CONTEXT / KOHTEKCT 28

Review for Comparative Literature and Cultural Research
Cnncanue 3a KOMNAPAaTHBHA KHUKEBHOCT U KYJITYPOJIOIIKO HCTPAKyBake



Editorial Board Penmakimuja
Liedeke Plate (The Netherlands) Jluneke Iliaare (Xonanauja)
Marusa Pusnik (Slovenia) Mapyma Ilymnuk (Crnosenuja)
Zlatko Kramari¢ (Croatia) 3marko Kpamapuk (XpBarcka)
Zvonko Taneski (Slovakia) 3Bonko Tanecku (CroBauka)
Ema Lakinska (Macedonia) Ewma Jlakuncka (Makenonuja)

Editor — in — Chief [maBeH u oAroBOpeH ypenHHUK
Sonja Stojmenska-Elzeser (Macedonia) Coma Crojmencka-Ei3ecep (Makenonuja)

ISSN 1857- 7377

This issue is supported by Ministry of Culture of the Republic of North Macedonia
W3narmeTo e 06jaBeHO CO MaTepHjaTHa MOAIPITKAa Ha MIUHHUCTEPCTBOTO 3a KyATypa Ha

Penyonuka CeBepna Makenonuja

e®o
[ LXK J -

XYy NS

P T

MuHHCTEpPCTBO 32 KyJATYypa
Ha Peny0nnka CesepHa MakenoHnja



INSTITUTE OF MACEDONIAN LITERATURE
HNHCTHUTYT 3A MAKEJOHCKA JIUTEPATYPA

CONTEXT / KOHTEKCT 28

Review for Comparative Literature and Cultural Research
Cnucanue 3a KOMIApaTHBHA KHUKEBHOCT M KYJITYPOJIOIIKO HCTPAKYBaAHh€

2023



CONTEXT is an international review and publishes contributions in English and in Macedonian.
All submissions are peer reviewed.

Manuscripts and editorial correspondence should be addressed to:

Institute of Macedonian Literature
Grigor Prlicev 5, p.o.b. 455

1000 Skopje

Republic of North Macedonia
context@iml.edu.mk

KOHTEKCT e meryHaponHO clMcaHue M 00jaByBa NMPHIJIO3U HA aHIIMCKA M Ha MaKeJOHCKU
jaszuk. CuTe TEKCTOBU C€ PeLieH3Upaart.

Pakonucure u pCaaKIucCKara IperurckKa cC yraryBaar Ha CJICJHAaTa aapeca:

NHCTUTYT 32 MakeIOHCKA JIUTEpaTypa
yi. ,,I'purop [Tpauues* 6p. 5, n. pax 455
1000 Cxomje

Perryonuka CeBepra Makenonuja
context@iml.edu.mk



CONTENTS / COAPXKUHA

Natali Rajchinovska Pavleska / Haranu PajunnoBcka I[IaBiecka
THE CROSS-MEDIA DIALECTICS OF THE CLOSE-UP / KpynHHOT Iu1aH Kako KpocMenjajiHa
JIFIJATTEKTIIKA <. veetevteeteneetteut et eteese st eaeetebe st e s en s ensemees s es s emeeseeb e eb e eh e eb e bt e bt ee e bt e s e m s en s et em e es s es e es e ebeebeebeeb e et e abesae et e benae s ensenee 7

Sonja Stojmenska-Elzeser; Maja Jakimovska-Toshikj / Coma Crojmencka-Ei3ecep;

Maja Jakumoscka-Tommk

THE CONTROVERSIES OF SLAVIC INTERCULTURAL COMMUNITY IN THE PAST AND IN THE
PRESENT / KoHTpoBep3uTe Ha CIIOBEHCKOTO HHTEPKYJITYPHO 3a€THUIITBO BO MUHATOTO M BO CETAITHOCTA ....... 21

Hesen Pagnuecku / Neven Radicheski )
COIIMIJAJTIMCTUYKOTO JYTOCJIIOBEHCTBO: MEI'Y HAIITMOHAJTHOTO U HATHAILTMOHAJIHOTO /
Socialist Yugoslavism: Between the National and Supranational ..............ccocceeveerieiinieniiiienie e 31

Aleksandra Veleva / Anexkcanapa Benea

THE TAPESTRY OF MACEDONIAN IDENTITY IN THE 21st CENTURY — A SOCIOLOGICAL
EXPLORATION OF CHANGE AND CONTINUITY / Tanucepujata Ha MaKeTOHCKHOT UACHTUTET BO 21 Bek -
COIIMOJIOMIKH OCBPT 3@ IIPOMEHATA H KOHTIHYHTETOT ... veeuveeeeneeaneenseaneenseaneesseansenseensesseansesseanseeneanseaneessesnsesseensessens 43

Kpucruna Ilumoscka / Kristina Dimovska

ITOYKHUTE N COBETUTE KAKO OJIPA3 HA CBETOIJIEAOT HA JINKOBUTE BO MAKEJAOHCKHOT
ITPEBOJT HA BPAKAKETO HA KPAJIOT / Paremiological Forms as Literary Devices that Depict the
Characters’ Worldview in The Return of the King by J. R. R. TolKien .......cccceeiiiiiieiiieieiieieceeeeee e 51

Ana Martinoska / Ana Maprunocka

THE DEATH’S WAITING ROOM IS BRIGHT AND BEAUTIFUL (Ageing and Ageism in Invisible Women

and Other Stories by Slavenka Drakulic and Double Glazing by Halldora Thoroddsen) / Uekanmauiata Ha cMpTTa
e ceemia u yoasa (CrapeemeTo u ejuu3MoT Bo Hesugnusa sicena u gpyiu packasu on CinaBeHka J{pakyauk u
Jeojnoitio citiario off XaTIIOPA TOPOICCH) ...cuvierierierierieeierreeiesseesesseeseeseesseessessesssesseassesseessesseessesssessesssessesssessenns 63

Stefan Noshpal / Credpan Homman

FAILING SYSTEMS AND REDEMPTIVE THEATERS: COMMUNICATION, PERFORMANCE, AND THE
ROLE OF FICTION / [Ipomarauyky CHCTEMH U HUCLETYBadKH TeaTpy: KOMyHHUKaNnjaTa, nepopMaHCOT U yaorara
HA DIIKIIFIJATA - .veuteenteteententeenteeteente et eenseeueesseemeeseeemsesseemsesseemsees e ensees e e st em e e st emeeeeeembeee e e bt eseen st emeenseense bt enteeseeneeeneeneeenee 73



Mapuja CreBkoBcka / Marija Stevkovska
BAJKUTE BO HACTABATA T10 AHITIMCKHN KAKO CTPAHCKHU JA3UK / Implementing Fairytales in the
EFL CLASSTOOI ...ttt ettt ettt sttt st b et eh etk etk ekttt st ae st nt et et et sa et enenea 83

Alma Dema, Risvan Térshalla / Anma Jlema, PucBan Tepaja
BESA, THE FAMILY, THE TRIBE, AND THE NATION OF ALBANIANS / beca, cemejcTBOTO, IIEMETO U
HATTA]ATA HA ATTOQHIIHTE ... .eeveeueeueeneeeseeeesstenteaseenseasseaseassesseansesseanseaseanssansessesneesseessesseansesseensesseenseensanseeneensesneesseenees 93

Hctox J. Yauap / Istok J. Uléar
3HAYElbETO HA UMUIBLATA HA JIMKOBUTE BO JIEJIOTO HA TOMAC MAH / Characters Names’
Meanings in Thomas Mann’s WOTK ...........cccccuiiiiriiiiiiiiiieieee ettt ettt sre s s aaessesseessesssesbeeseenseeseenns 103

Hrop Cranojocku / Igor Stanojoski

HEKOM ITAPAJIEJIM MEI'Y MAKEJJOHCKATA U YKPAUHCKATA KYJITYPHA ITOJIUTUKA HA
IIJIIAHOT HA U3JABAIITBOTO N KHMXKEBHUOT ITPEBOJI BO 2020-TUTE 'OAMHUM / Macedonian
versus Ukrainian Policy on Book Publishing and Literary Translation Plan in the 2020 ..........cccoooveiirieiieienenns 111



CONTEXT / KOHTEKCT 28, 2023

Natali Rajchinovska Pavleska
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Preliminary communication/IIpeitixogno cooitutitienue

THE CROSS-MEDIA DIALECTICS OF THE CLOSE-UP

Key words: close-up, photography, photoplay, painting, film, novel

Theoretical discussions about the origins of the
close-up methods as a specific cinematic means
of expression, suggest that close-up presentation
has a wider application than that in film produc-
tion. According to the American director with Ser-
bian background, expert in the area of the “creative
editing”, painter by profession, Slavko Vorka-
pich (Cnaeko Bopkanuh), the approaching, the ap-
proximation and consequently — the zooming, do
not have the same or equal role with the dialec-
tic potential of the close-up framing. The meth-
ods of the close-up are rooted in the traditional
forms of artistic expression, such as photography
and painting, while their genealogy can be traced
to the “dramatic”, i.e., theatrical techniques. Ac-
cording to the film theoretician Sergey Eisenstein
(Cepreit Muxatinosuy DitzeHmureiiH) the individu-
al arts “converge” in the cinematography through
the “method of the magnifying glass”, which gives
expression to each individual characteristics of

the different artistic disciplines, whereas the com-
mon method, as a common characteristic is consid-
ered as fundamental in all arts (1988: 3). The use
of the close-up in different creative contexts notes
a cross-media nature of the procedure, through
which the ontological structure of each artistic me-
dium is being changed respectively. The analyti-
cal foundation of this research includes mapping
the dialectical crossmediality of close-up methods
through the elaboration of theoretical analyzes and
examples from practical manifestations in various
creative fields.

Close-up: a dialectical method

According to the Hungarian theoretician Bela
Balazs (Béla Balazs), the close-up is a magnify-
ing glass, an artistic expression of the emphasis,
of the muted expressivity, of pointing out the im-
portant details. Some of the dialectic functions of
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the close-up are: “dislocation of time and space”,
“slowing down” and “‘suspension of the narrative
time”. This method allows for a deeper and “well
thought through contemplation”, an “esthetic re-
flection” as an esthetic experience, since it offers
the “separate reality” outside the everyday space
(Balazs, 2010: 38, 39, 40, according to Szaloky,
2014: 93; Szaloky, 2005: 39, according to Szaloky,
2014: 93).

The close-up has more than a technical or a
compositional and constructional role, thereby its
imminence is primarily semantic (and dialectic),
according to Eisenstein’s theoretical principles pre-
sented during his class in Sorbonne in 1935 (Eisen-
stein, 2010: 228). The semantic value of the close-
up is pinpointed in its capacity to denote, to gen-
erate a meaning (Eisenstein, 1949: 238), but also
to generate a cut-off (Pudovkin, 1978: 168) and a
pause in the chain of semantic markers, by own-
ing its own “autonomy’ — as an isolated event in
the chain of moving pictures. When a single part is
functioning independently, it has the characteris-
tics and capacity to oppose the action, thus creating
a complex expression surpassing the simple am-
plification of the action (Mueller, 1989: 93). The
real value of the close-up as a “fragment” is seen

1

mous works of art.

only if it is reviewed vis-a-vis the idea of the totali-
ty. The procedures of abstraction (through the prin-
ciple synecdoche) (Metz, 1982: 171; Bruks, 2000:
230)? and integration (of the parts in the structur-
al totality) are in function of the dialectic expres-
sion (Aumont, 1978: 184). From the aspect of re-
ception, the method of the close-up has the capac-
ity of an “interruptive mechanism” with regard to
the “automatization” of the usual perception, due
to its potential to cause the effect of estrangement,
and consequently, of “differentiation of the form”
(Jauss, 1982: 16).

The two basic functions of the close-up (Jo-
vanovi¢, 1973: 202, 205)* as a method are: visual
dynamics and association. The locking down of a
segment of the moving reality, as a process of film-
ing is sensitive due to the dynamics of the move-
ment itself, while the changeability of the close-up
frame becomes emphatic (Vorkapi¢, 1978: 315)4,
i.e. specifically reachable and as such, it impos-
es speed and gestures of the cinematographic sub-
ject — the camera, the eye of the cameraman, the
point of view, the expressive perception and tra-
ditionally expressed painting — the presentation of
the impression at a specific moment of creation.
The view which is created by the close-up fram-

Set apart from their original context, cut-off and presented by close portraying, the parts covered in the close-up are autono-

According to Christian Metz, “metaphor”, “metonym” and “synecdoche” are concepts through which we can read the mean-
ing of the close-up and especially its “surface structure”, which according to the film semiotician Christian Metz can be read
“through”. According to Piter Bruks, the metonymy is connected with the chain of meaning.

According to Mika Jovanovic’s editing theories, the shot as one of the expressional elements of the film is a framed cine-
matographic image registered with one single exposition of the camera and has its own duration. The function of the frame in
the film is comparable to the words in the language.

The emphasis is treated as development of a “visual-dynamic language”, which treats the audio presence as a constitutive
element of the structure of the visual code.
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ing is exposed to a “shock” and “intensity” as tac-
tile parameters, further amplifying the implicit fea-
ture of its suggested painting nature and forming
new contexts of meaning. The autonomous charac-
ter of the film image that is being singled out, i.e.
the framing using close-up as a cut-off (Suvakovi¢,
2007: 65)° of one image from the whole or of the
synthesis of several single and subsequent images,
shows that “each visual image” can provide addi-
tional data/information in spite of the fact that the
totality already contains all information that is be-
ing offered to us as the final presentation” (Brin-
kley, 1978: 11). Thus, “the whole” is not a mere
sum of its parts, but it encompasses all aspects of
the reality that belong to the so-called “synthesis
of the simultaneous”. On the other hand, the “cin-
ematic image intrinsically represents singling out,
autonomous independence” and as a “perceptive
image” it remains “related to things and does not
exist” outside the whole of the constructed mean-
ing (Brinkley, 1978: 12). Nevertheless, as already
stated, the close-up is neither exclusively cinemat-
ic (Metz, 1982: 171) nor dramatic technique, but it
belongs in the group of the photography and paint-
ing, hence the question could the close-up as a
technical or dialectical tool provide the direct pres-
ence as used in other artistic forms, as it is claimed
to be the case with the film image (Brinkley, 1978:
13). What is its artistic value in the context of the
possible presentation of reality or as tools of ex-
emption from the reality?

5

Photoplay

The presumption that the close-up is not ex-
clusively a cinematic tool is based on the research
of the documentary nature of short films, which
record present filmed theatrical events and the-
atre plays aimed for entertainment — the vaude-
ville. Their function is primarily to create a per-
ceptive illusionism, i.e. replaced effect for the real
scene performances. The possible origin of the the-
atrical discourse may be located in the need of the
observer to register or to see up close a character
on the distant scene, by using the tool — binocu-
lars (Vorkapic¢, 1978: 313). This proposition, trans-
posed to the art of cinematic framing stresses the
experience as an act of personal impression, i.e. the
need to supplement the presence of the actor/ac-
tors in one, almost exclusively, de-materialized or-
der of the realistic action. On the other hand, the
creative principles of the cinematography cannot
be reduced or made equal with those used when
directing a theater play (Aumont et al., 1992: 35).

In the context of the photoplay, the close-up is
considered to be the superb artistic means. Its func-
tion is to additionally enrich dramatic texts and the
scenes of the play, the focus on the details, which,
deprived of an additional visual attention, would
merge in the multitude of many transient data be-
fore the eyes of the viewer. The close-up does not
only have the function to intonate, but also to con-
nect, to generate new meanings and expectations
for the future events. The use of the close-up may
often be anticipatory, when certain parts are being

According to Migko Suvakovi¢, this type of cut-off is nor the same as the framing, but is in analogy with the methods of the

décollage, when certain parts are removed from the whole through which its complexed structure is being revealed.



Natali Rajchinovska Pavleska: THE CROSS-MEDIA DIALECTICS OF THE CLOSE-UP

amplified at the moment of certain action and di-
rect the expectations of the viewer precisely to-
ward the development of future events. As a se-
mantic, and not only technical tool, the close-up is
based on the process of presentation of details, ges-
tures, and therefore, amplification of the action that
occupies the observer’s perception in a different
manner than the scenes/images/frames that have a
larger cover of actions.

“The close-up [...] has furnished art with a
means which far transcend the power of any
theater stage” (Munsterberg, 2002: 87).

In addition to the stated above, the power of the
close-up is in its ability to engage the viewer in a
specific manner, by emancipation of his/her recog-
nition capacity, which moves further than the usual
attention during the traditional theatre play. Com-
paratively, Balasz is making the analogy among the
long frame, which specifics is to create an “image
of perception”, the close-up, which creates an “im-
age of fondness” and a median shot, which gen-
erates “an action image” and incites a reaction on
the part of the viewer (Brown, 2014: 324). In this
respect, the focus, as created by the close-up en-
courages analytical attention, which can be equal-
ized with the effect of a “deep perception”. In or-
der to reach the necessary effect of close reading of
the photoplay, it is necessary to have an objective
experience, but also subjectivity (Dancyger, 2011:
342)° that can be attracted skillfully through the as-
pects of the close-up.

6

The focus on the separate parts, their (empha-
sized) specificities is manifested also in the percep-
tion of the ambient/surroundings, which becomes
adaptable with regard to the centered perception,
but also eliminates all that is not a subject of con-
centrated observation. The concept of abstrac-
tion can be reviewed in this line of thought (King,
2012: 141-142), not in terms of an artistic genre,
but rather as a methodology to remove the select-
ed subject from the reality. Therefore, the overall
perception of the act, the action, the narrative and
the fable, the play, is in the engagement of the at-
tention of the viewer, who is completely involved
in the co-creation of the work of art (Munsterberg,
2002: 88). The photoplay is not merely a recorded
play on the scene, but it is also an organized play
for viewing, which is able through the act of cut-
ting off to refresh our memory, but also to suggest,
imply, to bring the viewer in a situation of expecta-
tion (Munsterberg, 2002: 98). Apart from the time
leaps into different historical periods, the close-up
possesses and encourages a specific esthetic feel-
ing, pointing out the concept of emotional experi-
ence (Munsterberg, 2002: 98). It is precisely in the
ability to capture this sense of “simplicity” or a di-
rect experience that shows the differences between
the theatre and the film (Balazs, 1952: 30-31).

Photographic close-up

The imitative nature of photography which has
tried to reach the high esthetic value of the paint-

According to Ken Dancyger, the close-up does not always provide objectively filmed content, especially in the context of the

documentary. As a fragment, it sometimes serves as a means for distancing from the real meaning, which would otherwise get

a “realistic interpretation”.

10
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ing can be seen in the works produced early in the
1850s, especially with regard to the application of
the close-up (Rosenblum, 1997: 222). The Flower
Study (1855), which is a gelatin silver print creat-
ed by Adolphe Braun, shows the attempt for com-
positional equivalence with the still life in paint-
ing, with one evident difference (in terms of the
composition) — framing by cut-off. In the period
of the 1920s the close-up was not just an inventive
means of expression, but also a “new way of look-
ing” at textures, forms, at the real human charac-
teristics without an attempt at hiding (Rosenblum,
1997: 411).

The dialectical role of the photographic portrait
as a “social document” can be noted in the works
of Helmar Lerski, who had documented the pro-
fessions of his time and the members of the work-
ing class (Rosenblum, 1997: 364). Through the
manner of portraying the worker in the photogra-
phy German Metal Worker (1930), the angle of the
composition setting, the camera angle, the angle of
the light that creates dynamic effects of light and
darkness, we can see the real dramatic and artistic
potential of the close-up framing.

It is believed that the close-up is the concept of
the “new vision” and a tool, which in addition to
the advantages with regard to the composition, also
points out the textures, structures and features of
the photographed object, which are often unnotice-
able (Rosenblum, 1997: 410). The follower of the
New Objectivity, Albert Renger-Patzch has used
this tool in order to fully express his ideals, sim-
ilar as the Dutch photographer Piet Zwart and the
Czech photographer Ladislav Berka.

The Soviet photo-reporters Pyotr Adolfovich
Otsup and Jacob Vladimirovic Steinberg (SxoB
Bnanumuposuu Ilreiinbepr) have contributed to
the presence of the photography in the print media.
The presence of these photos in the social life mo-
tivated Aleksander Mihailovic Rodcenko (Amekc
annp MuxainoBuu Pomuenko), who by form-
ing his construction-related ideas managed to in-
sert part of the already applied techniques for com-
munication with the audience, such as: editing and
close-up, as well as bending of the point of view
(Rosenblum, 1997: 471) from specific angles.
This approach is not in the function of the esthet-
ic experience of the audience, but rather a dialec-
tical method that was aimed at presenting the con-
cept of building a new society, starting from its de-
composition in structural and compositional sense
(Rosenblum, 1997: 253).

Cross-media (photography, theatre,
painting)

The use of the close-up in different artistic con-
texts can be seen in the Eakin s Hand (Movement of
the hand, drawing a circle) (1887), calotype, where
the movement is represented in various positions
and series of sequences. As an analytical tool that
questions change in a sequence, the stop-motion
photos of Eadweard Muybridge are an example of
merging science and art. These early experiments
were inspiration to the artists of that time, among
whom Edgar Degas, who has applied this method
in the painting. Degas has applied a sequence of
the poses on the canvas Frieze of Dancers (1883),

11
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registering the movement of the same ballet dancer
in different poses (Rosenblum, 1997: 253).

If reviewed from the aspect of succession, it
would be logical to claim that in certain develop-
mental period of the photographic epoch it has at-
tempted to replace painting (Carroll, 1996: 3).
However, it is evident that by reaching certain ar-
tistic autonomy, photography becomes an inspira-
tion for some of the painters of the impressionist
movement. In addition to the photography, it is un-
questionable that the theatre has influenced paint-
ers, as in the case of Edgar Degas, especially in
his portraits (Brodskaia, 2012: 15). In the paint-
ing Ballet from an Opera Box (1884) the close-up
presents a female character who watches the per-
formance on the scene, thereby implying a com-
plex point of view, not only as a projection of an
internal focal point, but also the point of view of
the artist, who equalizes the projection of his own
point of view (Bolton, 2003: 6) with the projected
scene. Consequently, one can note the assumption
that the origin of the close-up can be traced to the
“need to look through the binoculars” in the con-
text of the theatre discourse.

The procedure of composition is similar in
the painting The Orchestra at the Opera (1870)
which using close-up paints (individualized) group
of musicians (portraits of close friends of Degas)
(Brodskaia, 2012: 15), in addition to their consti-
tutional function within the painting as a whole. It
is believed that the interest of Degas in the pho-
tography (in mid-1880s) (Bolton, 2003: 46) result-
ed in the application of the painting experience in
this new medium (Brodskaia, 2012: 12; Bolton,

12

2003: 22), but the settings in the compositions in
his paintings show the contrary influence.

