Ha )KEHUTE CAaMOYBEPEHO U ca-
MOCTOJHO Jla JOHECYBaaT BayKHHU OJUTYKH.
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BI/IHapHI/ITe MaIIKO-KCHCKH MMO3UIINH
Ha poaoBaTa Bara

Enna on xiyuyHure TeMu BO (peMHUHHCTHYKA-
Ta TMOJUTHKA € MPAaIIakbeTo 38 MPETCTaByBaAHETO
Koe 0COOCHO MOYHYBA Jla CE aKTyaJu3upa o Ie-
€CeTTUTE TOJMHM Ha MHUHATHOT BeK. ,,Bo demu-
HUCTHUYKATA KPUTHUYKA TEOpHja MOCTOU jacHa -
CTHHKLIMja Mel'y IIOMMHUTE KEHCKOCT (femaleness)
HACIIPOTU JKEHCTBEHOCT (femininity). YKenckocra
Ce OJIHECYBa Ha IOJIOT Kako OMOJIOIIKa KaTeropuja,
a JKEHCTBEHOCTa CMETa HAa HOPMHUTE U OCOOCHO-
CTHTE IITO ¥ CE HAMETHYBAaT Ha JKeHara OJ] CTpa-
Ha Ha KynTypara u ommtecTBoTo. Co apyru 300-
POBH, IMOCTOU jaCHA TUCTHHKIIHMja TIOMETY MMOMMH-
Te XKeHCKo (female), kako Ouorolika Kareropuja/
OJIPE/THHIIA ¥ YKESHCTBEHO (feminine) Kako KyaTypo-
JIOIIKa KOHCTPYKIHja. BakBata momenba ja oTBO-
pa Bparara 3a OIHOBO Je(pUHHUpAE Ha OWHAPH-
3MHTE MaXK/’KeHa, IIPHO/0eI0, yKaKyBajK Ha KOM-
TUIEKCHOCTA Ha (DEMUHUCTHYKATAa TEPMUHOJIOTHja"
(Anacracona 2012: 288). HoBara nmarunapHa pe-
AITHOCT BO QUIIMOT Jac He CyM JleceH Yo8eK TIOUHY-
Ba CO BHW3yejHA IOMHHAIMja HAa po3oBara 0oja,
kora Jlemuen ce Oyau BO po30oBa MocTena Ha Kpe-
BETOT BO CBOjOT JoM. HaemHam, o0nekara Bo He-
TOBHUOT ILJIaKap € MOpa3IuydHa OJ] CE IITO MPETXO/-
HO TIOCeAyBaJl, TU3ajHUPaHa J1a TH MUCTaKHyBa aT-
puOyTHTE Ha TEJIOTO, ]a SUPKA TOJIOTHja, HEKOMOT-
Ha W TEpOpU3Upauka 3a MamkoTo Teno. CrpoTHB-
HO Ha TOa, BO HOBHOT Xpabap (peMUHUCTHUKH CBET,
JKCHUTE HE HOCAT BUCOKHU MOTIETHIIU, HUTY Tpaji-
HUIM, TYKy KOMOTHH QJMIITa CO MPAKTHYCH JU-
3ajH IITO UM OBO3MOXKYBa JIECHO Jla C€ ABHIKAT, 1
Tpyaar u Ja cropryBaar. Bo oBaa yronuja, KeHH-
TE Ce OHME KOM MM JaBaaT KOMIUIMMEHTH Ha Ma-
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’KHTE 3a HUBHATA HACMEBKa, JIUIIE, KOca, BUCHHA,
c€ co 1e1 Jia ce MOKaxke MepBepTHpaHaTa yaora co
Koja ce JjaBa MpuUMar Ha TeJIeCHOCTa, OJHOCHO Ce
MOTTHKHYBa OICEIHATOCTa Ha JIyfeTo CO CBOjOT
¢usnukn usmien. doneka JlemMueH BO3u co Belo-
cures| 10 paboTa, HEKOJIKY JKeHU CTPAcHO MY JIO-
BHKYBaar, IITO 3a HEro € HeoOmyHO W HechaTiu-
BO, OW/EjKM Taa NIOBUHHCTHYKO-JIACKAaBa IMO3U-
nMja oTcexoraml Owiia HeroBa. Kora crurnyBa Ha
pabOTHOTO MECTO TO JOYEKyBa yIITE €leH IIOK —
TOj MOBEKe HE € Ha paKoBOJIHATa MOo3MIHja (Mpu-
BWJICTHPAaHa MaIllka IO3WIHja), TyKy Ha HETOBO-
TO pabOTHO MECTO, cera, € IJlaBHa JKeHa, Koja Jie-
JICTUPAJKU My TH pabOTHHUTE 3a7[a4i HACTANyBa Off
TUIIMYHA MAaCKYJIMHHCTHYKA MO3MLMja Ha MOK. Pe-
KIIaMHUTE IITO I' [IpaBXU HEroBaTa MapKETUHI-aICH-
[IMja OBOj Mar ce 00paTHO KOHCTPYHMpPAaHW, I1a Ha-
MecTO 00jeKTHBH3aIlfja Ha JKeHaTa KOjaIlTo € JYec-
Ta BO peKJIaMHaTa WHAYCTpHja, cera 3a0enexyBa-
Me JieKa MaIIKHOT CY0jeKT € IIAaBHUOT HOCUTEN Ha
MOpaKUTEe 3a XUTHEHaTa BO JOMOT, CpeAcTBara 3a
YHCTEeHE, TOTBEHETO, MPOAYKTHTE 32 yOaBUHA, KO-
3MeTHKara, IIMUHKaTa u Mozara. [lepseprupanure
POJIOBH YIIOTH BO Jac He CyM Jiecel 406eK Ce Npu-
Ka)KaHU ¥ HaJaBop of cepara Ha podecrHoHaIHO-
TO, HU3 TpoOJIEeMaTHKATA HA HETUIATCHUOT TPY/T BO
JIOMOT, I1a, Ha IIPUMEP, CONpyrara Ha HajaoO0pHOT
npujaren Ha JlemueH HapadyBa MUIla HAMECTO Ja
TOTBH 3/IpaB 00OpOK 3a CBOUTE Jiena, rieaa Qynoan-
CKH HATIIPeBap Ha TeJIEBU3Wja HAMECTO Jia Tieve KO-
JIa9H, YUTa KHUTA HAMECTO JIa TOMUHYBA HajToJIeM
JIeNT O] BPEMETO CO CBOUTE JIella MM BO IpyKaTa
3a pomaknHCTBOTO. Ce pa3dupa, BakBara OpyTal-
Ha JUXOTOMHja € BO (D)YHKIIMja Ha Mmapoaujara Kako
YMETHHYKO M3Pa3HO CPE/ICTBO.
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3a ma 6ugar cuTyaruTe BO (GMIMOT YIITE TI0-
MapoMpaHy, BO CTPUNTHU3 KIyOOBHTE TaHIyBaaT
M)kl HAMECTO KEHHU, MaKHTE CE OHHE KOU CE OIl-
TOBapeHU CO KYJITOT Ha MJIAJ0CTa, Ce JACHHIUpa-
ar u tu (apbaar Oenure BIAaKHA OJ KOcara, Ipa-
ITyBajKU C€ JaJIH C€ TOBOJTHO MJIAIH ¥ MPUBJICUHU
3a CBOMTE NMAPTHEPKH 1 33 OKOJIMHATa. MaxuTe pa-
0oTar KaKo XUTUeHWYapHu, ACHCTCHTH ¥ TOMOIITHH-
LM BO JIOMOT, KaKO M peJl Ipyrd yJIOoTH BO KOU 00-
WYHO HE CM€ HaBUKHATH Jia TO Tename ,,lI0CHII-
HUOT 1oJi*“. ,,Bo pojioBara Teopuja MaCKy IMHU3MOT
(masculinity) e xareropuja Ha HACHTH(UKAIHja
KOja O3Ha4yBa KYJATYPOJIOIIKH CBOjCTBA Ha TOa
"na ce Oune mMax'. CranyBa 300p 3a AUCKYP3UB-
HO nepdopMaTHBHA KOHCTPYKIH]ja KOja TM OMHIIY-
Ba U I'M JTUCUMIUIMHUpA 3HAYEHaTa Ha KyJiTypara
Ha Toa Jia ce Oume Max. He o3HauyBa eceHiuja-
HO CBOjCTBO Ha OTEIIOTBOPYBamE Ha CYyOjeKTHTE,
TYKy ylatyBa Ha pernpe3eHranuja. OTTyka, MacKy-
JMHU3MOT € KOHTHHYHpaHa MOJUTHYKAa OMTKa Ha
3HaueHaTa, BO KOHTEKCT Ha MYITHIUCUUIUIMHAD-
HU MOJIyCH Ha 3Hauem¢ Ha Toa ’aa ce Ouje KeHa'
(Anacracosa 2012: 279). Bo ¢unmMckara dhemu-
HHUCTHYKA YTOIMja Ha BIIACT € JKeHA IPeTCeaaTe,
IITO 3HAYH JIeKa MPOMEHHTE C€ OIPa3eHH U Ha I10-
JUTUYKaTa apeHa, HU3 KOPITyCOT Ha POIOBO OJro-
BOPHHTE 3aKOHH.

Penpesenranujara Bo JbyOOBHHUTE pelalluu
HU3 CIICHAPHUOTO Ha Jac He cym aecen yoseK TIOpT-
peTtupa >KeHH KoH ja Oupaar HeoOBp3yBaukara (op-
MyJa 3a c1000/1a HaMecTo Opak, He cakaar jia para-
ar jiena, OJHOCHO He ce OOpeMEeHETH cO IMpeapa-
cyhara JeKa [IaBHaTa peaju3aluja Ha jKeHara J10-
ara UCKIIyYUBO MPEKY MajuYMHCTBOTO, OHAKa KakKo
IITO MPOIHUIIYBAaT KyJITypPHUTE HOPMU U TPaIHU-

nvjata. Kako KOHTpamyHKT Ha Toa ce jaByBa OII-
CE/IHYBamhETO Ha MAXKUTE CO OMOJIOIIKHOT YaCcOB-
HUK 32 pernpoaykiuja. CpoTHBHO Ha 0Baa (HUIM-
CKa mapojiuja, BO PeaiHOCTa ,,0M1yBambETO CHHI
JIeBOjKa HaJl OpelieHa BO3PACT M MPHUTUCOKOT Ha
OHMOJIOMIKMOT YaCOBHUK IITO TH MTOTCETYBA )KEHUTE
32 MUHJIMBOCTA HA HUBHUOT PEMPOAYKTUBEH MIEPH-
0]l ce 4ecTH W mpoOieMarnyHu TeMu. Ha skeHuTe
KOU C€ ,,CHHIJI* ce IIeAa Kako Ha JIOBLU BO MOTpa-
ra 1o Maxx, OJIHOCHO CEeKCyaJieH MapTHep U 32 HUB
ce TMpEeTIOoCTaByBa JeKa ce OYajHH, aHKCHO3HU H
ocamenu. CTpaBOT 01 CaMOTHja Kaj ,,CHHIIT * YKCHH-
TE € OMIITeCTBeHO KOHCTpyupaH. OmcemHarocra
CO TIPOHAOTakETO JbyOOBHHK (YECTO COBPIICHHOT
Mak IO IPUMEPOT Ha ,,IPUHLIOT Ha Oel Kom*‘) ce
NPUKAKYBa BO PEUHCH CHTE XOJHBYACKH (DUIMO-
BH, 112 HE € HU YYJHO IITO IO LEIUOT MPUTUCOK,
rojemM Opoj JKEHW MHCIIAT JIeKa UM HCTEKyBa CEK-
CYaJHHOT POK Ha Tpaeme. CeTo oBa € TIIoHa 1oY-
Ba 3a CTUTMaTH3aluja Ha ,,CHHII JIeBOjKUTE. 3a
JKaJl, MOCTOJaHUOT MPHUTUCOK Ha KOH3EPBAaTHBHU-
OT MEHTAJIUTET 3a PeaJu3upame Ha )KeHaTa UCKITY-
YHBO BO yJOrara Ha Majka MpaBU KaKo IITO YKCHH-
T€ PEMUHYBAaT O IBACCETTUTE KOH TPHUECETTH-
T€ TOWHHU, PAMHOTEKaTa Ha MOKTa Mery TIOJIOBH-
Te na ce MeHysa“ (JoBkoBcka 2021). Bo ¢paniy-
cKara Imapojuja, Kajie yJIOTUTE Ha MayKUTE U KECHH-
TE€ ce CMEHETH, poAuTeNnTe Ha [leMueH My mpaBat
MPUTHCOK JIa C€ OXKEHHU, TIOTCETYBajKH Io JeKa Ou-
OJIOIITKMOT YaCOBHHK YyKa W JIeKa BPEMETO 3a pe-
MPOAYKIIMja My OAMHHYBa. Tyka € W mapaIoKcoT
JIeKa CHHOT Ha HETOBUOT Haj100ap mpujarei, MoM-
4e BO aJ0JIECLIEHTHA BO3PACT, € OIceaHar co Gu-
3MYKUOT M3MIe] (HEeWITO MITO BO PEATHUOT KHBOT
€ TIOCBOjCTBEHO 3a THHE]JIIEPKHUTE) U JIeKa BHUMa-
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Ba HA KaJIOPUUTE IITO CEKOjJHEBHO T BHECYBA CO
ucxpanara. Hagsop o GMiIMCKOTO IiaTHO, IO3Ha-
TO € JIeKa IperojemMara rpika 3a yoaBuHara, ofl-
HOCHO 32 BHUTKOCTa Ha TEJOTO € THUIMYHA 3a Jie-
BOjUMIbaTa U JKeHHUTE. Toa IO MOTBPAYBa U MEJH-
IIMHCKATa HayKa Koja yKakKyBa JieKa OOJIECTUTE Ha
WCXpaHaTa, Kako aHopekcuja u OynnMmuja, ce Ma-
HU(ECTUpaaT Kaj JIEBOjUYHbaTa U )KEHUTE BO Jpac-
TUYHO TIOTOJIEM IMPOLEHT OTKOJKY Kaj MOMYHHba-
Ta ¥ MaKUTE.

7KeHCKHOT aBTOHOMEH MPOCTOP BO
HAYKaTa U TBOPEUITBOTO

Bo kopmycoT Ha jKeHCKHMTE IpaBa npunara u
MPaBOTO HAa CEKOja MHIWBHUJya Ja ce o0pasyBa U
npo(eCHOHATIHO J]a Ce peaau3upa BO IOJETO 3a
KOe ce oTydmia, 0e3 pa3inka Ha KOH3epBAaTHB-
HUTE c]akama JIeka MOCTOjaT MAIIKH M YKEHCKH
npodecun. OBaa Tema JIyIUAHO € oOpaboTeHa BO
¢unmot Ha Enenop [lypuja, xazne mename aexa Bo
npodecunTe NOBP3aHH CO MHTEIUTCHIINjaTa, Kpe-
aTMBHOCTA ¥ TBOPEIITBOTO JIOMUHHpaaT Maku. Ha
HOYETOKOT O (HMIMOT, IVIaBHATa IPOTArOHUCT-
Ka AJIeKcaHIpa e IpUKakaHa KaKo aCUCTeHTKa Ha
€lIeH MO3HAT aBTOP KOjallITO T'M BPIIHM CHTE HEro-
BU pabOTH, 10/IeKa TOj (MaKOT MUCATEIT) O] HPUBH-
JierupaHa Mo3uIiKja ce 3aHMMaBa Co CBOjaTa yMeT-
HocT. [TogorHa, Kora moyHyBa Ja TIOMUHHpPA JKEH-
CKHOT Xpabap HOB CBET, YJIOTUTE Ha aCHCTCHTKa-
Ta M THCATENIOT c€ MEHyBaar, Ia, cera, AJIeKcaH-
Jipa ja TiefiaMe Bo T03UIIMja Ha meduia, kako dac-
UMHAHTHA ¥ MOIyJIapHa aBTOPKa KOja 3a CBOj acuc-
TeHT uma Max. CTaBajku To OBa BO pejaiuja co
BUCTHHCKHOT JKHMBOT, ke 3a0elie)kuMe JieKa CUTe
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CTaTHCTUKH MOKa)KyBaar Jieka OpojoT Ha Maku Ha
PAKOBOIHU MMO3HLINH, TIOTUTHYKU (QYHKIIHH U IPH-
BUWJICTHPaHU MTPOoeCHn € 3HAYUTETHO rorosieM. Bo
Taa Hacoka e enabopupamero Ha AHa MapTuHO-
CKa BO HEj3MHHOT TPYJ CO HACIOB ,,Hekonky pas-
MHCIIH Ha TeMa »keHara M kaHoHOT (Ko nmpama-
ta breckaBa spy00B Ha Mapuja C. K. og Mumu-
3a PuctoBa)® o6jaBeH Bo kHUTraTa KHuoicegHociia
Hu3 Kpuitiuuxa eusypa (2021) kage nuiyBa 3a uc-
topujara Ha HoOenoBara Harpasa Bo Kopelnaiuja
CO pojioBara HEeIHAaKBOCT. ,,CTaTUCTUKUTE Belar
nmeka momery 1901 u 2013 roquaa HoGemosara Ha-
rpajza uM Omita nofeneHa Ha 44 eH! o7 BKYITHHOT
Opoj on 876 MOOUTHHUIIM HITH, CO OIJIE]] HA TOA IIITO
HEKOM Harpaju ce aejar noMery HeKOJIKyMuHa J10-
OutHUIM, Toa ce 45 Harpaau of BKyIHO 561 u Toa
15 narpaau 3a mup, 12 3a nureparypa, 10 3a ¢u-
3WOJIOTHja U MEAWIHHA, 4 3a XeMHja, 2 3a (pu3uka
M caMo eJHa 3a eKOHOMCKH HayKu. [IponienTtyaiHo
M3pa3eHO, TOA M3HECYBa OKOMy 5 % oA MOOUTHH-
mute win § % ox BKymHHOT Opoj Harpagu™ (Map-
tuHocka 2021: 45). OBa ro oTBOpa mpamrameTo 30-
HITO KAHOHHTE C¢ YIITE C€ MAIIKH, IITO MaK BOJH
JI0 pa3MHCIIaTa 3a JOCTAITHOCTA Ha )KEHHUTE JI0 00-
pa3oBaHHE BO MHHATOTO, MO)KHOCTHTE KOM JICHEC
'l IMaart, )KCHCKHTE MpaBa BO YHj KOPITyC BIETyBa-
aT U IpaBara 3a CIOEJICHO POIUTEIICKO OTCYCTBO,
MpaBoTO Ha abOPTyC, HEEHAKBOCTA Ha Ma3apoT Ha
TPYIOT, POIOBHOT ja3 BO TUIATUTE U MHOTY JIPYTH.
Nmeno, ciieHapuoTto Ha Jac He cym JieceHn 4o-
6ex 300pyBa TOKMY 3a C€ YIITe MPHCYyTHATa II0-
Tpeba on hemuHECTHYKA O0pOa, YKaXKyBajKkH JieKa
CJIMKaTa 3a POo/l0BaTa eIHAKBOCT U JICHEC HE € MHO-
ry nonoOpa. [71aBHaTa mpoTaroHUCTKa AJEKCaH-
Jipa, OJ1 TIO3MIIMja Ha TIepBEPTHPaHa POJIOBA YIIOTa,
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BCYLIHOCT 'O IPETCTaByBa NPUBUIETUPAHUOT O€
Max, aBTOp. Taa nMa JOBOJIHO CI000THO BpeMe Aa
MUILYBa U 2 TBOPH, O€3 Ja ja TPOILU eHeprujara
Ha JIOMAIIHUTE OOBPCKU (MMa MakKH TOMOIIHUIH
IYpH Y 3a MeTNahe Ha HEj3UHHUTE KOIIYJIH), KaKo
1 CBOj aBTOHOMEH IIPOCTOp 3a IHILIYBamkE, Kaje
O] CTEIMjaJTHO CBETJIO IITO ja TOTTHKHYBa HEj-
3MHAaTa KPEaTUBHOCT U CO MY3HKa ILITO M 'O MOJI-
JpKyBa YMETHUUKHOT 3aHEC, T0 OyJIU CBOjOT KHU-
KeBeH reHuj. KHIKeBHOTO mHcMO Ha AJeKcaH-
Jpa € CepHO3HO, OCTPO U JYIHIHO, CIIPOTHBHO Ha
TOA KaKO BOOOMYAECHO CE OIHUIIIYBA JKEHCKOTO JIUTe-
parypao mucmo. OBoj nen ox GuiIMoT Jac He cym
JleceH yoeex TPOBOLMpPA J1a TO pasriejaMe Make-
JOHCKHOT KHMKEBEH KOHTEKCT U POJOBUTE OJHO-
CH WITO Biajear BO Hero. Ha oBue Temu mumryBa-
ar Karuna Kynadxopa, Jacua Korecka, Ana Map-
TrHOCKa, Harama ABpamoBcka, Kura Konbe, Enm-
3a0eTta bakoBcka W IpyTH, AaBajKu KPUTHYKA pe-
(riekcuja KOH MakeJZOHCKaTa KHHMKEBHA CTBAp-
HOCT ¥ MOHYZA 32 HEj3UHO POAOBO CEH3MOMIN3HU-
pame. AKO ce COOUMME CO MOopa3uTeIHaTa CTaTHC-
THKa 3a koja numryBa JacHa Korecka Bo kHUrara
Maxegoncko sucencko tiucmo, poarame 1o O6pojka-
Ta JieKa ,, KeHCKaTa JInTeparypa BO MAKEAOHCKHOT
KaHOH, 3a€JHO CO MajKUTE U CONPYI'HTE Ha aBTO-
pure, 1o 1990 ronuna, maprununupa co oexuu 2,7
% (Korecka 2002: 27). Kora cranyBa 300p, max,
3a KHW)KEBHHUTE HArpajf, 3HaYajHU HCTPa)KyBarba
07l HEKOJIKY KPUTUYAPKU U TEOPETHUYapKU Ha KHU-
KEBHOCTA ce cyOIMMHUpaHu BO TPYyAOT Ha Maprtu-
HOCKa CO HAcJIOB ,,ABTOPHTETOT Ha aBTOPKUTE —
3a pomoBUOT (UC)0aaHC Ha KHUKEBHUTE Harpa-
I BoO Makenonuja‘““ o0jaBeH BO Hej3uHAaTa Mocie-
Ha KHura KuuowesHnociia HU3 KpUiliuuka 6usypa

(2021). Harpanure HE ce cexorari perep 3a KBaJH-
TETOT W YCIEXOT, HO MOXKAT Jia Oujar pernep 3a Toa
KOJIKY M KaKO € BaJIOpH3HMpPaH >KEeHCKHOT Tpyd. U
BO QUIMOT Jac He cym siecen 4ogex, TaBHaTa mpo-
TAaroHMCTKa AJIEKCaHJpa Ha KPajoT ce OTKaKYyBa
OIl CBOjOT pOMaH BO KOj OpyTaJIHO TO pa3o0Indy-
Ba MaIIKHOT Cy0jeKT, HO HE caMO BO UME Ha JIOBEp-
Oara u JbyOOBTa, TYKy Ha HEj3MHATa Bara Ha Ipa-
B/IaTa HATE)XHYBa MHTETPUTETOT U €AHAKBOCTA Ha-
MECTO CEKCHU3MOT, NpenpacyiuTe, AUKCKPUMUHA-
nyjara u npoQuToT.

ITokpaj OpojHUTE YTOMUCTHIKH (DEMUHUCTHY-
KH HapaTHBH, BO Jac He cyM JleceH 408eK ce TPoT-
HyBa YINTE €/HA CICHAPHCKA HUIIKA IITO ja MO-
Ka)KyBa CEKOjAHEBHATa JUCKPUMHHALIM]a HA KCHU-
Te, a ce OIHeCYBa Ha cekcyanHara ciobona. Mme-
HO, aKO BO pCaJIHUOT KUBOT KCHUTEC KO YECTO I'
MEHYBaaT CBOMTE CEKCYaJIHHU MapTHEPH CE CMeTaar
3a IPOMHUCKYUTETHH, JIOAIeKa MaKuTe 3a ,,(ppaepu’,
BO (hpaHIlycKaTa mapojifja OBUE YIOTH CE CMEHe-
TH. AJleKcaHpa codupa [JaMJIMU BO TEIJIa 32 CEKOj
Mak CO KOj BoJieNa JbyOOB, Kako CUMOOJIN 3a TPO-
(ej. JlemueH e 0HOJj KOj ¢ CyOOpMHUPAH BO HUB-
HaTa JbyOOBHO-TTAPTHEPCKA pefardja, c€ J0 MH-
TOT KOTa JI¢jCTBOTO BO (PMIIMOT KyJIMHHHPA CO TIpe-
KpacHa CeKcyajHa CIICHa BO Koja M JBajiiara ce
€/IHaKBO MOKHU M MCTOBPEMEHO €IHAKBO pPaHIIH-
BU. Bo oBHe MarnuHO M3BeJeHN QUIMCKH KaJpH,
KaJie MalIKOTO M >KEHCKOTO TEJIO CTaHyBaaT Heo-
IIXOJIHU €THO Ha JPYro, KOra HEXKHOCTa M CHIlaTa
ce OaylaHcHpaaT HHU3 CEKCYaJTHHOT Haboj, ce coap-
KM TJaBHATa TOpaka Ha (UIMOT — OHOJOIIKH-
OT JISTEPMUHHU3aM HE MOXe Jla Ouje KiydeH (ak-
TOp 3a JOMHHAIMja U HepaMHOIIpaBHOCT. HuBHaTa
Oopba 3a JoMUHAINM]ja HAMEPHO € UCKapHUKHpaHa
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3a ga ce caru OGaHaTHOCTA Of MOTpedara Ha Tep-
MUHOJIOIIKATa OAPEAHUIIA ,,TOCUIICH oa*. Dusu-
0JIOTHjaTa BO HHMKO] CIy4aj HE MOXe Ja oune Qak-
TOP 32 ONPaBAyBamke Ha CEKCUCTUUKHUTE MPeapacy-
JIM BO OTIIITECTBOTO.

CekcyanHOCTa € caMO €JIeH O] IyHKTOBUTE
BO (puiMoOT Kaje OMHApHHUTE MAIIKO-)KEHCKH YIo-
TH CTaHyBaaT UCTOBPEMEHO 3HA4YajHU U Oe3Hadaj-
Hu. [TosoT Kako IaBHa OApeIHHIA 3a MOK € Tpe-
UCTIHTAaH ¥ HU3 (QUiIMcKaTa BU3ypa Ha peluruja-
Ta CO KOja (PMJIMOT HE CIIOPH, HO MPEUCIIUTYBA —
nmamu bor mopa mga e max? ,,J Bo ABETE TOMUHAHT-
HU PENUTHH Kaj Hac, ¥ BO TeopHjaTa W MpaKTHKa-
Ta jKeHaTa ce BOCIpHEMala Kako “TPOJOKCHHUE
Ha cBOjoT Max. Toa ce moTBpIyBa co 00M4ajOT Ke-
Hara Jia He Ce MPETCTaByBa CO HEJ3MHOTO COTICTBE-
HO MIMe, a caM0 BO (DYHKITHja Ha MaXKOT, KAKO HEro-
Ba compyra, kepka, Majka utH.” (TomopoBa muTH-
pana og Maptunocka 2014: 42). Ona mTo € 3Ha-
YajHO BO QUIIMOT Jac He CyM JleCeH H08eK, KaKo OT-
1Op Ha JOMHHAHTHUOT PEITUTUCKH CHCTEM U KaKO
0opOa 3a po/IoBa CEH3UTUBHOCT BO ja3UKOT, € IITO
BO €/lHa OJ] MOCIIETHITE PEIUTNKH Ha AJIeKCaHpa
3a bor ce 300pyBa BO jkeHCKH pon u Toj cramy-
Ba Taa. ®UAMOT KPUTHUKH ja TIOCOYyBa U PeEIu-
rujarta Kako Tojie 3a JTUCKpPUMHHAIMja Ha JKCHU-
Te. ,,DeMUHU3MOT ja Oapa eceHlMjalHaTa pa3iu-
Ka BO HCTOPUCKUTE CIIEHU(PUIHOCTH ¥ BO MECTaTa,
Tenara, AMCKypCUTE BO M HU3 KOW JKEHHUTE )KHUBEaT
Pa3IM4HO OJ] MaXKHTE, HO U elHa of Jpyra. Mako
OBaa TeopHWja Ha ECEHIMjaIM3MOT IOKpHBA II0-
BeKe METAKPUTHUYKH 3HAYCHa, KaKko MmMTo Beiu Jle
Jlopentuc Bo cBojot ecej Upping the Anti(sic) in
Feminist Theory.: peTko koj Ou Herupan geka de-
MUHHCTHYKATa TEOpPHja HE CE OIHECYBA MOTIIOIHO
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Ha eCeHIMjajiHaTa Pa3liuKa, HECOBIAIIUBATA Pa3-
JIMKA, MAKO HE pasjiukara Mery KeHara W Maxor,
HUTY pa3JiiKaTa CBOjCTBEHA 3a )KEHCKATa MPHUpoa
(BO JKeHaTa KaKo MPUPOJIA), TYKY pa3inkara Bo Qe-
MHUHHUCTHYKHWOT KOHILICTIT HA )KCHATa, ) KCHUTC U CBC-
ToT.” (Maptunocka 2014: 11).

3akiay4ox

CekcucTuKara TMONTPHUja HU3 Koja ce reja-
aT JKEHUTE BO OMIITECTBOTO, HUBHATA HEIOBOJIHA
3aCTaICHOCT BO JaBHHOT MPOCTOP, MPOOIEMOT Ha
HECOOJIBETHATA BaJOpU3allfja Ha KCHCKUOT yMET-
HUYKU, KHWKEBEH ¥ HAYYCH TPY/, HEJOBOJIHATA 3a-
CTAriCHOCT Ha JKCHHUTE BO O(UIUjATHUTE KaHOHH,
HUBHOTO UCKIIy4yBame Of HCTOpHjaTa, Kako H Jie-
HEIlTHAaTa perpe3eHTalfja BO TOMyJiapHaTa KyaTy-
pa 1 BO MEIMyMUTE HEMa Jia Ce PeIlld caMo CO MH-
TUBUAYATHA TIPOOJIECONN NITH HEKAKBU (hEMHUHHC-
THYKH (UIMCKH YTOMTUCKHM HAPATHUBH, TYKY CO CHC-
TEMCKH PeIICHH]a U aHTUIUCKPUMHHUPAYKHU 3aKO-
Hu. KoHeuHo, oHa 1mITO HU € MOTPeOHO BO (heMu-
HUCTHYKaTa OopOa 3a paMHOIIPABEH CBET € CHMY-
JITaH MPOoIeC Ha JIMYHA OJITOBOPHOCT, IPOMEHA Ha
MEHTAaJMTETCKATA, OJJHOCHO COI[MOKYJITYpHATA Ma-
TPHIIA ¥ POIOBO OJITOBOPHU TOJUTHKH.
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Ana Jovkovska

Perverted Gender Roles in the Feminist Film Utopia and their
Reflection in Society
(Summary)

This paper aims to detect gender stereotypes of cultural coordinate system, recognizing the sexist prejudices and the
normative gender roles in society through the narrative of the French film 7/ Am Not An Easy Man (2018) directed
by Eleonore Pourriat. The film parody script, which deals with the perverted gender roles in a feminist utopia, will
be the basis for the analysis of the patriarchal residue in modern society. Through a critical reflection on biological
determinism, we will try to decode the established male-female roles from an early age, recognize the inadequate
representation of women in the media, literature, science and popular culture, and re-examine the contemporary
post-feminist transformations of femininity and masculinity. Reconsidering the contemporary post-feminist trans-
formations of femininity and masculinity in film and in real life, we are in fact reminding ourselves of the need for
gender-sensitive cultural policies.

Key words: gender roles, feminist film utopia, female creativity, sexism
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CTPACTA HA AHJIPEJ TAPKOBCKH 3A AH/IPEJ PYBJLOB
(OJI ”KOHOIMC IO ®UJIM)

Kayunn 360poBu: Aujpej TapkoBcku, Augpej Py6,/608, yXOBHOCT, UKOHOIIUC, QUM

,Kora (uiMoT He € JOKYMEHT, Toraul € COH.
3artoa TapkoBcku € efieH of Hajronemute. Ce JBU-
KM CO TakBa IPHPOTHOCT BO cOOAaTa CO COHMINTA-
ta. Toj He oOjacHyBa. A, mITO NMa U J1a 00jacHy-
Ba? Toj e HaOJspymyBau, ciocoOeH J1a TH MPHUKaKe
CBOMTE BU3UM Ha HAJTELIKHOT, HO Ha OApe/eH Ha-
YHH, HAjCOOABETHUOT MenuyM. Llen KMBOT yykam
Ha BpaTHUTE O] IPOCTOPUHTE BO KOU TOj CE€ JABHKH
TOJIKY TIPHPOJIHO, U CAMO HEKOJIKYIIaTH YCIIEBaB a
ce mpukpagam BHarpe. [loBekeTo o1 MouTe CBECHI
HAITOpH 3aBpIIIyBaa co 3aCpaMyBayk HEycCIex...

(Marmap beprman)!

Awnypej TapKOBCKH € COBETCKU M PYCKH (HHIIM-
CKH PEKHCEp M CE CMeTa 3a €ICH OJ HajToJIeMHTe
Y HajBJIMjaTEIHUTE PEXKUCEPHU BO HCTOpHjaTa Ha
cBeTCKara kuHeMatorpadwuja. Herosure dunmo-

1
2

Mississippi, cTp. 21.

BU HMCTPaKyBaaT JYyXOBHU U MeTaU3UYKH TEMH,
MO3HATH MO0 0ABHOTO TEMIIO M JIOJTOTPAjHOCT, IO
BU3YEITHUTE CIWKM CIMYHU Ha COHMMTA. MoTH-
BM IITO CE€ TIOBTOPYBaaT BO HETOBHUTE (PHIMOBH
ce cekaBama, JIETCTBO, COHUINTA, TPHUPYKEHU CO
oraH, JOXKI, ofipa3u, JcOJCeHhe U JUKOBU IITO CE
M0jaByBaar BO MPEJICH IUIaH BO JOJITUTE JBIKCHA
Ha kaMmepara. ,,Cekoja yMeTHOCT, ce pa3dupa, ¢ UH-
TeJeKTyallHa, HO 3a MEHEe, CUT€ YMETHOCTH, (HII-
MOT yIITE TIOBeKe, Mopa Jla OMJaT eMOTUBHU U Ja
BJIjaaT Ha CpIEeTo".>

JIOOUTHHK € Ha HEKOJKy Harpaaud Ha Qui-
Mckuot QectuBan Bo Kan u Ha ,,3nmareH jaB“ Ha
(unMckroT ¢ecTuBan BO BeHenwmja 3a Herosu-
OT TIPB JOJTOMETpakeH Wrpan (punm Hearnoso-
uo geuiciueo.

Bergman, Ingmar. 2007. The Magic Lantern, Chicago: University of Chicago Press, ctp. 37.
Gianvito, John. 2006. Andrei Tarkovsky: Interviews (Conversations with Filmmakers Series). Jackson: University Press of
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Angpej Py6nb06 € BTOPHOT TOJITOMETPaKeH
¢unm Ha TaproBcku. [IpBuunaTa Bep3uja Ha Q-
MOT, OJHOCHO LIEJIOCHHOT PEXHUCEPCKU pe3, Tap-
KOBCKH ke ja Hapeue Ciipacitia Ha Augpej, € noira
205 MHHYTH W € Hajaoirata Bep3uja Ha (QHUIMOT
mITO MocTor. OUIMOT € TPBUIHO 3aBpIIIcH BO 1966
TO/IMHA, HO BO KMHATA K€ ce TojaBu aypu Bo 1971
roANHa, OTKaKO O] HEro ce 0TceYeHH noseke ox 20
munyTH. HasuBor Angpej Py606 00M4HO ce Ko-
pucTH 3a cKpareHara ,,opuiujaaHa“ Bep3uja. Te-
MUTE Ha QUIMOT BKIydyBaaT yMEeTHHUKA c1000/a,
penuruja, oJIMTHKA, CO31aBakbe YMETHOCT MO pe-
npecuseH pexxuM. Ilopamu oBa, punMor Hema na
Ouje mpuKakaH BO JOMAlIHWTE KMHA BO TOrall-
Huot Cosercku Cojy3, co OQUIMjaTHO aTEUCTHY-
K1 cucteM. Mako mpobiemure co eH3ypara Ke ce
o0uyaT aa ro cKparar u NpuKpHjaT GUIMOT MHO-
Ty TOAWHH 10 HETOBOTO 3aBpPIIyBambe, GUIMOT Ke
Ouje mperno3HaeH O MHOTY 3allafiHu KPUTHYApH
KaKO €JICH OJ] HajTOJIEMHUTE HA CUTE BPEMUIbA.

94

Co3naBametro Ha Angpej Pyovos

Wnejara 3a co3naBame Ha QUIMOT IPBUYHO MY
npunara Ha aktepoT Bacuimj JIuBanoB, koj ke UM
npeanoxu Ha Anapej TapkoBcku 1 Aunpon Kon-
YaJIOBCKM Ja HampasaTr (UM 332 PyCKHOT BPBEH
nkoHonwcenn Auzapej PyOipoB, cakajku caMuoT ga
Oue MaBHUOT MPOTAaroHUCT Bo ¢puimort. [Ipeno-
TOT € JI0 O/IPEJICH acleKT HHOBAaTHBEH, OUJICjKHU Te-
Mara 3a XpHCTHjaHCKaTa TyXOBHOCT W L[PKBaTa BO
COBETCKOTO KMHO HE OMIa IPETXOIHO JIOTIPEHa T10-
pazny OKOJIHOCTUTE IITO BJIAAEENIE BO COLMOIONNU-
THYKHUTE YCJIOBH O THE roguHu. OTBOpameTo Ha
My3ejorT ,,AHapej Py0sp0B®, K0j € IpB BO HCcTOpHja-
Ta CIeUUjau3upaH My3ej Ha PYCKHOT MKOHOIIUC,
¢bopmMupaH Ha MeCTOTO Ha MaHacTupoT Cracure-
JIOT AHJPOHUKOB KaJ¢ IITO YMETHUKOT K€ IO TI0-
MHHE LIEJINOT CBOj )KUBOT KaKO MOHAX, CE CIIydyBa
B0 1960 ronuHa Ha npa3HyBaweTo Ha 600-rogumi-
HUHAaTa o1 parameTo Ha PyOJboB, Kaje, Mery npy-
ruTe, ke ouje u3noxkeHa u Herosara ukona Cilacu-
wien (npeop of pycku: Ciiac), 1elio Koe Ke uma or-
POMHO BIIMjaHHE BP3 COBPEMEHHIIUTE Ha YMETHU-
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KOT ¥ Bp3 CHTE CIIe/IHU TeHepannu. Ha Hea e mpet-
craBeH Cilacuitienoiti, 5kUB, OTBOPEH, BEIUYECT-
BEH, a2 HCTOBPEMEHO BO HETO CE€ YYBCTBYBa MEKOCT,
¥Ma CpPE/IHU KapaKTePUCTUKH Ha JIUIETO, BpAMEHU
co cBwicHa pyca Opana. KomOunanujara Ha Oou €
COCTaBEHa O] 371aTHU, HMjJaHCH Ha OKEp Ha JIUIIETO
¥ TEMHHU Ha O0NieKaTra M OCTaBa BIIEUATOK HA MYII-
pa CMHPEHOCT.

Wnejara 3a cHuMame Ha PUIMOT Ke TH PUBJIC-
4e JBajiiata MJIaJW PEeKHCEPH, KOU MO LIecTMec-
€UHO MCTPaXXyBarmbe Ha UCTOpHjaTa, Ha APEBHOPY-
CKHOT OWT W apTedakTH, K& HaIMIIAT CIICHAPHO
co moBeke ox 250 cTpaHUWIM, TO € TPEMHOTY 3a
JIOJDKAHATA Ha e[ICH urpaH GpuiaM.’ 3aroa CrieHapu-
OTO Ke OWJie TOJICNICHO Ha KPaTKH ICJIMHU, KpaT-
K1 (UIMOBH CO CrEHU(HYEH HCTOPHCKH M Ou-
orpadcku ¢paxr on KUBOTOT HAa AHIpe] PyOsboB.
Ho, dummoT, 1 mokpaj Toa ITo Conp ke HEKOH TOY-
HU UCTOPHCKH TTOIATOIH, PBUYHO HE € 3aMHUCIICH
kako Omorpadcku. M300poT Ha TaKOB MPHUCTAIT KOH
TEKCTOT 3a CIICHAPHOTO € IOJ| BIIMjaHUC HA Jiesia-
ta Ha Ceprej Ej3enmraja, koj ke cHUMHU 1Ba Qul-
Ma 0a3upaHu Ha UCTOPUCKU Gurypu: Mean I posnu
u Anexcangap Hescku.