“«

the unique characteristics of Degas’
compositions are not related to the direct
influence of the camera, but to his specific
vision of the world” (Brodskaia, 2012: 16).

The impression of the fleeting moment caught
on canvas may be comparable with the moment
when certain action is photographed in its motion.
It is known that Degas purchased his first pho-
to camera around 1895 and had used it as a tool
to make detailed studies for his paintings, taking
photographs of various settings in interiors, con-
trary to his colleagues of the impressionist move-
ment who were fascinated by painting outside [en
plein air]. Of course, the closing off in the interi-
or (painting in a studio) can be connected with the
specificity of his poor vision, his lack of interest
for the natural light and consequently, the use of ar-
tificial light with which he managed to create a “re-
ality of the experience” (Brodskaia, 2012: 16, 21;
Bolton, 2003: 22).

Inspired by the Japanese prints, which resem-
ble cut-out segments from a larger scenographic
content and the photographic sequencing of figures
in motion, he creates compositions which feel as if
figures have been “caught” passing by. The painted
space looks like a random view, which esthetically
and dialectically is close to the methods character-
istic for the camera or a “’frozen‘ view from a pair
of opera binoculars” (Bolton, 2003: 22). By impos-
ing his own viewpoint and the process of viewing
as a pretext of the painting process, Degas creates
complex artistic models and experimental compo-
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sitions that are compatible with the logic of the di-
rect experience (Bolton, 2003: 22-23).

The close-up: A poetics of temporality

According to Henri Cartier-Bresson, the pho-
tographic composition contains certain plasticity,
which is manifested or results from the relationship
between the movement and its record of the mo-
ment. Inside the movement there is a certain mo-
ment in which “the elements are balanced” and the
photography uses this moment in order to maintain
an “unmovable balance” (Cartier-Bresson, 2007:
45). If the photography is trying to keep, to register
the moment of movement into one static position,
the painting is trying to propose, or rather to her-
ald the movement in the present moment as a past
or future action. The technique of the close-up in
the photography is used with a particular attention
because of the micro-movements, which if seen
closely are significantly bigger and more sensitive
due to their distance to the object of observation,
if it is in motion. The close portraying in the art of
painting (and drawing) imposes special attention
to details’, as well as a specific skill for compo-
sition (and perspective) shortening, attentive set-
ting of the light-dark relation, as well as shadow-
ing and setting of the co-relation between the sharp
and softly shaped parts. In both artistic disciplines
(photography and painting), time is a necessary
component, the time of the record — the present.

According to the Russian formalist Jurij Tyn-
janov (K)pnﬁ Huxonaesmu TeiasiHOB) the specific-
ity of “time” in the cinema is exposed through the
close-up. The technique of the close-up presuppos-
es “abstraction from the space” and cut-off from
the “structure of time”. The duration of frames
is repeated in this way creating a correlation be-
tween the frames. The temporal abstraction comes
into play as a result of the absence of relatedness
between the objects (or groups of objects) among
themselves within the shot (Tynyanov, 1982).

The potential for abstraction from the context
(Vorkapi¢, 1978: 314) of belonging of the shot sub-
ject, as a spatial cut-off, presupposes also an ab-
straction from the “structure of time” or a “tempo-
ral abstraction”. This means that the close-up is a
structural tool, which reshapes the artistic image as
a whole and creates new relations among the sep-
arate parts (Eikhenbaum, 1982: 25). Starting from
the fact that the cinema is a derivative of the pho-
tography, their differentiation occurs in the mo-
ment when the cinema acquires autonomy in the
artistic world, separating itself as an “artistic form”
(Eikhenbaum, 1982: 26). In the context of sequence
of the frames, the content contained in the close-up
and consequently, the content that comes from the
next frame enter into a syntactic chain (Suvakovi¢,
2016: 84) through which we perceive the seman-
tic formations within the structure. The content re-
lationships reviewed in the framework of the se-

7 See for e.g.: Albrecht Diirer: Hand (1528), woodcarving; Study of hands with a Bible (1506), drawing, Study of an Apostle’s
Hands (Praying Hands) (1508), brush drawing on blue primed paper; Aenne Biermann, Child s hands (1929); Tina Modotti,
Number 21 (Hands Resting on a Tool) (1927), gelatin silver print, Kéthe Kollwitz, Lamentation in Memory of Ernst Barlach

(1938), relief — sculpture.
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mantic corpus form certain connection between the
“plastic” and “poetic function” (Burch, 1981: 12).
Regarding the cinematic poetry, Andrei Tar-
kovsky (Anapeii ApcenbeBry TapkoBckwii) speaks
of the “artistic image” as a “metonym”, where one
thing is substituted for another, where art serves
“to tell of what is living, by using something dead
in order to speak of the infinite” by showing the
finite. “The illusion of the infinite” is the essen-
tial concept of the “image” (2016: 37-38). The im-
age plasticity, according to Tarkovsky, does not re-
sult from its depth, the shadows, colours, the soft
or close-up focus, but rather from the feeling of
movement through time. Time is sculptured in the
same manner as the movement in the works of the
great masters of the renaissance, which is a poetic
gesture per se’, a process which irreversibly consti-
tutes the infinite nature of the artistic essence.

Cross-media (film, painting and novel)

Balazs sees the similarity in the composition
between the film and the painting in the procedure
of “cut-off” and application of “the close-up fram-
ing”, which he considers to be original and ex-
tremely creative (1952: 47). The close-up framing
can create the effect of change of the scene with-
out movement, the person being framed is extract-
ed from his/her space, from the surrounding and as
an immovable object may often be the “last frame”
of one and the “first frame” of another scene. In
the “sound movies”, the effect of moving from
one to another scene is amplified by change of the
sound from one scene to another, in which there is
a close-up frame (Balazs, 1952: 150).
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The depth of the field is achieved through an
illusionistic method, which includes the sharpness
of the image, which is achieved with the effects of
grade of sharpness and soft focus in the painting
(Bazin, 2005: 33-37). In the film this technique de-
pends on the entry of light in the lens and the focal
depth, with which a larger or smaller degree of im-
age sharpening is achieved (Aumont et al., 1992:
21). The techniques used by Leonardo da Vinci to
achieve clear images of the close and vagueness
of the distant objects are used in the film some-
times with contrary (yet, still an expressive) intent,
i.e. with shadowing of the close objects in order
to achieve sharp focus and a clear and sharp im-
age in the depth of the presentation (Aumont et al.,
1992: 21-22). The focus in the depth of the field
is the largest when the lens opening is narrow, i.e.
when the distance to the focal point is the smallest
(Aumont et al., 1992: 22). The plastic rhythms of
the film image are the result of organization in the
frame or they depend of its division with regard to
the light intensity, the colors or any other composi-
tion factor. Such plasticity could be compared with
the painting as the closest association (Aumont et
al., 1992: 51).

In the painting (and drawing) the perspec-
tive scheme is created through the parallel lines
that come together in the point of vanishing and
in the point of view, which corresponds with the
image seen by the eye of the painter (Aumont et
al., 1992: 20). In the film technique, the camera
precisely reconstructs this method, but with cer-
tain difference which emphasizes the essential du-
alities when we speak about dialectics of the view
or as called in the more modern theories the point
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of view. According to Roland Bart, the point of
view can be the same with the “donor of the nar-
ration” (person-author, all-knowing narrator, lim-
ited narration) (1983: 281-282). According to Ed-
ward Branigan, the point of view covers the time,
place and person (1984: 15) or the point of view
is transferred to belong to a larger social group.
The point of view can also be the presented po-
sition with regard to the spatial positioning of the
viewer, a perspective that describes certain situa-
tion of the discourse and dialectical power to influ-
ence the narration (Gaudreault and Jost, 2004: 48).
The presentation in the film presupposes a subject
who is watching and a subject whose point of view
(Balaz, 1978: 89-90) is privileged (Aumont et al.,
1992: 21), similarly to the claim of Roland Bart for
the model of a donor of the narration, as the one
limiting the field of vision, as if each of the charac-
ters is a sender of the narration (1983: 281).

In the film discourse, the close-up can cause
change of the scene without movement (for e.g.
S. Eisenstein - Battleship Potemkin [1925]; Strike
[1925]), in the same diegetic frame, whose entire-
ty is often achieved by stretching of the sound (an-
ticipation or past action) from one frame to anoth-
er (Balazs, 1952: 150). The role of the close-up
frame vis-a-vis the esthetic experience is not only
descriptive (micro-dramatic) and is not only sup-
port to the sound (vocal) narration, but it can often
be formative for the object of hearing, thus widen-
ing the semantic coverage of the visual field (Bala-
zs, 1952: 210).

Introduction to the spatial components of paint-
ing (visual and semantic), as well as aspects of di-
recting the viewer to individually portrayed char-

acters (eg. Leonardo da Vinci, The Virgin of the
Rocks, 1483—1486) has its parallels in the novel /d-
iot by Fyodor Dostoevsky. The transmission of the
author’s point of view as perception (painting) and
cognition (novel) goes through the procedures of
gradualism, slow introduction of the viewer/read-
er that ends with the close-up portraiture of the
characters (and objects, the setting) in Dostoevsky.
Da Vinci introduces the techniques of atmospher-
ic perspective, sfumato, chiaroscuro, while Dosto-
evsky overlaps the point of view and the narrator’s
voice in one narrative instance. The fact that Dos-
toevsky identifies with the main character in the
novel — Prince Myshkin, and that the novel in its
original version was published serially in the mag-
azine The Russian Messenger in 1868/69 is not un-
known. The described scenes exist and exist in the
overall narrative as separate parts, as elements of
a more complete narrative composition, just as the
characters exist in Da Vinci. The loss of contours,
the fluidity of the narrative flow is represented in
both examples. According to Seymour Chatman’s
theoretical reading of the narrative structure, the
point of view is “the physical place or ideological
situation or practical life-orientation to which nar-
rative events stand in relation”, while “the voice
refers to the speech or other overt means through
which events and exists” are communicated to the
audience” (Chatman, 1978: 153). In the example of
the novel, the way the narrator’s voice is manifest-
ed, shows that he is not outside (somewhere in the
discourse) but inside, in the story (Chatman, 1978:
154) in the case where the narrator character and
the writer author overlap. Starting with a descrip-
tion of the character and the action he performs:
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“An old peasant woman opened the door;
she was busy lighting the ‘samovar’ in a
tiny kitchen”, the narrator continues with
describing the objects in details: “On the table
was an end of candle in an iron candlestick,
and a half-bottle of vodka, nearly finished”
(Dostojevski, 1983: 82-83).

Entering the next room, it is followed by an
overlap of the point of view and the narrator’s
voice saying:

“This was still smaller than the other, so
cramped that I could scarcely turn round,; a
narrow single bed at one side took up nearly
all the room. Besides the bed there were only
three common chairs, and a wretched old
kitchen-table standing before a small sofa. [...]
One could hardly squeeze through between
the table and the bed. On the table, as in the
other room, burned a tallow candle-end in an
iron candlestick,; and on the bed there whined
a baby of scarcely three weeks old. A pale-
looking woman was dressing the child... [...]
On the table along with these things were a
few old bits of black bread, and some tea in
a pot. From under the bed there protruded
an open portmanteau full of bundles of rags”
(Dostojevski, 1983: 82-83).

Conclusion

According to Noél Burch, each image project-
ed on the flat surface of the screen is equally pres-
ent before the eye of the viewer (1981: 33). The
film image as painting works of art, i.e. the man-
ner of viewing the film frame as a total compo-
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sition (Monahan and Barsam, 2016: 196) can be
compared to the total experience of the painted
canvases in the art of painting. The close-up in the
film art enables a special plasticity of the image,
while the editing gives the special place of the ar-
ticulations between the frames, as a function of the
“composition”, creating in this manner a structur-
al frame which is “able to incorporate the formal
elements” (Burch, 1981: 35). On the other hand,
in the paintings that express the reality (mimetical-
ly), the perception of the painting sequences dif-
fers, as the action is memorized (or imaginary?)
that happened before the eyes of the viewer (the
artist) and as such it imposes contextual presump-
tions (historically, poetic or narrative readings), i.e.
certain connotation sign (a title or other text related
to the work of art) that would enable the appropri-
ate reading. Therefore, the structural pauses (in the
film) and the structural voids (in the painting) are
transformed into semantic spaces generating a po-
tential meaning. The difference in the time of per-
ception is different of course, in the film (the mov-
ing) picture is accompanied with certain duration,
while in the painting and the photography the time
is immobilized and the movement is presupposed
as part of a larger scenic action and belongs to the
prolonged implication of the viewer’s imagination.
The scenic nature of the spatial presentation in the
painting depends of several different parameters,
above all, of compositional character, of the selec-
tion of the point of view, which can be equalized
with the artist’s imagination, the selection (Metz,
1982: 195) and grouping of elements in the framed
space, the suggestion of movement by the instru-
ments for shortening, which also derive from the
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rules of the perspective. While in the area of the
film and the photography the scenes depend on the
framing, the point of view, the movement, as well
as on the relations that one frame has with the oth-
ers in the sequence, the rhythm, the duration of the
presentation (Aumont et al., 1992: 27). Apart from
its esthetic value, the meaning of the close-up is di-

dactic, such as it can reproduce contexts of mean-
ing with regard to the discourse setting. It is not
merely a different angle of viewing, but rather a
different thinking with respect to the “manner of
viewing” the narratives (or the reality) and their
visual presentation. The artistic, visual, painting,
technical tool is in function of the act of viewing.
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Haraau PajunnoBcka IlaBiecka

Kpynuuor njian kako KpocMeanjajJHa qujaIeKTHKA
(Pe3ume)

TeopeTckute pacupaBu OKOJIy MOTEKIOTO HA METOAUTE HA KPYITHHOT IUIaH KaKo CIenu(UIHO KHHeMaTorpad-
CKO M3Pa3HO CPEACTBO Cyreprpaar JieKka IPUKaKyBameTo ONOIMCKY MMa MOIINPOKa IPHMEHA O] Taa BO (GHIMCKaTa
npoxaykiuja. Criopesn jyrocioBeHCKo-aMepuKaHCKHOT pexkncep CrnaBko Bopxamuk (CiaBko Bopkarmmh), ekcnept
BO obOracrTa Ha ,,KpeaTHBHATa MOHTa)ka™ M CIMKAp TI0 BOKaIlHja, TOOIIKYBAmbETO, TPUOIIKYBAKHETO U CICICTBEHO
— 3roJIeMyBambETO, HEMaaT MCTa MM SHAKBA YIIOTa CO AMjaleKTHYKHOT IMOTSHIHMjall Ha OJIMCKOTO KaJpupame. Me-
TOZUTE Ha KPYUHUOW 1i1aH UMAaT KOPEHH BO TPAJAULNOHAIHUTE H3pa3HH (OPMHU Ha yMETHOCTA, KaKo IITO ce (OTo-
rpadujaTta U CIMKapCTBOTO, JOACKA, ITaK, HUBHATA TeHEaJoTHja MOXE J]a Ce CIIeAN C¢ 10 ,,APAMCKOTO , OITHOCHO 10
Teatapckute TexHukH. Criopen ¢pmimckrot teoperndap Ceprej Ejzenmraju (Cepreit MuxainoBud Di3eHIITEHH)
WHAWBHIYATHUTE YMETHOCTH ,,KOHBEpTHpaatr  BO KHHEMaTorpadujara mpexy ,,MeTOIOT Ha JIyma“, MpeKy Koj Joara
JI0 M3pa3 CeKoja MHAMBHUIyalHa KapaKTepUCTHKA Ha Pa3MYHATE YMETHUYKHU JTUCHHUIUINHY, a 3aIHUYKHOT METO,
KaKo 3aeJHUYKO CBOjCTBO, C€ CMeTa 3a (yHAaMEHTAJICH Kaj CHTe YMETHOCTH. YIOTpebaTa Ha KPYIHHUOT IIJIaH BO
Pa3IMYHU TBOPEYKH KOHTEKCTH OeJekH KPOCMEIMjaIHOCT Ha MOCTAalKaTa, IPeKy Koja ce MEHyBa OHTOJIOLIKATa
CTPYKTypa Ha CEKOj YMETHHYKH MEIUYM COOIBETHO. AHAINTHYKATa BTEMEJICHOCT Ha OBa UCTpaxkyBame ordaka
Manupame Ha AUjaJeKTHIKaTa KpOCMEIHjaTHOCT Ha METOINTE Ha KPYITHUOT IIaH IPEeKy enadoparnija Ha TEOPUCKH
aQHAJIM3H U PUMEPH O IPAKTHYHN MaHU(ECTALMH BO PA3IMYHHU KPEaTHBHHU OOJACTH.

Kayunu 360poBu: kpyneH 1ias, gpororpaduja, poroapama, CIMKapcTBo, GUIM, pOMaH
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Intercultural communities are communities of
interrelated cultures that share certain geographi-
cal, linguistic, geo-political, or other characteris-
tics marking a step forward from national litera-
tures to the conceptualization of the world litera-
ture (Duri§in, Dionyz). Within the Slavic commu-
nity, the different national literatures are engaged
in a constant dialog by interchanging their creative
ideas, mutual translation and reception of scholar-
ly work and literature.

The intercultural relations across Slavic peo-
ples vibrate between two extreme forms, described
by the French comparativist Daniel-Henri Pageaux
(Pageaux, 1994) as the so-called “phobias” and
“philias”. At the same time, they are strongly in-
fluenced by one unifying stream, which under
the mask of the prefix “pan“ (here it means pan-

Slavism, an ideological project conceptualized few
centuries ago), appears as a cruel arbiter in posi-
tioning and giving appropriate or inappropriate
place and attention to cultures, nations/peoples, or
ethnicities belonging to the Slavic circle.

The contacts across Slavic cultures are not im-
mune to negativity. The form of “philia”, as a real
intercultural dialogic relation in the pursuit of mu-
tual respect, tolerance, understanding and getting
to know each other better, is still a desirable form
of relation to which more or less, all the Slavic cul-
tures aspire. Throughout history, Slavism has been
a favourite subject of rethinking, especially in Rus-
sian mysticism and philosophy of the nineteenth
century, wrapped up under the veil of specific Slav-
ic messianism as an opposition to the rational Eu-
ropean culture. Small Slavic nations, who devel-
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oped their national Renaissance in the nineteenth
century, attached fondly to the idea of Slavism
as a community for practical reasons. In the 19*
century, Slavophilia was a mechanism of defence
against non-Slavic cultural influences. For the
South-Slavic nations, it was a way of practical re-
sistance against the long-lasting Ottoman Empire.
Withing the general cultural and historical frame-
work of Eurocentrism, the concept of Slavism is
often regarded or even identified with the idea of
barbarism.

Today, after the fall of the larger states — the
concept of Slavic unities, the rethinking, under-
standing, and the perception of the Slavic commu-
nity takes on new dimensions. Slavs are the largest
European ethnolinguistic group. They have specif-
ic national and cultural identities. However, there
seems to be a trend of hiding and holding back their
Slavism. The growing interest in Slavism seems to
have begun and stopped at the level of ethnology
and folklore. The concept of Slavism in Macedo-
nian literature and culture has been received with
a grain of salt and ambivalence: on the one hand,
it is an image of the Other, of something unfamil-
iar, strange and foreign, and on the other hand, it is
an image of the Self, of one” own origin and iden-
tity. And this ambiguity makes it a complex phe-
nomenon. It connects the outside with the inside; it
moves towards the Other and the Self. It looks in-
wards, to the “room of one’s own” and yet it looks
up to someone else’s dwelling space. Macedonian
culture within the framework of the imagined Slav-
ic community (both political and cultural) has a pe-
ripheral and marginal position.

22

In this context, we can relate to the concept of
“subaltern” identities, born in the theoretical dis-
course of Gayatri Chakravorty Spivak, implying
the ex-communication from the socio-economic
recourses and social exclusion by the powerful en-
tities of certain cultures. The subalternity is relat-
ed to the colonized peoples, states and ethnicities
(in one way or another: economic, political, cultur-
al, etc.). Within the Slavic context, one of the main
features of the so-called “subaltern” identities can
be identified in the case of the Macedonian cul-
ture, which has been continually colonized in the
past, whereas today is in a constant rivalry with its
neighbouring cultures.

Over the past few decades, the Slavic intercul-
tural community has changed tremendously, and
the position of the Macedonian culture has been
quite unstable, sometimes enhanced, sometimes
slightly neglected or even ignored. Intercultural re-
lations vary in intensity in different historical pe-
riods and socio-cultural contexts. Moreover, the
reception of other Slavic literatures in Macedo-
nian culture has had its high and low points, and
there have been periods of a total break in com-
munication.

The current state of Macedonian culture with-
in the Slavic intercultural community framework is
rather disputable for many reasons. There are sev-
eral controversies with regard to her unfavoura-
ble position in the contemporary globalized world,
which are not only matters of cultural exchange,
mutual acquaintance and understanding but raise
subtle questions of language and national identity,
recognition and sustainability.
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In the twentieth and twenty-first centuries the
world has been witnessing war conflicts among
Slavic peoples. So, the myth of the brotherhood
of the Slavic peoples has been seriously brought
into question. The nineteen-century project of Pan-
Slavism with all its negative connotations is being
revitalized again under the veil of politics and clev-
er manipulations. The division gap between Slav-
ic cultures is getting deeper and deeper, and in-
stead of intercultural communication for mutual
advancement the Slavic world is divided into dom-
inant and marginalized cultures. Over the last few
decades, Macedonian culture has been undoubted-
ly in the latter group.

The cultural marginalization is vivid in the ac-
ademic centers worldwide, especially at the de-
partments of Slavic studies, where Macedonian
language and literature are often seen as marginal
subjects within the curriculum. Universities with a
long tradition of offering undergraduate and post-
graduate studies in Slavic languages and literatures
are usually moderated by two types of contextual-
ization, which are de facto the two types of com-
parative research of the Macedonian culture: one
within the wider Slavic community framework and
the other one within the South Slavic community
framework. Nevertheless, both concepts of unifi-
cation have proved to be controversial and shaped
by political events and beliefs at certain moments
in history. Furthermore, engagement in academic
and research practice is heavily dependent on fi-
nancial sources, especially the practise of literary
translation, which is crucial for intercultural com-
munication and which, according to many compar-

atists, is the primary focus of research in compar-
ative literature.