Criopen0ara Ha TBOPEIITBOTO Ha J[BajIiara pe-
JKUCEpU Ke 3all0o4He YIITEe CO W3JETYyBameTo Ha
Usanosoitio geiticiico Ha TapKOBCKH, KOj, MAakK,
Ke ja Herupa Heropara CIMYHOCT co Ej3eHmirajH,
0o0uyBajku ce Jla TH KPUTHUKYBa HETOBUTE METO-

3

i 32 pabora Ha efieH ¢uiM: ,,CHTe HETOBH JTN3aj-
HU Ce HampaBeHH Ha xaptuja. Toj ¢ Kako Kapuka-
Typuct. C¢ kaj Hero e mmnekynaruBHo. Miu ce Toa
LUTaTH OJl CIMKAapCTBOTO MJIM HEKAKBU H3MUCIIE-
HHU KOMITO3HIIMU, HO CETO TOA € OCHOBHATA HJeja
Ha CHHTETUYKOTO KMHO, KajJe PUIMOT € KoMOrHa-
nvja Ha rpaduka, CIMKapCTBO, Tearap, My3HWKa U
c¢ apyro. 30MpoT Ha CUTE OBUE JaJic HOBA yMET-
HOCT. A camo 1o cebe He e punm. bunejku KuHo-
TO MMa CBOja CHEIU(PUIHOCT, 32 pas3iuKa O IITO
OWJIO JIPYTo WITO TO Pa3IMKyBa OJl IPYTUTE yMeET-
HOCTH. Ej3eHIITajH HE TO W3BJIEKYBa ON HEroBaTa
YMETHOCT OHa IITO € CBOjCTBEHO camo 3a Hero. Toj
0J] C& 3eMa M0 MaJIKy M He ja YBUIyBa crierudud-
HOcTa Ha kuHemarorpadujara.* [lokpaj Toa, Tap-
KOBCKHM CMeTa Jieka puiaMoT He Tpeba na Ouae nox
BJIMjaHUE HA UJICOJIOTH]jaTa U BPEIHOCHUOT CUCTEM
Ha €CTETHKATa OJi MOCTPEBOIYIIMOHEPHUOT TIEPH-
0]l BO KOj kuBee Ej3eHmmTajH 1 3aToa v HE ja IpH-
(haka ecreTrkara Ha Ouorpadckute pUIMOBH CO3-
JaJieHH JI0 LeeceTTHTe TOAuHu. ,,JloBoeHara emno-
Xa co3/1aJie CONCTBEH MOET 3a OMOrpadcKu (PHriIM.
Hewmy my npumarare, on enHa crpana, Mean I pos-
nu Ha Ej3eHmTaju (Broparta cepuja ce 1ojaBW Ha
m1atHoTo Bo 1957 roquHa), a o1 apyra, 1ena Hu3a
CTepeoTUITHH ,,xaruorpadcku nentu. He wusHe-
HajayBa (PakTOT IUTO MIIAAMTE KUHEeMarorpadu ce
CTpeMar Jia ja MoKakaT POjHaTa UCTOpHja BO HEj-

WNako Hema TOoYHO YTBPACH CTaHap/a 3a (bOpMaTOT Ha €IHO CLICHApUO 3a NOJIOMETPAXKCH UT'PpaH (.J[)I/IJ'IM, TpaauluOHAJIHO,

JobkuHaTa e moMery 95 u 125 crpanuim. Bo coBpemMeHara X0NUBYACKa MPOAYKIHja CLiIeHapHjaTa 00MYHO He e MOTOITH Off
114 cTpaHuuy, OJHOCHO, IOCTOM €AHO HEMHIIAHO MPABIJIO AeKa eHa CTPaHMIA Off CLICHAPHOTO OAroBapa Ha eJHa MUHyTa

M.
4

TapxoBckuii, A. A. 1989. Bemamo na nymo - A. A. Taproeckuit; Vnnr E. w Holirep J1. Hckyccmeo kuno — 6p. 2, ctp. 109-130.
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3WHaTa BUCTHHCKA CIOKEHOCT, M ce 00H10a J1a Ha-
npaBar HellTo Kako "anTuonorpadpcku’ hpuimm.’
Ha npB nornen Augpej Py6/606 1leCHO MOXe
Ja ce caru Kako UCTOPUCKU (UM 3a HajIo3Ha-
THOT PYCKH HKOHOIIHCEI] KOj *HBeeld BO 15. Bek.
JlejctBOoTO Ha (YUIMOT C€ OIBHBA BO CpPEIHOBE-
koBHA Pycuja u ru ondaka HacTaHUTE O MOHTOJI-
CKO-TaTrapcKara Hae3/la, IaraHCKUTe TpaIuluH,
JKUBOTOT BO MPAaBOCJIABHUTE MaHACTUPU U OopOu-
Te Mery BiajeTenute. GUIMOT € MOJeNIEH Ha OCYyM
CErMEHTH, KOW XPOHOJIOIIKU MPETCTaByBaaT pas-
JUYHU TEPHOIM Off )KUBOTOT Ha PyOspoB BO pas-
HHM PYyCKHM MaHACTHPH Kaje IITO Ce MPETHOCTaBy-
Ba Jieka TBopen. U mokpaj dakror gexa GuUIMOT
Angpej Pyomos e co3nanen Ha criequduiIeH ucTo-
pucku Marepujai, TapkoBCKM Ke ce oduie aa u3-
Oerre 00jeKTUBH3HMpabE Ha JTJMYHOCTA Ha XEPOjoT,
obumyBajku ce Ja ja TpeHece BU3WjaTa Ha aBTO-
poOT 3a CBeToT. ,,Ha miaTHoTO JOoTHMKaTa Ha OfHe-
CYBameTO Ha €HA JIMYHOCT MOXKE J1a Ce MPETBO-
PH BO JIOTHKA HA cOCeMa Pa3iIM4YHu (HABUAYM BOH-
3eMCKH) (paKTH ¥ T10jaBH, a JUIIETO IITO CTE TO 3HAa-
eyie MOXKe Jla UCYe3HE O]l TUIATHOTO, 3aMCHYBAjKH
Ce CO HEWITO coceMa JIPYyTo, TOKOJIKY € MOTpeOHO,
CO WjIeja, MTO Ke TO BOAH aBTOPOT BO HETOBHOT OI-
HOC co (hakTuTe. MOXKHO €, Ha TIpHMeEp, J1a Ce CHH-
MU (PUIIM BO KOj BOOTIIITO HEMa J]a IMa JIMK O KPaj
JI0 Kpaj Xepoj, U c¢ ke Oujie OpeieHo of paKyp-

COT® Ha YOBEUKHOT IIOIVIE/] HA )KUBOTOT .0
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Crpykrypa Ha GuamoT

TapKoOBCKH ja TiieAa MO3HWIMjaTa Ha aBTOPOT
BO (pMIMOT He caMO BO KOMIIO3HIIMjaTa HA (HIIM-
cKara clliKa TyKy u Bo (hopmara u CTpyKTypara Ha
¢bunmort. Augpej Pyb6.o06 IMa MHOTY HEBOOOHMYae-
Ha CTPYKTypa: ce COCTOM Ofi (parMeHTH-PACKA3H,
BO KOM HEMa HUKAaKBa MHTPUTA, OPAJH IITO OBUE
JIeNI0BH ()OPMHUPAAT MOSTCKH 3aIJICTH IITO JeyBa-
aT Kako Jla ce OTKpajgHaTH ox peanHocTa. [edu-
Huljara Ha (alyrnata ce 3acHOBa Ha (opmylia-
[IUKUTE TIOBP3aHU CO TEOPETCKH TEMH Ha JIUTEPaTy-
para. Eqna ox mpsurte ¢gopmynamuu e hopmupa-
Ha of Apucroren Bo HeroBara [loeiniuxa, Koja ja
nedunupa ,,padynara Kako cucraca o HacTaHu.
Ho, Bo nBaeceTTHOT BEK, 3HAYCHETO HA OBOj TEp-
MUH MPETPITyBa TOJIEMHU MPOMEHH; OBa C€ JOJIKH
Ha MMPOOIEMOT €O CyOjeKTHBHOTO TOJKyBambe Ha
HACTaHWTE O] CTpaHa Ha aBTOPOT U Ae(opmariyja-
Ta Ha JIOTHYKO-BPEMEHCKOTO MOJie BO yMeTHOcTa .’
Enxu on npBuTe KOU Ke ro nmpudarar TOJIKyBambeTO
Ha MMOUMOT ce PyTypUCTHTE, 3a Kou (adynapHocTa
Ke cTaHe pernpe3eHTalyja Ha eTHKara 1ITo ce pas-
BHBA BO TEKOT Ha HEKOJKY BEKOBH, KaKO M3pa3 Ha
HUBHHOT JICCTPYKTUBEH OJHOC KOH OTIITECTBOTO
Y MOJTATHYKUTE CTABOBH.

TapKoBCKM Ha CIMYEH Ha4MH ja ymoTpeOy-
Ba (palynara BO CTpykTypara Ha puinmor Axgpej
Pybm06, BO K0j, KaKO OCHOBEH MOTHB, ja M30upa
Mo3an4yHaTa (GopMa 3apajay NPUHIUIIOT HA HETH-
pame Ha HApaTUBHHUTE CTPYKTYpPH IITO ja 3aCHIY-
Baar CMMOOIMKATa Ha KyITOT Ha JIMYHOCTA, YHE

Typosckas M.W. 1991. Cems ¢ nonosunoti, uru @unvmor Anopes Taprosckoeo. Mocka: Mckycctso, cTp. 52.
Tarkovsky, A.A. 1989. Sculpting in Time: Reflections on the Cinema. London: Faber, ctp. 85.
Canpiackuii JI.M. 2011. Kunoeepmenesmurxa Taproeckoeo. — Mocksa: Kanpura, ctp. 138.
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3HAYEHE CE CBEIyBAa Ha MOCTAIKHUTE HA [[APEBUTE,
BOGHHTE BOJayM UTH. Taka, Kako mrto (yTypUCTH-
TE€ TO KOPUCTAT METOAOT Ha JIECTPYyKIHja BO CIIU-
KapcTBOTO, TapKOBCKM IO KOPUCTH BO CTPYKTypa-
Ta Ha QUIMOT CO3/IaBajKH WITy3Uja Ha 3a€HUIITBO
Ha TPUKa3Hara, ITO BCYIIHOCT HE OCTOH, HO OJa-
roJapeHre Ha ToBp3aHaTa (PparMEeHTHUPAHOCT, ce
(bopMuUpa HHTETPUTETOT HA LEIUOT HUIIM.

3Hauem-€TO Ha JYXOBHOCTA 32
TapkoBcku

3a TapkoBckH, BO PHIMOT, 0COOEHO € BakHa
HE CaMo IEJOBUTOCTA Ha MPHUKA3HATA TYKYy U Py-
CKaTa JyXOBHOCT M KyJITypa. 3a mpBOAT BO CBOE-
TO TBOPELITBO PEKUCEPOT CE CBPTYyBa KOH pyCKa-
Ta KyATypa U KOH YMETHHUKOT Kako Kpearop. OBue
TEeMH, TOYHYBajku on Angpej Pybmwos, ke cra-
HAT KOHCTAHTa BO CHTE IOCJIEJIOBATEIIHY Jiesia Ha
PEKHUCEPOT.

Pa30bupamero Ha ymeTHOCTa 32 TapKOBCKU HE
01 MOXeJI0 J1a OCTOU 0e3 TyXOBHOCT, OMIejKU BO
Hea Toj miena cdakame Ha KHBOTOT M chakame
JileKa UMa HENITO IITO CTOW HaJl YOBEKOT: ,, YMeT-
HUKOT 3all0YHYBA J[a TO TPETUPA TAICHTOT IITO MY
€ JIaJIcH Kako HEroBa COIMCTBEHOCT U OTTYKa UMa
IpaBo Jia BepyBa JIeKa TAJCHTOT HEe IO OOBp3yBa
Ha HumTo. OBa ro 00jacHyBa HEJOCTATOKOT Ha Jy-
XOBHOCT IITO BIIaJiee€ BO COBPEMEHATa YMETHOCT.
YMeTHOCTa ce IPETBOPa HITH BO HEKaKoB BUJI (hop-
MaJIMCTHYKO MpebdapyBame, WIK BO MPOU3BOA 32
nponaxoa... JKuBeeMe BO MHOTY TEIIKO BpEME H
cTaHyBa c¢ HOTEMIKO O] rojuHa B roauHa. Waxo,
3HACJKM MaJIKy MCTOpHja, MOKEME Jia 3allOMHUME

8

JieKa BEKe eHAIll € Ka)KaHO 3a IIPUCTAIOT KOH aro-
KaJIUITHYHUTE BpeMUba. MoXe aa ce CIly4dH yTpe,
MOXeE Jia ce cIy4d 3a wijaaa rogunu. OBa e 3Ha-
YEeHETO Ha TAKBaTa JyXOBHA COCTOj0a Ha YOBEK KOj
€ JIOJDKCH J1a YyBCTBYBa OJTOBOPHOCT MPEJ COTI-
CTBEHHOT JKUBOT".®

3a mpB mat TapkoBCKM 3armodHyBa aa 300py-
Ba 3a AYXOT Ha PYCKHOT HAPOJA U YOBEKOT BO Mga-
HOB0IO gellicitiéo, a 3a JyXOBHOCTA U 3a pycKaTa
KynTypa Bo Angpej PyO.bo6, xane TmaBHUOT jyHaK
€ KOHKPETeH MCTOPUCKH JIMK, KOj TH ancopOoupa
CUTE KapaKTEPUCTUKU LITO OOMYHO CE IIOBP3aHH
CO BUCTHHCKATa TyXOBHOCT Ha pycKaTa Ky/lTypa.

OunmienHa € CIMYHOCTA HAa KPEaTUBHHOT M
KUBOTHUOT TaT Ha CO3JaJCHHOT (DUIMCKU JIHK
Amnipej PyOsboB cO TBOPEUKHOT MAT HA PEKUCEPOT.
OBa TBpJeHE MOXKE J1a OHJIe MOTKPETIEHO CO CaMo-
TO pa3dmpame Ha KPEaTHBHHUOT TIaT Ha CEKOj Majc-
TOp, KOj OTCEeKoraml OWi TeXOK M oOpeMeHyBad-
KU BO PAMKHTE Ha MIOCTOCHETO BO €HO OIIITECT-
Bo. Cenak, HE € caMO OBaa OJUIMKa KOja MOXKeE /1a
ja nokaxke cnuuHocta Mery PyOsboB u TapkoBCck.
Py6sp0B € mo3HAT 10 TOA IITO € BEJIMKAHOT Ha Py-
CKHOT MKOHOIIUC, a BO (DOPMHUPAEHETO HA HETOBUOT
TIOTJIE/T Ha CBETOT MHOTY BiHjae arMoc(epara Ha
KyATYypHHOT OpaH oxn 14. u 15. Bek, koj ce Kapak-
TEpU3Upa CO MHTEPEC KOH AYXOBHUTE M MOPAIHU-
Te BpenHocTH. CeBo 0Ba Ke ce o/ipa3u U Bo pabora-
Ta Ha UKOHOIMHMCEIIOT ¥ HETOBHTE JIeJa, HCTIOJTHETH
co ybaBHMHA, XapMOHH]a U TyXOBHOCT. 3a Py0OIboB,
WKOHUTE W (DPECKHUTE K& CTAaHAT 3HACHE 32 YKUBO-
toT 1 bor mpeky ymerHocra. Moxebu, chakajku
ja BaKHOCTa Ha paboTara Ha YMETHUKOT, TapKoB-
CKH TH CO3JlaBa MPHUKAa3HUTE 32 QUIMOT, KaKO IITO

Tapxosckuii A.A. 1989. Cioo 06 Anokanurcuce. Mckycciigo kuno, op. 2, ctp. 100.
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Py6Jb0B v co3naBa cCBOWTE NKOHHM, TapyBajKy M Ha
CEeKOja O[] HUB JIa00unHa, 3HAYCHE U CTaB KOH O/1-
peleH nepuos ofl JKUBOTOT HA YMETHHUKOT.

Bo 0BOj acriekT ¥ JiBajuiaTa yMETHHIIUA CE€ MHO-
Ty CIIUYHU €JIeH CO JPYT, OUJIejKH MO3HABAKHETO HA
CBETOT IIPEKY YMETHOCTA € €[ICH BUJ] 1yXOBEH J1ap
CO KOj € Ha/IapeH CEKOj YOBEK, HO HE CEKOj MOXKe
Ja TO BUJM M IpEno3Hae Toa Bo cebecu. Tapkos-
CKH BO CBOETO IIOCIIETHO MHTEPBjy 300pyBa 3a 3Ha-
YeHETO M yJorara Ha yMETHOCTA 33 CAMHUOT yMeT-
HUK: ,,YMETHUKOT CBEJIOYH 3a BHCTHUHATA, 33 COII-
CTBEHATa BUCTHHA IIPEJ CBETOT. YMETHHUKOT MOpa
Jla OM/ie CUTYpeH JIeKa TOj U HETOBOTO JAEJN0 OATO-
Bapaar Ha BUCTUHATA... MU ce YMHU JIeKa YOBEUKO-
TO CYILTECTBO € CO3/1aICHO 3a Ja xuBee. Jla xusee
Ha 1aTtoT Ha BucTtHHara. OBa € npuirHara 301ITO
4OBeKOT TBOpH. Jlo ozpeneHa Mepa, €IeH YOBEK
TBOPHM Ha IaTOT KOH BUCTHHAaTa. OBa € HErOBHOT
HaYMH Ha MOCTOEHE U Mpalllakbe 3a TBOpeme: ‘3a
KOTO JIyfeTo TBOpar? 301ITO TBOPAT?’, € HEOATOBO-
peHo npamame. BeylHocT, cekoj yMETHHK UMa He
CaMo COIICTBEHO paz0OHpame 3a TBOPELITBOTO TYKY

U COTICTBEHO Ipalliambe BO BPCKa co Hero™.’

OUIMOT 3amoYHyBa CO MPOJIOT BO KOj €ICH
ceNaHell Jieta co OalloH MITO MOJNeTYBa OJ KyIo-
na Ha upkBa. OBUE KaJIpyu ja COApPIKAT eCTeTcKara
JOMHUHAHTa Ha (1)I/IJIMOT — MOKHHOT AYXOBCH I10-
pHB € MpHKa)kaH JI0CTa MaTepHjal3upaHo, Kpy-
TO, PEANMCTHYHO, a 3HAYCHETO Ha OBaa Maja Io-
eTcKka mapadora € jacHO: ClI0OOTHUOT AyX € IMOCH-
JieH of1 cute okoiHoCTH. JKenbara 3a cnobona, yie-
TambETO TO BO3BHIIYBA YOBEKOT, O€3 OIvie]] Ha Kak-
BU Omi10 okosnHOCTH. OBOj MIPOJIOT € MHOTY BayKeH
3a TapKoBCKM M 32 OCHOBHATa HJicja Ha (QHUIIMOT,
Ouaejku ro TOKakyBa KOHIICTITOT Ha CI00o0Ja Ha
yMmeTHHKOT: ,,I1ITo ce omHecyBa o cinobonara Ha
KpEeaTUBHOCTA, BOOIIIITO HE MOXKE Jla CE& pacrpana
3a Toa. HuTy efHa yMETHOCT HE MOXE J[a TIOCTOU
0e3 Hea. OTCYCTBOTO Ha CJI000/Ia aBTOMATCKH TO
JIeBaJIBUPA YMETHUYKOTO JIENI0, OMJIEjKU OBa OTCY-
CTBO IO CIIpedyBa BTOPOTO JIa CE€ U3pa3H BO HajyOa-
Bata hopma. OTCYCTBOTO Ha OBaa C1000/1a BOIH J10
(hakToT eKa YMETHHYKOTO JIENIO, M TMOKpPaj HEro-
BOTO (PU3UYKO MMOCTOCH-E, BCYIIHOCT He mocToun . '’

\| || N

9

10 Hcroro
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[Toxpaj mposmorot, TapkoBCcKH A0maBa €MUAIOT
BO CTPYKTypara Ha (HUIMOT, €JHa O] KapaKTePUC-
TUYHUTE OJJTUKU Ha (UIMCKHOT ja3uK Ha PExKUCe-
port. OBaa cTpykTypa Ha (huiMcKara Hapaiuja 300-
pyBa 3a IUKIMYHATA TPHPOJA U XapMOHHYHATA
KOMIUIETHOCT Ha LEIUOT (PHIIMCKH TEKCT.

VYnoTpebara Ha MPOJIOTOT U EMIIIOTOT € Kapak-
TEPUCTUYHA 34 €HO KHMKEBHO JIeJI0, HO U YECTO
Ce MPUCYTHH M BO JKUTHjaTa HAa CBETIIUTE U MPET-
craByBaaT (hopMyIalyja Ha €THYKU CTAaBOBH U MO-
panau yuewa. Bo dunamor Angpej Pybwos, mTo
BO CYUITHHA € BU3yaJM3HPaH KUBOT HA €JICH CBe-
Terl, TapKOBCKH MallKy TH TpaHCcPOpMHUpa Mpoo-
rOT ¥ SMHUJIOTOT, NPT CE, TOj TO OCTaBa 3HAYCHC-
TO Ha OBHE EJIEMCHTH 33 CTPYKTypara Ha (uiM-
CKHOT TEKCT, HO Of Ipyra CTpaHa, BO MPOJIOTOT He
ce CIIOMEHYBaar JIMKOBUTE BO (DUIIMOT, a EIHIIOTOT
HE ja TIOKa)KyBa HUBHATa MTOHATAMOIITHA CyJOWHA.
OBa ce JI0OKK Ha HjejaTa Ha PEKUCEPOT 3a He3a-
BHUCHOCT Ha KMHeMaTorpadujara Kako yMETHUYKA
¢dopma, u 3atoa TapKOBCKH ja HAMyIITa JIHTEpa-
TypHaTa (hopmMa, MEHYBajKH TO HEJ3UHOTO 3HAUCHHC
BO CTpYyKTypara Ha (PMIMCKHOT packKas.

3HaYemeTo HA CJIMKAPCTBOTO BO
TBOPEIITBOTO HA TapKkoBCcKH

dunmor Angpej Pybwsos 3aBplilyBa CO KaJipH
BO 00ja KoM Ke ja pa30ujar npHO-Oeara TeKCTypa
Ha [ENUOT (HUIM, KAaKO pellieHHe BO KOe MPEoBJIa-
JyBa CHJIHA CBETVIMHA M 00jara Ha CBETUTE UKOHU
u ¢pecku Ha PyOsmoB. Ha oBHe CHUMKH, ce YMHU
JieKa KaMepara ce KpeBa M JieTa HaJ| [ieJlaTa Ha UKO-
HOITUCENIOT, UMUTUPAjKN TO JIETOT HE Ha YOBEK

11

KaKo BO TPOJIOTOT, TYKY Ha Bo3BHIlIeHa ayma. Ot-
NPBUH, HE ¢ JaCHO BUJIMBO IITO € MPUKAKAHO HA
IUTaTHOTO: TOTJIEIOT CE 3a/IP’KyBa Ha CBETIIOCHUTE
TEOMETPUCKHU LPTEKH, HA PA3IMYHHUTE JETalld Ha
oOnekara, Ha MPHUKaKAHUTE CBETIM, Ha OoWTe Ha
nej3akute. [loToa ce mojaByBaar 1mojacHu KOHTYpHU
Ha KyToJia Ha [[PKBA, aHTeN, KOaHUIIUTE O] KO-
HaTta Bielyearwe 6o Epycanum, XpUCTOC ONKPY-
JKEH CO XepyBUMH, QUTypUTE Ha amocTtonute, Jo-
ean Kpciuiuen, botopoguya utH. Ha 0BOj HauuH
TapkoBCKH Ke ja IpHKa)ke He caMO XPOHOJIOTHja-
Ta Ha )XUBOTOT Ha Mcyc o cMpTTa 70 paramero,
KaJie IITO parameTo € TOYETOK Ha CUTE TOYETOIH
¥ 010pOjyBamke Ha BpeMeTO, HO U OMOJIHCKaTa Xpo-
HOJIOTH]ja Ha 1eJlaTa CIMKapcKa ceprja Koja Toj Ke
ja KOpUCTH BO TEKOT Ha Heroara pabora Ha (QHiIM.

JlmyHOoCTa HAa YMETHHKOT TO MHTEpecupa pe-
JKHCEPOT HEe CaMO Kako CIIMKap Ha UKOHH TYKY H
KaKO XyMaHUCT, YMja CMHUCIIa Ha JKUBOTOT € Jia pa-
0otH 3a 100poTo Ha Iryreto. TapkoBCckH ja u3pasy-
Ba OBaa ujeja 0COOCHO jaCHO BO HETOBUOT OMMJICH
nen ox (¢uiaMoT HapedeH Seoxo. Bo oBoj nmen ce
M0jaByBa YIITE €JIeH O] TIIABHUTE JIMKOBH BO (PHJI-
MoT, bopucka, koj To mepconupuIIIpa HE camo pe-
JKHCEPOT U yMOT Ha PyGsboB, TYKy W Ienara ciiu-
Ka Ha KpeaTropoT M TOCIOAApOT: ,,32 HAC Xepoj BO
nyxoBHa cmucia ¢ bopucka. OBoj fen e HanpaBeH
TakKa IITO Ke ce MOKaXe KaKo O]l MPauHOTO J00a
pacTe 3apa3Ha eHepruja koja ce Oynu Bo bopucka u
COTropyBa BO I[PKOBHOTO SBOHO. !

Cenak, oBaa enmu307a, MaKO HE CE BKIIOMYBa
JIOBOJTHO BO MCTOPHUCKHOT KOHTEKCT, MHOTY CJIHKO-
BUTO HamIacyBa €CH MaJIKy MO3HAT (akT — Toa e
CIICHATa CO WTAJIMjaHCKHUTE TIPaTeHUIIM KOU jJoara-

Typosckas M.U. 1991. Cems ¢ nonosunoii, unu @uromer Anopes Taproscrozo. Mocksa: Uckycctso, ctp. 71.
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at na ro Buaar seoHoto. Cropen Aujapod Konua-
s0Bcku'?, TapKOBCKHM HAMEPHO BMETHAJ H3MHCIIC-
Ha enu30j]a 3a Ja My Aaje Ha (QUIMOT €BPOICKH
€JIEMEHTH, BEPOjaTHO CO HaMepa Jla UM ce JIO/IBO-
pu Ha punmckure GpectuBanu. 1. [mnecnu ja crno-
MEHYBa OBaa €MHM307a KaKko OfIpa3 Ha COICTBEHH-
Te cBeTomNiequ Ha TapKoBCKH: ,,Bo panute ¢ui-
MOBH Ha TapKOBCKH, U HEroBuTe peepeHIn KOH
UTaJMjaHCKaTa yMETHOCT, My3HKa U KaTOIHIU3aM,
Wranuja v mpercraByBa, Npes €, MO3UTUBHUTE
BPEHOCTH Ha 3arajHaTta JYXOBHOCT WU KyNITypa.
[IpucTurHyBameTo Ha UTAINjaHCKUTE HMPATCHUIH
Ha KpajoT of (hMIMOT HajaByBa Kpaj Ha CpeAHOBeE-
KOBHATa M30anyja Ha Pycuja, Hej3MHO OTBOpame
KOH CBETOT M 0cobeHo koH EBpomna oj panara pe-
Hecarca.“!’ Bo oBaa Hacoka € W HACIIOBOT Ha pe-
JKUCEPCKUOT pe3 Ha punmor Citpaciu 3a Angpej:
BO MMpaBOCaBHA CMHCIA 300pOT citipaciu nMa He-
raTMBHA KOHOTAIlMja M € CHHOHUM 32 {lOpOK, a BO
KaToJIMYKaTa Tpagulifja cTpacTa ce TOJIKYBa Ip-
BEHCTBEHO KaKO YyBCTBAa, €MOLIMH, CTpaaame. U,
JOKOJIKY T'H 3¢MEMe MPEABH/] COAPKUHATA U 3arlie-
TOT Ha (PUIIMOT, TOTaIl Je(UHUTHBHO ce pa3jacHy-
Ba KATOJMYKHOT IIPUCTAIl BO 3HAYCHETO HA CTpac-
Ta Ha UKOHOMHMCETIOT AHpej; (UIMOT HE TIOKaXy-
Ba MIOPOIIM HAa MOHAXOT, TYKY JIpaMaTHYHH YyBCTBA
Y €MOLIMHU KOH T'M IpekuByBa PyOIboB.

TapkoBcku Ha MOCEOEH HAYMH ja MPHKAKYBA
cocrojbara Ha )HBOTOT BO Pycuja Bo BpemeTo Ha
CIIMKAak-ETO Ha HKOHHTE. Bo Toa Bpeme ce ciaydyBa
wHBa3Wjara Ha Tarapute, pyckuTe rparaHCKH Cy-
IUpH, CYpOBOCT cCrpeMa Cekoj paziuuen. Cenak,

12

3a TapkoBcku € Ba)KHO J1a ce MOKaKe CBETJIMHA-
Ta Ha pycKara AyXOBHA KyJlITypa U YMETHOCT, Koja
HE 3racHyBa JypH U 3a BpeMe Ha TakBU OCACTBHja.
Ounmot Angpej Pybb06 € Benuvame Ha PyCKHOT
TBOpEII U J[yXOBHOCTA HA PYCKHOT YOBEK, IITO CE
pedaexTupa Bo HKOHUTE Ha Py0shoB, BO Ko yMeT-
HUKOT ja m3pa3yBa cBOjaTa JbyOOB cripema 4oBe-
KOT U CBETOT.

HNxonute BO puiamor

Bo ¢punmor e mpukakan He camo Py0IpoB Tyky
n HeroBuTe coBpeMmennnm Teodan I'pex u Jlanmn
UYepnu, 100pO 1MO3HATO TPOjCTBO HA TOJIEMH HKOHO-
MUCLY KOU K€ My JIOHECaT CBETCKa CJiaBa Ha APEB-
HOPYCKOTO cIHMKapcTBO. OBa TPOjCTBO Ha TBOPLH
¢dopmupa Bo cebe cocTaB Ha CBETOCT U €IMHCTBO
Ha yOaBHWHATa, Kako WkoHara Ipouya om PybipoB,
Koja ce TojaByBa Ha KpajoT of (HUIMOT, HO HEj3u-
HOTO 3HAY€He W CMHCIA MOMHHYBaaT HU3 IlelaTa
¢alyna Ha cHXKETo.

Konuanosckuit A.C. 2006. Huskue ucmunwt. Cemov nem cnycms. Mockpa: Dkemo, crp. 121.

13 Gillespie, D. 2008. Hmanus kax «opyeoii: Hocmanveus Anopest Taprosckoeo. http://tarkovskiy.su/texty/analitika/Gillespie.

html (TTpucraneno na 22/3/2022)
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Hxonara BO GUIMOT IO CHMOOIIU3HMpa HE CaMO
nenoto Ha PyOsboB TyKy m paborara Ha yMETHH-
KoT BoonmTo. OBa CEMaHTHUYKO 3HAYECHE HA JIEJI0-
TO € jaCHO M3pa3eHo BO MOCTEPOT 3a (QUIMOT, Ha
KOj € MpHKa’kaHa caMara MKOHa, 3alajieHa, OJIHIIe-
TBOPEHHE Of €lHa CTpaHa Ha BOXjHOT 1myX, a ox
JpyTa cTpaHa, Kako nepcoHudukanyja Ha Pycuja,
KOja 4eCTO TOpH BO CPEAHUOT BEK U BO MOXKap U BO
CTpAaHCKHTE MHBA3WHU U BO Mel'yCEOHHUTE BOjHH.

PazOupamero Ha TapkoBCKH 3a TBOPEILITBO-
TO ¥ TBOPELIOT BO (PHIIMOT € OJIMILIETBOPEHO TOKMY
npeKy MKoHara Ipouya, Kaje KIyYHUOT CUMOOI
U LEHTPAJHUOT aKIEHT Ha IIeJaTa CIHKa € CajoT,
cuMOonM3upajku ja xprBara. Bo Augpej Pybwboa,
MOXPTBYBAHUTE lyXOBHH HAIlOPH Ha TJIABHHOT jy-
HaK pe3yJITHpaaT co UKOHOIIMC | Ce TI0jaByBaar Ha

KpajoT ox (puaMoT M3pa3yBajKu HajBHCOKA XapMoO-
HHja ¥ COBPLICHCTBO.

ANDREI ROUBLEV

LE FILM DE TARKOVSKY

Bo nenuor ukononuc Ha Py0spoB mto e npu-
Ka)kaH BO (PMIIMOT, PEeKHCEPOT M JaBa HajTOJIEMO
MECTO Ha WKoHara Tpouya: Ha TIOYETOKOT ja WC-
TaKHyBa BO IIPEJEH IUIaH CO IOMOILI Ha UIpa cO
CBETJIO, CO JI0AaBame 00ja Ha oOliekaTa Ha aHre-
JWTe, MOHATaMy, Kamepara I'M MOKa)KyBa HHMBHU-
TE paue KOpUCTEjKkH e(EeKT Ha MPEKIIOIyBarbe,
a ToTO0Aa I'M NPHUKa)XyBa HUBHHUTEC HO3C, AOOACKa
oOpaTHaTa TIepCIIeKTUBA CO3/1aBa YYBCTBO Ha JieC-
HOTHja U OecTe)KMHCKa cocTojOa. IloToa kamepara
JIOJITO BpeMeE IJIeZia BO Ca0T KOj € IOCTAaBEH Ha OJl-
TapoT OKOJIy KOj cenar aHrenute. Bo ¢puiMor nma
MHOT'Y KaJIpH KOU, BO CMHCJIa Ha KOMIIO3UIIHjara,
CTPYKTYpPHO ce o/iHecyBaaT Ha ukonute Cilacuiuer,
Bockpecenueitio na Jlazap, Ho HajcwiiHa BO (BuII-
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MOT € TUPEKTHATa BpcKka Mel'y CTPyKTypaTa Ha Ka-
Japot u ukoHara Tpouya.

Amnanusupajku ja purypatuBHaTa U yMETHHY-
KaTa CTPYKTypa Ha MKOHaTa, HEBO3MOXHO € Jla He
ce BUJIM IPUCYCTBOTO HA CPECTHOBEKOBHHUTE MPUH-
AT Ha KOMITO3HIIH]ja, pUTaM, IIPOTIOPIIHja | Xap-
MOHHWja KOW YMETHUKOT TH TPETCTABWJI, MOTITH-
pajku ce Ha Heropara yMETHHYKA WHTYHWIHja, HO
W Ha MHCHHpauujara oj Heromara nocera na Lla-
pUrpaj, mTo HECOMHEHO K€ OJUrpa rojiema yiora
BO YMETHUYKHOT pa3Boj Ha HKOHOMHUCENOT. MIKoHO-
rpadcKuOT THI Tpouya € emHa O HajBAKHUTE Ka-
HOHCKH KOMIIO3HUIIMH BO PaBOCIaBHATa YMETHOCT,
W HEMa CaMOo TEOJIOIIKa BPSTHOCT TYKY € M CIIMKAp-
CKO JIeJIO CO TpajHa €CTETCKa BPEIHOCT.

Tpamunujata Ha PyCKHOT CPEAHOBEKOBEH HKO-
HOIIKC IIITO CE jaByBa KaKO Pe3yJiTaT Ha npudakame-
TO Ha XPHUCTHjaHCTBOTO BO Pycwja Bo 988 rommma,
Ke Y CJeJM CTPOr0 YMETHHUUYKUTE MOJICIH Ha BU-
3aHTHCKATa YMETHOCT M HeMa Jia Oujie Mmoj BiHja-
HHE Ha 3a1aJHOCBPOIICKATa PETUTMO3HA YMETHOCT
10 moueTokoT Ha 17. Bex. Enna on Haj3HavyajHUTE
KapaKTEePUCTUKHA Ha PYCKOTO CIMKapCTBO € 00pa-
THAaTa MepCIeKTHBA BO OPraHKU3aIrjara Ha MpoCcTo-
POT BO KOMIIO3MIIMjaTa W BEPYBAHETO BO CIIOCO0-
HOCTA ¢/THa UKOHA Ja MPABHU Yuy/ia.
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AKo TO 3eMeMe TpeaBH] BPEMEHCKHOT HEepH-
O]l Ha CIIMKalkhE HAa MKOHATA, IOYETOKOT Ha 15. Bek
€ BpEeMETO Ha paHaTa peHecaHca BO UCTOpHjaTa Ha
CBETCKaTa yMeTHOCT. He Moxke na ce kaxe aeka
Py0sboB BiieryBa BO OBa KyATYPHO MUJIje, HO CIIO-
pell CBOUTE KOMITO3UIIMCKU KapaKTEPUCTHKH, HKO-
HaTta Ha PyOspoB € Oiiicka co KOMIIO3UITUCKUATE Pe-
IICHN]ja Ha UTAJIHjaHCKUTE PEHECAHCHU YMETHUIIH:
Llopuone, Padaeno u /la Buauu. MeryToa, ako kaj
UTAJIMjaHCKUTE MajCTOPH [IPOIIOPLIUUTE BO KOMIIO-
3MIIMjaTa ce€ MepKa 32 CaMOCTOJHOCTa U 00EMHOC-
Ta Ha (UTYPUTE Ha IJIATHOTO, TOTall (PUTYPUTE Kaj
Py06sp0B c¢ yImTe HE ce ommanedyBaar O IOBPIIIH-
HaTa, HO BeKe MMaaT onpeneH obeM. PyOipoB T0
nmobuBa 0Boj eekt co ymorpeda Ha 0oja, MTO IO
oJjpesieHa MepKa OMIJIO MHOBAaIMja 3a PYCKOTO CIIU-
KapcTBO Ha moudeTokoT ox 15. Bek. Ilopamu oBaa
TexXHUKa ce (hopMHpa oipelieHa CUMETpHja, Koja ro
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JP>KU [IEHTApOT Ha Iesiata komrosunuja. OBaa cu-
MeTpHja Ha OOM MOKE J1a C€ BUIM BO CHTE UKOHH
Ha PyOsboB, ocobeno Bo Hcyc lanitiokpaitiop.

TapkoBckH ke pa3BHe CIMYCH MPUCTAI U TEX-
HHAKAa CO WCKOPUCTYBAFETO HAa CHUMETpHja M OOM.
Bo ¢unmot Angpej Pyo.b06, pexXUcepoT KOPUCTH
MHOTY MAacOBHH CIIeHH. BO KOHCTpyHpameTo Ha
OBHE KaJpH, PEXKUCEPOT CE€ CIIY>KH CO CUMETpHja
3a J1a TO CKOHIIGHTPUpPa BHUMaHHETO Ha IIeAaqyoT
Ha TJIABHUTE JIMKOBH, KOM TapKOBCKHM TH Tpajy Ha
HCT HaYWH Kako U PyOJh0B CO HETOBUTE pelIcHU]a
co cBeTiHara. LleHTapoT Ha KOMITO3HUITHjaTa e 1mo-
OCBETJICH, OKOJIy HETO C€ PaclOpeicHN elIeMEHTH-
TE U Taka ce popMHUpa paMHOTEXKATa.

Bo ¢uimoT pexucepoT KOPUCTH HCKIYYHBO
urpa co CBeTJIMHATA, HO HE U cO Oou, Oujiejku 0oja-
Ta BO elleH (UM € MHOTY JIeTTMKaTHa 3a KHHeMa-
torpadckara ciuka. Bo cBojata xuura Jlekyuu iio
pedicuja, 3a 0ojata TapkoBcku ke Hamuie: ,,Cme-
TaM Jieka KoH 0ojara Bo puiaMoT Tpeba aa ce oaHe-

CyBaMe €MOLIOHAJHO 3a J]a Ce CO3a/laT OAPENICHH
coctojou Ha mpuposara, Ha ceetot™. Tokmy 3aroa
0ojara B0 (puiIMOT Ke ce mojaBu Ha CaMHOT Kpaj,
Kora ke Oujar mpukaxa-
HU UKOHUTE Ha Py0shoB.
OBaa TexHHKa JOBEIyBa
10 €MOTHUBEH H30JMK CO
OCO3HaBame Ha YyOaBo-
TO BO CJIIMKapCTBOTO Mpe-
Ky QUIMOT, 2 0COOEHO Ha
PYCKHOT HMKOHOIIUC ,,KOj
CTOM Ha HELOCTHXKHO
HHMBO, MO)K€OM ITOBHCO-
KO WM O HUTalMjaHcKara
penecanca“. '

CraukapctBotro Bo (unmoBHuTe Ha TapKOBCKH
Ke MPOJIOIDKH J1a C€ Pa3BHBA U Jia MPUIOHECYBa BO
HEeroBara IMoTpara 1o HOBU TEXHUKH 32 MOHTa)ka
U KOPUCTEHE Ha CTPYKTypara Ha KaJpuTe, KOU Ke
ro JIOBEJaT PeKUCEPOT A0 €JHO HOBO pa3Oupare
Ha CHHTE3aTa Ha yMETHOCTHTE BO (huiMoT. OBa ke
My TIOMOTHE JIa ja pa3BHe CIIOCOOHOCTA 3a pazMec-
TyBame, COEINHYBAbE U ONICITyBamhe Ha KaJlpH U
(hopMupame Ha HEMITO HOBO, MPUAPIKYBAjKH ce Ha
MPUHIIMIIOT Ha eKJIeKThln3aM. Ha uct HavwH, pe-
KHCEPOT K€ MPONOJDKU Jla CHHTETH3HMpPA CIUKU CO
CTPYKTypara Ha (UJIMOT, IITO K€ JAOBE/C 0 HOBO
pasdupame 1 Ha CIIMKATa U Ha HEj3WHOTO BIIMjaHue
Ha (PUIIMCKHAOT TEKCT.

14 Tapkosckuii A.A. 1989. Jlexyuu tio kunopesxcuccype. Jlenunrpan: Jlenduasm, ctp. 117.
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3akiyuyok

TapkoBcku ce oOuayBa Ja ce CIpaBu CO Mpo-
O6eMOT CcO JYyXOBHOTO Mpomarame Ha COBpeMe-
HHMOT YOBEK OJl MHAYCTPUCKOTO U IMOCTUHIYCTPHU-
CKOTO BpeMe, OOMIYyBajKu c€ Ja TO OCIIOpH Hallle-
TO pa3Oupame 3a jaBHaTa U JTMYHATA UCTOPHja KaKO
JMHEAPEH U eIHOHACOYCH MpodIieM. 3a TyXOBHOC-
Ta, ylorara Ha YMETHHKOT U YMETHOCTa BO COBpE-
MEHHOT CBET, BO JOKyMeHTapHUOT Gpunm Un poeta
nel Cinema, Ha pexucepkara [lonarena bamuso,
Ke 3abenexu: ,,Koe € 3HaYemEeTO HA JKUBOTOT Ha
4oBeKOT Ha 3eMjata? MoxeOu cMme Tyka 3a Ja ce
Mog00pHMe TyXOBHO. AKO HAIIIHOT KUBOT € CKJIOH
KOH OBa JYXOBHO 300raTyBame, TOrail yMeTHOCTa
€ CpPeICTBO Jla Ce€ CTUTHE TaMy. YMETHOCTA ITOCTOH
3a J1a UM ITIOMOTHE Ha JIyI'eTO JIa pacTar J{yXOBHO...
‘YMeTHOCTa TH 300TaTyBa TyXOBHUTE CIIOCOOHOCTH
Ha YOBEKOT 32 Jla MOXE Jia Ce W3JUTHe Haj cebe

JIuteparypa

co ymorpe0a Ha OHa IITO TO HapeKyBaMe ’CcII000I-
Ha Boyja““.!?