Throughout history and especially nowadays,
the controversial syndrome of “neighbouring Slav-
ic ethnicities” has been slowly taking shape. The
overlapping subjects of the cultural heritage and
history of several neighbouring Slavic countries
and ethnicities (especially those formerly exist-
ing within the same states or federations that lat-
er collapsed) have provoked many misunderstand-
ings, negative sentiments and even bitter conflicts.
This kind of animosity between the Macedonian
and Bulgarian cultures developed and took root
throughout the society of the 19" and 20" centuries,
which has recently culminated with the Bulgarian
obstruction to the accession of North Macedonia to
the European Union. Drawing strong support from
its scientific institutions, Bulgaria invoked its veto
power on negotiations with would-be members to
block North Macedonia’s candidacy based on cul-
tural grounds by questioning the Macedonian lan-
guage and the history of North Macedonia (includ-
ing its literary history too). The intercultural com-
munication between Bulgaria and North Macedo-
nia has never been satisfactory, especially in aca-
demia but mostly at Slavistics congresses and con-
ferences, and in the departments of Slavic studies,
where both sides tend to ignore each other. Most
of the significant comparative studies of both cul-
tures have been provided by foreigners. In the long
history of Macedonian comparative studies, only
a small number of cooperation projects have been
carried out between the Macedonian and Bulgari-
an national academies of sciences and arts (but not
without causing some problems). Both sides have
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taken uncompromising attitudes to the controver-
sial subject of medieval studies, where Macedoni-
an and Bulgarian scholars keep completely diver-
gent perspectives. The most prominent figures of
the national canon of Macedonian literature have
also been appropriated by Bulgarian literary histo-
ry, including the folklorist and ethnographic mate-
rials collected during the National Revival period.

Comparative literature has solved similar
problems in many other neighbouring Slavic and
non-Slavic countries by introducing the concept of
double belonging (bi-lingual) or multiple belong-
ing of authors whose literary achievements have
a leading role in the development of two or more
different cultural systems. But the problem arising
from the Bulgarian academic stance is that they
reject the existence of Macedonian literary histo-
ry accusing North Macedonia that the Macedo-
nian language is not a separate language but a di-
alect of the Bulgarian language. This falsification
of history might lead to dangerous consequences
and cause an absurd cultural genocide (a “disap-
pearance” of the Macedonian national culture) in
the 21 century under the flag of good neighbour-
ly intentions. It is indicative that this political and
cultural pressure activates acts as a policy of revi-
sionism at a moment when a new form of political
community is being built — the integration in the
EU on a cultural level under the slogan “unity in
diversity”. The concept of the cultural communi-
ty once again creates (as it has done many times in
the past) the opportunity to question the identity of
weaker entities by cultures maintaining their dom-
inant hegemonic and superior position.
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In such a constellation, the comparative re-
search of Slavic cultures in North Macedonia in-
creases in value and significance by offering the
Macedonian culture a chance to maintain and af-
firm its own identity. The communities in literary
research vibrate between two tendencies — univer-
sality (similarity) and diversity. In the process of
harmonization of these tendencies, some contro-
versies may occur due to the aforementioned (di-
vergent) approaches. For this reason, the concepts
of intercultural communities in comparative lit-
erature are always pluralia tantum: Slavic litera-
ture(s), European literature(s), South-Slavic or Ju-
goslav literature(s), Balkan literature(s), Mediter-
ranean literature(s), etc. These communities are
dynamic and changeable, exploring a variety of
different aspects of rethinking literature and cul-
ture both inter- and cross-nationally. In one of the
most important books that deal with the ethical as-
pects of literary research, Tobin Siebers claims that
“the heart of ethics is the desire for community”
(Siebers, 1988: 202). The concept of World litera-
ture could also be perceived as a variation of this
desire. However, in working towards the goal of
this desire, it is vital not to lose the potential of di-
versity and pay tribute to all the different variations
of cultural identities.

The culture of the Slavic peoples has contrib-
uted a lot to common European values throughout
history. History remembers the 9"-century great
mission of the Slavic educators Cyril and Methodi-
us — a mission that had a tremendous cultural mean-
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ing; the medieval tradition of Slavic writing and
the great Byzantine art; the Bogomil movement —
the early anticipation of European reformation, and
folklore, popularized during the Romantic period.
The comparative approach in the research of the
Slavic intercultural community remains to be one
of the principal techniques in analysing the most
contradictory and provocative communities with
strong but, at the same time, fragile links. The Bal-
kan region also served the role of an enlighten-
ment centre. However, after their anonymous po-
sition under the reign of the Ottoman Empire, the
Balkan cultures had to make great efforts to re-es-
tablish the interrupted connections with the Euro-
pean matrix.

The entire history of the development of hu-
man culture is not only about the history of the cre-
ation of new cultures but also the discovery and
preservation of old cultural values (Lihachov/
JIuxauoB 1972: 425-426). Generally speaking, one
of the tasks of the history of literature and culture
is the skill to patiently penetrate the aesthetic sys-
tems and social ideas of the past and present. The
genesis of Slavic literary traditions leads us to the
great mission of the Slavic educators Cyril and
Methodius in the 9th century, whose work made an
enormous contribution to civilization in laying the
foundations of the Slavic civilization and culture.

One must also emphasize the specificity of the
medieval Slavic literary traditions and the necessi-
ty of being considered in broader cultural and so-
cial contexts: within the Byzantine-Slavic context,
the context of the All-Slavic Cyril and Methodi-
us literary tradition or within the context of the

spiritual and literary coexistence between Eastern
and Western cultural traditions (Jakimovska To-
shikj/JakumoBcka-Tommk 2017:246). At the same
time, in the genesis and development of these in-
tercultural relations among the various Slavic cul-
tures, the transplantation of the Byzantine litera-
ture stands out “like a plant that changes and grows
under various climatic influences, adapting to new
natural conditions”. And this plant continues to
live a new hybrid life in each Slavic literary envi-
ronment! But at the same time, the periodization
and the complexity of the relations among the me-
dieval East Slavic, West Slavic and South Slavic
languages and literatures are perceived as one sys-
tem in terms of their structures despite having un-
derlined differences on the linguistic, textual and
cultural planes. The treatment of all these complex
relationships among the various Slavic cultures be-
comes even more complicated because the scholar-
ly research studies examine the ethnic map of Eu-
rope from the 9th to 14th centuries through the lens
of the 20th and 21st centuries’ standpoint.
Therefore, we would like to address some con-
troversies that have been stirred up in the inter-
cultural relations between two specific Slavic na-
tions (in this case, the Macedonian and the Bulgar-
ian), especially with regard to the appropriation of
the cultural benefits from the Middle Ages (from
9th to 18th century) and the period of the Revival
(during the 18th and 19th centuries). Thus, we re-
mind you that today, in the third decade of the 21st
century, attacks and controversies are taking place
as contained in the Memorandum sent by the Bul-
garian Parliament to the headquarters of the Eu-
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ropean Union in Brussels' (September 17, 2020)
against the right of the Macedonian people to use
their Macedonian language. The language is the
foundation of the attribution of national identity,
which is a position expressed in many other an-
nouncements and proclamations issued by the Bul-
garian Academy of Sciences (BAN) and other rel-
evant stakeholders of Bulgarian society: the Parlia-
ment, the Government, and other governing bod-
ies. In doing so, we are reminded of the cosmopol-
itanism proclaimed in the role of the Saints Cyril
and Methodius in establishing the Old Slavic lan-
guage as equal and standardized in Europe as ear-
ly as the 9th century. Their noble mission is an ac-
knowledged world benefit, which in modern Eu-
rope unites many nations through the attributes of
Slavic literacy and culture. This benefit is equal-
ly wvital to all Slavic peoples, including Macedoni-
an and Bulgarian. Furthermore, as a second con-
troversy, we underline the complexity of drawing
the line of demarcation of literary and cultural re-
lations and national idiosyncrasies perceived in
almost all histories of the medieval literatures of
the Slavic peoples. Regrettably, we have to point
out that in many volumes, the editors either over-
looked or leaned towards another national culture

1

or even stayed silent about the specific identifica-
tion of the Macedonian medieval literature. They
unjustifiably attached all these distinct phenome-
na and developing processes to either Bulgarian or
Serbian literature.

In this manner, the latest state, church and
national contradictions seem to be mechanical-
ly transferred to the medieval period when inde-
pendent Slavic nationalities and a separate Slavic
civilizational consciousness were formed and de-
veloped, and when the ties between the various
Slavic peoples were still strong that according to
St. Clement of Ohrid, there was one “multi-trib-
al Slavic people”. Thus, languages have their own
spatial and temporal dimension of a specific indi-
vidual development, and one can speak of a space-
time and language-dialect continuum (Kocarev/
Komapes 2020: 11). Furthermore, linguistic ho-
mogenization is considered one of the primary
mechanisms in building national communities.

In this context, it is vital to critically and com-
paratively determine and trace the continuities
in literary creation and the connections and con-
tacts between the different national literatures. Of
course, it is also crucial to underline the authentic
input emphasizing their identity, separating them

The Republic of Bulgaria submitted a Memorandum to the EU members in Brussels under the title “Explanatory Memoran-

dum on the relationship of the Republic of Bulgaria with the Republic of North Macedonia in the context of the EU enlarge-
ment and Association and Stabilization Process” requesting the EU to make the Treaty on friendship, good neighbourliness
and cooperation agreement part of the framework for negotiations with R N Macedonia. With this Memorandum, the Re-
public of Bulgaria contests the Macedonian language and national identity. (Retrieved from https:/frontline.mk/2020/09/17/
celiot-dokument-od-bugarskiot-memorandum). In this direction, the French proposal of the EU enlargement (2022) is also
controversial because France proposed that the Republic of Macedonia should include the Bulgarians as a constituent people
in the Preamble to the Macedonian Constitution and that the progress in the implementation of the Treaty on friendship, good
neighbourliness and cooperation agreement from 2017 should become part of the Negotiation Framework. These proposals
will be difficult to implement because there is a preferential and not principled attitude towards EU members.
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individually, and the developmental integrity of
each national literature by including the Macedo-
nian literature with its literary development, conti-
nuity and specificity. The continuity of the Mace-
donian literary-historical development, from the
aspect of medieval literature, can be traced in sev-
eral founding areas: 1. through the continuity of
literary-creative processes in the early Christian,
medieval and Renaissance periods; 2. through the
Cyril and Methodius Slavic tradition; 3. through
the Macedonian medieval and Renaissance litera-
ture; 4. through insights into Macedonian literary
history and Macedonian cultural-historical iden-
tity within the framework of the Slavic-Byzan-
tine Christian civilization and culture (Jakimov-
ska-Toshic/JakumoBcka-Tomuk 2017:249).

In this way, through historiographical, socio-
logical and cultural introspections and by adopting
a modern methodological approach by the Mace-
donian scientific institutions, we can trace the cen-
turies-old continuity of the Macedonian literary
history, including the period of the Revival. Fur-
thermore, in this dynamic intersection, we can also
follow the relation between cultural history and lit-
erary history, as seen from the aspect of the con-
temporary flows of a social, spiritual, and cultur-
al way of living in a continuous sequence and cor-
relation to history and the historical.

We can firmly say that the Macedonian me-
dieval and revivalist literature evolved during a
ten-century-long period of creative intensity by
developing its specific features in the domain of
language, textology (text linguistics), genre pref-
erences, affirmation of scriptoriums and the many
literary circles of Ohrid.

In addition according to 1. Velev, “No modern
nation nor modern national culture can claim to be
the sole heir of the global cultural-historical cre-
ative experiences because they have civilization-
al benefits and from their source (Byzantine/Cyri-
lomethodian) flow all the individual founding tra-
ditions. Macedonian literary history shares the
same essence, character and specificity with the
local and global cultural-historical processes that
took place over the centuries within the Macedo-
nian geographical and ethnic space but also more
broadly in Southeast Europe” (Velev/Benes 2014:
14). Within this historical context, the Macedonian
literary production was not exclusively shaped by
the global creative processes and contacts. At the
same time, it was actively involved in the creative
processes by developing its own identity, which re-
sulted from its literary tradition.

Hence, we would like to emphasize that the ex-
ploration or presentation of the literary-historical
processes developed on the territory of Macedonia
continues to be a complex process that implies es-
tablishing a certain kind of national framework in
the literary production of the different periods in
history. The absence of a sense of obligation for
such complex research studies in our country, in
the historiographical science of the neighbouring
countries and Slavic studies in general, has often
led literary historians to trace the Macedonian lit-
erary-historical development through partial peri-
odic frameworks or in the composition of other,
mainly the national cultures of our neighbours.

What we consider to be a matter of impor-
tance and in the spirit of the aims of this research is
shedding light on the question of providing further
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proof and support for the positions of the Mace-
donian literary science and its historiography cur-
rently taking place in numerous scientific debates
on the European scene. Unfortunately, this ques-
tion is again facing a crisis and we would like to
draw your attention to supporting the specific cul-
tural and creative identity of the processes tak-
ing place on Macedonian soil, as explored by the
great scientific names of V. Jagi¢, V. Moshin, F.
Vaclav Maresh, G. A. Ilynsky, Sergey Troitsky, B.
Koneski, D. Bogdanovi¢, Z. Ribarova, V. Despo-
dova, Vjekoslav Stefani¢, Edward Hercigonja, Jo-
sip Hamm and others (Crvenkovska/l[pBeHKoBCKa
2014: 67-76).

For the reasons stated above, we emphasize
that in the intercultural relations of the neighbour-
ing cultural worlds recognizing the shared aes-
thetic and literary features is as important as dis-
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Coma Crojmencka-Enzecep
Maja JakumoBcka-Tomuk

KoHTpoBep3uTe Ha CJI0BEHCKOTO HHTEPKYJITYPHO 32€IHHIITBO BO
MHHATOTO ¥ BO CEramHoCTa
(Pe3ume)

bBajkaHCKHOT apeas € MoJiesl Ha MHTePKYJATYpeH KOMIICHIMYM BO KOj € 3a4yBaHa eBpOIICKaTa MEMOpHja U KOj
U JICHEC Y4eCTBYBa BO COBPEMEHHTE €BPOIICKH KYATypHH TeKoBH. [loceOeH cerMeHT MpeTcraByBa CIOBEHCKHOT
CIUIET Ha KYJITYPH KOj ()yHKIIMOHUpA KaKO €HO MHTEPKYJITYPHO 3aeHHUIITBO (TEOPETCKH TEPMHH Ha CIOBAYKHUOT
xommaparuct Juonns I'ypuims) 1 MMa HEOIMUHIIMBA BAKHOCT BO IPAJCHbETO HA EBPOIICKATA KY/ITYPHA MATPHIIA.

CJIOBEHCKOTO 3a€IHUILITBO € MPOMEHJIMBO U JIMHAMHUYHO, a MO3HIIMjaTa Ha MaKeJOHCKaTa KyJlITypa BO HErOBU
paMKy Kako 0ajKaHCKa M CIOBEHCKA € KOMIUIEKCHA, HEKOTalll MOTeHI[MpaHa, HO HeKoraml OJiaro moTHCHYBaHa MK
Jqypu urHopupasa. KomnaparnBHHOT npucTan nma noce0HO 3HaueHhe BO TOJIKYBAHhETO Ha CIIOBEHCKOTO MHTEPKYII-
TYPHO 3a€/IHUIITBO, KO€ BO ce0e KpHe KOHTPAJMKTOPHOCTH IOPAJIN CUIIHUTE 3a6MHH BPCKH, KOM BO UCTO BPEeMe ce
paHJIMBH 110/ BlIMjaHHUE HA JTHEBHO-IIOJIMTHYKHUTE IPUTHCOLIH.

3aroa noTceryBamMe Ha MUCHjaTa Ha CIOBEHCKUTE npocBerutenn Kupuin u Meroauj on 9. Bek, koja uMa or-
POMHO KyJITYpHO 3Ha4eme. [10Toa, Ha BU3aHTHCKaTa yMETHOCT, clieli(uyHara CJIOBEHCKA MUIlIaHa CPEJTHOBEKOBHA
Tpajuirja, OOTOMHIICKOTO JIBUIKEHH-C KaKo paHa aHTUIMIIAIM]ja Ha eBpoIicKara pedopmalirja u Ha (GoIKIopoT mnpe-
paboTyBaH U NOMyJapU3UpaH BO BPEMETO HAa POMAHTU3MOT. AKO To morieqHeme J1esioto Ha cB. Kupun u Mertoyj
O]l JICHEIlIHA MePCIIeKTHBa, MOXE J1a 3aKJIy4ylMe JIeKa HUBHUTE CTABOBH, UJICH U IOCTUTHYBAHETO HA LEIUTE CO
JUILUIOMATCKH CPEACTBa, Banuaau moBeke ox 1.100 roguHu, Bo cBojaTa OasnuHa (hopMa MOKAT J1a ja MpPeTCTaByBa-
aT eKCIaH3Wjara W 3ae/IHUYKara Mepleniija Ha BPeJHOCTUTE U [IMBUIIM3AIMCKUTE IOCTUTHYBabha Ha JICHEITHUTE
€BPOIICKHU HAIHH.

Kay4unu 360poBH: CIIOBEHCKO HHTEPKYIITYPHO 3a€JHUIITBO, MAaKEIOHCKA KYJITYpa, KyJITypHA MaprUHaIU3aIHja, CB.
Kupun nu Metoauj, eBporicka KyaTypHa MEMOpH]ja
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Hesen Pagnuecku

VJIK 316.722(497.1)
Review article / Ilpeinegen nayuen iipyg

COIMMJAIUCTHYKOTO JYTOCJIOBEHCTBO:
MEI'Y HAIIMOHAJTHOTO U HAJTHAIIMOHAJTHOTO

K.]'Iy‘-IHl/[ 360[_)031/[: HUICHTUTCT, KYJITypHA NOJIMTUKA, HAlIMOHAJIHA ITOJIMTUKA, COL[I/IjaJ'II/IBaM, jyI‘OCJ’IOBeH-

CTBO

U nokpaj Toa mTo jyrocioBeHCTBOTO KaKO Ha-
[MOHAJIHA WJIeja HAJueCTO Ce MOBP3yBa CO HIIHP-
CKOTO JIBM)KE€H-€ BO MpBara nojioBuHa Ha XIX Bek,
1 1oceOHO CO aCMMMJIALMOHATA MOJUTHKA CIIPO-
BeayBaHa Bo Kpancrsoro Ha Cpbure, XpBarute u
Crosenuute (1918 — 1929), onnocuno Kpancreorto
Jyrocnasuja (1929 — 1941), Toa Bo moau3MeHeTa
(dopMa 1 BO NMOWHAKBYU yCJIOBU HAWIILUIO Ha M3BEC-
Ha TIOJIPINKA U BO aBHOjCKa Jyrociasuja.

Bo Texor mHa Bropara cercka BojHa, Komy-
HUCTHYKaTa maptuja Ha Jyrocmasuja (KIIJ — Bo
1952 roguna nmeTo Ha mapTujara OUII0 MPOMEHETO
Bo Cojy3 Ha komyHuCcTH Ha Jyrocnasuja — CKJ) yc-
reasa Jia ce MOCTaBU KaKo TNIABEH OPraHu3aTrop Ha
aHTU(AIINCTUYKUOT OTIOP HAa IPOCTOPOT Ha IO-
panemHoTo Kpancto Jyrocnasuja. KomyHuctid-
KaTa maprtuja Ha JyrociaBsuja, UCTO Taka, ce u300-
puiia 3a 00eArHYyBauKka yjaora BO HapOJHOOCI000-
JUTEITHOTO JBIJKEHE CO MpoNarupame Ha Mmapo-
jaTa 3a ,,0parcTBO W €AMHCTBO ™ Mel'y HAPOIUTE U

HAIMOHAJTHUTE MAJIUHCTBA BO JyrociaBuja, Kako
U CO BETyBamara 3a COlLlMjaJiHa M 33 HAIlMOHAJHA
€/IHaKBOCT, 3a pellaBarbe¢ Ha HAMOHATHHUTE IIpa-
mama W 3a CIPOBEAYBamhe MPaBeIHO €KOHOMCKO
ypeayBame. 3a yCIelHOCTa Ha TaKBaTa MOJIMTHKA
Ha KI1J, oqHOCHO Ha HEj3UHOTO PAKOBOACTBO, CBE-
JIOYM OA3UBOT M MOAJIPIIKATA HA TOJIEM JIeJT Of Ha-
CEJICHHETO Koe ce BKIy4HJo Bo HapomHoocnobo-
JIUTETHATA U aHTU(AITICTHYKA BOjHA.

ITo ocnmobomxyBamero, KIIJ Habp3o ce HameT-
HaJla KaKko €JIMHCTBEH HOCHUTEI Ha BJIaCTa BO HOBA-
Ta jyrocJIOBEHCKa JpKaBa, U HACTOjyBajKH J1a ja 3a-
LBPCTH CBOjaTa MO3MIIMja Ce IIpecMeTala co CeKoe
OTIO3HUIIUCKO JIBUKECHE, ITPH I1ITO, HEPETKO, HE OMIe
OmpaHN CpeACTBa BO OTCTPAHYBamkETO HA IIOJH-
TUYKUTE TPOTUBHUIIA U HA HEUCTOMHCIICHHUIIHUTE.

[loarajku on JTEHWHUCTHYKO-CTAITMHUCTHYKH-
T€ TEOPHUH CIIOPE]] KOU HAIUUTE OWiIe pe3yiTar Ha
KalUTATUCTHYKUTE OJHOCH, U CO Pa3BOjOT Ha CO-
[[UjaJIn3MOT HUBHOTO HCUC3HYBakhe OUJIO OIICHYBa-

31



Hegen Paguueckn: COL{AJAJIMCTHYKOTO JYTOCJIOBEHCTBO: MEI'Y HAITMUOHAJIHOTO U . . .

HO Kako Hen30eKHO, Bo noymTukara Ha KI1J na Ha-
[IMOHAJTHOTO Tpallame He My Ce MPHUIABAI0 KPYyTI-
HO 3Ha4YeHe, Kako ILITO, HA MPHUMEP, My c€ NpH-
JlaBaJio Ha KiacHoTo mpaimame (Bilandzic 1999:
229). Ce cmeTaiio jJieka (hOpPMUPAHETO HAIMOHAJI-
HU JIp>KaBH (peIyOIuKH) MPETCTaByBa yCICIIHO U
KOHEYHO pelllaBa-eé Ha HAIMOHAJHHUTE Mpaliama
U Ha MpOoOJIeMUTE BO MeTyHAIMOHAIHUTE OIHO-
cu. HuBHara moBTOpHa akTyanu3aiuja 3a BiacTa
HajuecTo NpeTcTaByBaja MaHH]ecTaluja Ha Ha-
[IMOHAJIN3aM U Ha celapaTh3aM HaCOYCHHU MPOTHB
,,0OpPaTCTBOTO W €AMHCTBOTO BO aBHOjCKa Jyrocia-
BHja, OJIHOCHO TIPOTHB caMaTa Qeaepariyja.