Angpej Py6.506 Ha TIPB MIOTJIE]] CE YMHU JICKA €
HUCTOPHUCKH (UIIM, HO CElaK, HAMECTO 00jeKTHBHA
MpeTcTaBa Ha UcTopujara, TapKOBCKU TO MOCTU3U-
pa BPEMETO MPETBOPAjKH TO BO MHIUBHTyaJTHA JIpa-
Ma. Toj Tro paz6mBa KOHIIENITOT HA UICTOPUCKU OHO-
rpadcku QM Kako JIMHEapHa Mporpecyja Ha Ha-
CTaHHUTE M TO IPETBOpPA BPEMETO HAa UCTOPHjaTa BO
BpeMe Ha Cy0jeKTUBHO pa3MuciyBame. Toa ro npa-
BU CO YCBOjyBam€ Ha TEMIOPAITHOCTA HA HKOHUTE
BO KOM OOpaTHaTa IepCIeKTHBa'® e IJaBHa Kapak-
TEPUCTHKA HA HUBHATA IMKIUYHA TPUBPEMEHOCT
W IyXOBHa cyrcranna. Hajounrnenna manudecra-
[Mja Ha [UKIMYHOTO BpeMe Bo AHgpej Pybmos e
nojaBaTa Ha MOBTOPJIMBU BH3YEJIHH MOTHUBH KOU
JIeNTyBaaT Kako MOBTOPHO BOCIIOCTAaBYBam€ Ha JIy-
XOBHHU HJICalI KaKo IITO Ce Bepara, KpTBaTa, Jby-
0OBTa, KpEaTUBHOCTA.
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Zarko Ivanov

The Passion of Andrei Tarkovsky for Andrei Rublev (From Icon Painting to Film)
(Summary)

Andrei Tarkovsky, one of the greatest film directors and one of the most significant artists of the twentieth century,
by his contemporaries and colleagues will be described as the one who invented a new language, true to the nature
of film, as it captures life as a reflection, life as a dream (Bergman), with his unusual sensitivity both overwhelming
and astounding, reaching almost pathological intensity (Kurosawa), his works separate the viewer completely from
physical life are the most spiritual films ever made (Kiarostami). Through Andrei Rublev, Tarkovsky will show his
understanding that art could not exist without spirituality, in which he sees understanding of life as a journey of spirit
more than anything else.

Key words: Andrai Tarkovsky, Andrei Rublev, spirituality, icon painting, film
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EHBUPOHMEHTAJIHA ECTETHKA:
CKHMIA 3A ECTETCKO BPEJHYBAILE HA ITPECIIA

K.]'Iy‘-IHl/I 360[_)031/[2 Hpecna, CHBUPOMCHTAJIHA €CTCTHKA, JUBUHA, CKOAKTUBHU3aM

[Ipecna e mpupogHO MecTo 6oraro co ybaBu-
HHUTE Ha AuBUHATA. CO CIIEIMjaTHO 3aITUTEHH 00-
JIACTH BP3 OCHOBA Ha BUCOKUTE EKOJIOLIKH BPEIHO-
ctu, [Ipecna ru uma Bo cebe cuTe eIeMEHTH Ja ce
MPOTJIacH 32 00jEeKT Ha Y)KHBAHE COTNIACHO BU3Hja-
Ta W NPUHIUINATE BOCTAHOBCHU OJ €HBHPOHMEH-
TallHaTa €CTEeTHKA. EBHIEHTEH € MIMPOK CIeK-
Tap Ha TPHUPOIHH aMOMEHTH CO OCOOCHO eCTeT-
CKO 3HA4YCH-C: TUIAHWHH, IIYMH H JIMBAJIU CO PACKO-
1IeH OMOMBEP3UTET, POCTPAHU OBOLITAPHUIIN BO
paMHHUIaTa U MMacTopajiHa pypaiHa cpenuHa, Ona-

Ta HACEJICHW CO MHOTY IITHIIH, B TIPEKPACHO €3ePO
— eaHo ox HajctapuTe Bo EBpomna. Bo oBaa quBuHa
THUIIIMHATA HE CaMO IITO To JIEKyBa CpLeTo U Oenu-
Te NpoOOBH TYKY M jaymiara. Tyka HaBUCTHHA MO-
JKETE Jla HCKYCHUTE JJIa00K MHpP M CIIOKOjCTBO, Ha-
CYIIHH TTOTPeOU BO COBPEMEHHOT JKUBOT TIOJH CO
cTpecoBu!

Ho, anTpomorenure BnujaHuja (4OBEYKHOT
(akTop), Beke HU3a TOAWHY IPETU3BUKYBaaT HApY-
HIyBama BO OBaa JIuBa yO0aBHWHA, a BO IIOHOBO Bpe-
Me CO KJINMAaTCKUTE MPOMEHH APACTHIHO ce 3a0p-
3yBa MPOIIECOT Ha JIeBacTalyja. 3aroa IeHeC UTHO
Mopame Jia MHTepPBEHHpaMe 3a Jla Ce€ BpaTH pam-
HOTE)XaTa Ha CHCTEMOT. Mopame TO3UTHBHO Ja
JICjCTByBaMe BIIjacjKu Ha MPUPOIHUTE CIICMEHTH,
3a THE TOBTOPHO 1a ce Xxapmonm3upaar. Ce obu-
JyBaM Jla yKa)kaM Ha aKyTHaTa 1oTpeda of pa3Bu-
BambE EKOJIONIKA CONMIAPHOCT 3a Ja Ce€ 3aIlTHUTH
PETHOHOT 3a CieHUTe TeHepaui. Bo Taa cMucia,
yCOIIaCyBambEeTO CO MPUHIMIINTE HA CHBUPOHMEH-
TaJHaTa eCTETHKA € coceMa BO (DyHKIMja Ha OZIpK-
JUBHUOT pa3Boj Ha [Ipecnal
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HajmpBuH ke mocoyaMm Ha pa3HHW MOIENH 3a
BpEIHyBamke Ha IMBUHATA, 32 Ja JI0j1aM JI0 3aKIIy-
YOKOT JIeKa CUHTCTUYKHOT, OTHOCHO MHTErPaJIHU-
OT TIpUCTan HOCH HajnoOpo pemeHue. Tre Moaenu
Ke T MPUMEHaM BO CKHIIUPAHETO HA €CTETCKOTO
BpenHyBame Ha [Ipecma. [ToToa ke ce ocBpHam Ha
€KOAaKTHBU3MOT KaKo Haje(peKTeH HaunH KaKo Ja ce
BJIMjae Ha EKOJIOIIKaTa CBECT Ha Trparanute. Kowm-
OMHUpaH CO MPOAKTUBEH OHOC Ha JIOKaJHAaTa ca-
MOYIIpaBa, MOXKe Jla JOHeCe HOBa €Hepruja 3a Io-
3UTUBHU MPOMEHH. 3aKIy4YOKOT € JeKa aKko o 3a-
gyBaMe OBOj MapK Ha NWBHHATA (BCYITHOCT CTa-
HyBa 300p 3a JBa HalFoHaNHA mapka — [lemwcrep
u ['anmnunna, efeH napk Ha mpupojaara — Esepanu
u [Ipecnanckoro E3epo xako COMEHUK Ha NpH-
pozaTa KoM To Tpajar mapkot Ha nuBuHata [lpec-
na) cuTe Ke MMaMme camMo NpPUI0OWBKH, OUCjKH
K€ TIOTTHKHEME YCIIOBH 3a pa3BHBame Ha YIITE
€IHO MECTO KaJie ITO MHOTY Jyf'e ke y)>KhBaaT BO
mpHupojara, ke ce peKpeupaar U Ke CH IO Hajaar
cBojoT MuUp. Taka Ke mpHuIOHECEME 3a 3a4yByBambe
Ha 3/IpaBjeTo, ¥ MCUX0-(PU3UYKOTO U MEHTAIHOTO
3npasje. M He caMo Toa: eKOJIOUIKOTO MPOCBETIIY-
Bambe Ke HC BJCe BO INIABHATA CTPYja HA CBETCKH-
T CIlydyBama, Ha TOj HAUYWH INTO HU3 JIOKATHOTO
yHarpenyBame Ha JKMBOTHATa CpeMHA K Ce W3-
JUTHEME BMPEXKYBajKH ce BO INIOOAJIHUOT CHBU-
poHMeHTann3am!

EcreTnka Ha JUBUHATA
EHBHpOHMeHTaJ’IHaTa €CTCTUKA € €CTECTUKA Ha
anpoz[aTa CO HarjiIaCokKk Ha npnpoz[HaTa CpC,Z[I/I—

Ha Kako OIKPY)KyBame Ha 4OBeKOT. Kako ,,mpo-
rpamcka ¢uinozoduja“, wim ¢purozoduja mTo uMa
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MpaKTHYHAa OpHEHTaIja, ce (poKycupa, HaKpaTKo
Ka)XKaHO, Ha UCTPaXyBamke M COOIBETHO BPEIHY-
BarbC Ha MIPUPOZATA U Pa3BUBAIGE XapMOHUYEH O]~
HOC co Hea. BoenHo, pa3oupameTo Ha UHTPUH3HY-
HUTE (BHATPEUIHUTE) BPETHOCTH HA MPUpOAaTa HE
MOTHBHpA J1a JI¢jCTBYBaMe 3a Ja ja 3adyBaMe, OJIp-
KUMeE 1 J1a ja OOHOBMMeE JMBHHATA.

CymtuHara Ha ,,IO3UTHBHATa €CTETHKA* Ha
Anen Kapncon (Allen Carlson) e craBoT neka co
MOMOII Ha 3HACHETO HITO HU TO MpY’KaaT NpUpo.-
HUTE HayKl B 0cOOCHO HayKara 3a eKOJIOTHja, OT-
KpHBaMe JIeKa HeJolpeHara mpupoaa (IuBUHATA)
MMa WJIeaTHN €CTeTCKH KBaJHUTETH HaA ,,eJUHCTBO,
pen u xapMmonuja“. Crioper HEro KOTHUTUBHHOT
MPUCTAIl € CTOKEpEeH 3a NpoasadboyyBambe Ha Ha-
[IETO €CTETCKO BpEIHYBamke Ha MPUPOAATA: KOJIKY
MOBEKe 3HaeMe 3a MPHUPoiaTa TOJIKY IMOBEKe ja Iie-
HUMe Hej3uHaTa OyjHa yOaBuHA. A, TIaK, €IEH APYT
€HBUPOHMEHTAJIEH ecteTuyap, ApHonn bepnaHT
(Arnold Berleant), co cBOjOT HEKOTHUTHBEH TIPHUC-
Tal HU COBETYBA LIEJIOCHO JIa C€ BIYIITHME BO HEj-
3MHOTO JOXKUBYBame (“aesthetics of engagement”),
Jla BIIe3eMe BO aKTHBEH OJHOC CO MpHpOjaTa, 1a
OuiemMe CeTHITHO NPETUIaBeHH OJT Hea, /1a C€ BOCXH-
TyBaMe CIMYHO KaKo IITO CME BOOIYIIEBYBaMe O]
yMeTHOCTa. Kaj Hero ecTteTckoTo BpeqHyBame Ha
NpUpozaTa € CIMYHO Ha BPEAHYBAHETO HA yMET-
HOCTA: Kako LITO CE€ YYHME Ja IO IECHUME YMETHHY-
KOTO JIeJI0, Taka Tpeba Jia ro KyJITHBHpaMe 1 OJHO-
cot cripeMa mpupomara. Hoerr Kapoi (Noél Carroll)
ro TOTEHIIHpa EMOTHBHHOT mpucramn (“‘arousal
model”). Cy0jeKTMBHOTO E€MOTHBHO HCKYCTBO €
COCEM JIETUTUMHO KaKO M UCKYCTBOTO MHCIIUpHpa-
HO OJ1 3HaeweTo. EMonujara, 4yBCTBOTO HE MOBp-
3yBa CO MPHUPOJATa HA YHUKATCH HAYHH, Pa3IHUCH
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3a CeKoj 4YoBeK. EHBHpOHMEHTaIHATa €CTETHKA Jie-
Hec € pa3BHueHa Gprito30()cKka AUCIUILTIHA CO MHO-
Iy HCTpa)XyBauH KOU WJIM C€ HAKJIIOHETH MOBEKe Ha
KOTHUTUBHHOT WJIM HA EMOTUBHHOT M MMaruHaTHB-
HUOT npucran. Pajukanen npucrarn e ,,MUCTUYHH-
ot* Ha Cran ['amnoBud (Stan Godlovitch), copen
KOTO OJJHOCOT KOH TpHpoyara Tpeba 1a € HeloCHO
alleHTPHYCH M HEBPaMEH BO KaKBU OMJIO KOHIIETI-
TH, OTH Taa € ,,CyIITHHCKU HENpHUCTaNHa U Jaled-
Ha“ 3a YOBEKOT. bujejku MMa HECIO3HajHA MHC-
TUYHA IMMEH3H]a, SIMHCTBCHO MOYKEME Camo Jia |
ce BOCXHMTyBaMe KaKko Ha HEUITO BO3BHIIEHO. Taa
Tpeba ,,ma ce modarm 0e3 ga ce 3apodu, 3aruIcHH,
3a3emMe, ocBou (to grasp without capture). Ja npe-
no3HaBame KaHToBara ecTeTHKa Ha BO3BHILIEHOTO
1 Ha OE3MHTEPECHOTO Jlonaramke BO 3aIHUHA.
CMeTaM Jieka CUTe OBHE MTPHUCTAIN CE KOeT3HC-
TEHTHH, a OWJICjKN NCTAKHYyBaaT pa3INIHU TUMCH-
3MM BO HAIIETO LEHEHE Ha NPHUPOAATa, Ce HaIO0-
MIOJTHYBaaT ¥ HUKAaKO He € J00po J1a ce NCKITydyBa-
ar. EMmmwm Bpaau (Emily Brady) morennupa nexa
€CTETCKUTE BPEJHOCTH Ha MpHpoAaTa Kako HWH-
CTPYMEHTaJHH E€HBUPOHMEHTAJHH BPETHOCTH Ce
0OHOBYBAYKH CTHMYIIH 32 YOBEKOT: ja TToq00pyBa-
aT HeroBaTa KPeaTHBHOCT, IICUXUYKUTE U YMCTBE-
HUTE CIIOCOOHOCTH, MMarnHaIuyjaTa, ja mpojuiado-
YyyBaaT Heropara Ieplerniyja u Tu pa3BuBaar emMo-
TUBHOCTa, €MIlaTujara, cO4yBcTBOTO. Hakpatko,
HMHTETPUPAHOTO ecTeTcKo (,integrated aesthetic™)
3Ha4YajHO BJIMjae Ha Omarococtojbara Ha YOBEKOT.
Cropen Jypuko Caumto (Yuriko Saito) xora cme
CTOTNIEHH CO 0e30pOjHHUTE IMOECTUHEYHU YOaBUHH
Ha TpUpoJara, MOHEKorall He MOXKeMe Ja pasiia-
yrMe 100po 1mTo Tpebda ja Ouae NpUOPUTET BO 3a-
YyBYBam-CTO U KakBa cTpareruja aa rpagume. Ho,

1 MHOTY HEIITa BO IpHUpoJaTa MOXe Ja HU Oujar
ONOMBHHU M aKO MPEMHOTY ce MOTIHpaMe Ha 4o-
BEUKUOT CEHTHMEHT, TOA JI¢jCTBYBA HAa HAIMOT MO-
payieH cyd. JamoHckaTta ecTeTHKa Ha ,,HeCOBpILIe-
HOTO'‘, MUHJIMBOTO, CITy4ajHOTO, IPOMEHIMBOTO BO
edexTuTe HA BpEeMETO, Ha IECHOT U HOKTA, TOIUIII-
HHUTE BPEMHUIba, HO U BUCOKOIICHETUTE KBAJIUTETH
KaKo acuMeTpujara, eJHOCTaBHOCTA, YucTara pop-
Ma, BiIMjaat BO 0(hOpMyBambe Ha HEj3UHUTE CTaBO-
BU 3a IIUPOK CIIEKTap HA CPEJUHU, O] JUBHHA JIO
CEKOj/IHEBEH )KHUBOT BO YpOaH MPOCTOP U TPaIUHH.
Cropen Hea, €KOJIOIIKATa IIEPCIIEKTHRA Tpeba aa e
UCIPTaHa OJ MPUKa3HATa 33 EKOJOIIKOTO 31paBje,
a ,,Haykara € HEeolXoaHa J1a 00e30emy HapaTHBHU
CTPYKTYpPH KOM T'M Ofpa3dyBaarT cHeuu(UKUTE Ha
CEKOj MOeTUHEYEH EKOCHCTEM .

UYecro rurypanHocTa Ha MOJICTHUTE 32 BPEIHY-
BamE¢ HA MPUpPOJATA ja Mapajin3upaar Halara akK-
mja. 3aToa, CHHTETHYKHOT MPUCTAI 3a Ipajickhe
ceor(paTHa BU3HWja U TyKa IO HOCH HajI00poTO pe-
LICHHUE, KOe, NaK, Hajro0ap n3pas uMa rnpeky QyHkK-
[MOHAJTHOCTA BO CIOjOT HAa YOABOTO U KOPUCHOTO.
Cnopen Hen Xarunrep (Ned Hettinger) gpynkmmo-
HAJTHOCTa, CO OAP’KIIMBOCTA M OICTAHOKOT KaKo
KIIy4HH €JIEMEHTH BO CBOjaTa CTPYKTYpa, BO Iepc-
HEKTHBA Ke TO M3BJIeYe HajI00pHOT IPHCTAII 3a Ce-
Koja criequduyHa cpeuHa, IOMUPYBajKH TH MPO-
TUBPEYHOCTUTE HA EHBHUPOHMEHTAJHATA €CTEeTH-
Ka U €THKa BO €JHa KOMIUIEKCHOCT Ha TOBHCOKO
HUBO. Bo cBOjOT TekcT ,,EBamyanuja Ha MO3UTHB-
HaTa eCTeTHKA", TOj 3aKIy4yBa JeKa XOJIMCTHYKa-
Ta Bep3Hja HA MO3WTHBHATA €CTETHKA Ha XOIMC
Poncron III (Holmes Rolston, I1I) e Hajonucky g0
JOKTpHHA eeKTHa 3a KOH3epBalfja Ha MpHUpoa-
Ta, OTH TO TpHdaka MOCTOCHETO U Ha HeraTHBHA-
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Ta €CTEeTHKa BO NMPHUPOAATa CO HAIVIACOK JEKa Taa
IpAOTO, OOJIHOTO, MOBPEACHOTO CEKOTall Io 3aJe-
4yBa, To peodpasysa. [Ipuponara uma camooOHO-
BYBAuKH CHJIM KOM JI€jCTBYBAaT 3aKpEIHyBaYKH Ha
eKkocucTeMoT. TOKMY THE CHIIU JIejCTBYBaar Mo3u-
THBHO W Ha 3paBjeTO Ha YOBEKOT!

OnHocOT cpema NpupozaaTa € MOBEKeCIOeH U
CJIOKEH UCTO KaKO IITO € OJHOCOT CIpeMa yMeT-
HUYKOTO JIesI0. AKO cakame Jia JOKMBEeMe €IeH
MPOCTOP-TIPEIENI-eKOCHCTEM BHCTHHCKH  J71a00-
KO (KaKo YMETHHYKOTO JIeJI0), TOTall K€ HU TIOMOT -
HE U 3HACHETO 3a HEroBara MCTOPHjA, U HAyKUTE
Kako OWoIorujara, reojorujara, reorpadujara, Me-
TeopoJorujara, (hu3muKara, XxeMujara, eKoJorujara,
ACTPOHOMHjaTa, HO U HEMOCPEIHOTO JOKUBYBAE
(npernuaByBam€), EMOTUBHOTO BOCIIPHEMAIbE, 11a U
CaMO MEJIUTATUBHOTO HAOJbyITyBame W BOCXHUTOT.
A BO M3Haorame Ha MPHOPUTETHUTE 3a aKIHja Ce-
Kako Tpeba Jla ce pakoBOAHMME CIIOpeN Hajao0po-
TO pELICHHUE 3a LEIMOT EKOCHUCTEM U CHHEeprujara
Mery YYECHUIUTE, KAKO aHTPOIIOTeHUTE TaKa U He-
AHTPOIIOTCHUTE.

IIpuponara uMa BHATPEIIHU
BPEHOCTH M NPUPOIHH ,,lIpaBa‘

Kako mTo 4oBekoT nMa MOpaJIHU 1pasa (1 00-
BPCKH) Taka W NMPHUPOJaTa MMa CBOM IpaBa — MpH-
POJIHHM ITpaBa, 3aToa IITO Taa MMa CYIITHHCKH BHA-
TpemHN BpeaHoctu (intrinsic values). Ertwnka-
Ta Ha MOYUT CIpeMa MPUPOJATa ja TpaguMe Bp3
CTMO3HAHUETO (EMOTHBHO, IYIIEBHO, TyXOBHO, WH-
TEJEKTYallHO) 332 HEj3MHUTE BHATPEIIHU BPEIHO-
ct. Criope]; eHBUPOHMETAITHUOT MOJIEN 3a Bpel-
HyBamke W JOXKWBYBambe Ha mpupoxaara (,,natural
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environmental model*) na Anen Kapricon, mpu-
pojaTa e Halara JXUBOTHA CPEMHA, HEMOCPETHO-
TO ONKpYyXyBame. Bo mpupoaHata cpequna HUe
cMe el Off Hea, CTOIIEHU BO aMOHMEHTOT, He3aBH-
CHO JIaJii TOj € ypOaH, macTopajicH, JUBHHA WU
Kkpajopexje. He e mpudarimBo cpequHara aa ja mo-
KMByBaMe KakO Hekoja HeOMWTHa 3aJHMHA Ha Ha-
IIMOT HBOT, TYKY KaKO HEIIITO BO KOE CME HCTIpe-
TUIETEHU U CIIpeMa IITO UMaMe aKTHBEH, 11a M Kpe-
aruBeH omHoc. OJHOCOT cIpemMa ONKpYKyBame-
TO € CYIITHHCKO U Tpeba Jia ce M3BJieye BO MpeJieH
miaHd! IloBeke akTopu mpumoHECYBaar 3a IEH-
HaTa Ha TOa UCKYCTBO BO KOe HeMa cTpora aude-
peHnmjanyja cyojekT-00jeKT, OJHOCHO HeMa ocTpa
rpaHMLa Mely OpraHu3MuTe 1 cpeauHara. Hue cme
npetonenu Bo okonuHara. Ce pa3Oupa, ako uMa-
Me HelpHjaTHa, 3arajicHa CpejinHa, HACTOjyBame
Jla ce OIBOMME OJT Hea, Ja He ja 3a0enexyBame, aa
ja urHopupame. OTyreHn cMe of Hea. A Ouzejku
HUE JTyIeTO, OCBEH IITO CME COIUjalTHH, YIITE MO-
BeKe CMe NPUPOIHH OUTH]a, I1a KOra CME OTyIeHH
o]] mpupozaTa, oTyfeHn cMme ox cebecu. Taka Bu-
TaJHaTa CHepruja Hu e ocakareHa. Kora BuranaHara
SGHepTHja HU € oclladeHa, Toram (HU3UIKOTO TEJIO0
HU ce pa30oiyBa, a YMOT HU € HaKJIOHET KOH Jie-
rpecwHja, araruja i Mpak.