On ocmo0oayBameTO M PEUYHCH IO KpajoT Ha
50-TUTE roNMHU HAa MUHATHOT BEK, MOUIA00KHM aHa-
JM3M Ha Mel'yHAllMOHAIHUTE M Ha Merypemyonny-
kute onHocu Bo KIIJ Oune wm3berHyBanu mopamu
MOYKHOCTA Off pa3ropyBame Ha MeT'yHallMOHAIHATA
HETPIIEIMBOCT KaKBa IIITO MMAaJIO BO MPEIBOSHHOT
Teprol, M ToceOHO, BO TEKOT Ha Bropata cBeTcka
BojHa (Bilandzi¢ 1999: 396). Cenak, urHopupame-
TO Ha MpoOIeMUTEe BO MeryHAalMOHAIHHUTE U BO
MerypernyOInyKuTe OAHOCH HE TIPUIOHENO THE Aa
ncue3Har. Pa3snmudHnTe HUBOA HA €KOHOMCKA pas-
BHEHOCT Ha PEnyOIMKNTE U HA aBTOHOMHUTE €]~
HUIY, pA3TUYHUTE HAIIMOHAIHHU, KyJATYPHU U BEp-
cKu oOenexja Ha HUBHUTE HApOAM, KaKO U MOCTO-
€mhEeTO Ha OPOjJHU HAIIMOHAJHHM MAILMHCTBA Y€CTO
co3/1aBalie HAITHATH TOJIUTHYKU COCTOjOH.

W mokpaj JNEHWHUCTHYKO-CTAIMHUCTHYKH-
OT TIPHOJ BO OJHOC HA HAIMOHAIHOTO IIpallambe,
pakoBoactBoto Ha KIIJ He Mokerno na ro 3anema-
pu Qakror aeka Bropara cBeTcka BojHA Ha jyro-
CIIOBEHCKUTE TMPOCTOPH HMalla KapaKTepPHCTH-
KM ¥ Ha ME'yeTHHYKH CyIUp U Ha rparaHcka Boj-
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Ha (Roksandi¢ 2017: 51). [To ocnoGoxyBameTo mo-
CTOjaHO OWIJIa UCTaKHYBaHa 3aeJHUYKaTa Oopoda BO
M3BOjyBambETO Ha ModeaaTa NpoTuB QGammu3Mor. A
BO BPCKa CO OHa IITO CE€ CIIy4yBajl0O BO MHHATOTO,
suiepot Ha JyrocinoBeHckara denepaiiyja u Boaa-
YOT Ha JyTOCIIOBEHCKHUTE KOMYHHUCTH —Jocun bpo3
Tuto, BO €1leH rOBOp MCTAaKHAI JieKa Toa ,,& N3MH-
€HO CO KpBTa Ha HajnoOpuTe CHHOBU Ha CHUTE Ha-
poau Ha JyrocnaBuja, na Tpeda Ja ro CHMHEME O
nueBeH pen” (Tuto 1945: 89). Kaxo eauncTBeHa
aJTEPHATHBA TH TOCOYMII OPATCTBOTO M €IMHCTBO-
TO 6€3 KOW ,,HE MOXE J1a TIOCTOM CHJIHA M CpeKHA
JyrocnaBuja, a 6e3 cuitHa 1 cpekHa JyrociaBuja He
MOJKE J1a ITOCTOM CHJIHA U cpekHa XpBarcka, Cp-
6uja, Makenonuja, Llpua T'opa, Crnosennja, boc-
Ha u Xepuerosuna* (Mcro, 85). Bo apyra mpuro-
Jla OLIEHHJI Jieka Tpeba J1a ce pa3BHUBa COLMjaJIHC-
THYKHA TIATPUOTH3aM, a OTHOCHUTE MeEry jyrocio-
BEHCKHTE HAapOIH Ja CE pa3BUBaar BO IIPaBel] Ha ce
noAnaboKo KyATYpHO M JYXOBHO eauHCTBO (Tuto
1948: 155).

BpeMeHCKHOT nepuos o1 pacnarameTo Ha MO-
HapXHCTHUKa JyrocnaBuja, U MOKpaj BaKHUTE WC-
TOPHUCKH IIPECBPTHULM U HACTAHU CO KOM M300u-
myBan (Bropara cBeTcka BojHA, aHTH(AITUCTHIKH-
0T oTHop, GOpPMUPAKETO HA aBHOjCKa Jyrociasuja
W Ha peryOIMKUTE BO HEj3UHUOT COCTaB, NpU3Ha-
BambETO HA TIOCEOHOCTAa HAa MaKEJIOHCKHOT Hapo,
JoarambeTo Ha KOMYHHCTHTE Ha BIAacT) JIO0 BOC-
[IOCTAaBYBabETO HOBO, COLMJAIMCTHUYKO JIpKaB-
HO ypenyBame He Oomn gonr. M Tuto u moronemu-
OT €T Ofl MOJUTHUYKOTO PAKOBOJCTBO Omie cBec-
HU 32 HEYCIIEXOT U 38 HETaTUBHUTE MOCICANLHU O
CIPOBEIYBamHETO HAa WHTETPATHOTO jYTOCIOBEH-
ctBO BO KpasncrBoro Jyrocnasuja, Kako U 3a HEro-
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BaTa CIPOTUBHOCT CO 3aJI0KOUTE HA KOMYHUCTHUTE
3a HaIMOHAJIHA paMHOIMpaBHOCT (uaejaTta 3a dhop-
MUpame jYyrocjIOBeHCKAa Halldja HUKOTall He J0-
Ouna oduMjamHa MOAAPIIKA O KOMYHHCTHYKATA
BJIACT), HO OMJIEjkM MMajo 1moTpeda o1 00eAuHY-
Ba4YKH (haKToOp, OMIIO MPETCTABEHO COIMjaTUCTHY-
KOTO jYrOCJIOBEHCTBO KaKO HaJHAIMOHAIHA Kare-
ropuja, HaABOJHO JIMIIICHA OJ] KAKBU OWJIO HAIHO-
HaJTHA KOMITOHEHTH.! COIMjaIMCTUYKOTO JyTrOCiIo-
BEHCTBO TpeOaso Ja MpHJI0OHECe 32 JaKHEHETO Ha
YHUTApHUOT KapakTep Ha ¢eneparujara, Koj Oni
HajHAIIACEeH BO MPBHTE JCUEHHUU O] TIOCTOCHETO
Ha JyrocmaBuja. MefyToa, ujiejata 3a COIHjanC-
THYKO jYTOCJIOBEHCTBO OJ OJJICTHU TMOJUTHYKH H
WHTEJICKTYaJIHU KPYTOBHU M OJf JIeJI O/ HACEICHUETO
Oujla U MOMHAKy MHTEpIpeTupaHa. Bo nmpuior Ha
pa3inuYHaTa MHTEpIIpeTaIyja ojeie U pa3InuHuTe,
MOHEKOTalll ¥ CIIPOTHBCTABCHN HHTEPECH Ha HAPO-
JUTE W HAa HAIMOHAIHUTE MAIIIMHCTBA, OJHOCHO
Ha pernyOIMKUTE U Ha MoKpauHuTe. Bo Taa cMuc-
Ja, He rmomarajie HU MPOMEHJIMBUTE TNICIUIITA Ha
Turo. Umeno, Turo, Koj c€ 10 CBojaTa CMPT TpET-
CTaByBaJ IEHTpaHa QUTrypa BO JyroCIOBEHCKOTO
OIIITECTBO, BO 3aBUCHOCT O TIOJIUTHYKUTE OKOJI-
HOCTH W O]l aKTyeIlHUTe COCTOjOM yMmeen Ja ce
MPUCTIOCOOU U BEIITO JIa MAaHEBPHpPa BO OHOC HA
MpalIalkeTo 32 JyrocioBEHCTBOTO. Bo pasroBopor
BOJIEH 3a BECHHKOT ,,Jlonutuka“ Bo 1957 roauna,
Tuto, Mery Ipyroro, HCTaKHAII: ,,... HaIllaTa 3emja
HE ja jakHe HUIITO MOBEKE OJf CIMHCTBOTO Ha Ha-
[IWTE HAPOJIH. [...] HALIMOHAIIHOTO €IMHCTBO, CIO-
€HO CO HJICJHOTO EJMHCTBO € MOIIHE BAXKHO: TOA
Tpeba na Ouae HepaszaeaHO IOBP3aHO* OIHOCHO

1

,,OH CaKall ¥ HallluTe yYWIHIITa |[...| 1a Oumar mo-
€IMHCTBEHH, JYTOCIOBEHCKH, a BO OJIHOC Ha ITU-
Teparypara JoJal ,,CeraiiHaBa ernoxa Mopa U BO
JUTeparypara cé moBeke Jia ro JoOMBa OHOJj OIIIT
jyrociioBeHcku kapakrtep...”“ (Tuto 1957: 215—
216). Otkako paszOpayn meka W3BHIHUIINTE (MITa-
JIMHCKA OpTaHMU3aIlHja) UMaaT Pa3InIHA O3HAKH BO
cekoja permyOnnKa, OIeHHII JIeKa Toa € CUTHa pabo-
Ta, ,,HO MOKa)KyBa TEHJICHIIMU KOU HE CE MO3UTUB-
uu* (Mcro, 215). Hepetko, caMHOT ce IeKaapupan
kako Jyrocnoses. Bo 1970 ronuna ce cporuscra-
BHJI Ha 3aKIy4OKOT Ha M3BpmrHoro Ompo Ha llen-
TpanHuoT komuteT Ha CKJ Bo monucoT Ha Hacelle-
HUETO, KOj Tpebaso aa ce OAp KK BO HapeIHaTa ro-
IHA, 1a Ouae U30CTaBeHa MOXKHOCTA 32 U3jacHy-
BamkbE 32 jYrOCIOBEHCKaTa HAalMOHAIHA NPHIal-
HOCT, OMJICJKH CO TOA U HEMY JIMYHO My OHJIO OHe-
BO3MOJKCHO Ja ce u3jacHu Kako JyrocmoseH (LIp-
BeHKOBCKH M TomoBcku 2003: 393). Kako miro 3a-
oenexxyBa Kpcre LlpBeHKOBCKH, €/IeH O] MUCTaK-
HATUTE MaKEJOHCKHU U JYTOCIOBEHCKH MOJUTHYKH
(yHKIMOHEPH, BO TOj TIEPHOI Kaj TOMIIQJANUTE Te-
HepalHy Ce jaBIJIO JIBIKEHE 38 JYTOCIOBEHCTBO-
TO, a TOCEOHO aKTUBHH BO OJHOC Ha OBa IMpalliamke
Omsie ¥ mocTapuTe MAPTHCKH Kaapyu Kako CBeTo3ap
Bykmanosuk — Temrio u renepanot Kocra Har, koj
OLIEHWJI JieKa mozendara Ha JyrociaBuja Ha pery-
Omuku e ronema rpemika (Mcroro).

Bo Jyrocnasuja, Bo MerypernyOIUYKHTE U BO
Mel'yHaIIMOHATHUTE OJTHOCH C€ U3IBOMIIC IBE (hop-
MU Ha HallMOHAIU3MOT KOW OM MOXKele Ja ce Jie-
(hvHUpaaT KaKO YHUTAPUCTHYKU U CENapaTUCTHU-
KM HalMOHaJIM3aM, a KoM Ouie MpHUCYTHH BO Lie-

Iutupano ox Kamberovié¢, Husnija ,,Nacionalno pitanje i koncepti drzave: centralizam, federalizam, autonomizam, region-

alizam“ https://yuhistorija.com/serbian/jug_druga txt01.html (mpuctaneno Ha 22.10.2023)
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JMOT TIEPHOJT O] TIOCTOCHETO Ha JyrocioBeHCKa-
ta Oenepannja (JoBuk 2003: 42-43). Tue nmane
CBOj 0ZIpa3 M BO camara apTHja BO Koja ce OIBUBaI
MOJUTUYKU CYIUp Mery MPeTCTaBHUIUTE Ha J(Be-
T€ KOHIICTIUH. YHUTapH3MOT OWII U3pa3eH mpe-
Ky IEHTpaJM3UPaHO ypeayBame Ha deaepamnmja-
Ta, KO OJIEJI0 BO TPWJIOT Ha HATaMOIIHO 3allBp-
CTyBambe Ha KOHTPOJATA IITO MapTHjara, OMHOCHO
NapTHCKUOT BPB ja BOCIIOCTaBMJI BO cUTe chepu Ha
JYTOCIIOBEHCKOTO OMIUTECTBO. 3a pa3jinKa of] YHU-
TapU3MOT, CEIapaTUCTUUYKHUTE CTPEMEKHU OMiIe oJl-
pa3 Ha NMoceOHHUTE HAIIMOHAIIHH, KYJATYPHH, TIOJIHU-
TUYKH ¥ eKOHOMCKH HHTEPECH Ha OJJICITHU HAPOJIH
W HAIIMOHAHU MAJ[MHCTBA, OJJHOCHO Ha OJIICITHH
pernyOJIMKY 1 MOKpanHU KOM HACTOjyBaJle Jia ce U3-
Oopat 3a moronema, wid Bo norHuTe 80-TH U BO
MOYETOKOT Ha 90-TUTE TONMWHU Ha MHHATHUOT BEK,
[EJIOCHA EKOHOMCKA W TIOJIMTHYKA CaMOCTOJHOCT
BO OJTHOC Ha (hepeparujara.

Hajromem Opoj mpuBp3aHUIM YHUTAPU3MOT
umai Bo CpOuja 1 Mery CpIICKOTO HacelIeHHe, Kaje
ITO ¢ yIITe He OMie UPKUBEAHN XeTeMOHUCTHY-
KWTE aclUpalud U Kaje IITo c¢¢ YIITe MOCTOoese
obunn CpOuja kako Hajroiema deaepaaHa eanHN-
1a, u CpOuTe Kako HajOpPOEH HApOJ Aa ce HaMeT-
HAT KaKko Kiy4eH (hakTop BO jyrOCIOBEHCKATa IMo-
JMTHKA CO 11T JIa Ce BPaTH Ha3a]] OHa IITO, CIIOPE
CPIICKUTE HAIIMOHAJIMCTUYKH KPYTOBH, HETpaBe/-
HO Omyio m3rybeHo Bo BojHara. Kako pesynrar Ha
TAKBUTE IJICUINTA, JIEN O CPIICKOTO PAKOBOJICTBO
KaKo CBOja JIp’kaBa MOBEKe ja JOKHUBYBaJl Jyrocia-
Buja otkosky CpOuja (Bilandzi¢ 1999: 227). [lopa-
JI1 TOQ, HA COLUjAIMCTUYKOTO JYTOCIOBEHCTBO CE
IeJano U Kako Ha CPEACTBO 3a peakTyaln3aluja
Ha WJejara 3a co3/JaBame eIUHCTBEHA Haluja. 3a
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BAaKBUTE CTABOBM CBEJOYM U mojemukara ox 1961
TOJMHA Mery JIBe UCTAKHATH JINYHOCTHU O] KYITyp-
HUOT XUBOT HO WM OJI IOJINTUKATA, CJIOBEHEUYKHOT
MCTOpUYAp HA KHIKEBHOCT M myOnunuct Jyman
Tupjesen u cprckuor nucaren Jo6puma Kocuk.
[ToBon 3a moleMHKa MPETCTaByBall0O MHTEPB)jYTO
na Kocuk 1ajeHo 3a 3arpenckuor BecHHK ,Tere-
rpam, BO KO€ Ha HOBHHAPCKOTO Mpaliame 3a aK-
TyeITHOCTa Ha TeMara 3a MacUBHOCT BO Merype-
ny6mukuTe ogHocu Kocuk oxroBopui jgexa Taa
TeMa ke Oujie akTyellHa c¢ JIoeKa MO0CTojaT pemy-
omukute (Pirjevec 1961: 286). Bo Bpcka co mu3ja-
Bata Ha Kocuk pearmpan Impjeser; co Hamucor
,,Oprostite, kako ste rekli?*, o6jaBeH Bo ciioBeHeu-
KoTO criucanue ,,Nasa sodobnost“. Copen [Tupje-
Bell, peyOIMKUTE IPETCTaByBaaT jacHO (hopMHpa-
HU HAIIMOHAJIHU OpraHU3MU U THE CC HeOTyf‘HBH,
KaKo IITO € HEOTy'MBa BOJ[jaTa Ha HAPOINUTE KOU TH
co3a’e, Kako IITO € HeOTy'MBa KPBTa Koja Mopaja
Jla ce mposiee 3a HUBHO co3naBame (Mctoto, 287).
Bo jaBHara mpemnucka koja MMaiia HEKOJIKY IPO-
JIOJDKEHU]a JI0 U3pa3 JIOIJIe pa3IuKUTE Ha JBajia-
Ta WHTCJICKTyaJlllu, U MMOCPCAHO, CIIPOTUBHOCTU-
T€ Ha JBaTa KOHIIENTA 32 Pa3BojoT Ha (emeparnmja-
Ta. 3a Kocuk oTIOpOT KOH jyroCI0BEHCKATa HHTe-
rpaiyja U KOH 30JIKYBambeTO U 00eIMHYBAmHETO
Ha JYTOCJIIOBEHCKUTE HAPOJU MPETCTaByBall OTIOP
xoH cormjammmot (Cosié¢ 1961: 165-166). Kocuk
WCTaKHaJ JieKa He Tpeba Jla ce MOTIeHyBaaT Mmpo-
rpecUBHATA yJIOra Ha MHTErpaliHaTa MOJUTHKA Ha
KpancrBoro Jyrocnasuja u mpuIoHECOT IITO TOA
r0 UMAaJio BO OCIO00MYBAaHmETO HA jY)KHOCIOBCH-
CKUTE HapOJH, [TOHATAMy JOaBajKH JIeKa HHUBHO-
TO He3azoBoJicTBOTO of KpancrtBoro Jyrocnasuja
ce JIOJDKEJIO Ha HEj3MHOTO OTIITECTBEHO U IOJH-
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TUYKO ypenyBame, a He OMI0 HACOUCHO KOH camMa-
ta npxkasa (Mcroto 1961: 164), mro, BCYIIHOCT,
[IPETCTaByBaJI0 OTBOPEHO HCTAIyBaHke OJ] CPIICKU
XETEMOHUCTUYKHN MMO3UIIUN U HETHUPALE HA TOCTO-
CHETO Ha CTPEMEKH Kaj IPyruTe Hapoau 3a ¢op-
MUPAE COTICTBEHHU JIPIKaBH.

MeryToa, HUTY YHUTAPH3MOT TH HEMaJ CEKO-
raii U cekaje obenexjara Ha CPIICKMOT HAIMOHA-
JM3aM HUTY, TIaK, TOAa CEKOTaIll M CeKajie OMIIo Ciy-
4aj CO jyrOCJIOBEHCTBOTO. YHUTAPU3MOT HEKOTaIll
OWJT OAIP>KyBaH WM TOJIEPUPAH TIOPaan CTPABOT
0] 320CTPYyBambe HA MEI'YHAIIMOHATTHUTE OJIHOCH U
MOpaJii OMACHOCTA O TyOCHETO Ha HAIIMOHATTHUTE
npua00MBKY cTekHaTH BO HapomHoocmoboauTern-
HaTta 00p0a, ¥ MaKo o/ie] BO MPHJIOT Ha CPIICKUTE
XETEMOHUCTUYKHN CTPEMCIKU, CCIAK 6I/IJI IHOTTUK-
HaT Off APYTH MOTHBHU. TaKkoB, Ha IpUMeEp, OWIT CITy-
9ajOT CO YHUTAPUCTUIKUATE TEHACHIIMH TIPOjaBy-
BaHU Kaj JIeJ OJf HACEJIIEHUETO M Kaj OJJEIHU TI0-
JUTHYKKE GYyHKIIMOHEepH oA JlanmMariuja, kou mper-
CTaByBaJIe peakiidja Ha WUTAIMjaHCKUTE TEPHUTO-
pujanau npetensuu (Gumun 1993: 97). On apyra
CTpaHa, Kako JyrocjioBeHH ce u3jacHyBasie OocaH-
CKHTEC MYCJIMMaHH OHWJICjKkM HHUBHATA HaIMOHAJI-
Ha ¥ KyJITypHa MOCEOHOCT He Ouiia Mpu3HaeHa /10
1968 roquna, a THe U30ErHyBaje 1a ce UACHTUDH-
kyBaat co Cpoute wiu co Xpsarure.? Kako Jyro-
CIIOBEHH, IOHEKOTalll, ce JeKIaphpasie U MpHa-
HUILIUTE HA apMUCKUTE U HA IIAPTUCKUTE CTPYKTY-
PH, ceMejcTBara co MEeIIaH eTHUYKU COCTaB MTH.

2

Bo Makenonuja, kako W BO JAPYTHTE jyTro-
CIIOBEHCKH PEMyOJINKH, BO TIEPUOIOT O] 0CI000-
OyBambeTo 10 60-TUTe TOOMHU OJ MHUHATHOT BEK
0ecroroBopHO OMIa CIpOBEIyBaHa MOJIUTHKATA HA
COJY3HOTO, JYTOCIIOBEHCKO pakoBozacTBO. Co ores
Ha [EHTPAIM3UPAHOCTa Ha BIIACTA, MOKHOCTHUTE
PEmyOIMYKOTO PaKOBOICTBO Ja BOIH MOCAMOCTOj-
Ha TOJIMTHKA Omie jocta crecHeTH. Ha MakenoH-
CKHOT MaTpUOTH3aM penyOiiMyKara BiacT Iyeja-
Jla KaKo Ha HCOJIOLIKH HECOOABETEH ,,0yPKOACKH
HaloHaMM3aM*‘, a OWJI0 OXpaOpyBaHO MIHUPEHETO
Ha ,,JYTOCIIOBEHCKHOT ITaTPHOTH3aM * OMICjKH ,,Ma-
KEJIOHCKHOT padOTeH HapoJl KPBHO M 3acCEeKoTall €
CBp3aH co Apyrure Hapoau Ha Jyrocnasyja... (Ko-
muinescku 1962: 236). Jlazap Konuiescku, koj 10
1963 roauna 0w Ha YeJI0 HAa MAKEIOHCKUTE KOMY-
HHCTH, OCBPHYBAjKH c€ KOH 0()OPMYBamHETO HA Ma-
KeZloHCKaTa a30yka Bo 1944 rogmna (koja Onia of
rmocebHa BaKHOCT 3a Pa3BOjOT HA MAaKEIOHCKHOT
ja3WK W 3a JUTeparypara, ¥ BOOTIITO, 33 KyITyp-
HHUOT pa3B0j) MCTaKHAJ JIeKa MOpajau jyrocioBeH-
CTBOTO c€ pa3MHUCIyBajio Bo Makenonuja u Bo Cp-
Ouja na ce ynorpeOysa satuHckoto nmucMo (Kipa-
kuk 1994: 292). Ha Ilpsuor konrpec Ha Komy-
HUCTHYKaTa naptuja Ha Makenonuja (KIIM) onp-
aH Bo 1948 roamna, 6mito, Mery Ipyroro, UCTak-
HaTO U JIeKa MaKEJOHCKOTO PAaKOBOJACTBO JIOCIENI-
HO ce Oopero ,,3a OpaTCTBO M €IUHCTBO HA HApPO-
quTe Ha JyrociaBuja [...], BOCIUTYBajKH TO HapO-
JIOT BO AyXOT Ha jyTOCIOBEHCKHOT MaTproTH3am*.?
BaxBara maprucka moiuTHKa OWiIa TIOTBpIEHA U

Hutupano on Kamberovi¢, Husnija ,,DZzemal Bijedi¢ i afirmacija muslimanske nacije tokom 1960-ih i 1970-ih godina“

https://yuhistorija.com/serbian/jug_druga txt01c8.html (ITpucraneno na 22.10.2023)

3

Cromje: Kynrypa.

Pezomymuja 3a ycBojyBame usemraute LK KIIM®, I Kounepec na Komynucmuukama napmuja na Maxeoonuja, 249.
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Ha Bropmor KoHrpec, Ha cera Beke IpeHMEHyBa-
Hara maptuja, Cojy3 Ha KOMyHHUCTH Ha Makeno-
Huja (CKM). Konrpecor ce oapsxan Bo 1954 ronu-
Ha. Bo pedeparor na Konumescku Omito oreHero
JleKa HeMa cTBapHa 1moTpeda of] MOCTOjaHOTO HH-
CHCTHpam-e 32 MaKeIOHCKA HallMOHAIHA adupma-
Mja, U IITO HATAMOIIHHOT PAa3BUTOK Ha Make-
JIOHCKaTa ,,HaIllMOHAJIHA KYJITYpa, yMETHOCTA U Ha-
yKara Ke MOXKe Ja OId Hampes camo co |[...] Haj-
TeCHa B3aMMHAa TIOBP3aHOCT CO KYJITypaTa H yMeT-
HOCTa Ha CHUTE jyrocioBeHckn Haponu** (Konumes-
ckm 1954: 49).

Bo npBara nonoBuHa ox 60-TuTe TOAMHU, HE-
NOBOJIHATA EKOHOMCKa COCTOjOa, HEyCOIlIaceHH-
OT EKOHOMCKH pa3Boj Ha PErnyOIMKUTE U BIIOLIY-
BambCTO HA Mel'yHAIIHOHATHUTE OAHOCH JIOBEJIE JI0
3a0CTPYBambe U HA OJIHOCUTE BO jYTOCIOBEHCKOTO
HapTUCKO U JPKaBHO PaKoBOACTBO. Toa To MpHHY-
auno Turto, M Mokpaj HeroBaTa NMPHUBP3aHOCT KOH
[CHTPAIIM3UPAHOTO YIIPaByBame co (eaepanujara,
Ja My J1ajie IPeTHOCT Ha PeOPMCKU OpUEHTUPA-
HHUOT JIe OfI PaKOBOACTBOTO mpeasoxaeH ox Cio-
Benenot Eaapn Kapjess, koj ce 3amaran 3a Hara-
MOIITHO Pa3BHBambE Ha PAOOTHIUYKOTO CaMOYIIPaBy-
Bame, 3a JEleHTpaln3anrja U JIeMOKpaTH3aIlyja
Ha OIIITECTBEHO-TIOJUTHIKUTE M Ha EKOHOMCKHUTE
omHocu (Bemjanoscku 2002: 192). [Tokpaj Toa, m0-
11O U JI0 CMEHH BO MAapTHCKHUTE PAKOBOACTBA Ha
OJIJIENTHU peryOInKn, Mefy Kou ce BOpojyBana u
Maxkenonwuja. JIazap Komumescku Bo 1963 rogmaa

My ja TpenmymTHI Jnaepckara mo3umuja Bo CKM
Ha Kpcre LlpBeHKoBCKH.

Bo napennara 1964 ronuna 6un ogpsxan VIII
konrpec Ha CKJ, Ha ko] mpBmar jaBHO Owiie pas-
rieaHu Mel'yHaI[MOHAJIHUTE OJHOCH BO Jyrocio-
BeHcKarta Denepanmja. Cexoram mparMaTHIHHAOT
Tuto Ha KOHrpecoT ucTamnui co MOMHAKOB CTaB BO
OJJHOC Ha jyrOCJIIOBEHCTBOTO, I1a OLCHWI JieKa He
Tpeba Ja ce MOMCTOBETYBa EAMHCTBOTO Ha HAPOAU-
T€ CO HUBHO U3yMHpambe U CO3/1aBabe eINHCTBEHA
JYrocioBeHCKa HallHja, IITO TO M3EHAYNII CO aCH-
MHUJIAIMja, YHUTApU3aM U OUPOKPATCKH IIEHTPaTH-
3am (Tuto 1964: 54). Ha n3HeHanyBame Ha MpH-
CYTHHUTE JEJIeraTH, TOj C€ H3jaCHHJ Kako XpBar
HamecTo Kako JyrocioseH (Perovic 2017: 243).
Cojy30T Ha KOMYHUCTHTE Ha JyrociiaBuja ce orpa-
JIAIIa OJ] jYyTOCTIOBEHCTBOTO M BO Pe3onynmjara Ha
Konrpecor.*

IlpBerKoBCKM ce BOpoOjyBai Mery IOJUTHYA-
pute co pedopmMcka OpHeHTalHWja, OWI CBECEH
3a HY)KHOCTa O]l HaTaMOILlIEH pa3Boj Ha MaKeIOH-
cKaTa HalMOHalHa Kyntypa. Bo Pesomynujara Ha
IV xonrpec na CKM, onpsxan Bo 1965 roguna, e
HaIjlaceHa I0TpedaTa of CIPOTHUBCTABYBAbE HA
c(hakamara 3a HaJ[pacHyBam€ Ha HAIUUTE HU3 CO3-
JlaBarbe e[HA JyrOCIOBCHCKA Halyja.’

Cemnak, BepojaTHO Haj3HAYajHUOT HACTaH BO
60-TUTE TOAMHM, YNM IOCIEIHUIA HMMaje TOJIEMO
BJIMjaHHE BP3 HATAMOIIHUOT Pa3BOj Ha HACTAHUTE
Bo JyrocioBenckara ®deaepanmja, ma co Toa U BO
Maxkenonwnja, 6e3npyro npercraByBana [V cenHu-

»Pesonynnja Ha OcMHOT KOHTpec 3a HapeaHuTe 3a7a4n Ha Cojy30T Ha KOMYHUCTUTE Ha JyrociaBuja“, Ocmu KoHepec Ha
Cojyzom Ha komynucmume Ha Jyeociasuja, 362-363. Cromje: Kynrypa.

5

,Pe3onynuja Ha UeTBPTHOT KOHTpec 3a HapenHuTe 3a1a4u Ha Cojy30T Ha KOMYHUCTUTE Ha Makenonuja“, Yemepmu konepec

na Cojyzom na komynucume Ha Maxeoonuja, 223. Cromje: Kyntypa.
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na Ha UK na CKJ, onpxana Bo 1966 roguna. Ha
CelHUIATa Ol MOJMTUKATa OMJI OTCTpaHeT AJIEK-
canjap PaHKOBUK, e[ieH 01 HAJMOKHHUTE CPIICKU U
JYTOCTIOBEHCKH TOJUTHYApH U MOTEHILIMjaJIeH Ha-
CJIeIHUK Ha THTO, KaKO ¥ JIPYT' HETOBH COPadOT-
HUIM ¥ npuBp3aHuy. IloBon Omio oTkpuBame-
TO CPEACTBA 3a MPUCIYIIKYBalk€ BO KaOWHETUTE
Ha ToBeKke (yHKIIMOHEpH, Mery ko Omin u Tuto,
HO TIPUYMHHTE 32 CMEHYBAHETO HajBEpPOjaTHO Cce
noiokene Ha bopoOara 3a Biact Bo CKJ u Bo ®ene-
panmjara. PaHkoBHK OMIT HAjeKCITOHUPAHUOT ITPET-
CTAaBHUK HAa KOH3€pBaTWMBHATA, YHUTAPUCTUYKU
opueHTHpaHa cTpyja Bo I[laptujara, xoj mman ro-
JIeMO BIIMjaHUE BP3 KaJpPOBCKATa MOJUTHKA U BP3
Cayxb0ara 3a npxasHa 6e36eqnoct (C/b). Ucro
Taka, Ha CeIHHIaTa OWUJIe YCBOCHU pEIICHHja 3a
peopranusanuja Ha CKJ u Ha C/IB, mto npuaoHe-
JI0 32 3a0p3yBame Ha MPOLECOT Ha JAEMOKpaTu3a-
uuja Bo CKJ u Bo denepanujara.

Beke Bo HapeqHaTa ronquHa 3amoyHaie KpymHH
pa3nBUKYBamba BO KYATYPHHOT U BO MOJTUTHYKUOT
#&UBOT. Bo 1967 ronuna, clioBeHEUKH KyITYpHHU U
HayYHH YCTaHOBH UCIIpaTHIIE MUCMO J10 Pajmo-re-
nesm3uja Jbybipana co Oapame 1a Ouae eMUTyBa-
Ha caMO Tporpama Ha CIIOBEHEUKH ja3WK, OWejKu
MOTOJIEMHOT €T Off ITporpaMara Ousa Ha CpIICKOX-
pBarcku (Bagdasarov 2018: 35). Bo mapt, Ha unu-
uyjatuBa Ha Maruia XpBarcka, NoBeke YCTaHOBH
U 37pYy)KeHHja 0J1 00JlacTa Ha KyJITypaTa, pocBe-
TaTa ¥ HayKara nornumasie ,,Jlekiapanuja 3a uMe-
TO W TIOJNOXKOaTra Ha XPBAaTCKUOT JUTEpATypeH ja-
3WK“, 00jaBeHa BO XPBATCKHUOT HEACTHHK ,,leie-
rpam“. Bo Hea Ouia u3paseHa 3arpmXeHOCT IO-
pany MCTHCHYBAmbETO Ha XPBAaTCKHOT 3a CMETKa
Ha CPIICKHOT ja3WK BO CpEJCTBaTa 3a WHPOPMH-
pame, BO NOJUTUYKUTE OpPraHn3aliy, 3aKOHO/IaB-

CTBOTO, JWITIOMardjaTa, Bo apmujara utH. Ce Oa-
paJIo paMHONPABHOCT HA XPBaTCKUOT CO CPIICKU-
OT, CJIOBEHEYKHMOT M CO MAaKECJOHCKHOT ja3WK, CO
HITO ce MoHUIITyBaie HoBocaackHoT A0roBop of
1954 rogriHa ¥ TEPMUHNTE CPIICKO-XPBATCKU U XP-
BaTCKO-CPIICKH ja3UK KaKO HENPELH3HU U HECOO-
BeTHU. [lexnapauujara npenu3BuKana HEraTUBHU
peaknuu Bo CpOuja. Bo TekoT Ha MCTHOT Mecer]
rpyna CpICKH IHcaTeln oarosopuie co ,Jlpen-
JIOT 3a pa3MUCITyBame™, Ydj TEKCT, [0 PEeaKIHu-
TE BO JaBHOCTA, € 00jaBeH BO BECHHKOT ,,bopba“.
Bo Hero ce 6apaat nctu mpaBa u 3a Cpoure mTo
KHUBEaT BO XpPBAaTCKa, OJAHOCHO PAaMHOIIPABHOCT
U Ha jasulUTe M Ha MUCMara, IITO 3HAYeNIo Mpa-
BO Ha CiIy>kOeHa ynoTtpeda Ha Kupuiduara Bo Xp-
Barcka. CocTojOouTe HameTHalne norpeda o aHra-
xupame Ha Tuto. Toj, Bo anpuit 1967 ronuna, pas-
roBapaJl Co €JIeH Ofl BOJCUKHUTE JyTrOCIIOBEHCKU UH-
TenekTyanuu, Mupocnas Kpiexa, mOTOUCHUK Ha
Jexnapanujara 1 co BUIHUOT XPBaTCKU (yHKIHO-
Hep Muxo Tpunaino, u 6apan Cojy30T Ha KOMyHHU-
cti Ha XpBarcka (CKX) na ce orpaau on Jlekna-
parjara (Tripalo 1990: 93). Kpnexa mosHesn oc-
taBka ox wieHcTBOTO Bo LK Ha CKX. Bo uHcTH-
TYIIAWTE IITO ja moaapxkaine Jlekmapamujara Owe
cMmeHeTH pakoBozcTBara. M Cojy30T Ha KOMyHUCTH
Ha CpOuja ru Ka3HWI noTHucHUIMTE Ha ,,IIpenso-
TOT 32 pa3MHCIyBame’ CO ONIOMEHa, YKOpP MJIH T0-
cieHa oroMeHa mpes uckiyuysame ox CKJ mo-
paznu npojaByBame HALIMOHAIM3AM U CellapaTu3am
(Selini¢ 2017: 151). Bo bocHa n XepueroBuaa u
Bo Llpna I'opa Omio orieHeTo Aeka coppKkuHaTa Ha
Hexnapanujara u Ha [Ipeayioror e cnporuBHa Ha
MOJUTHKATa Ha OparcTBo U enuHCTBO (Novakovié
2019: 29-33). PacnipaBuTe OKOIy ja3HKOT OCTaBH-
Jie CEepUO3HU IOCIEIULM M TPAjHO T'M HapyLIUIe
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CPIICKO-XpBaTCKUTEe MelyHAIlMOHAIIHW W Merype-
MyOJIMYKH OZHOCH M CEKaKo HE OJiesie BO MPUIIOT
Ha jyrociioBeHCTBOTO. [lexmapanujara 3a moce0-
HOCTa Ha XPBATCKUOT ja3WK HAWIIA HA PEaKIUH
W Kaj JIeN O] MaKeJOHCKHTE MHTEICKTYNIH, KO
071 BJIMjaHHUE HA aKTyEJIHUTE CIIydyBamba BO I10JIH-
THKaTa 1 BO KyJITypara 0apajie peLMIIpoyHOCT IPH
MPEBOJM OJ1 MAaKEIOHCKH Ha CPIICKH ja3uK M oOpa-
THO (Dwun 1993: 97-98).

Bo 1967 ronuna npkoBHHOT criop mery Cpr-
ckara W MakeJoHCKaTa TpaBOCIaBHA IPKBa
(MIILI) moxuBeas CBOCBUAHA KyJIMHUHAIIAja OTKA-
ko MIIL] mpormacwmra aBrokedarHOCT aBa BeKa 10
YKUHYBambeTo Ha OXpuackata apXHEMUCKOIHja.
Toram Bo ogOpaHa Ha jyroCIOBEHCTBOTO CE BKIIY-
yuya u Cprickara nmpaBociiaBHa IpkBa. MiMeHo, He-
NpPU3HABaWKETO Ha aBTokedanHocTa Ha MakenoH-
CKaTa [IpaBoOCJIaBHA 1PKBa I'0 ONpaBIyBajia co 00-
pas3yIoKEeHUe JeKka Toa OM MPeTCTaByBaJIO YILTE
eleH ymap 3a jyrocioBeHckara uzeja (Pirjevec
2013: 255).

Bo HapeaHuTe HEKONKY TOAMHH, KaKO pe3yll-
Tar Ha neMokparuzanujata Bo CKJ u Boommito, BO
JyrocnoBenckara ®eneparija, Bo Xpsarcka, Cp-
omja, CnoBeHuja u Bo MakemoHHWja Ha YEIHUTE
NapTUCKU U ApKaBHU (YHKLIUM ce Haoraje MpH-
najHUIM Ha TOMJIQJWTE TeHepaluy cO HarllaceHa
JIEMOKpaTcKka opueHTaiuja. Mefy HUB ce BOpPOjy-
Bajie npercenarenor Ha [IK na CK nHa XpBarcka
— Caska /JlamueBuk Kygap, wienot Ha W3BpmrHo-
to O6upo Ha IIpercenarencToro Ha CKJ — Muko
Tpumnano, cekperapot Ha CekperapujatoT Ha LK
Ha CKX — Ilepo Ilupkep, npercenarenor Ha LK
Ha CK Ha CpOuja — Mapko Hukesuk, cekperapot
Ha Cekperapujarot Ha IIK Ha CK Ha Cpbuja — Jla-
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trHKa [lepoBuk, mpercenarenot Ha CIIOBEHEUKHOT
u3BpieH coeT — Crane Kauuny, unenot Ha Ipet-
cenaresnctBoro Ha Counjanuctnuka deneparnsua
Peny6nuka Jyrocnasuja (COPJ) — Kpcre LipBen-
KOBCKH, cekpetapoT Ha Cekperapujarot Ha [[K Ha
CKM - CrnaBko MUJIOCaBIEBCKH U APYTH.

3aemHUYKA UM OWiIe 3aJIOKOMTE 3a pedopma
Ha (ezepanmjara, 3a MoJepHU3aIMja Ha OMIITECT-
BOTO U 32 TIOrojieMa CaMOCTOJHOCT Ha PeIyOIuKu-
Te BO oniHOC Ha (heaepanujara. Boeano, ce crpo-
TUBCTABYBajJie HAa YHUTAPUCTHUUKUTE TEHJICHIINH,
IITO JTOBEJIO J0 ITUPEKTEH CYIUp CO KOH3EPBATUB-
Hute kpyrosu Bo CKJ Ha umja ctpaHa 3actaHan
Turo, k0j O 3arprkeH JeKa HaTamollTHATa Jie-
MOKpaTu3aluja Ha OMIITECTBOTO MOXKE /12 ja pas-
HUIIA HeroBara no3uuyja. [lopanu Toa, Bo npBara
noJjoBuHa Ha 70-TUTE TOAWHU, CO OOBHHYBaE 32
WICOJIOIIKO CKPIITHYBAbE, 3a THOEpaTH U HAIHO-
HAJIMCTUYKH TEH/ICHIINHU, KOH3epBaTHBHATA CTPYja,
CO HETIOCPEHO WIIH MOCPETHO ydecTBO Ha Turo,
'Yl OTCTPaHMJIEC O] MOJIUTHYKHUOT KUBOT IEMOKpAT-
CKM OpHEHTHpaHHUTe (QYHKIMOHEPU BO XpBATCKa,
Cpbuja, CnoBennja 1 MakegoHHja, MPH MITO, T0-
Kpaj HUB OWJIe CMCHETH W MOBEKE WiIjal HUBHU
MIPUBP3aHALIN WU onapxyBadn. [1ITo ce ognecy-
Ba JI0 jYTOCIIOBEHCTBOTO, PEYHCH CHUTE OTCTpaHe-
TH pehOPMCKH MOJUTUYAPH CE CIPOTUBCTABYBAJIC
Ha Taa ujeja.

3a Kpcre LIpBEHKOBCKH CEKOE H3jacHYBahC
3a jyrOCJIOBEHCTBOTO KaKO HAIIMOHAIHOCT TIPET-
CTaByBaJO MPUTHUCOK Bp3 Hacenenuerto (LlpBeH-
koBcku 1 TomoBcku 2003: 393). Bo pasroBopute
co Kocuk, 1pBeHKOBCKM OIEHMT JIeKa YHHTApHC-
TUYKOTO, T.€. COIMjAIMCTHYKOTO jYTOCIOBEHCTRBO,
noceGHO JOOPOHAMEPHOTO, € MHOTY TTOOIACHO OJ1
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HMHTETPATHOTO jYTOCIOBEHCTBO KapaKTEPUCTUYHO
3a KpanctBoto Jyrocnasuja, 3aToa mTo BTOPOTO €
MIPEMHOT'Y KOMIPOMUTHPAHO 32 Ja 1001e MOoMNpo-
Ka u orBopeHa noapiuka (L{peenkoBcku u TomoB-
cku 2003: 294). Haramy, LlpBeHKOBCKM HMCTaKHAT
JIeKa MaKEJOHCKHOT HapoJ C€ OIpPEAEIHi 3a aB-
HOjcKa JyrocnaBuja, co 1eln a (opMupa CoTcTBe-
Ha Jp>KaBa M J1a ce 0CI000I1 0/ AaCUMUIIATOPCKUTE
npurtucornu (Mcroro).

HamueBuk-Kyuap, Bo 00BUHYBamaTa Ha XpBar-
CKHMOT MU JAJIMaTUHCKU nonutudap Musom JKaH-
KO JIeKa XPBaTCKOTO PaKOBOACTBO I'l MOJAPXKYBa
U TY NMOTTUKHYBA HALMOHAINCTUYKUTE CTPEMEKH
BO pemnyOnuKara, Nperno3Hala yHUTapu3aM, Xere-
MOHH3aM U BEJIHUKOCPIICKU LieHTpanu3am (Pirjevec
2013: 276).

[Ipercenarenor Ha CpICKHTE KOMYHHUCTH,
Mapxko Hukesuk, u3jaBui: ,,ako Bo COIHjaTuCcTHY-
ka JyrociaBuja, BO IOBEKEHAIIMOHAIHA IprKaBa
CMe€ CH 3ajajie 3ajia4ya J1a T'M HaMajlyBaMe Pa3JIiKH-
TE BO €KOHOMCKATa Pa3BHEHOCT, HUKAKBA CIMYHA
3aja4a He MOXKe JIa ce MOCTaBH BO 00JacTa Ha KyJl-
Typara, TpaJullijara, ICTopHjara, Bo ¢€ OHa IIITO €
crenuUUHO U I'0 OIpeayBa HALMOHAIHUOT UJIEH-
turet (Nikezi¢ 2003: 210).

U noxpaj cMeHyBameTo Ha PehOPMCKHOT AT
on Cojy30T Ha KOMYHHCTH, CO YCBOjyBam€TO Ha

Jluteparypa

rpynara amasiamMasu Bo 1971 r., oqHOCHO co yc-
BojyBameTo Ha Cojy3HHOT ycTaB Bo 1974 roguna
Cce 3roJeMUIe HaJUIEKHOCTHTE HA PEITyOTMKUTE 32
cMeTKa Ha (bejiepaliujara, co IITo Ce Co3/1aje peal-
HH yCIIOBH 32 OCTBapyBarbe HE3aBHCHOCT BO TI0/I0-
ITHEe)KHUOT TEPHO/.