JloxxuByBame Ha MPUPOAHUOT Mpeaes (BUIUK,
Mej3ax) € XONUCTUYKO (MCKYCTBO Ha 3a0KpyKe-
Ha XapMOHHUYHA IIEJIMHA CO KOja CME CTOIICHU BO
€JIMHCTBO) W MYJITUCEH30PHO HCKycTBO. [lepien-
1yjara € JWHAMUYHO BOCIIpHEMAmE ,,0HaTpe",
OuJiejkn cuTe HaIllM ceTha (He CaMO CETHUIIOTO 3a
BUJ) AKTUBHO Y4YE€CTBYBaaT BO CBECHOTO IIPHUCY-
CTBO BO U CO TpUpoJara. ACIIEKTHTE Ha THIIOT Ha
MpUpoIHATA CPEAMHA TO O/IpeyBaaT HAYMHOT Ha
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HEJ3UHO JIOKHUBYBAE U BPEIHYBAE, HO M TOIUIILI-
HOTO BpeMe, KaKko U MEPUoI0T O] ACHOT HOCaT pas-
JMYHA CHEePTHja.

CxHua 32 ecTeTCKO BpeIHyBawe Ha
napkot Ha guBuHaTa Ilpecna

EsepoTo ro noxnByBaMe Ha €eH Ha4MH, IIa-
HUHATa ¥ LIyMUTE NOWHAKy, a JHMBAJUTE COCE-
Ma pa3nuuHo o7 HHUB. OTBOPEHUOT MPOCTOP Ha
e3epckara KOTIMHA, CO €3epOTo BO CIOj co Hebo-
TO HU J]aBa YyBCTBO Ha INHUPOYMHA M HPOCTpPaH-
CTBO M HM T'O HOCH MCKYCTBOTO Ha ciobona. Bere-
POT HE OCBEXYBa, a IIyMOT Ha OPaHOBUTE U TPCKHU-
Te AejcTByBa cmupyBauku. CuHara 6oja BO MHO-
Iy HHjaHCH oclio0omyBa o TeH3uu. Ezeporo, Ou-
JIejku ja peduiekTupa OKOJIMHATA, BO TEKOT Ha Jie-
HOT ce 000jyBa co cuTe MOXKHH Oou. Bo HuHenmeH
MOMEHT He € ucto. CTpyHuTe H BETEpOT Uy/IeCcHO ja
npeMpesKyBaat rmospmmHara. Haytpo nemmor npe-
JIeJ1 € MpeIiaBeH Bo 37aTHa 0oja, a Ipu 3aJ1e30T BO
PYMEHH, BUOJIIETOBU M PO30BH HHUjaHCH. PackomoT
o1l 6ou, 0cCOOEHO HAYTPO U MpHKBeuep, ¢ (aciu-
HaHTeH. EfqHa o OMTHUTE eCTeTCKH KapaKTepuc-
Trka Ha [Ipecma e OMOAMBEP3UTETOT HA OPETOT 01T
e3epoto. CTOTHIM pacTeHHja ce MEHyBaaT BO Te-
KOT Ha roauHarta. CMeTaM JieKa Toa € CKaroleHa
cnenuduKa Ha €eH CE YIITE 3/[paB, CTAOUIICH €KO-
cucrteM. KoH e3epckara rieTka uMame moBeke Mme-
JUTaTUBEH OIHOC, IITO CE 3aMEHyBa CO JAWHAMH-
YeH Kora IUTMBaMe WM KOTa INITaHHHApPHUME.

Cnenuduynara reoyionka CTpyKTypa Ha Iuia-
HUHHTE BIIMjaelia €3epcKuTe Kpajopexja (Traxku-
Te) Ha Operot moj rianuHara baba na ce pasnu-
KyBaar Ol THE Ha 3alaJIHMOT Oper BO MOHOXK]ETO

Ha [ammunma. lox Biawjanne Ha pa3HU MPUPOTHU
CHITH, 3¢MjOTPECH, BETPOBH, IICYCPH, TOJIEMHU TEM-
MepaTypHu PA3IUKH, HU3 MUJIHMOHHM TOAWHH, Kap-
MHUTE Ce CPOHMIIE JI0 CHTEH 3JIaTeH MEeCOK Ha Iia-
skara CrnuBHuIna. A, nak, operot ox Creme Hakaj
Komcko (koj ipest feceTrHa TOAWHA C¢ YIITe Oetrre
o1 Bozia) OJIeCKOTH Off OSTMTE BApOBHUYKH KapITH
u kamema. CobupaM Kamunmba co HeoOnuHa Gop-
Ma, CO OTBOPH KaKo LIBajIAPCKO CHPEHE CaMoO BO
Oena 0oja. Hekoj CKyJInTOp MHUHATOTO JIETO TyKa
uMallle HarpaBeHO WHCTAJIAIM]a O] arou — Oeyu
KaMera HapeJCH! €JIeH HaJ JPYT BO MUPaMUIa-
Hu popmu. Kage mro Operor oa MacHBHH KapIid
HEKOTaIll OCTPO CE CIyIITAIlIe BO BOJAATA, Cera ce
oTKpHBaar neumrepu. Bo jacen neren aeH 6e3 HU-
enHo obnadye Ha HeOOTO Ha TOj MOTET BIAee TOIKY
Ju1aboKa THIIMHA IITO Ce HapyIyBa caMo o1 HeoO-
WYIHH 3BYITH O] €3€pOTO, Kako HEKOja rojemMa pruda
Jia IPaBHU CalTO ¥ Jia TTacHyBa BO BojaTa. 370riie-
JIaB KaKo MOTOa C€ CO3/[aBaaT KOHIICHTPUYHHU KPY-
rOBM Ha MOBpINWHATa. [IeTMKaHW THUBKO TLIOBAT
Haokosy. CHTYpPHO THE HE IO CO3JlaBaar Toj 3BYK!
3a oBa ru mpamiaB HEKOJKyTeMHHa pubapu IITO
ce Hajmoa Tamy: ,,Kpamosu ox 10-20 kr ce Toa, HO
MHOT'Y C€ IaMETHHU 3a Ja T'M yIOBUMeE .
Bo3ayiecTo-BoIcHOTO  €3epCKO  MperuiaBy-
Bakbe Ha Operor NmpeMuHyBa BO HYPHYBame BO
3ryCHAaTO MCKYCTBO O[] WJIjaJHUIN UIYMCKH U JIU-
BaJICKU CTPYKTYpPH, LIIYMOBH, MUPU3MHU, 3Byl Ha
OTHIM, WITYPIH, KOra TemadyuMe HU3 TUIaHWHA-
Ta. Ja 4yBCTByBaMe MEKOCTa Ha JIUCjeTO U MOBTa
KOra YeKopuMe Mo narekute. Toa ce maTtekure u Ha
xenkure! [TorogeHu ox IETHUTE JKEIITHHU, HEBO-
o0uuaeHo ce pa3aBrKeHH. JKenkure HU OyaT dyB-
CTBO Ha JloiroBedHoct. Cera MpeoBa yBa 3eeHa-
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Ta 00ja o7 HajCBETIA 0 HajTEMHA, OKeP-3eMjCHHUTE
HUjaHCH Ha cTe0brara, 3eMjara U MajHaTUuTe JIIcja
(oBa e neTe, a HaeceH € coceMa Apyra npuKazHara
CO KOJIOPUTOT Ha JIUCjETO), CO MHTEH3UBHH aKIICH-
TH OJ1 BUOJIETOBH, JKOJITH, TIOPTOKAIOBH, OCIIH, 1Ip-
BEHHU JWMBH IIBeKUa. bropazHooOpa3HocTa o 11a-
penusioto Ha 250 pacTUTETHU BUJIOBH, 011 KOU 79
BUJIOBU CE JICKOBUTH OWJIKHM, HE MOTHBHpA J1a TH
Mpoy4dyBaMe OBHE OWIIKH OJ0IH3Y, Ja Th OepeMe U
0]l HUB TI0TOA J]a MIPUTOTBYBaMe YaeBH — EJIMKCH-
pu Ha 371paBjeto. Toa HM HOCH BOCXHT 3a UyJieCHja-
Ta Ha npupomara. dojara co cTedOIIOTO U KOPEHa-
Ta, BO CHMOFO03a CO KapIuTe, pa3BuBa (haHTACTHI-
HU jaznectu (opmu. WimjagHunm cHHU TemepyT-
YHIba M0JIETaa MOKPaj peKUYKara Bo Oln3nHaTa Ha
cera HaryllTeHaTa KepamHuika KojioHuja Bo Ore-
nreBo. [merka kako oj Oajkurte. YdyecTByBame BO
CIIEKTAKJIOT IITO HH 'O TMPHUPEIyBa MpUpoIara co
CHUTE HAIlIM CeTHJIa U YyBCTBYBaMe MU, HO JMHA-
MUUCH MUDP...

3pamuTe Ha COHIIETO CE€ MPOOMBAaaT HU3 JJia-
0OOKOTO 3eleHWI0 Ha OyKoBara IIymMa Ha Tare-
Kara KOH €JIeH ojf BpBoBuTe Ha ['anmnuuna — Ma-
rapo, a IUBUTE jaroTKW HH MPHUpPEIyBaaT MUHH]ja-
TYPEeH eKCTPAKT OJf BKYC ¥ MHUPHUC BO MHTCH3UBHA
pBeHa 6oja. Pactar v BO TpMyIIIKUTE HA [Iy[IecTa-
Ta cMpeka. COBpILEHO KpyKHHTE (GOpPMHU Ha OBaa
IrpMYLIKa € PUPOJICH JIaHI-apT HAa BUCOPaMHHHU-
te Ha [anmuuuiia! Ce mparryBam oJ1 KOj IIEHTap ce
pa3BuBa Taa OMOCWIIA J]a PacTe BO TOJKY COBpIIIC-
Ha KpyxHa ¢opma? JluBu xapaH(puIM BO MHTEH-
3WBHA JHIaBa 00ja, JKOJITH jarIHKH (32 Pa3JIvKa o
LIYMCKHUTE, OBUE MMaaT MOBHCOKO CTEOJICHLE) ce
OpanyBaat Ha BeTpoT. HanponeT Tyka HE pagyBaat
IuBH Januiba. On BUCOpaMHMHATa Kaj BpBOT Ma-
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rapo, TW 370TieyBaMe aBere e3epa. JlyBa cuieH
BETap KOj KaKO JIa HU MPOIUPA 10 CPIKTA HA KOCKH-
TE€ ¥ BO cUTe Hamu kietku. Obnanure ce Ha nodar
1 Op30 ce ABMKAT U ce MeHyBaar. Fimame HCKycTBO
Ha MUCTHYHO TIPETIJIaByBabe. .

bunejkn mmanmanre CyBa lopa m [Nammuuia
KOWIITO TH JIBOjaT e€3epara ce TIIaBHO KapcTU(UIIN-
panu, BoauTe o1 [Ipecmna ce ApeHupaar, 3a 1a u3Hy-
pHar kaj CB. Haym on npyrara ctpaHa Ha IiaHUHA-
ta. [TogaTokoT 3a KapCTHOTO MOTEKJIO Ha OBOj pe-
THOH € TIaBHUOT apryMEeHT 3a Hay4YHUKOT LIBHUK,
VIITE OJ MpBaTa TMOJIOBHHA HA MUHATHOT BEK, Ja
yTBpau aeka Oxpuackoro Ezepo oxomy 30 % on
cBojara Boja ja moousa on Ilpecmanckoro. U us-
OTOIICKUTE UCTPaXKyBara MOJIOIHA I'O IMOTBPAYBa-
ar Toj ¢peHomeH. Haykara ja pazuBa Hamiara aH-
TaszWja: KakBU c¢ YIITE HEOTKPUEHH IEHITEPU CO
MaJju e3epiia BepojaTHO MOCTOjaT BO BHATPEITHOC-
Ta Ha ['anunuuna u Cysa ['opal

[lymara, nuBajguTe W OpPOJHUTE MOTOUHEHA
(0coOeHO HampoJIeT) ce MecTa KaJle ITO MOXKEME
Jia ce BO30OHOBHME OJ1 TPafCKHOT )XUBOT. He 3Ham
KO€ TOJIMIIIHO BpeMe ¢ Hajy0aBo Bo [Ipecma. Jlamu
MpoJIeTTa BO Maj KOTa IyTaT jabojkaTa, Ta Iemara
KOTJIMHA € BO 0eJ10-po3oBKacTu odmaru? BozayxoT
€ CBEX U C€ UyBCTBYBa CHHECTE3MYKO CTOMYBAhC
Ha MHUPHUCOT BO WJTjaJla HUjaHCU HA CBETJIO3EJICHO.
Bo nmoreror ox Cupxan 1o OremeBo, Operot u pu-
JIOBUTE HA IATOT C€ PO30BO OOOCHU OJ pacilyTe-
Hu 6amemu. Ha Operot ce mojaByBaaT MpBHUTE HKOJ-
TH TUBaau. PO30BOTO CHITHO Ce HCTAaKHYBa HACTIPO-
TH OenuHaTa Ha CHEXHUTE MJIAHWHH, KOU BO jac-
HU JICHOBU Ha rojieMa BUJJIMBOCT C€ IMPECIUKYBa-
aT BO KPHCTAJIHOTO TUPKU3HO-3€JICHO €3epO KaKo
BO oniezano. Ha oBoj Oper coOupam eMIcOBHIHU
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KaM4Hba UCIIapaHyu co (PaHTACTUYHU IPTEXH O]
nmumrante. Tyka TutaHuHaTa € ofBO€Ha oi Operor
Ha e3epoTo camo co narot. Ce cekaBam Kora HUBO-
TO Ha BOZATa 0] €3epoTO Oelle BUCOKO, BEIHAII JI0
MaToT, NpeCa TpUECETUHA T'OJJUHU.

M300mnmeTo Ha BPKOTH HA MTHITA HE WUCIION-
HyBa co panoct. [locreneHo mpemo3HaBame aainu
CllyliaMe TecHa Ha CiiaBejue WM KOC, Ha CHI-
Ka WM JpO3JA. AKO HEIITO BO MHTCH3MBHA JKOJTA
00ja 3a MOMEHT TIpeJsieTa TOKpaj HaC M MCYE3HY-
Ba BO IlIyMara, Toa € capHja3Ma, a HellTo Majed-
KO, MEKO, TIOPTOKAJIOBO IITO IIYIIKAa BO TPMYIIIKa-
Ta € mpBeHorymka. Jlere XxapMOHUUTE Ha 3BYLIUTE
Ha MITypIUTe HA MOMEHTH C€ 3aCHJIyBaar, 3a I0-
TOA J1a CTUBHAT M Ja C€ IMPOHMKAT CO IVIacHa TH-
IIMHA COBPUICHO akKLUEHTHpaHa cO TOHOBHUTE Ha
nrunute. Taa danTacTuuHa cuMQoHUja IejCTBY-
Ba CMHUPYBAYKH HA HAIIMOT HEPBEH cucTeM. Jlpyra
,»MY3HKa“ € ITyMOT Ha JIFCjeTO WU Ha TPCKUTE Ha
Operot. Bo xapMOHHYEH pUTaM CO 0OBaa My3HKa Ha
[PUPOJIaTa BUCTUHCKH 3aKpelHyBaMe.

WNmaruHanujara npu J0KUBYBaWkE Ha MPUPO-
Jlata co3/laBalia pa3Hu JISTSH M 32 €3epoTo, 3a yoa-
Bara [Ipecma, 3a kapmuTe OKpaj e3eporo, 3a Yop-
1 Kamen, 3a manactupot CB. boropoauna Haj ce-
noro ClMBHUIIA KaJie MTO ce TojaBuia boropoan-
1A, 38 LPKBUUKUTE BO KapHHUTE WM Ha OCTPOBOT
lonem ['pax. MuctuuHMTE TIpEIaHuja, Kako THE 3a
nojaBara Ha boropoauiia, ce jaByBaar TOKMY Ha
THe yOaBM MecCTa, YICTH, HEN3BAIKAHH O] ATYHOC-
Ta M arpeCUBHOCTA HA YOBEKOBATa IMBUIIN3AIHja U
ja cumOonm3upaar MOKTa Ha TyXOBHOTO BO CIIOjOT
co auBHMHaTa. Toa ce HajCKAaNOLEHUTE TOMOCH Ha
MPOYKCTEHA CHEepPruja HU3 (y3ujaTa Ha MPUPOA-
Ta ¥ Kyatypara. MoxxeMe BO UMariHaijara Jia ce

BpaTHMeE Wjaja TOAUHHU U Ja I'M 3aMUCIUME yMeT-
HUIUTE (WK YMETHUKOT) KOM ja CIIMKaje IPKBHY-
kata Bo KypOuHOBO, Kako ce onMopaliie Bo J1abo-
Kara ceHKa Ha Ja0oBHUTE U ro HaOJbymyBajle CHHU-
JIOTO Ha e3epoTo U HeOoTo. OTTamy, 3aKiIy4yyBaMme,
¢ JOMWHAHTHaTa CWHa 0oja BO peMeK-Iernara Ha
0BOj (peckonrc! AMOMEHTOT Ha WUCTOYHHOT Oper
Ha €3epoTo Co MpeyOaBuTe IIIAaHUHCKHU cena bpaj-
ynHo, JbyOojHO, OpajuMHCKaTa peka W HaTeKUTE
1ITO Bozar Hakaj BpBoT [lenucrep u ezepara [lna-
HUHCKH OYM € YHUKATHO JIOKUBYBAHE 32 KOCIITO
MOK€ MHOTY Jia C€ IHLIYyBA...

Kora onmbnmuzy ja HaOJpymyBame mpHpoara,
HEj3MHUTE MPOLIECH Ha pacT M BHATPCLIHO pa3BH-
Bamba, MIOCTOjaHO OTKPHBAaME HOBH >KUBOTHH (Op-
MU, CTPYKTYpH, TEKCTYpH, 3ByLH, OO, UTPH Ha
CBETJIa U CCHKU. 3a TaKBa CTy[uja J0OpPH YCIOBH
HU TIpyxa pe3epBarot Ezepanu. Ha Bie3or Ha pe-
3epBaTOT MOMUHYBAaM€ HHU3 >KHBOIUCHH MOJIHIbA,
jaOOJIKHUIM U rojieMa IMOBPIIMHA CO TPCKa 3a Ha
OperoT Ja ce OTBOPHU Ipe] HAac IJIETKa cO HeBH/E-
Ha y0aBWHA: CTOTHIU TPAIIMO3HU OEJM Yarju Io-
JIeTyBaaT, KOMMYHH I[PHH KOPMOPAHH CO pariupe-
HHU KPWJIja c€ COHYAaT, CUMIIATUYHU MaJId BOJHH
IITUIM TTOCTOjaHO aHTAKUPAHH CO COOMpame Xpa-
Ha BO KpajOpeXHHOT TUIMTAaK (Jalu ce Toa TPUH-
I'd, pudapyumba, TPECHOMAIIKH WM BOJIEHH KOCO-
BU?) M JIOCTOMHCTBEHM MEJIMKaHW CEKOTall Ofp-
KyBajKu IucTaHna on Jryrero. OcobeHo Moxe aa
O6uae 3a06aBHO HAOJBYNYBaETO HA IIEJTH jaTa TaT-
KM 1 LPHU JINCKHU KaKo IJIMBAAT BO TOJIEMHU I'PYIIH,
ce ry0ar o1 HalleTo BUIHO 110JIe ¥ aK W3HYPHYBa-
aT JIeCeTUIM METpH NoHatamy. Bo pesepBatoT mMo-
JKeMe J1a T HaOJbyayBaMe U HCTpakyBaMe HUBHU-
Te HAaBUKH, KaKO TpaJiaT THEe3/1a, KaKo ce TPUKaT 3a
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MIAHATA, KAKO Ce OpraHu3upaaT 3a MUTPAIANTE.
E3zepckure ranebu ce HajIIpuCyTHH ONU3Y JI0 pH-
OapckuTe cena wid A0 riaxure. Yecronaru yxu-
BaM Ha Tuaxkara CIMBHMIA KOTa Ha 3aJie30T Ha
COHIIETO CE CE CTHUIIYBA, & BO3JYXOT € 3aCUTEH CO
MHp, a OEITO-CHBKACTUTE €3EPCKHU TaeOn TOJIeTy-
Baar BO IOTpara 1o HeKoe Tapye XpaHa OCTaBEHO
of1 JTyrero. YIITe TOBEJIMYECTBEHA € TIIeTKaTa BO
JOX]UIMBU ICHOBH KOT'd BUHOXKUTO CO UHTEH3UBHH
00U MpaBu JIaK HaJI €3epOTOo M KOTIMHATA, Ha 1BaTa
Kpaja 3aBpllyBajku Bo TuiaHuHUTE. [loHekoram ce
MojaByBa M JIBOjHO BUHOKUTO! CIIEKTaKII IITO HE
ocTaBa 6e3 300poBu. CHOT OBOj pacKoIII IITO HA TO
npyxa I[Ipecna H¢ BUTanu3upa, HE HHCIIUPUPA, HE
W3UTHYBA, HE JIEKYyBA.

Certo 0OBa J1a ro HCKycHME BO €/IeH JIeH Ha Typa
co Benocurnen e BpBeH Typuzam! [larem mopame
Jla To IpobamMe HEOAMHUHIMBOTO romJiie3e Bo ETHO-
JIOIIKKOT My3ej Bo ceno [Tommouanw!

Cermak, 3a 1a Oujam 00jeKTUBHA U Ja He Ouje
c¢ caMo MJACAIM3MPAHO BO MOETO M3JIarame, MO-
paM J1a pUIIoKaM U €/IeH MOAATOK Ol HeraTUBHATA
€CTEeTHKA — TOa Ce MYIINYKHTE KO YIIOPHO HE Clie-
nat au3 mrymute. [loctojano Tpeba ma maBTame co
JIa/1ao Off TpaH4Ye WM J]a HOCUME OYHJIa 33 COHIIE
KOM Ke TH CIpevyar OBUE MHOTY J0CaTHU WHCEKTH
Jla HU ce IIMKaaT BO ouuTe!

DYHKIHOHAIHOTO PellieHUe BO CIOjoT
Mel’y y0ABOTO M KOPUCHOTO

MHory cTpaniy kon nomuHazie a3 [pecna ce
BOOJYILIEBEHHU O 0Baa y0aBHHA, HO U BIIALLIECHU O
Herpmwkara! A, mapaiu3upaHocTa U MacHBHOCTA
BO OJIHOC Ha 3a4yBYBam-E€TO Ha OBOj HAII Oucep Ha
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MpUpojaTa He € pe3ysTaT Ha MHOTYOPOjHUTE J0-
JKUBYBama, I1a 0TTaMy HE 3HaeMe KOj MOJIEIN J1a TO
npudarumMe Kako HajaJeKBaTeH 3a KoH3epBauujal
HanporuB, nacuBHOCTa € pe3ynTar Ha WHEPTHOC-
Ta ¥ HEJOBOJHATA EKOJIOIKA eyKallija Ha Hace-
nennero. Exonomikara cBeCT € Ha KpajHO HUCKO
HUBO He camo Bo [Ipecma, Tyky Ha Tepuropujara
Ha IIeJlaTa Halra 3eMja. 3aToa eKOJIOIIKOTO perlle-
Hue Tpeba aa ce Oapa Bo (PyHKIIMja Ha 3a4yBYBatbe
1 0OHOBYBab€ Ha MPUPOAHUTE PECYPCH HA TIOIOIT
pok. Tpeba ma HU cTaHE jaCHO JeKa MPUPOIHUTE
pecypcu He ce caMo 3a 3a/I0BOJTyBab€ Ha TOTPedH-
T€ Ha CETalrHUTe TeHepalnu Jiyfe KOM MHOTY He-
MapHO TH KOPHUCTAT 3a CBOjOT OIICTAHOK, TYKYy H 32
CJICAHUTE TeHepalyn!

Bp3 ocHoBa Ha HayuHuTe uU3BemTan o Mery-
HApOJHHOT CHMITO3MYyM oJipkaH BO OTemeBo BO
2000 ronrHa ¥ O IPYTH HAYIHH TPYIOBH O OOHII-
Hata nuteparypa 3a [Ipecna, IIporpamara 3a pas-
Boj Ha O6enunerute Haruu (UNDP) Bo 2013 ro-
JIMHA TO TIOATOTBY IJIAHOT U CTPATEeTujaTa 3a OJIpiK-
nuB pa3Boj Ha [Ipecna. [macHo ro mocraByBam npa-
nrameTo: Konkas fien oj] Taa crpareruja ce crpoBe-
nmyBa? Konky o 3aKiIydoriuTe JOHECEeHH Ha Hayd-
HUOT cobmp Bo 2000 roguHa ce 3eMEHH CEPHO3HO
Ha pa3IiielyBame 3a Jia Ce IIpe3eMar COO/IBETHH aK-
nuu? [1a Taka Ha THe CO3HAHU]a J1a CE HAATPAIUME
co 0Boj cobup Bo 2020 roguHa 1 BeKe CO KOHKPET-
HU MEpKH J1a JIejCTBYBaMe. YIIITe TOTalll ce KOHCTa-
THpaa TojJeMH ,,0CHIIANN Ha €3epoTO W OniIaH-
cot Ha BoguTe™. Hajronemo neHuBenpame BO O
HOC Ha MaKCHMaJHOTO HUBO Of jyHU 1963 romu-
Ha, Kora HUBOTO Ha Bojara gocturHyBana 851,83
M.H.B., € BO 1995 rommna kora HMBOTO Ha €3€po-
TO OmIo -7,79 M Kako mociuenua Ha: 1. IpupoIHU
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Biujanuja (-4,5 M) ¥ aHTPOTIOTEHU BJIVjaHH]a TJIaB-
HO O]l HaBOJIHYBaWke Ha 3€MjOJIEIICKUTE TIOBPIIIN-
uu (-3,29 m). ,,/lo cera He € perucTpUpaHo TOJIKa-
BO HamallyBame. 3arpmwkyBadko €. (YaBkaloBCKU
2000). Bo nocnennuBe qBaeceT TOJMHU €3epOTO €
MIPEMyITEHO caMOTO Ha cedecu u ymre 1,62 Me-
TPH € OTaJHaTO HUBOTO Ha €3epoTo. Bo okToMBpH
2020 HUBOTO Ha BoJaTa BO €3€pOTO € HAa BHCHH-
cka kota o7 842,42 m. Konky 3arpuxyBadka € oBaa
HajHOBa curyanuja? BojeHara akymynanuja Ha
€3€pOTO 3aBUCH OJ1 JIOKJIOBHHUTE TATO3U U TOTICHE-
TO Ha CHEroT. AKO MPOJOJIKAT TOJIEMHUTE CYIIH U
aKo HEMa TOJIEMH CHETOBH W TTOHATaMmy, JpacTHd-
HO ke omara HuBOTO! Jlanm oBue jacHU ¢akTH Ke
HE MOTTHKHAT Jia IPe3eMeMe CEPHO3HH MOTE3H 3a
Jla ce Biujae OapeM 10 HeKaJie Ha MOA3EMHHOT HC-
tek? [ToBeke o/1 jacHO € ieka BO MI3MHHATHOT TepH-
OJl BeKe Tpebarire 1a ce 10j1e 10 KOHKPETHO CTPyd-
HO pelIeHue 3a 0Boj mpoodiem!

Jpyr ronem npobiemM e 3arajyBambeTo Ha 1mod-
BaTa, BOAaTa W BO3AYXOT CO HEKOHTPOJIUPAHO KO-
pHUCTeme MecTULUAN BO oBomITapcTBoTo! Beke ce
KOHCTAaTUpaHU EKOTOKCHMYHHM e(eKTH Ha 3araiy-
Bame Ha [Ipecmanckoro E3epo, Ha HehpoTOKCHY-
HU MaTepuu BO OKOJIMHATA IITO HEraTUBHO BIHja-
ar Ha 3]IpaBjeTo Ha JIyeTo, JKUBOTHUTE W PHUOU-
Te. 3apem He TpebOa BenHa (vwiu O0apeM BO Iuia-
HUPaH NMEePHUON) Jia Ce Mpe3eMar YeKopH Ja ce Mpo-
MeHH Taa cocTojoa? Perymarusor 2078/1992 (EEL]
1992) (COUNCIL REGULATION No. 2078/92 of
European Economic Community) TOTTHKHY-
Ba 3€MjOZICIICKO MPOU3BOACTBO BO COMIIACHOCT CO
3alITUTaTa Ha OKOJIMHATA U OJpPXKYBarbe Ha pypall-
Hute oOnactu. Beke umame npumepu Ha cemejcT-
Ba KOM NPEMHHAa Ha OPraHCcKO MPOU3BOJCTBO HA

jabonka (Bo c. IlapeB JIBop). Ako ce cTpemume
KOH XHMBOT Bo EBporickara YHuja, ke Tpeba na ru
[IPOMEHUME HaBUKHUTE M CTHJIOT Ha JKuBeewme. Ho
HABUKHUTE W MEHTAJUTETOT TEUIKO T MeHyBame?
Wako He unHar 31apasje?

Kora mpen Tpuecer rogunHu Oemie OHECEH
CHUCTEMOT 32 HABOJHYBAKE ,,KaIlKa M0 Kanka', CuTe
Oea comHnuyaBu. CHCTEMOT HajIIPBO MPOOHO Oerre
nocraBeH Bo c. Llapes /IBop. bea morpebuun Oa-
peM zeceT ToAuHU 3a 1a ce npudaru. Jlenec cute
3eMjoneniy Bo Ilpecna, 6€3 UCKITyUOK, TO KOpHC-
TaT CUCTEMOT ,,Kalka 1o Kamnka“™“. MoxeOu mecer
TOIMHM € ONTUMAJIHOTO BPEMeE J1a CE Clydar CUTe
,,TCLIKH TMPECBPTH'* BO HaIlaTa CBECT 32 KOHEYHO
Ja IPeMUHEME U Ha OPraHCKO OAIVIelyBabe Ha ja-
Oonkara? Ce pa30oupa, ako 3ar04HEeMe BEHAII CO
NPOIIECOT, CIE/CjKH TO MPUMEPOT Ha HEKOH HAaIIH
cocenn, mak Bo c¢. Llapes JIBop! 3eMjomemniiute BO
OBa CeJI0 IIPBU T'u npudakaar HampegHUTe uaeu! A
301LTO /12 HE ce 00MIEME U CO OAIVIeIyBambe Ha He-
KOja pyra KyJITypa, Ha IpUMEp JICHIHUIH, OPEBH,
LpEIIH, 32 ITO HE € HEOIXOAHO OOMIIHO HABOAHY-
BambE€ U MACOBHO MPCKaWkE CO MeCTULUAN? 30IITO
TOJIKY TELIKO I'M MCHyBaMe HABUKHUTE?

['maBHOTO mpalIame € Kako Ja ce HallpaBHy Mpo-
OuB co 10o0pa, MpOrpecuBHA HJIgja U 3/IpaBa CTpa-
Teruja, 3a HajIIPBHH Jla Ce IPEMOCTH ja30T Mery Te-
opHjara ¥ MPaKTUYHOTO J€jCTBYBAE HA TEPEH H
KOHEYHO Jia ce JI0jae A0 (YHKIIMOHAHOTO pellie-
HHUE BO CITOjOT Mel'y y06aBoTo W KopucHOTO? Enen
JIe1 Ol OATOBOPOT € BO €KOAKTUBU3MOT. ExoakrTu-
BU3MOT € HajHEOIOXO/IEH 3a J1a ¢€ MOANTHE CBECTa
U J1a ce co3aazae aMOMeHT 3a IpoMeHu!
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bunejku Tper, ucto Taka MHOTY TOJEM IIPO-
0J1eM e co TMBHTE ACTIOHUH M F'yOpeTo IITO HE Clie-
¥ Hacekaje!

ExoakTuBuzam

Ecrerckata m ermukata (MopaiHa) ITUHHja
BO pasryieyBamke Ha EKOMpoOIIEeMOT C€ CTOITyBa-
ar 3a Jla ce OBOIUIOTAT BO MPAaKTHYHO pEIICHUE.
AKO 3arajieHara CpeivdHa TO Jierpaaupa HaleTo
37paBje, aKo JIyI'eTo HEe Ce CPEeKHHM, aKo Ce Jerpe-
CUBHH, HE3aJ0BOJIHHU, aKO HEMa OIITUMHUCTHYKH U3~
IJIen 3a CIIEHUTE TeHepallH, TOTall TPBO Tpe-
0a ma cu mpu3HaeMe Jieka UMaMe CEpHO3eH Mpo-
6nem! HajnpBo Toj 3akimy4yok Tpeba 1a ro JoHe-
ceme. EcennjanHo e na ro mocraBume (Jomupa-
Me) IPOOJIEMOT TIPABUITHO M €HEPTUYHO JIa Ce CO-
ounMe co Hero. He Mo)ke HEKOj oHaABOP /1a HUA TO
MOJI00pH PACIIONOKEHUETO, aKo HE Ce TOTPYIUMe
camuTe. 3aroa ,,Mopame Jia U3rpajrMe HEKOj THUI
Ha KYJTYpHA aKyTHa IoTpeda Jia ro MOTeHIMpame
€KOJIOIIKOTO 3/JpaBje HU3 T1€j3aK0T, KaKo Jia HeMa-
Me JpyT u3bop*.

Kako ma ro pa3BuemMe eKOakTHBU3MOT? bu-
JIejki “UMaM CKPOMHO HCKYCTBO CO €KOAaKTHBH-
3MOT, MOKaM Jia CITOJIeJIaM HEKOW OWTHH TIOCHTH
Kako MOyKa. EKOaKTUBU3MOT HE € TOJIKY pa3BUCH
Kaj Hac 3aroa MITO IMOTOJIEM MPOLEHT Of Hacee-
HUETO MMa ITACUBEH OJIHOC CIpeMa OKOJHMHATA W
npupogara. HaBucTHA MHOTY Majl MPOILEHT O
JMyTeTo He ce TPIKaT 3a OKOJMHaTa, ¢piaar ryope
Hacekase. Ho MHOTY ToyieM MpOoIeHT € TaCHBEeH U
3aeJHO CO OBHUE ,,JIOUIM IpafaHu® ro cOUMHyBaaT
MHO3UHCTBOTO KO€ € ,,He3aUHTEPECUPAHO" 32 OKO-
nuHaTa. The cuTe cMeTaar Jieka He € HUBHA pado-
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Ta Ja ce TPIIKaT 3a OKOJNMHATa (OH/Iejku He ja 9yB-
CTByBaarT Kako CBOja) ¥ CO HEKOj CBOj aHT@XXMaH Ja
npuaoHecar 3a 1mojoopa xuBoTHa cpenuna. Ce ra-
Jar o1 FyOpeTo IITO ro IieAaaT HaceKaae U MUCIaT
JIeKa Taa cocToj0a € HeronpaBinBa, Jieka HUE CMe
HEYHCT HApOJ M JIeKa He MOXKEMeE Jla TH TIPOMEHH-
Me HaBHKHTE W MEHTAIUTETOT. Tyka e mpoliemor,
BO Taa MCHXOJIOTHja Ha ITACHBHOCT, allaTHYHOCT U
HeeHepruuHocT. Kora moronem nen ox HaceseHue-
TO UMa aKTHBEH OJHOC, HE BO CMHCIA Ja codupa
ryOpe Kako eKOaKTHBUCTHTE (I1a M TOA, 30ILTO Ja
He?!), TyKy 6apeMm J1a TH OIOMEHYBaaT THE KOU He-
MMOCPEIHO 3arajlyBaar, MHO3UHCTBOTO I'paraHd Ke
Oujie eKOHACTPOCHO, 1A OHUE MAJIKy HECOBECHU U
HEOCBECTeHU ke ce mamar Aa ¢puaar rydpe Kaj
IITO K& CTUTHAT, OUJIejKH ,,BO BO3IYXOT™ ke Ouje
eKocBecTa. 3Ha4yM, eKocBecTa Tpeba aa Ouje ,,B0
BO3IYXOT* M JIyI'€TO Jla C€ CONMIapu3nupaar 3a Io-
yrcra okonuHa. Ce pa3dupa, mocTojar M TEXHUIKH
poOIeMu, Ha TIpUMEpP He TIOCTOH CITy:K0a Koja Ke
ro cobupa kabacTHOT OTIIaJ Ha MTOBHK, 11a rparaHu-
Te crapute Qorenju, Kayyn u Aymenu Tu ¢praat
MO SHJICIIMTE BO HETIOCPEIHATA OKOJIMHA.

Humro He e HemonpasiIMBO ako ce uMa 100pa
BOJIja, MMO3UTHBHA €HEpPrHja W eHTy3Hja3aMm, HO U
3HaeHE KaKo JIa Ce JIejCTBYBA Ha MOOIT POK. A, 32
Ja pa3BueMe 100pa BOja M MO3UTUBHA EHEPIHja,
Tpeba na ce oOpa3yBamMe eKoJoKu! 3arpuKyBad-
Ki € GakToT jeka OpojoT Ha AMBUTE JICTIOHHU BO
IIpecna on nen Ha aeH ce 3rojemysa. U niena Ma-
KeZIOHHWja € 3aTpyliaHa Bo 0e30poj TUBHU JETIOHWH.
Beke e Bkiy4eH amapMoT Ha E€KOAKTHBU3MOT 32
crnac ofi oBaa cocrojoa!

Tonem nen on ryOpeTo Ha JAMBHTE IUIAXKH Ha
[pecnanckoro E3zepo ro co3nmaBaar pudapure Kou
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BO JIETHHOT TIEPHOJI TyKa KaMITyBaaT HEKOJIKY Me-
cer. TakBM MecTa UMa MHOTY Ha OperoT Ha e3e-
poto. MiMa 11 HEeKoj MHCIEKTOp KOj C€ YYBCTBYBa
MOBHKAaH J]a TH MOCETH OBUE MecTa? MHory e en-
HOCTaBHO PEIICHHETO: KaKo IITO OBJIACTCHHU JIUIA
TH TOCETYBaaT Jla POBEpaT Jajh UMaar J03Boja
3a prOOJIOB, TajTi HE € HOPMAITHO Ja ce 1modapa ox
HUB KOTa Ke TO HaIyIITaT MeCTOTO, Jia TO OCTaBaT
yucTo? 3HA4YM, MMOCTOjaT Pa3HU MEXAHM3MH KaKo
Jia ja oJpKyBaMme CpeluHara 4ucTa, HO ako HeMa-
Me J1o0pa BoIja, Torall HUIITO HeMa Jia HH ycIiee.

[Tnaxxute O6e3 KoHIleCHOHEPH, Kako Pubapcko
Ceno nimn Yoptu Kamen, cexoja roguHa ce mpeTpy-
MaHu co ryOpe. AKO HemMa IMOCOBECHHU TparaHu KOu
KOJIKY-TOJIKY TH YHCTaT, THE TUIAXH JIeHeC ke Oca
rolieMu AWMBU JenoHMH. Ho, 30mTo Jyferto Kou
oflaT Ha TUIaxa (WMWiK Kajae OmiIo BO IUIAaHWHA Ha
MMUKHUK) CO CBOUTE TOPOH TIOJTHH CO XpaHa U IHja-
JIaly, MOPAat OCTaTOLMTE 1a T OCcTaBar Tamy? 30-
IITO, €THOCTaBHO, BO HCTUTE THE TOPOU HE TH MUK~
HaT KecuTe co FyOpe ¥ He CH ' moHecar co cebe?
Ce onHecyBaar Kako Mayii OeOumba, HEKOj MOCTOoja-
HO Tpeba Ja oIy 10 HUB 3a Ja UM ro codupa ryope-
To. BepojarHo camo co BOBeAyBame CTPOTH Kaz-
HU MOJKEME JIa Ce CITacCuMe O] BAKBOTO TIOBEICHHE!

OBaa rommHa (2020 roawHa), KakO W CeKoja
npyra, HaeceH cobupasme Fyope Ha noteror Cup-
xaH — OtemeBo. CoOpasme okony 60 Bpeku ryope
COPTUPAHO BO TUIACTHYCH OTNAJl, CTAKJIO M JIUMEH-
ku. Tpeba na ce oOpHE BHUMaHUE Ha (PAKTOT JeKa
oBa I'yOpe e HampaBeHO camo 3a enHa roguHa! Kora
camo Ha norer ox 3 kM noMery Cupxan u Oteme-
BO (Ha mMaToT, Ha KpajOpexjeTo W Ha JIoKauujara
Pubapcko Ceio) e coOpana oBaa KoJIMYMHA I'yOpe,
MOXKEME J1a MPETIOCTaBUME KOJKY MHOTY TyOpe

BoomnTo uMma Bo 1ena Ilpecna! Anen go Onmtu-
Harta Pecen u JKII IIponerep 3a rpuxka 3a npupoa-
Hara y6aBuna Ha [Ipecna! ,,Cnenejku ja cocrojoa-
Ta, MOJIMME Ja C€ MOCTaBaT KOHTEjHEPH 32 OTMaI0-
1 1 I'yOpe Ha OJIpe/IcHH JIOKAIlMU KOM Ke Ce mpas3-
HaT BO IIEPHOJOT JieTo/eceH. U na ce mocrasar uH-
(hopmaruBHH TabIM CO 3HANM 3a 3abpaHa Ha ¢p-
name Tyope. Mcro Taka, 1a ce BoBene ciyx0a 3a
MoJurame Ha KadacT OTHaj, Ha MOBHK™ - Of €KO-
eHTy3ujacture!