Bo Bpcka co oOumure 3a co3naBame 3aeJHAY-
Ka KyJITypa, M TIOKPaj OUUITICIHUTE JOCTUTHYBaba
U yCIIeCH, CHOpe] HEKOW MpOoydyBadyd HE MOMH-
HAJIO JOBOJTHO BPEME 3a CO3/1aBame Ky/lITypa Koja
Ou Ouia JOMHHAHTHA Ha IIETHOT jyTrOCIOBEHCKH
IPOCTOP, LITO YIaTyBa HA TOA JeKa HAIlMOHAIHH-
TE, BEPCKUTE, KYATYPHUTE U €KOHOMCKHUTE pa3iii-
KU HE JI03BOJTyBaJie HEMPEYEHO U €IHOCTaBHO OJI-
BuBame Ha T0j pouec (Dokni¢ 2013: 257-258).

[IT0 ce ogHecyBa 0 MPONArupameTo Ha jyro-
CJIOBEHCTBOTO, TOA MMAJIO BIIMjaHUE Kaj JIeN Of Ha-
ceneHneTo. BeymHocT, criopen cTaTuCTHYKUTE 1M0-
nmaror, Bo miepuonot ox 1971 go 1981 r., 6pojoT
Ha JyrocijoBeHH BO (enepanujara JypH U ce 3roje-
mui ox 1,3 Ha 5,8 orcro (Beslin i Milosevic 2017:
15). Meryroa, Toa He TO CHPEYUIIO MPOLECOT Ha
pasrpanyBame Ha JyrocioBeHckara Depeparuja,
HHTY, IIaK, NIMaJIO O3UTHBHO BIIMjaHHE BP3 HAYH-
HOT Ha KOj C€ OJIBUBAJIO HEj3WHOTO pacrarame.
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perspektivi, 15-23, 2017, Beograd: Helsinski odbor za ljudska prava u Srbiji.
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Neven Radicheski

Socialist Yugoslavism: Between the National and Supranational
(Summary)

The text discusses national and cultural policies in the AVNOJ Yugoslavia, with particular attention to socialist
Yugoslavism as a social phenomenon. The Yugoslav communist authorities presented socialist Yugoslavism as a su-
pranational category and as a unifying factor within the Yugoslav Federation, emphasizing that it should not negate
the national and cultural identity of the nations and national minorities. However, the complexity of interethnic and
interrepublic relations in the federation contributed to different interpretations and definitions, and often, its misuse.
This, in turn, served as one of the triggers for deepening and exacerbating interethnic and interrepublic differences.
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The Man Without a Country

“The Man Without a Country” is a short sto-
ry written by Edward Everett Hale, first published
in 1863'. The story revolves around Philip Nolan,
a young American army officer who becomes em-
bittered and disillusioned during his trial for trea-
son. In a fit of anger, he renounces his country,
proclaiming: “I wish I may never hear of the Unit-
ed States again!” As a result, his wish is granted,
and he is sentenced to spend the rest of his life at
sea aboard various naval vessels, never allowed to
set foot on American soil or hear any news about
the United States. The story is a poignant explora-
tion of the consequences of extreme patriotism and
the value of one’s connection to their homeland. It

1

serves as a powerful reminder of the importance of
love and loyalty to one’s country.

“The Man Without a Country” connects to the
importance of national identity by highlighting
the profound impact that one’s connection to their
homeland has on their sense of self and well-be-
ing. In the story, Philip Nolan’s renunciation of his
country and his subsequent punishment demon-
strate the consequences of severing one’s ties to
their national identity. When Philip Nolan declares
that he never wants to hear about the United States
again, he effectively severs his ties to his national
identity. As a result, he loses a significant part of
his own identity. He becomes a man adrift, discon-
nected from his roots and heritage, which ultimate-
ly leaves him feeling lost and adrift.

The story has a historical setting, but it is predominantly a work of fiction.
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The story underscores the value of national
identity by showing how the absence of a connec-
tion to one’s homeland can lead to a sense of emp-
tiness and despair. It suggests that a strong national
identity can provide a sense of belonging, purpose,
and cultural roots. “The Man Without a Country”
also serves as a cautionary tale about the impor-
tance of patriotism and loyalty to one’s country. It
illustrates the extreme consequences of disavow-
ing one’s nation and the deep emotional impact it
can have on an individual.

The narrative emphasizes that treason or the re-
jection of one’s national identity can be a heavy
burden to bear, as demonstrated by the punish-
ment imposed on Nolan. It reminds readers that
the actions and choices individuals make can have
long-lasting repercussions on their relationship
with their homeland. In essence, “The Man With-
out a Country” underscores the significance of na-
tional identity in shaping an individual’s sense of
self, belonging, and purpose. It serves as a poi-
gnant reminder of the profound emotional and psy-
chological ties people have to their countries and
the potential consequences of severing those ties.

This raises an intriguing question about the
importance of love for American principles ver-
sus love for one’s native land in creating attached
American citizens. Philip Nolan’s story illustrates
the dire consequences of severing one’s connection
to their native land and, by extension, their nation-
al identity. It underscores the deep emotional toll of
renouncing one’s homeland.

While love for American principles is undoubt-
edly vital in fostering a strong, values-driven citi-
zenry, it often stems from a foundation of attach-
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ment to one’s native land. Our native land is where
we are born, where we grow up, and where we first
encounter the principles and values that define our
nation. These principles are rooted in the history,
culture, and traditions of our homeland.

In this context, love for American principles
can be seen as an outgrowth of the love for one’s
native land. Our national identity, shaped by our
upbringing, community, and cultural experiences,
lays the groundwork for understanding and appre-
ciating the values that a country stands for, such
as democracy, freedom, and justice. Therefore, it
can be argued that a strong attachment to one’s na-
tive land is fundamental to nurturing a genuine and
lasting love for one country’s principles.

In the case of Macedonia, political decisions,
historical events, and shifts in national boundar-
ies have at times challenged the continuity of the
Macedonian identity. The story of Philip Nolan’s
punishment as a result of his actions can be seen as
a parallel to the consequences that individuals may
face when disassociating from or denying their
Macedonian identity in response to political or so-
cial pressures.

Love for one’s native land, in the context of
Macedonia, often entails a sense of pride in the
country’s history and cultural heritage. A strong
Macedonian identity is shaped by an appreciation
of historical figures, folklore, and the Macedonian
language. Disregarding or downplaying these as-
pects can weaken one’s connection to the Macedo-
nian identity.
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Identity: A Multifaceted Journey

Identity is a multifaceted and complex concept
that holds immense importance in both social and
individual contexts. It refers to the unique charac-
teristics, beliefs, values, and experiences that shape
an individual’s sense of self and their connection
with a greater societal community®. An individu-
al’s identity has a significant impact on how they
behave, interact with others, and view the world.

Identity functions as a potent instrument within
the context of social dynamics, fostering commu-
nal solidarity and social cohesion. It creates a sense
of community and shared cultural heritage for in-
dividuals, strengthening social ties by promoting a
collective consciousness. Identity acts as a prism
through which individuals view themselves and
others, impacting their sense of purpose, social re-
lationships, and connections.

The importance of identity takes on greater
prominence when considering its function with-
in the Macedonian community. The Macedonian
identity is deeply rooted in a rich historical heri-
tage, cultural distinctiveness, and a collective mem-
ory that spans centuries. For Macedonians, identi-
ty signifies more than just an individual’s self-per-
ception - it encompasses a larger framework of cul-
tural and historical belonging.

The Macedonian people have cultivated a
unique identity that is intertwined with their lan-
guage, traditions, customs, and historical narra-
tives. Over time, this identity has evolved and been
shaped by a complex interplay of historical events,

2 Pilarska, 2015

struggles for self-determination, and efforts to pre-
serve their cultural distinctiveness.

For the Macedonian people, identity is import-
ant because it can promote a feeling of solidarity,
resiliency, and collective pride. In a world that is
always changing, it serves as a unifying factor and
lays the groundwork for social cohesiveness and
cultural preservation. This article aims to explore
the significance of identity to the Macedonians
from both sociological and cultural perspectives.
By exploring the multifaceted dimensions of iden-
tity within the Macedonian context, we can appre-
ciate its role in shaping the collective conscious-
ness, cultural resilience, and the preservation of
historical heritage. Acknowledging the importance
of identity to the Macedonian people not only
broadens our understanding of their unique cultur-
al fabric but also offers valuable insights about the
broader dynamics of identity formation and its im-
pact on society.

Identity as a Catalyst for Social
Cohesion

Within the Macedonian context, identity en-
compasses shared values, language, and traditions
that form the bedrock of their collective conscious-
ness. A fundamental component of Macedonian
identity is the shared set of values that guide the
behavior and interactions of its members. These
values often include notions of hospitality, family,
community, and respect for elders. They provide
a moral compass and a sense of ethical grounding
within the Macedonian society. By upholding these
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common principles, people enhance their bonds
with one another and cultivate a collective sense
of identity.

Macedonian identity is closely intertwined
with traditions, language, and customs. Time-hon-
ored rituals like folk dances, music, and costumes,
serve as expressions of cultural heritage, passed
down from generation to generation. They not only
provide a source of pride but also serve as a means
of strengthening a common identity. The Macedo-
nian language, with its unique linguistic character-
istics acts as a unifying factor, allowing individ-
uals to communicate and express themselves in a
unique and unified fashion. The language itselfis a
powerful marker of identity. It serves as a symbol
of unity and shared experience, enabling individu-
als to connect with their history, literature, and cul-
tural expressions. The use of Macedonian language
in various social contexts, such as education, me-
dia, and public discourse, reinforces the linguistic
component of Macedonian identity and strength-
ens social bonds.

Cultural celebrations and religious rituals also
contribute to the reinforcement of Macedonian
identity. Festivals and events, such as the Galicnik
Wedding or the Ilinden Uprising commemoration,
bring together individuals from different regions
and backgrounds, fostering a sense of belonging
and unity. These celebrations provide a space for
cultural expression, solidarity, and the preserva-
tion of shared traditions. Similarly, religious ritu-
als, predominantly observed within the Orthodox
Christian faith, serve as collective practices that re-
inforce a shared identity and create social bonds
among Macedonian individuals.
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Identity as Social Recognition and
Affirmation

Through the expression of their identity, Mace-
donians find validation and acknowledgment from
their community and society at large. They rely
heavily on traditional customs, symbols, and ritu-
als to express who they are. Cultural traditions en-
compass a wide range of activities, including tra-
ditional dances, music, cuisine, craftsmanship, and
storytelling. These practices serve as avenues for
self-expression and serve as tangible representa-
tions of the Macedonian identity. By engaging in
these cultural practices, individuals not only affirm
their own identity but also communicate their her-
itage and values to others. The celebration of cul-
tural events and festivals becomes a platform for
the collective expression and affirmation of Mace-
donian identity.

Macedonian identity provides individuals with
a sense of pride, self-worth, and collective memo-
ry. The recognition of Macedonian identity allows
individuals to feel a sense of worth and belonging,
contributing to their overall well-being and social
integration. It fosters a positive self-image and em-
powers individuals to participate actively in their
communities, preserving and enriching their cul-
tural heritage.

Furthermore, Macedonian identity provides a
collective memory that serves as a foundation for
shared experiences and a sense of historical conti-
nuity. It allows individuals to draw upon a rich his-
torical legacy, including the achievements of an-
cient Macedonians, the struggles for self-determi-
nation, and the establishment of an independent
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Republic of Macedonia. This collective memory
reinforces the sense of identity and fosters a shared
narrative that binds individuals together, strength-
ening community ties and promoting a sense of
solidarity. By embracing their identity, Macedo-
nians find social recognition, assert their distinc-
tiveness, and contribute to the overall cohesion and
well-being of their community.

Macedonian Identity in Times of
Political Storms

In the Macedonian context, the protracted dis-
putes with Bulgaria and Greece concerning the us-
age of the name ‘“Macedonia” and its language,
played a significant role in the formation and re-
affirmation of Macedonian identity. It is well-es-
tablished that political conflicts can have a pro-
found impact on the identity formation of a nation
or a community. So, in this case, it contributed to
a stronger sense of identity among the Macedonian
people. Both countries have historically contest-
ed the use of the name “Macedonia”, raising con-
cerns over territorial claims and cultural appropria-
tion. In response, Macedonians have rallied togeth-
er to assert their distinct identity and affirm their
right to self-determination. The disputes have act-
ed as catalysts, fostering a sense of unity and resil-
ience among the Macedonian people, reinforcing
their commitment to preserving their cultural heri-
tage and national identity.

The political conflicts sparked a renewed inter-
est in preserving and promoting Macedonian cul-
ture and heritage. Macedonians actively sought to
safeguard their cultural heritage as a form of resis-

tance against attempts to marginalize or assimilate
their identity. The conflicts served as a reminder of
the importance of cultural preservation and have
motivated individuals and communities to engage
in initiatives that promote Macedonian language,
traditions, and customs.

This situation also fostered a sense of solidari-
ty and national pride among Macedonians. The on-
going disputes were viewed as attempts to delegit-
imize the Macedonian identity and deny the na-
tion’s historical and cultural heritage. In response,
Macedonians have shown a strong determina-
tion to protect their national identity, leading to a
heightened sense of pride in their language, tradi-
tions, and historical achievements. The conflict has
united Macedonians in their resolve to defend their
identity, strengthening their collective bonds and
fostering a shared sense of national pride.

In addition to these more recent conflicts, the
Macedonian cultural identity and spirit have dis-
played a remarkable historical resilience over cen-
turies of challenges and conflicts. The Macedonian
people have navigated through periods of foreign
rule, territorial disputes, and cultural assimilation
attempts. Despite these adversities, they still have
succeeded in preserving their distinct language,
traditions, and customs. This historical resilience
forms a strong foundation for the Macedonian cul-
tural identity and instills optimism for its contin-
ued existence amidst contemporary conflicts.

The Macedonian cultural identity and spir-
it have shown adaptability and the capacity to
evolve over time. Cultural identities are not stat-
ic but rather dynamic entities that continuously re-
spond to changing circumstances. Macedonians
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have demonstrated an ability to adapt while retain-
ing the core elements of their cultural identity. This
adaptability allows the Macedonian cultural spir-
it to thrive even in the face of conflicts and pres-
sures, as it incorporates new influences while stay-
ing rooted in its heritage.

The Struggle of Younger Generations:
Detachment from Cultural Identity and
the Pursuit of Global Citizenship

In an increasingly interconnected and global-
ized world, the younger generation often finds it-
self torn between embracing their authentic cultur-
al identity and pursuing a sense of global citizen-
ship. Globalization has played a significant role
in shaping the mindset of the younger generation.
The ease of access to information, exposure to dif-
ferent cultures, and opportunities for travel and ed-
ucation abroad have broadened their horizons and
expanded their perspectives. This exposure to di-
verse cultures can lead to a sense of detachment
from their own cultural roots, as they navigate the
complexities of multiple identities and influences.

The romanticization of European citizenship,
in particular, has exerted a significant influence on
the younger generation. The allure of a cosmopoli-
tan way of life, opportunities for higher education,
and access to better economic prospects have made
European citizenship an attractive proposition.
Younger individuals often view global citizenship
as means to transcend the limitations of their local
cultural identity and explore a broader range of ex-
periences and opportunities.
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In a world that values homogeneity and assim-
ilation, younger individuals may feel compelled
to adopt a more universalized identity that aligns
with global trends and expectations. This pressure
can lead to a compromise of their authentic cultur-
al identity, as they prioritize fitting into the glob-
al context over preserving their unique heritage.
When the younger generation disconnects from
their cultural roots, there is a risk of diluting or los-
ing essential elements of the cultural identity. The
erosion of cultural authenticity can have far-reach-
ing consequences. So, it is essential to strike a bal-
ance between global influences and the preserva-
tion of cultural authenticity. Embracing a global
mindset should not necessitate complete detach-
ment from one’s cultural roots. It is through this
balance that younger generations can embrace
their authentic cultural identity while actively en-
gaging with the world.

This appears to pose a more formidable chal-
lenge to the preservation of the Macedonian iden-
tity than the political conflicts themselves. There-
fore, Macedonian policymakers should accord in-
creased attention to and acknowledgment of this
situation. While external challenges may demand
attention, neglecting the cultural identity of the
younger generation can have far-reaching conse-
quences. A country must strategically invest in pro-
grams and initiatives that inspire young people to
connect with and preserve their authentic cultural
identity, ensuring the continuity of its unique heri-
tage for generations to come.
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The Social Nature of Identity and The
Way Forward

Identity is inherently a social construct, a prod-
uct of historical experiences and shared cultural
elements that bind individuals together. Unfortu-
nately, Macedonia’s history is marred by instances
where identity has been manipulated and weapon-
ized for political gain. Various ideologies have of-
ten sought to redefine or impose rigid definitions
of Macedonian identity, leading to divisions, ten-
sions, and conflicts. Political actors have exploited
these divisions, further exacerbating societal frac-
tures for their own interests. Therefore, it is im-
perative to distinguish between the genuine social
construct of identity and its misappropriation for
political agendas. While political entities may mis-
use identity to foster division and advance their in-
terests, we must emphasize the value of identity as
a force for social cohesion, cultural preservation,
and collective memory.

Both cultural and social identities are deeply
rooted in personal experiences and relationships,
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Autekcanapa BesieBa

TanucepujaTa Ha MaKeJTOHCKUOT UAeHTUTET BO 21 Bek -
COLIMOJIOIIKH OCBPT 32 MPOMEHATAa M KOHTHHYHUTETOT
(Pe3ume)

Waxo MIEHTUTETOT € OIIITECTBEHAa KOHCTPYKIIH]a, TO] YECTOIIATH € TPEAMET HAa MAHUITYJIAI1]ja U TIOJINTH3AIH]a
BO HCTOPHCKHOT M COBPEMEHHOT KOHTEKCT Ha Makezonnja. OB0j akaJieMCKH KOMEHTap ja HariacyBa norpebara 3a
Pa3IUKyBamke Ha HICHTUTETOT KaKo COIMOJIONIKY KOHIIENT U KOHCTPYKIIH]ja, OJIBOCH OJ] HeroBara eKCIIoaTarija 3a
MONNTHYKA KOPUCT. TEKCTOT ja MCTaKHyBa KITydHaTa yJiora Ha KOJISKTHBHAaTa MEMOPH]a, Ha KyJITYPHUTE IPAKTUKH U
Ha OMIITECTBEHUTE HHCTUTYIINH BO OOJIMKYBambETO HAa MHIMBUIYATHHOT U TPYITHUOT HCHTUTET. [Ipi3HaBameTo Ha
OCHOBHOTO 3Ha4€H-€¢ Ha MICHTUTETOT K€ HM OBO3MOXH T10/I00PO /1a ja IICHUME HEeroBaTa BpeAHOCT BO OMNIITECTBOTO
1 1a padOTHME Ha pellaBarmbe Ha MOIUTHYKUTE KOH(IMKTH HA MONPOAYKTHBEH HaunH. Co MpuMeHara Ha COIMOJIONI-
KHOT TIPHCTAIl, OBOj TEKCT HYIH MOATA00K0 pa3dupame Ha CII0KEHOCTa HA MAKEIOHCKHOT OIIITECTBEH HJICHTUTET
W MIpHU0HECYBa KOH MOIMINPOKa AedaTa 3a popMHUpame U OAPKYBahe Ha HACHTUTETOT BO PA3JIMYHH OMIITECTBA.

Kiyunu 300poBu: uneHrutet, MakeoHHja, OMIITECTBEH KOHCTPYKT, COIIMOJIONIKM MPHUCTAI, KOJEKTHBHA MEMO-
puja
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Kpucruna {lumoscka

VK 821.111-312.9:811.163.3°255.4
Review article / Ilpeinegen nayuen ipyg

INIOYKHUTE U COBETHUTE KAKO OJPA3 HA
CBETOIVIEAOT HA IMKOBUTE BO MAKEJOHCKHUOT
MPEBOJ] HA BPAKAWBETO HA KPAJIOT

Kiyunu 360poBu: napemuonomku GpopmMu, NOoCIOBUIA, TOCIOBUYEH HCKa3, CBETONEH, Bpakameitio Ha

Kpanoi

Bosen

Ceia goal"a/we Ha camuoiu pab, Kage witio Ha-
gedicitia u ouajoil ce cnesaaiu 6o egro. /a ce
packonebame Ke 3Hauu ga nagHeme.

(II. Tomkmu 2002B: 157).!

TpynoB, mo cBojara TeMa W 1O CBOjOT METO-
JIOJIOIIKM TpHUCTaN, C€ HaJoBp3yBa Ha TPYAOBU-
te ,,Jlapemuonomkure Gopmu Bo Lpyorcunaitia Ha
upciienoiu va [lon Tonkun* (Jluitiepaiypen 360p,
2020 r.) u ,,CBeTomie0T U MYAPOCHUTE UCKA3H BO
MAaKeJI0HCKUOT NIPeBOJ1 Ha [ ocliogapoil Ha Upcitie-
nuitie* (Konitiexciu 0p. 26, 2022 r.). OBue 1Ba Tpy-
Jla ce OHECyBaa Ha IPBUOT U HA BTOPHOT TOM OJ1
tpunorujara [ ocilogapoit Ha upcitienuitie Ha [lon
TonkuH, a 0BOj TPyX € MOCBETEH HA MOCICIHHOT,

1

TPET TOM — Bparameiio na kpanoii (IIOHATAMY
BK), npeBeieH Ha MaKeTOHCKH ja3uK (Kako U JApy-
rute nBa Toma) ox Ocdennja Kosunoscka u Pomeo
[Mupwumnos (2002 r.).

Bo HacnoBoT e cyrepupana JOMHHAIMja HA HC-
KazuTe BO ()YHKIIM]ja HA TOYKU U HA COBETH, HO TOa
HE 3HauH Jieka BO TPETUOT TOM Ha [ ocilogapoii Ha
ipciienuitie (monaramy /1) He MOCTOjaT U APYTH
MCKa3H, KaKo MITO ce MCKa3u BO (PyHKIHja Ha KIIET-
BU, 0J1arociioBH, 3aKJICTBU WX MTOCIIOBUYHHU UCKA-
3u. bujejku TpyaoB ro HacienyBa HPUCTAIOT O
NPETXOJHUOT TPyA 00jaBeH BO crucaHueTo Kow-
itexciti Op. 26, Tyka HeMa moceOHo 11a ce oOpaszio-
KU METOJI0JIONIKaTa paMka. Kako v Bo mpeTxomaHu-
TE TPYJIOBY TaKa U BO OBOj, PA3IMYHUTE HCKA3H T10-
HEKOTalll HICTOBPEMEHO IpHIIaraar Ha MOBEKe Ka-
TEropuH U OpPOjOT U 3acCTalleHOCTa Ha HEKOM MCKa-

Co 20028 ce o3HauyBa TpeTUOT TOM 01 [ ocilogapoill Ha tipciienuilie — Bpaxarweitio na kpanoi.
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3H JIOMHHHpA HaJ OpOjOT M 3aCTarieHoCcTa Ha JApy-
ru uckasu. OHa 1ITO € 3a¢AHUYKO 32 CUTE UCKA3H €
TOa LITO THUE MPETCTaByBaaT OApPa3 Ha CBETOIVIEAO0T
Ha JIMKOBUTE KOJIITO € THUIIUYEH 3a CBETOT MpET-
cTaBeH Bo [ ocilogapoil Ha Upcitienuile.