3akiay4ox

Ipecma Kako CreIyjamHo 3alITUTCH TPaHCTpa-
HUYCH HAIMOHAJICH MapK HajUTHO Oapa MOMOII 3a
OTICTaHOK 10 NoBeke napamerpu. Haj3arpumxysay-
Ka e cocTojbara co BogHUOT ciuB. bunejku Ipec-
nanckoto u Oxpuyckoro E3epo rpanar equHCTBe-
Ha XUJIPOJIOIIKA IIEJIMHA, PeryINPamkhEeTO Ha UCTe-
KOT Ha Bojarta W Ha [Ipecnanckoto E3epo mpeky
moji3eMHUTE ucTel Ha [annuuniia u Ha OXPUICKO-
to E3epo mpeky llpu Jlpum e HacymHa nmorpe0a.
Mopa na ja 3auyBame Bojarta, OUJICjKH KaTacTpo-
(hara co [Ipecnmanckoro E3zepo 3a Hekoja romyHa ke
ce penepkyupa u Ha Oxpunckoro. He moxeme na
OpEBUMME JTAA BO CJICHUTE TOJUHH BO 3UM-
CKHOT IEPUOJ K€ UMa JOBOJIHO BPHEKHU OJI CHET,
ma Jia He ce TPUKHUME OKOJly OBOj mpobiem. OBoj
npoOIieM e ocepro3eH U (pUHAHCUCKU TOCKaN BO
W3HAOIAETO Ha PEHICHUETO M, KOHEYHO, BO pea-
TM3aIyjara.

IMoTpebHM ce ycoriiaceHH akIuk W OJ rpara-
HUTEC W O]l JOKAJTHATa CaMOYMpaBa, MOTKPCICHH
CO Hay4HHU (DaKTH U CO MO3UTHBHA €HEpruja, HO H
CO MCTPajHOCT BO CIIPOBEAYBamkE Ha eKOAreH1ara.
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Cute HaBenieHU (aKTH W yIITE MHOTY KOH MOpa-
JIH OTPaHUUYCHHOT MPOCTOP HE C€ CIIOMHATH TYKa,
YKa)KyBaaT Ha OrpOMHATa Ba)KHOCT Ha OBOj €KO-
CHCTEM HE caMmo 3a 3eMjaTa TYKy H MOLIMPOKO 3a
LEUOT peruoH. MHTepecoT 3a MapKoT Ha JMBUHA-
ta [Ipecna 3aciryKyBa Jia ce U3IMTHE Ha TOBHCOKO
HOBO BO HaIlata 3eMja 3a Jia ce 3a0p3a mpoImecoT
Ha pelllaBame Ha CUTE HEj3MHU MPOOJIEMH, CJICH

o efieH. EBporickara YHUja nofieiryBa cpescTna 3a
BaKBH PETHOHHU IT0]] YCIIOB J]a C€ U3TOTBAT COHTHU
MPOEKTH JIAJIM 32 YUCTA CPEIMHA, 33 OPraHCKO MPO-
M3BOJICTBO, 3a 3a4yByBame Ha (iopara u Qaynara
WIIY 3a peryaupame Ha BOIHUOT TeK MPEKy POHIOT
[TOHT (Prespa Ohrid Nature Trust — PONT). Kpaj-
HO BpeMe € TIOCEPHO3HO J1a ce 3adaTrume Ja TH pea-

JIM3UpamMe OBUC 3aa4U.

ITnaxara ,,Pudapcko Ceno™ mpe u 1o exojomikara akiuja, ecer 2020 .

(Ha oBaa yokanyja ce cHuMarie GpuImMor ,,Jlerara nHa CoHuero )
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Tatjana Miljovska

Environmental Aesthetics: An Outline for Aesthetic Evaluation of
the Prespa Region
(Summary)

Prespa is a wilderness park with special protected areas due to its high ecological value: two national parks (Pelister
and Galicica), one preserved marsh for bird sanctuary (Ezereni), and the Prespa Lake as a monument of nature. A
wide range of natural ambiences with exceptional aesthetic significance are evident: mountains, greenwoods and
meadows with luxuriant biodiversity and a richness of fauna, vast orchards in the pastoral rural environment, a
wonderful lake with a magic shore and an abundance of birds everywhere. It is a really quiet place.

Unfortunately, anthropogenic influences have been extremely harmful for many years. Climate change hastens the
process of devastation as well. For example, apple orchard irrigation is responsible for one third of the water loss
in the lake! Humans must intervene promptly to restore the balance of the hydro system! One of the options is to
irrigate via the rainwater systems rather than the lake’s waters or underwater!
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If the land is cleaned out of hundreds of wild garbage dumps, it would just glitter. Have you ever seen a stunning
double rainbow across the lake, as in the fairy tales? Also, embracing organic agriculture is strongly recommended
for the overall picture!

In my opinion, sustainable tourism is the best solution for this region in the short and long term. All in all, we need to
have good will, creativity, and eagerness to reshape this area for our benefit and the benefit of the next generations.

Key words: Prespa, environmental aesthetics, wilderness park, eco-activism
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Internal and external time

Virginia Woolf in Mrs. Dalloway describes ex-
ternal time - through an emphasis upon the change
of imagery, the upcoming of the month of June and
Clarissa’s change of mood throughout it all. In the
novel, the dropping of the leaves indicate a desire
to move, dance and to be born spiritually. June
had drowned out every leaf on the trees. (Woolf,
V. 1996 : 5)

Here the coming of June as a warm month re-
moves the leafs from the trees, by changing the
view of the imagery in Piccadilly Street, and at
the same time, adding to Clarissa’s vitality and her
wish to enjoy life in London.

On the other hand, the diurnal time, the chang-
ing of the day’s imagery into the night, brings about
Rezia’s loneliness that comes from Septimus being
mad. The author describes the change of the im-
agery as a descending of darkness upon the world

around her, and then, it suggests that darkness is far
more internal and personal such as Rezia’s inabil-
ity to cope with her husband’s illness. In the grand
scheme of things, the author displays the external
experience of time on account of the changing of
the emotional and psychological states of the char-
acters. As such, their inner thoughts and feelings
are the cause of this change, though in different sit-
uations and relationships in the novel.

Internal time manifests itself as the mental time
in the novel. The passage of time reminds Mrs.
Dalloway of her age and is also a source of self-re-
flection. She was not old yet. She had just broken
into her fifty-second year. Months and months of it
were still untouched. June, July, August. (Woolf, V.
1996 : 27)

The author insinuates the description of the
imagery with the internal, mental time through
the creation of silence. The silence is manifested
as a static, fruitless time and it brings about emp-

121



Alma Dema: A DECONSTRUCTIONIST ANALYSIS OF INTERNAL AND EXTERNAL TIME OF. . .

tiness, loss and loneliness. This link between ex-
ternal and internal time with the silence in be-
tween, firstly, it overcomes the entire city of Lon-
don, and then it becomes an individual falling, re-
vealing the emotional emptiness of Peter Walsh as
a result of Clarissa’s refusal. Similar to Peter, Lu-
crezia’s suffering for Septimus arises with the in-
clusion of the imagery. The greatness of the imag-
ery is paralleled with the greatness of her suffering.
Against the backdrop, the external time precedes
the internal one, the time of the mind. In the fol-
lowing sentences, Clarissa’s consciousness about
the external time is implied with a sense of expec-
tation. The striking of the Big Ben Clock with its
solemn boom finishes the external experience of
time, making Clarissa conscious about the under-
lined irreversibility of the passage of time: An inde-
scribable pause; suspense before Big Ben strikes.
There. Out it boomed. First a warning, musical;
then the hour, irrevocable. The leaden circles dis-
solved in the air. Such fools we are, she thought,
crossing Victoria Street. (Woolf, V. 1996 : 4)
Following this parallel, the concept of time is a
linear process in Mrs. Dalloway. Both the external
and internal experiences are followed and strength-
ened by each other, marking suchlike, a sense of
what is to come next in the lives of the characters.
The internal time of the mind in Mrs. Dalloway
serves to denote a loss, pain or other pensive feel-
ings. For instance Peter’s emptiness when Clarissa
refuses him is preceded by the mental time, stress-
ing the depth of the loss that has overpowered him.
As a cloud crosses the sun, silence falls on Lon-
don, and falls on the mind. Effort ceases. Time flaps
on the mast. There we stop. There we stand. Rig-
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id, the skeleton of habit alone upholds the human
frame. Where there is nothing, Peter Walsh said to
himself; feeling hollowed out, utterly empty with-
in. Clarissa refused me, he thought. He stood there
thinking, Clarissa refused me. (Woolf 1996: 36)

Past and present

In Mrs. Dalloway the binary of past constantly
challenges that of the present and vice versa. The
manifestation of this binary is noticed clearly in the
life of the protagonist of the novel, Clarissa Dallo-
way, while it extends further in her relationships
with other characters such as the one with Peter
Walsh and Sally Seton. Throughout the story, Cla-
rissa aids in the creation of this binary by compar-
ing two stages of life, her past love affair with Pe-
ter and the choice of marriage she made marrying
Richard. The retrospective thoughts bring to her
emotional bondage, doubts and insecurity about
whether she has made the right decision or not.
On the other hand, her realization of the present
moment and the place in life she is in along with
her husband brings her remorse and pain, wish-
ing she had been much more happy and content.
Virginia begins the novel with Clarissa’s descrip-
tion of a scene with Peter when she was eighteen.
She brings about this experience from the past but
makes it part of the present through the comparison
between the two times of life:

How fresh, how calm, stiller than this, of
course, the air was in the early morning; like the
flap of a wave; the kiss of a wave, chill and sharp
and yet (for a girl of eighteen as she then was) sol-
emn, feeling as she did, standing there at the open
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window, that something awful was about to hap-
pen. (Woolf, V. 1996 : 3)

Clarissa’s past appears beautiful due to the
presence of love with Peter. While her present is
a mixture of movement from one event into anoth-
er, such as parties and social gatherings in which
she does not find her emotional stability and con-
tentment. Evidently, these binaries reveal Cla-
rissa’s emptiness and cravings. However, the
present moment for Clarissa is more than a mo-
ment. It is a chance she uses to reflect and pon-
der upon herself, about life, about death and the
time of this world. The experience of the pres-
ent through her- transcends this reality, as she is
deeply connected with the passage of time as
a link that helps her connect with the eternity.
The binary of the past in Mrs. Dalloway, comes
through the flashbacks of romantic love. Clarissa’s
passionate love for Peter comes in the form of re-
sentment, in different parts of the day. The present
brings them together a few times in the novel only
to realize the reasons why they could not manage a
married life in the first place.

Their encounter of their old emotions for each
other comes as often as the weather change, lead-
ing both of them to different directions in life. Un-
like Peter, who is a sensitive and romantic charac-
ter who contemplates a lot on his previous life’s
choices, Clarissa is a much more independent and
utterly devoted to live the present moment. How-
ever, once Peter steps in, she begins to question ev-
erything the same way he does. Clarissa’s focus on
the present moment springs from her habit of con-
necting with everything around her; with flowers,
trees, both animate and inanimate objects. She is a

woman in touch with her essence as well as con-
scious of an entire universe around her from which
she is moved and inspired from step to step. The
more movement there is around her from the ur-
bane world, the more she is aware of the bliss of
the natural imagery, and both these worlds help her
experience her major epiphanies of life and death.
But everyone remembered; what she loved was
this, here, now, in front of her, the fat lady in the
cab. (Woolf, V. 1996 : 7)

Here Clarissa sees the possibility of an ending
through the stopping of the motion around her. Her
thoughts on death and how it may end everything
come in contrast with the movement around her.
This movement becomes eventually a war of
thoughts touching her relationship with Peter, how
much they have given and taken to each other
and her sense of still being invisible to people,
regardless of her effort to be seen. From her inner,
individual cry, she stresses the collective one,
suggesting a survived modern society of London.

This late age of the world’s experience had
bred in them all, all men and women, a well of
tears. Tears and sorrows; courage and endurance,
a perfectly upright and stoical bearing. (Woolf,
V. 1996 : 7)

Inasmuch as Clarissa is capable of going into
her past experiences through flashbacks and think-
ing, still she is a woman who loves being in the
present moment and is determined to make the best
of it. Her awareness of the present moment comes
from her ability to ponder and notice both the an-
imate and inanimate world around her. In the fol-
lowing paragraph, Clarissa’s focus on the present
comes from the latter:
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In the triumph and the jingle and the strange
high singing of some airplane overhead was what
she loved; life; London; this moment of June.
(Woolf, V. 1996 : 4)

In fact, her connection with both the urbane and
natural world is continuous. The focus on the one
brings Clarissa back to the other, and vice versa.
This turning makes her attached to every experi-
ence and it highlights the role of each due to this at-
tention that she gives to them. In this light, the pres-
ent moment becomes the center of Clarissa’s exis-
tence, from which she can absorb feelings of joy
and fulfillment. And other times, when she is not
able to do so, the painful experiences of the past or
the future come in and scare her about her losses.
The binary of past can also be seen in the way
Clarissa and Septimus deal with the past experi-
ences, whether of the romantic or war ones. Be-
ing each other’s double in the novel, their lives in-
tersperse through the ideas they nurture about life
and death, mostly running from, but inevitably sur-
rendering to the latter, having experiencing trau-
ma, pain, regret and loss of sensibility. Clarissa’s
and Septimus’s past sensibilities coexist with them
in the present, suchlike making the link between
these two times of life in the form of the need for
survival of one time into another, a topic which is
as present in the lives of both characters, no matter
how they manage to respond to it in the end. (Gold-
man, J. 2006 : 95)

Furthering the interrelatedness of the past with
the present, memory and remembrance are the
doors through which these two times (past and
present) impact and are brought about into each
other. The theme of the survival in Mrs. Dalloway

124

is in essence a quest characters make to be remem-
bered by other people after they die. This quest is
in reality Woolf’s reassurance to remain in other
peoples’ mind both as a writer and as an individu-
al. (Goldman, J. 2006 : 102)

Peter’s experience of the past is tightly con-
nected to his love he had for Clarissa in his youth.
Yet, Peter” happiness in the past is coupled with his
sadness from the fact that he could not marry Clar-
issa in the end. The remembrance of the past brings
about the same intensity of feelings as it did back
then: The death of the soul.

The words attached themselves to some scene,
to some room, to some past he had been dream-
ing of- It became clearer; the scene, the room, and
the past he had been dreaming of. It was in Bour-
ton that summer, early in the nineties, when he was
so passionately in love with Clarissa. (Woolf, V.
1996 : 44)

Night and day

Like a woman who had slipped off her print
dress and white apron to array herself in blue and
pearls, the day changed, put off stuff, took gauze,
changed to evening, and with the same sigh of ex-
hilaration that a woman breathes, tumbling pet-
ticoats on the floor, it too shed dust, heat, color;
the traffic thinned; motor cars, tinkling, darting,
succeeded the lumber of vans; and here and there
among the thick foliage of the squares an intense
light hung. [ resign, the evening seemed to say, as
it paled and faded above the battlements and prom-
inences, molded, pointed, of hotel, flat and block of
shops, 1 fade, she was beginning, I disappear, but
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London would have none of it, and rushed her bay-
onets into the sky, pinioned her, constrained her to
partnership in her revelry. (Woolf, V. 1996 : 117)

Woolf uses the coming of the night to bring
forth Peter’s frustration and sadness that arise from
his inability to resolve feelings with Clarissa. This
frustration eventually turns into blame and criti-
cism towards her, and suchlike also comes his en-
tire perception of her:

It was an awful evening! He grew more and
more gloomy, not about that only; about every-
thing. And he couldnt see her,; couldnt explain to
her; couldn't have it out. There were always peo-
ple about- she’d go on as if nothing had happened.
(Woolf, V. 1996 : 45)

Life and death

Life and death is the thread that links the entire
Mprs. Dalloway. The characters in this novel who
come from a post-war experience go about their
lives with an inherent sense of survival. Having
gone across death, they are much more aware of its
inevitability and through its remembrance they are
actually able to make sense of life in the first place.
However, for Clarissa, death is a paradox. She is
afraid of it for the mere fact that she considers it
to be an ultimate end of life. On the other hand,
she is so tired from the life’s dynamics and all her
involvement with the people around her, that she
sees death as a potential to rest: Did it matter that
she must inevitably cease completely, all this must
go on without her, did she resent it; or did it not
become consoling to believe that death ended ab-
solutely? (Woolf, V. 1996 : 7)

In spite of this, Clarissa is connected to living
through the relationships that she creates, either be
loving or familial relationships. For instance, her
former relationship with Peter is clearly a thriv-
ing force to her emotional life, which affects her
present and constantly challenges her views, choic-
es, thoughts and feelings about certain events and
people in her life. According to Clarissa, her bond
with Peter is in reality a means through which the
existence makes sense for both, and here Virgin-
ia emphasizes the role of the relationships in cre-
ating lasting impact, or better say, furthering the
thread of life for people regardless of the passage
of time: but that somehow in the streets of Lon-
don, on the ebb and the flow of things, here, there,
she survived, Peter survived, living in each other.
(Woolf, V. 1996 : 7)

The intersection of life and death in Mrs. Dal-
loway comes through various ankles. Clarissa, to
begin with, is involved with the two at the same
time; while Septimus strives to lose life and attain
death instead. Clarissa’s strong desire for life can
be seen in the following fragment when Peter fore-
bodes her death, which seems almost unaccept-
able to him:

It was her heart, he remembered; and the sud-
den loudness of the final stroke tolled for death
that surprised in the midst of life, Clarissa fall-
ing where she stood, in her drawing room. No! No!
he cried. She is not dead! I am not old, he cried,
and marched up Whitehall, as if there rolled down
to him, vigorous, unending, his future. (Woolf, V.
1996 : 35)

All this foreboding comes as a result of St.
Margaret’s stroke, making the effect of time as an
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indication of a bad omen, such as death. Woolf’s
idea of life is strongly related to time itself. Even-
tually in the novel, we see this association taking
place as a form of comparison between Clarissa’s
childhood with her parents and her adulthood with
Peter. The time spent in between these two inter-
vals is what Clarissa considers a responsibility she
was able to carry, the last result of having lived ful-
ly, being her unresolved emotional relationship
with Peter:

For she was a child, throwing bread to the
ducks, between her parents, and at the same time
a grown woman coming down to her parents who
stood by the lake, holding her life in her arms
which, as she neared them, grew larger and larger
in her arms until it became a whole life, a complete
life, which she put down by them and said, This is
what I have made of it!

This, and what had she made of it? What, in-
deed? Sitting there sewing this morning with Pe-
ter. (Woolf, V. 1996 : 32)

Conclusion
This paper has shown that the relationship be-
tween internal and external time in Virginia Woolf’s

novels is created naturally through the physical
world and through the characters’ consciousness
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Anma Jlema

JIeKOHCTPYKIIHOHUCTHYKA AHAJIN32 HA BHATPEIIHOTO H
Ha/IBOpelIHOTO Bpeme BO I -1a /lenosej
(Pe3ume)

OBRBOj Tpy/I I'M @aHAIN3UPA BHATPEIIHOTO U HAJBOPEIIHOTO BPEME BO €/ICH 0]] HajBaXKHUTE poMaHK Ha Bupynnuja
Bynd, pomanror -ia [enosej. KOHIENTHTE Ha BHATPEITHO ¥ HAIBOPEIIHO BPEME CE IIEHTPAIHH 3a AejaTa Ha Bynd.
[Ipeky oBaa omno3uiyja, pomanure Ha Bynd ja cruMmynupaar aHanu3ara He caMO Ha BPEMETO KaKo HEroB IJIaBEeH
paboTeH KOHIIENT BO HETO, TYKy W Ha TPETMAHOT HAa TEMUTE IITO ce (hoKycupaaT Ha cMuUciaTa Ha KUBOTOT. Co
TpeTHpame Ha APYTH CIAMYHU CIIPOTUBCTABEHH M/ HA OBHE BO HEJ3UHUTE JIENa, TPY/I0T [IOKaXKyBa KaKo Taa rpajin
corcTBeHa (Guo3oduja geka BpEeMETO ¢ KPEeBKO M HECTaOMIIHO Kako KMBOTOT. Hej3uHara duaozoduja, kako u
HEj3MHUTE YyBCTBA M MUCIUTE Ha INKOBUTE CE MEHYBAaT; THE MPETCTaByBaaT pa3IMYHI UCXOIU BO HAIBOPEIITHHOT
cer. Crenejku ja aBropckara Quio3oduja 3a HECTAOMIIHOCT, KPEBKOCTa M HECTAOMIIHOCTA HA BHATPEIIHOTO U
HAJIBOPEIIHOTO BpeMe BO pomanute Ha Bynd ¢opmupaar tpuaroiHuk Bo Koj e BKiIyueHa cBecHocTta 3a cebde. Ce
KOPHCTH IEKOHCTPYKIMOHUCTHYKH MIPUCTAII 32 J1a Ce PO 1abovar oBre anann3u. VicTo Taka, OMHAPHUTE OTIO3UITIH
MIPETO3HACHN BO TEKCTOBHUTE 3a OBaa Te3a BKIy4yBaaT BHATPEIIHO M HAIBOPEIIHO BpPEME, MUHATO W CETallHOCT,
MJIaJIOCT U CTapOCT, JKUBOT M CMPT, PEJI M HEPE/I, I€jCTBO M HEAKTUBHOCT, IIPA3HUHA U IIEJIOBUTOCT, JACH U HOK, IPUB-
PEMEHOCT M ITOCTOjaHOCT, SIMHCTBO U IIOJIEJICHOCT U CIIMYHO. AHaJM3aTa IeTaaIHo TH NPOoCie/lyBa TAKBUTe OUHAPHU
COJPIKIHH, 33IP’KyBajKH c€ Ha TUKOBUTE, TEMHUTE H 3aIUIETUTE BO POMAHOT.

Kayunn 360posu: Bupuunuja Byng, I-ia /Jenoeej, HanBopelHo BpeMe, BHATPENIHO BpeMe, OMHAPHHU OTIO3MIIUH,
JEKOHCTPYKLIMOHU3aM
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