BunoBu Ha uckasu Bo Bpakxameitio na
Kpanioiii U HUBHA MHTEpNpeTanuja

[ToropecrnoMeHaTHOT MCKa3 HA TOYETOKOT Ha
TPYIOB ja cyMupa Iienara armocdepa Bo mociue-
HUOT TOM Ha TPWJIOTHjaTa W CBEAOYH 3a Xpadpoc-
Ta IITO € MoTpedHa 3a /1a ce UcTpae BO MayHaTa U
JIOJITOTOJUIIIHA BOjHA.

Bo kpancrBoto Ha lenetop, ['angand ke oune
JIOBEJICH BO CHUTyallMja Ja ja JOKaxe J0OpoHa-
MmepHocTa Ha [TunuH. Mcka3oT Koj Toj ro ncKakyBa
npen JlyreTo crpakapu KOM c€ COMHEBAarT BO HUB-
HHUTE HCKPEHUTE HAMEPH, ja CyMUpa CyIUTHHATA Ha
nocioBuuara ,,He ja cyan kaurara cropez Kopu-
nuTe’: ,,A 1TO Ce oIHecyBa 10 Xpabpocra (ce Mu-
ciu Ha [Tunun — K. J1.), Toa He MOXkeTe Aa ro mpo-
nennte o crasara® (I1. Tomkuu 2002B: 17).2 Ha
YUTATEJIOT My € I103HaTa O[] IPETXOAHUTE TOMOBU
Ha TPIJIOTHjaTa COMHMYABOCTA CO KOja OCTaHATUTE
(JIyrero, Endure, BonmmeOHummre) mpucramnyBaat
koH [lonmoBanuTe Kako Hapoj KOj HE € 4ecTo Ore-
BaH BO JAPEBHHUTE NPHUKA3HH; BO M3BECHA CMHCIIA,

2

Ha [lonoBanure UM ce mpUcTanyBa Kako Ha TyTHH-
1Y, @ HETO3HATOTO BOOOMYACHO T aKTHBUPA Me-
XaHU3MHTE Ha CTPABOT U BOIM 10 HepoBepOa, He-
MPOMUCIICHO PACy/lyBalbe M KUIOCYBamhe Ha JIpy-
rHOT BO ()YHKIIMja Ha CONCTBeHa 3amituta. On npy-
ra cTpaHa, BO CBETOT Ha [ /] IOCTOjaT JIMKOBU KOU
“Maar W3BeCHa pemyTanuja, na Taka [anmand ce
mmojaByBa Bo [ 0HJIOp ,,criopest cBojoT 0bu4aj*; dhop-
MyJaTa IITO CIEIH 110 UCKa3oT: ,,[Ho T noaram co
T@XHHU W CTPAILHU BECTH,| CIIOPEI CBOjOT 00MYaj,
kaxo wino eenai’ (11. Tonkun 20228: 17; xyp3u-
Bu K. JI.) mpeTcTaByBa HaBpakame U TOBTOPYBAHC
Ha (opMyIandHaTa KOHCTPYKIHja Koja ce CroMe-
HyBa IIPH MCKAXXYBambETO Ha HEKOM MapeMHOJIONI-
K1 (popMH, KaKo ILITO CE IOTOBOPKUTE, TOCIOBULU-
TE€ M IOCJIOBUYHUTE UCKA3H.

Bo cBerot Ha [7], ,,MynpyBameTO* (MHCTUTY-
Lyjara Ha IeJaroikoTo COBETONABCTBO, HO U CIIO-
JIeNTyBabETO Ha MYyIPOCTa KaKO Pe3yiTaT Ha CTeK-
HaTO >KMBOTHO MCKYCTBO) HE NPETCTaByBa NPUBU-
Jierdja camo 3a NpPUMaJHULUTE Ha ,,IOBUCOKUTE
ponoBu (Ha mpuMmep, Ha Endure unn Ha Bonmeo-
HUIIUTE), TYKY MHOTY Y€CTO aTUIHMYHH JTIUKOBH BO
BaKBU CHUTyaIluu (Kako IMTO € JUKOT Ha CeMm), Ko-
pucTaT MyApPOCHHU NCKa3H WM U3PEKU KOU He 01 ce
OYeKyBaJIe O]l HUB U KOU HE C€ TUIIMYHM 32 HUBHU-
ot cBetomiea. Mcro Taka, HEKOM JIMKOBH, KaKo HITO
e lannand, ocranyBaaT KOHCTaHTHH BO CBOjara

I[O CJIMYCH 3aKIIYy4YOK noara u ]IeHeTop Ipu 1pBara cpeu6a co [MunwuH: 55... A YIITE €HAI C€ ITIOKAXXYyBa I€Ka HAABOPCIIHOCTA

Ha YosekoT mim Ha [TonoBakot Moxke y1a axke™ (11. Tonkun 2002B: 24). Xanbap/ MckaxyBa HCKa3 Koj ja 3ap>KyBa CylITHHATA
Ha UCTHOB HCKa3, Clope]] Koj He Tpeda Ja ce cyau cnopen usrienor: ,,Hapoznot ox Illaep e cuteH, HO co roeMa BpeIHOCT
(II. Tonkun 20028: 50). [Tunun moara 1o ciMyHa KOHCTaTalUja BO pa3roBopoT co beperony, mro cBexo4yn 3a KOHCTaHTa BO
pa3MUCINTE Ha aBTOPOT KOU OYMIICITHO CE MIPETOUyBaaT U IPEKy HETOBHUTE JINKOBH.

Hcka3oB, HCTO Taka, ¢ 100ap IpUMep 3a pa3jukara Mely MOCIOBMIATa M MOCIOBHYHHOT MCKa3: BTOPUOT BOOOHUYACHO €
JIMIICH 07l MEeTa(OPHYHOCTA, OIICKYPHOCTA U CIMKOBUTOCTA KOM CE IOCBOjCTBEHH 3a MOCIOBHIATAa M KOM MOHEKOrall ro
OTEXKHYBAaT HEJ3MHOTO pa3dupame, 0COOEHO aKO HE CE 3HAE KOHTEKCTOT.
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yJora off TOYEeTOKOT, Ta /IO KPajoT Ha TPHUIIOTHjara.
Toj, Ha mpumMep, BpiH (YHKIHja HA MyAap MPOIIo-
BEJHHK W HEroBara MO)KeOW Haj3HA4ajHa yiora e
Jla TW yIaTH TIOMaJIKy yHaTeHUTe; HErOBUTE COBe-
TOJIAaBHY MCKa3M He O Tpebdasio Ja ce cdarar Kako
OOMYHM KOMEHTApH, ¥ TOA MOPAJH J[BE MPUUYNHU:
1) HeroBara cTapoCT CBEJOUYH 32 TOJIEMO YKUBOTHO
HCKYCTBO; 2) HETOBUTE UCKA3H HAjUECTO CE MOAr0-
TOBKa 3a HEM30EKHOTO, Ma 3aroa umaar npoder-
cKku Kapaktep. Toj He ro coBeTyBa HampasHo [1u-
IMUH KOra TO HCKaXKyBa COBETONABHUOT/HMIIEpa-
TUBHHOT UCKa3: ,,[[IpaBu kako mTo T Besmam!| He
€ MyZIpo, Kora Ha HeKOj MOKEH BJIaJIeTeN My ja JI0-
HECyBalll BECTa 33 CMPTTA HA HETOBHOT HACIC[l-
HHK,” 7a ce pa30opOopHIl 3a J0alamkeTo Ha OHOJ
(Caypon, Kpanor-semrrep, K. /I.) mro, ako 10j-
Jie, Ke TmoJiara IpaBo Ha KPaJCTBOTO... AKO J0Oce-
ra CH OJIeJl CO 3aTHATH YIIU U 3aCliaH yM, cera pas-
oymu ce!* (L. Tomxuna 20028: 22). AKO 4YUTaTENOT
HE 3Hae 33 )KHBOTHOTO UCKycTBO Ha ['anaand koe e
3HAUUTEIHO 1orojxeMo of ona Ha [lonoBauuTte, TO-
raii Bp3 OCHOBA Ha OBOj UCKa3 TOj OM IO OKapakTe-
pusupan [annand kako Ap30K, 3aT0a MITO HETOBHU-
OT MCKa3 I'o MPETCTaByBa Kako KpyT u oTcedeH. Ho,
MCKa3oT € BO (DyHKIIHMja Ha HETOoBara yJjiora Ha Iie-
JIaror ¥ 3allITUTHUK, TaKa IITO TOHOT CO KOj € HCKa-
JKaH COOJBETCTBYBa Ha HETOBHMOT HapaB MOCTOja-

3

HO /1a BHHIMaBa W, Ha HEKOj HA4MH, JIa ja 3aIlITUTY-
Ba JIpyxunara (Ha npcTeHor).*

Bo pomanor moctojar mpobieconu Ha yHU-
Bep3ajiHa MYIPOCT KOjallITO Ce YUHHU JIeKa € Pe3yJ-
TaT Ha Jiy1Ta00Ka OrcepBallrja Ha Pa3InyHu JyIe BO
CJIMYHU CUTYaIlMU; IPUMeEp 32 OBa € JHjajoroT WK
nperpkara Mery Jlenerop u 'anmand, momHa co
MOCJOBUYHA TexuHA: ,,Jlymoct Ou Omma ropmoc-
Ta IITO ' OT(pia HOMOLITA U COBETOT BO TEKOK
gac...> A Bnagetenot Ha ToHI0p HeMa 1a Ouie opy-
JIMe 3a [IeJINTE Ha JIPYTH, I1a Makap M Jia ce Hajaoc-
TOjHH. A 3a HETO HEMa ITOBO3BHINICHA IIE)T Ha CBe-
TOoB ox noopoto Ha I'orgop...” (II. Toakuu 2002B:
27). OBoj ucka3 Oum MOXes Aa ce Kiacuduuupa
Kako TIOCJIOBUYEH ucka3. Exen kputepuym 3a nu-
CTHHKLIMjaTa Mery IOCJIOBHLATa U TIOCIOBUYHU-
OT MCKa3 TPEeTCTaByBa MMIICPCOHAIHOCTA HA M-
Bara (hopMa HaCIPOTH TIEPCOHAIHOCTA HAa BTOpa-
Ta; MOCIOBHYHHOT UCKA3 PEUHCH CEKOTAIl COMPIKH
JICUKTUKN KOMIITO YIaTyBaaT Ha KOHKPETEH MO-
MEHT 1ITO € hic et nunc, Tyka u cera, ¥ UCKa30T ce-
KOTalll TO U3roBapa KOHKPETEH JIUK, OITHOCHO CEKO-
rai uMa HEeKoe ,,jac’ Koe Ka)KyBa HeIlTo IITO UMa
MYZIPOCHA BPEIAHOCT. 3a pa3iiuKa Oj TOCIOBUYHH-
OT WCKa3, MOCIOBUIATa MOXKE J1a OHJIe M3roBOpe-
Ha O] CEKOTO0, BO CEKaKoB (Ia AypH U HEMOBOJICH,
,,[IOTPEIICH", HECOOJIBETCH ) KOHTCKCT WJIM MOMEHT

Ce mucin Ha cMpTTa Ha bopomup 1 nopasutesHHoT edekT mTo Taa ro uma Bp3 Jlenerop. [unuH ke nordpiu aa ce npuapxu

J10 coBeToT Ha ["annand u ke 103BOJIM eMOLMKTE Jia HaJBJajear co Hero: ,,Hajcumanor YoBek Moxe J1a 6uze yOueH co exHa
ctpena... [a bopomup 6erire mpodoaen co muory]“ (I1. Tomkun 2002B: 24). MickpeHOCTa Ha HETOBHOT MCKa3 ja MPaBU HEroBara

rpelka rmoMaia u nomnpudarinsa.

[Ma cenak, ['anmand ce ,,uckymyBa™ kora My nmpusHaBa Ha [IunuH neka: ,,01aropoJHHOT YMH He Tpeba 1a Oujie monpeyyBaH

O] JIQJICH COBET", IITO 3HAUYH JIeKa HaKO ¢ M3HCHAJICH O] JiojasiHocTa 1mTo [TunuH My ja ykaxan Ha [lenetop, Toj, [annand,
nMa pa30uparme U He ce JIOBEIyBa BO ITO3MIH]ja J1a TO OCYIH BAKBHOT YMH KaKO HEOPEKEH.

I[O CJIMYCH 3aKIy40K Joara u EOMCp Kora B€JiM JI€Ka ,, HCOUYCKYyBaHaTa 1nomMolul € Z[BOjHO 6narocn03eHa“, TOKMY IOpaau Toa

HITO € HeOUeKyBaHa, HO 1o0peojaeHa Bo 301 yac (1. Tonkun 20028: 122).
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BO KOMYHHKAI[MjaTa, MITO MOKA)XyBa JIeKa Taa HE
€ aBTOpCKa TBOpOa, 3a pa3iuKa Of IOCIOBUYHH-
OT UcKa3. BTopuor ja cumynupa BUCTHHUTOCTA Ha
MOCJIOBUIIATA M HAJUECTO MPETCTaByBa OMIITONPH-
(areHa KOHCTaralyja 3a HEKaKBa YKMBOTHA CHTY-
anyja, CIydyBame WM YOBEYKA KapaKTEepUCTHKA,
KaKo IITO €, Ha IpUMep, HeKaKBa cl1abdoCT, MaHa
WU KBaJIUTET.

Hewussecnocra na Outkara 3a IlpcTeHor, kako
W TeroOHWTE CllyyyBama LITO I'M HOCH BOjHATa
KaKO KPBOMPOJIEBAUYKH YWH, TH TPaBaT JIMKOBUTE
HEeCUTYpHH 32 HUBHara uaHuHa.® ['annand e cee-
CeH JIeKa He MOXKEe M JieKa He Tpeba ofHampen aa
NPOTHO3Mpa, 3aT0a LITO HE MOCTOM rapaHiuja 3a
ycrex BO BpeMe Koe € HenpenBuaAInBo. Bo kanyu-

T€ Ha OMACHOCTA, YOBEKOT CTAHYBa BOMH Ha FOTOBC
Y TOj HE MOXKE a JIa He pa3MHCITyBa KaKo YOBEK KOj
€ pucHiIeH 1a (YHKIIMOHUPA BO YCIIOBH Ha BOjHA;
3a Hero M XpaHara ¥ MUjaiakoT Ce ,,[I0YSCTH *, KAKO
mro 3abenexxyBa beperona (LI. Tomkxun 2002B:
30). Ho, ona mrTo T0 ofp>KyBa BO KHBOT, IOSHTAaTa
HE CaMO Ha HETOBOTO )KHUBECH-C 1 TIOCTOCHHE TYKY U
Ha HETOBOTO BOjyBame, € JIOjaTHOCTA KOH 3eMjaTa
3a Koja ce OOpH, HO OBa € JIOjaJIHOCT KOja € Tpe3Be-
Ha ¥ pallioHaJIHa, IPUJIPY>KeHa O] CBECTa M CO3Ha-
HHUETO JIeKa CUTE HellTa uMaar CBOj Kpaj. ,,Hane-
KTa W CEKaBameTO Ke IMPOIOJDKAT Ja KUBEaT BO
HEKOja CKPHUIIIHA JIOJIMHA KaJie IITO TPeBara e 3elie-
Ha“ (II. Tonkun 20028: 35).” Bo HecrnokojHU Bpe-
MHHba, COjJY30T Mel'y OHHE KOH ce Oopar 3a ucrara

6

54

Huxkoj on nMKOBHTE HE € MOMITECH OJl CTPABOTHOCTA Ha BOjHATA M O]l MOYKHOCTA TOj MJIM Taa Jia yMpe Ha OOjHOTO MoJie:

,,CMPTTa BO OUTKA MOXKE Jla HE CHajlie CUTE HAC, ceeTHO nanu ro cakame toa win He' (I1. Tomkun 2002B: 241). Ho, u 6e3 BOj-
Hara ,,CBETOT € IOJIH CO ITOBPEIN 1 HECPEKU ™ U ,,3a J1a TIOYHE BOjHA, JOBOJICH € CAMO €/ICH HelpHjaTell, He ce NoTpeOHu JiBa™
(II. Tonmxun 20028: 239). /o oBa co3HaHue ce Joara MPeKy HU3aTa Ha UCKAa3HM KOW M MCKaXyBaaT JIypH U JUKOBUTC KOU CE
npeTcTaBeHH Kako oectpamrau. CoodeH co HeNpeaABUUIMBOCTa, AparopH ke 3akiyun jeka ,,Cya0nHara Moxe Jia HU JJoHece
ropwiuB kpaj npex [Toprara na Mopmop* (I1. Tonkuu 20028: 160), mTo 3Ha4HM Jieka HUTY OHUE KOM Ce TOoBIacTeHH (Onaejkn
ce ,,u30paHuTe’) Hema Jla OUAAT MOIITEICHN JOKOJIKY UM ,,ayKHe yacot™. I dpomo, ucto taka, moara 10 CIMYHO CO3HAHUE
npen yenycra Ha [Inanunara Ha CynOuHara, Kora 3aKkiIydyBa jJeka HajJe)kTa MOXe Ja ce M3ryOu M JieKa KpajoT Ha HellTara
(II0TOYHO, HAa HErOBOTO MATELIECTBHE), € HeM30ekeH. A cenak, {ypu 1 Kora KpajoT HaBHCTHHA Jioara, ce YMHHU JIeKa TOj MpeT-
CTaByBa CaMO HOB ITOYETOK, O€3 OIVIe/l Ha TOa IITO OHOj IITO 'O UCKYCHII 3aBPIIMII CO MeTaQOPHUYHH PaHU O] CUTE HEIITa CO
KOM MOpaJI Jia & COOUH.
Opn japyra crpaHa, Iak, CTaTryCoT Ha JIMKOBHTE C€ IMOKaXXyBa Kako OCOOEHO OWTEH BO ,,AUILNIOMATCKUTE' pasroBOpH, a
HCTOBPEMEHO CE€ KOPUCTH M KaKo MOBOJI 3a KieBera win HaBpena. [lopyunukor Ha Kynara, ,,Ycrara na CaypoH®, cmera jexa
en(cKuTe OPHAMEHTH He IpaBar ezieH YoBek Jia Ousie kpai, a 3aroa Toj Ke o10ue Jja ce moBleye Ipe AparopH U HEroBuTe
npuapyxuauny. [annang, Ha oBa, ke ja HCKPUTHUKYBa caMOHa3Ha4YeHATa TUTYJa Ha IpaTteHUKoT Ha CaypoH, cMeTajku JieKa
JpckocTa He Tpeba ma 6ue ominka Ha efaeH nocpeanuk (L. Tomkun 2002B: 166).

[MocoBunMTE YecTonaTu yCIeIHO MpeHecyBaar rmopaka 1oj MeTad)opuueH IUIAINT; MelyToa, ako e/IeH UCKa3 € HejaceH
WM Hepa3OupIINB, TOa HE 3HAYM JeKa TOj aBTOMATCKH KpHe HekakBa MynpocT. [ToHekoranr uckasure ce TOKMy OHa IITO Ce U
HeMma roTpeba Jia ce aHannu3upaaT Kako HElITo 1moBeke off oHa mrto ce. CIMKOBUTHOT ja3uK (KaKOB ILITO € OHOj BO TaTaHKHUTE)
HE 3HA4YM JIeKa MCKa30T € MapeMUONIONIKH. Jako KpUNTHYHOCTA € CBOjCTBO Ha TOJIEM JIeJ Ha IIOCJIOBUIIN, TOA HE 3HAYH JIeKa
CEKOj KPUITUYCH HCKa3 1Mo Ae(UHHIIKja ¢ MOroBopKa wiu nociosuia. [lopakara mro Enoxup n Xanbapa My ja npeHecyBaar
Ha AparopH: ,,JIauTe ce kpatku. Ako ce 6p3am, criomuu cu 3a Bpeunnte na Mpreute® (I1. Tonkun 20028: 45) He e HekakBa
KOJIMpaHa TopaKa TyKy € OTCJIMK Ha yjorara IITO THE ja BpIIAT, HO MCTO Taka I'0 OTKPUBA CBETJIOTO BO KOE C€ NPETCTABECHU



CONTEXT / KOHTEKCT 28, 2023

1IeJT € JIOBOJICH TMOTTHK 32 JIa C€ HaJIMUHAT TEITKO-
TUUTE, 14 TaKa, HAaKJIOHETOCTa KOH KpPaJloT MpeT-
cTaByBa Wi Tpeba j1a ce chaTh Kako JOMOTHUTEII-
Ha MpUYMHA 3a Ja ce ucrpae Oe3 orien Ha Oe3Ha-
JIeKHOCTA Ha cUTyalndjara. Bo TakBa mo3unmja ke
ce Hajmat Mepjamok u kpanot TeomeH nmpu 3aeMHO-
TO MCKaKyBarmhe Ha MOYECT U JOjaTHOCT, HaKO TI0-
TPEITHO ce oueKyBa 300poBuTe Ha TeoneH na nMa-
ar moroJjiemMa ,,T&XKHHa " caMo MOPaJIx Toa IITO TOj €
KpaJl, a IpyruoT — eIHOCTaBHO conaTHUK Ha Dpo-
no. Teomen ke ro GmarocioBu co 300pOBHUTE: ,,A
cera cranu, Mepjamok, 6i1aroponauky ox Poxas...
3eMu TO CBOjOT M€Y M HOCH TO 3a j00pa cpekal*
(II. Tonkun 20028B: 48).

Kako mro nojanHocTa KOH Kpanot 0u Tpeda-
Ja jga Ouje HarpajeHa (Kako IITO BOOOHMYACHO €
Bo ['7]), Taka OOMBaKETO HA MOCITYIIHOCT, HECO-
paboTkara u HelojaTHOCTa O6u Tpebane ma Oumar
Ka3HeTH. Bo HemocTaTok o1 cuiia ¥ CIOCOOHOCT 3a
,»BUCTHHCKA", ,,MaTeprjaHa’ Ka3Ha, ce MPUOerHy-
Ba KOH MOKTa Ha 300pOT, criope]l koja Ou Tpeda-
70 fa ce o0eneXn W Aa ce CaHKIHOHHpa Heuue
JIeJCTBO KaKO HECOOJIBETHO 3a TOJICPUPAE HIIH
KaKo COOZIBETHO 3a ka3Ha. He 06e3 mpuuwnna M3mi-

Iyp ke rv ipokosiHe [InanuHanmTE (,,KI€TBOIOMIIH-
Te“)® xou ce omnaie Ha cinyx0a Ha Caypon: ,,Hu-
KoTall Ja He MOYMHeTe c¢ Jo/ieKa He CU ja UCTION-
HUTE 3aKJIeTBara. [3alITo oBaa BojHA Ke Tpae 0e3-
Opoj ronuHM U BUE Ke OujieTe IOBUKAHH YIITE €l
Har nipen kpajot]| (1. Tomxuu 20028: 52). Hero-
BHOT HCKa3 MPETCTaByBa CIUIOTYBamhe Ha TEMHHU-
OT acleKT Ha KJIETBaTa U MPOPOYKUOT KBATUTET HA
BUJICHHETO/BU3UjaTa/IPOPOLITBOTO.
JuckyTaOuiHo e nany yrnorpedara Ha Ha3|B 3a
e/iHa mapemuosionika opma (Ha mpumMep, Ha OJa-
TOCJIOB WJIM Ha 3aKJIETBA) OTKAKO OBaa ke Omie n3-
TOBOpEHa, ja IpaBH Jla Ou/ie OHa 3a IITO € UMEHY-
BaHa.” AKO ce TI0j/1e O] IPETIOCTaBKaTa jieka OJa-
TOCJIOBOT ja €KCTEPHOPU3HPA, ja ,,0HaIBOPEIIHY-
Ba“ (MCKpeHaTa WM HEUCKPEHa) Hamepa Ha Tro-
BOPHUTEJIOT Jla My TOCaka JOOpOHAMEpPHH XKelou
Ha OHOj KOMYy My ce oOpaka, Toram Kako Omaro-
CJIOB MOXAT Jla OM/IAT UMCHYBAHU CUTE OHUE UCKa-
3H CO KOM HEKOMY MY C€ MOCaKyBa OJaroHakJIoHe-
Ta cpeka. M mokpaj Toa mTo UCKa3uTe TeHEePaTHO
Tpeba 1a ciiear OopeCHU MpaBWiia 3a Ja Ouaat
CMETaHH 3a MapeMHUOJIOIIKH, THE CeTIaK Ke ce cMe-
Taar 3a TAKBH JIyPH U aKO HE3HAYUTEITHO 3aCTpaHy-

Enponp u Fanaapuena. Ako ce u3Biieue BOH KOHTEKCTOT, OBaa peYeHHI[a He O MMaa HUKaKBa [OCIOBHYHA BPEIHOCT.

Ogue 6u Tpe6asIo MONPEIU3HO Jia CC KIMCHYBAaT KakKo ,,3aKJICTBOIOMIH . 3aKJIeTBaTa U KJIETBaTa CC JIBC a3yt (OPMH U
KJIETBATa, IOHEKOTalll, € Pe3yJTaT Ha HEHCIIONHETA 3aKJIeTBa.

HMako nma CTpyKTypa IITO COOJBETCTBYBa Ha CTPYKTypaTa Ha MOroBopkara, nckasor Ha Cem: ,,[paboture usrienaar] 6e3Ha-
JIEKHU KAKO MPOJIETEH Mpa3‘‘ He € MOrOBOPKa, HUTY € MCKa3 BO (PYHKIMja HAa OrOBOPKA, TYKY € MPOCTO JECKPUIITHBEH OpHa-
MEHT Ha aBTOPOBHOT CTHJICKH ceH3uOmnmuTeT. HeymeniHocta (HejacHara opMysianuja) Ha uckasot Ha Ppojo: ,,[Ce 06umoB
na ro crniacam llaep, u Toj e craceH, Ho He 3a MeHe]. Yecto Mopa J1a Ouze Taka, CeM, kora paboTHTe Ce 3arpO3eHH: HEKOj
Tpeba J1a TH OTCTAalH, J1a TH 3aryowu, 3a j1a Mokar aApyru aa ru 3aapxkar™ (I1. Tomkun 20028: 313), ro mocraByBa npamiameTo
JIalii MOJKE J1a Ce CMeTa 3a ITOCJIOBHYEH camo 3aToa mTo e HejaceH. Ce noapaszoupa aexa Opoo amyanpa Ha KpTBara LITO ja
npaBu BO UMETO Ha 1esara CpejiHa 3emja, HO 3a Jia Oujie MOCIOBUYEH, HCKa30T MOpPa JIa UCIIOUUTYBA CTPYKTYPHHU U JIMHTBUC-
THYKH [IAPaMETPH, IITO 3HAYH JIEKA HUIITO HE CMee J1a OMJIe OCTABEHO ,,Ha CIIy4ajoT™ U caMo IOpay TOa IITO TOJIKYBauOT HE
ro pa3bupa MCKa30T, ToA HE TO [IPaBU UCKA30T Jia OuJie TIOCIOBUYCH HITH My/ap.
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Baar o7l CTPOTOTO MPUAPKYBakE J0 HOpMara (10
CTPYKTYpPHHTE, JTHUHIBHUCTHUKUTE U CEMAHTHUYKH-
Te npaBwia). OBa ce I0JHKM Ha HAYMHOT Ha KOj ce
pasMHCIIyBa U Ha HAYMHOT Ha KOj C€ TeplHIupa-
aT HelITaTa, ITO HEKOTalll BOJH /IO TOa OApE/ICHH
WCKAa3M JIa IPeTpIar CTPYKTyPHH MPOMEHHU CO IIeI
nos00po Ja ce BKIIOMNAT BO COBPEMEHATa JKUBOTHA
JIUHAMUKA, TyPHU U TIO TIeHA J1a OUIaT TMHTBHCTHY-
KU YIPOCTCHH, CKPAaTCHH WM MOAU(DHLIUPAHUA HA
HEKAaKOB APYI HAYUH.

3a n00ap BOMH Ke ce cMeTa OHOj KOj € Ipo-
MUCIICH, NMPETHa3JIMB U YUK CIIOCOOHOCTH 3a JIO-
Opa mTpoIleHa Ha cHWTyaldjaTa K€ My OBO3MOXKAT
Jla ja 3a00MKOJTM HEBOJ[jaTa W Ja HE CTaHEe Hej3UuH
wieH. O[uinKka Ha MCKyCHUOT BOUH € TaKTUYHOC-
Ta M CTPATEIIKOTO IUIAaHUpame, Ma Taka, ,,u30p3a-
HHUOT yZIap PETKO ja MOrojyBa meirTa’, ke UCTaKHe
Aparopa (LI. Tonkun 20028: 51); oBa 3Ha4M neka
HE caMo MPEKHUBYBAKETO, TYKY H YCIIEXOT BO OUT-
Ka ce JIOJDKAaT Ha BEIITHHATA HA BOMHOT Jia TH M3-
OerHe OYUIIICHUTE HEBOJIjU, CAMO aKO € CIIoCOOeH
no00po na mnanupa. M mokpaj Toa 1mITo oxpeneHu
CIICHapHja ce HEOJJIOKHHU, TOa HE 3HAYW JieKa THE
Tpeba Jaa mpenn3BUKaaT 3a30p Kaj OHOj KOj HYKHO
MoOpa Jia TH UCKYCH WK J1a MUHE HU3 HUB. Jlypu u
KOTa MatoT ¢ 3a0paHeT, HACTCTHUKOT Ha TOJIEMUTE
KpaJieBH ,,MOXKE Ja TPTrHE IO HEro ako MMa cMe-
noct (I1. Tonkun 20028: 51).

Ha ozxpenenn mecra Bo TPETHOT TOM ce MpH-
OerHyBa KOH HaJI0JITO M HAITKPOKO OINUIITYBabE Ha
NPUTIAHUIN HA POJOBU M HA HACTAHH, IIITO UM TO
o/[3eMa IapMOT Ha MOMATHO ynoTpeOeHUTE mape-
muonowku ¢popmu. Ilapemuonomkure popmu mo
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MpUPOJIa C& CKOHOMUYEH JTUCKYPC M KOH/ICH3Upaat
MHOTY (Ba)XHM) HH(DOPMAITUN Ha €CTETCKH U CTHII-
cku crertatr HauuH. Kora yurarenor ce ryou mery
OIKCHTE, CTAaHyBa MOTEIIKO J]a CE BOOYAT HCKA3UTE
KOM MOKeOM uMmaar MapeMHOJIOUNIKKW KBaJIUTCT, I1a
3aroa U oBa pediaekTupa co ,,CKOK* BO COIp KIHA-
Ta, OMIejKN TIIABHUOT aKIEHT BO TPYJOB Ce Tape-
MUOJIOIIKUTE (HPOPMH U KAKO THE TO IPETCTaByBaaT
CBETOIIIEIOT HA JIMKOBUTE.

beperonn my Benu Ha ITunun neka ,,cTpaHCKU-
OT aKIICHT HE T'0 pacuilyBa 0JaropoaHUOT TOBOP™;
HETOBHOT HMCKa3 CBEJIOYM JICKa HEJIOBOJIHOTO II0-
3HaBam-€ Ha OJIpeJIeH ja3uK He Tpeba Ja MpeTcTaBy-
Ba Oapuepa BO MPEMO3HABAKETO HA MCKPCHUTE U
YeCHW HaMepH Ha ToBOpUTENOT. BonHor Tpeba aa
Ouzie HaOpYXKEH CO Me4, HO U CO 3Haeme Koe ce
CTEKHYBa OJ CTapuTe CBUTOIHU, U beperoun ja oc-
MopyBa ujejara Jieka eJIHOTO TO UCKITydyBa JAPYyro-
To. bectpariHocTa n Op3uHaTa BO pa3MUCITyBambe-
TO C€ KBAJUTETH KOU CE UCTO TOJIKY OOPEI0jIeHH
Ha 0OjJHOTO TOJIE KaKo U BEIITHHATA HA MEUyBaIbe.

BouHOT He e eIMHCTBEHUOT KOj Tpeba J1a ouje
W Jla OCTaHe MPOHUKIIMB 32 BpeMe Ha HeBouja. [le-
JUKaTHA W mpoOieMaThyHa € IMOo3WIHjaTa (CBec-
Ta) Ha MapaHOMYHUOT KpaJl Koj Ivieqia 3aceqa OHa-
My KaJie IIITO ja HeMa, U KOj Ce HaJleBa Ha Hajio-
LIOTO, U [IOKPAj OYUIVICAHUTE 3HALK Ha TOx00py-
Bame Ha cutyanujara. [leHerop e mobap mpumep
3a JIMK KOj Topajiu KoOHara KoMOWHaIlMja Ha Tara
0 3aryOCHHOT TPBOPOACH (OMIJICH) CHH U HE3-
IIpaBoTO cebespyone m omcemHarocta co I[lpcre-
HOT, Ce JIOBelyBa BO COCTOj0a HE caMO HempaBe/I-
HO J1a TO KPUTHKYBa CBOjOT IoMali cuH'’, TyKy U aa

[lrerara ja momnpasa GnaropasymMHHOT ['aHgand koj, 3a pasiuka o JIeHeTop, € coco0eH COOBETHO Ja TH BaJopH3Upa

KBaJIUTCTUTE Ha (DapaMHp " a MYy Mpeaovr JCKa € BaXKCH: ,,He OT(pr'Iaj Tro CBOjOT KUBOT HEIIPOMUCIICHO HUJIK BO I'OpYU-
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3aTl0yHe J1a C€ COMHEBA BO CHTE IITO I'O ONKPYKY-
Baart, ma aypu u Bo ['annmand: ,,Moxar na ce Haj-
JaT pelleHrja MITO He MPEeTCTaByBaaT HU CIUICTKH
Ha BonmeOHunyTe HU N30p3aHOCT HA IIyHAIKTe.
[Jac mmaMm moBeke 3HaeHE U MYAPOCT OTKOJIKY IITO
mucoum ta'']* ([I. Tonkxwunr 2002B: 85). Herosu-
OT JIMK, ONIITO Ka)KaHO, CBEJJOYH JIeKa HEIITaTa He
Cce CeKorail caMo IPHH WK caMo Oeu, TYKy JeKa
CBETOT € COCTaBeH OJ HUjaHCH M JieKa IpaBuiaTa
He BakaT CEKOorall WM JIeKa He ce mojapa3Oupaar
Oamn cekoraii; BeIMYMHATA IITO ja MPOEKTUpa PH-
rypara Ha KpaJoT MO)ke 1a Ouze JoBeieHa Bo Ipa-
IIaFkb¢ BO OHHME CHTYAaIlMH BO KOM TOj CE€ COOUyBa
CO CBOjaTa HEMOK M BO KOM C€ IPETBOPA BO CEH-
Ka Ha OHa IITO Hekoraw Owi. /leHerop He e mpe-
JaBHHUK BO BUCTHHCKA CMHCIIA Ha 300pOT, HaKO 1O~
CJICJIHUOT YHH TIPE] JIa CH T'O OJ[3EME KHBOTOT Tpe-
0a J1a ce moziBe/ie Ha HU3a UCIIUTYBamba U AaHAIHM3H;
3aKJIYYOKOT JI0 KOj O JIOIIIEe TIPY TAaKBUTE aHAIIN-
31 € JIeKa U KpaJloT € CelaK caMo YOBEK M JIeKa U

TOj UMa CIIA00CTH Ha KOW MTOHEKOTalll, BO CIUIET Ha
Hen30eKHU OKOJTHOCTH, MOpa Ja moTkiekHe.'? TTo-
HEKOTalll HellITaTa Mopaar Ja ce rnpudarar OHaK-
BU KaKBH IIITO Ce, 3aT0a IIITO ,,TaKa MOpa Jia ouje",
kako 1ro 3aknyuysa [annand (1. Toaxua 20028:
87). danm mocTon BUAJIMBA TpaHHUIlA Koja TH OII-
BOjyBa xpabpocTa ox mynocta? Jlamu Jlenetop Tpe-
0a j1a ce okapakTepu3rpa Kako Kpaj Koj ro 3aryounit
Pa3yMOT MJIM KaKO IIPOPOK KOj MOXKE J1a ja BUIH UJI-
Hunata? llTo e oHa mITO My 103BOTyBa HA YOBEKOT
JIa TY OJIP’KH )KMBU CBOMTE BepOa M HaJIe)K KOora CH-
Tyanujara ¢ HaBuCTHHA Jiomra? 3a JleHeTop He 1o-
CTOM TO3UTUBEH UCXO]] O BOjHATa: ,,[lomodpo e na
W3TOpHMeE TIOPaHO OTKOIIKY ITOJIOIIHA, 3aIlITO MOpa
na ropume’ (I1. Tonkun 20028: 97). Toj e anTHTE-
3a Ha ['anmand u Ha AparopH Kow HpeTcTaByBa-
aT ONUIIETBOPCHHWja Ha TBPJOINIaBara, HO MCILIAT-
TMBa Maka W HajexX. HeroBoro ogHecyBame 1 He-
TOBOTO T€HEPAITHO MECUMUICTUYKO JIPKEHhEe W Ha-
CTPOjCTBO C€ JOJDKAT Ha HeroBaTa HECIIOCOOHOCT

Ha... [Ke 6unem norpebeH oBie, H 3a APYrH paboTH a He caMo 3a BojHara. TaTko T Te caka, GapaMup, u ke ce cemu 3a moa
npeo kpajom] (kyp3us K. J1.; L. Tonkun 20028: 88—89). Huz miacot Ha [annand 360pyBa OMHUCIICHTHHOT, CE3HACUKHU Ha-
parop. Ho, omHOBO Bo30OHOBeHaTa rpmxa 3a Gapamup Hema Jia ro n36aBu JleHeTop o1 HEroBUOT Haj] BO OS3THUTE HA 04ajoT

W IMHWYHOCTA, 3aT0a LITO MPH CBOETO ,,0CBECTYBabe™ TOj Ke ja 3aryOM ceTa HaJeX BO MJIHHTE MOKoJeHuja: , JIpoct Hapox
ke Biajiee co mocieanuTe ocraroim of Kpanesute Ha JIyfero, kpuejku ce BO puauiTaTa J107eKa He OuIaT U3JI0BCHU CHTE
(II. Tonkun 2002B: 96). majku npeaBuI icKka BAKBOTO CLICHAPHO HeMa Jia ce oqurpa (bapem He Bo BK), Torair UCKa3oT Ha
JleneTop He e HUIITO ITOBEKe 0J] Cy0jeKTHBHO, IECUMUCTHYKO IIPE/IBU/(yBab¢ Ha WIHHHATA.

Toj npaBu aBronpoexnuja kora My Besin Ha @apamup: ,,OTceKorant cu cakai Ja U3IVIeall roCIoACTBEHO U OJIaropoIHO Kako
HEKOj JIpeBeH KpaJl, JbyoeseH u Onar. Toa 61 MorKesIo 1a My Ipuilera Ha HeKoj co OJiaropojiHa KpB, Kora Biiajiee Bo Mup. Ho Bo
OBHE OYajHH YacoBHU Onarocta 6u moskena fa ce miati co cMpt™ (I1. Tomkun 20028: 84).

Oo6pakameBo ¢ koH [annand.

Axo ce uMa npeaBu aeka /77 Ha 3aeTHIYKO TJIO JI0BEIyBa IPHUIIAIHULM O PA3JIMYHHU POJIOBH, TOTAIl HE N3HEHAIyBa LITO
OZIPEICHH POJIOBH C€ KPUTHKYBAHH WJIM M3JUIHATH Haj Apyrute. OBa HajuecTo € M3BEACHO NMPEKy JUPEKTHUTE MCKa3H Ha
Hekou JimkoBu. Ha npumep, ['mmin ja kpuTHKyBa HecriocoOHocTa Ha JlyreTo 1a octaHat BepHH Ha 300pOT M Ha OHA ILITO IO
KakaJie: ,,HacTallyBa Mpa3 BO IIPOJICT WJIH CyIlla BO JIETO, ¥ THE To 3abopaBaar Toa IITo ro BeTyBaie . lcka3oT e npecpeTHar
071 KOHTpaapryMeHToT Ha Jleronac xoj, nako Eng, cmera neka Jlyreto He ro 3ary0uie 1eJI0CHO CBOjOT MOTeHIHjal: ,,Jlenara
Ha Jlyfeto ke ué HamkuBear Hac™ (LI. Tomkun 2002B: 149).
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na ro npudard cozHaHHeTo Aeka bopomup e mp-
ToB. OTBOPEHO € MpPAIakeTo AT HETOBHOT Kpa-
eH 1300p e MopasiHO ucnpaBeH win He. Cekoj uu-
TaTen Ke CyIu 3a HETOBOTO (HE)/IEI0 BP3 OCHOBA HA
COIICTBCHUTEC, JIMYHU y6e;[yBaH>a, IITO 3HA4YM JCKa
CeKoe JNIejcTBO, Oe3 pasiuka Jand € (PUKIHOHA-
HO WJIM CTBApHO, € CEKOralll MOJJIOKHO Ha CIpO-
THUBCTABEHHU TOJIKYBakha, IITO BEPOjaTHO yMaTyBa
Ha TOA JIcKa HeMa €/IHA U ¢IMHCTBCHA BUCTHHA HITH
JieKa He TIOCTOM CaMo €/IHO ¥ eIMHCTBEHO 00jacHy-
Barmbe 3a eleH cropeH (3o0)umn.'’ Hemrro mosmo-
IIHA BO TEKCTOT, MCKa30T Ha ["angand ke ru mommu-
p¥ pa3nuKuTe Mery Hero U JleHeTop, 3aT0a IITo ce
YHHU JIeKa TOj Ke JI0je 10 UCTOTO CO3HAHUE KAKO
u JleHeTop, HCKaXKyBajKH IO CO MMOHACKHH 300PO-

BU: ,,Ilo0ena He Moke 11a ce mocTurHe 0e3 opyxKje,
Owio 1a ceamTe OBJE, WM JIa TIOJHECYBaTe eIHa
10 Ipyra orncaja, Wiv Ja OTUAETe HaBOp U a Ou-
nete nodeneHu npeky Pekara. Moxkere na u3ou-
pate Mery NIBe 37a U pa3yMHOCTa O BE COBETYBa-
Jla /1a TH 3aIBPCTUTE YIOPHUINITATa INTO T MMaTe
Y J1a TO YeKaTe HaraJIoT Tamy, 3aIlITO Taka 6apem
MaJIKy K€ TO TPOJIOJDKUTE BPEMETO Tpes] KpajoT
(II. Tomkun 2002B: 155). W oBoj ucka3s e mocio-
BUYEH M MIPETCTaByBa J00ap U MPAaKTHUEH IPUMED
3a corenba Ha pa3nuKaTa Mery MOCJIOBHIIATa, BO
KOja 4ecTo, HO HE W CEKOTalll, Ce jaByBa XEPMETH-
YeH W arlCTPakTeH TUCKYPC, U TIOCIOBHUYHHUOT HC-
Ka3, BO KOj HajYeCTO € COJprKaHa OUUIIICIHA BHUC-
THHA K0ja He Tpeba moiaboko na ce aHaausupa.'

13
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UHHOT Ha CrIaTyBambeTo MOXKE JIa Ce TOJIKYBa KaKo akT Ha KyCOIJISOCT, HO IaJIM OBa HaBUCTHHA Tpeba j1a ro cmectH Jlenerop
Ha CITUCOKOT Ha MOoJyeH! KpayeBu? OUuIiIeIHO € ieKa APyTHTe JIMKOBH IO TOJIKYBAaaT HErOBUOT IOCIIEICH YMH KaKO JIeNI0 Ha
NPOTHBHUKOT: ,,Henpujarenor uma cuia jaa He yApH U BO CPLIETO Ha HAIIaTa KPErocT; 3allTo Toa € JIeJI0 Ha Herosara Bojja‘
(3aximydox Ha [annmand; I1. Tonxun 20028: 125-126). langand He ro ocymyBa YMHOT Ha J[eHETOp M I'M NOTTHKHYBA OCTaHa-
TUTE J]a Pa3MHUCIIAT 32 BUCTHHATA COJpIKaHa BO HEroara IOCIeqHa ropaka: ,,Moxem na Tpuymdupam Ha [lenenopckure
MOJIMbA 3a JeH, Ho npotuB Cuutara mro ce aura cera Hema modena™ (LI Tomkun 20028: 154). 1 nokpaj HEroBMOT IECUMHC-
THYKH CTaB, OBaa HEroBa KOHCTAaTallMja He € recio Ha HeCHMU3MOT, TYKy € M3pa3 Ha rorpedara ja ce JoHece UTHa OJJIyKa,
6azupaHa Bp3 pacIoNokKIMBUTE CPEJICTBA, BO €HA CHUTYyalMja Ha Oe3u3iIe3HOCT. JKUBOTOT € MpeaIor 3a Ja ce IPEeTBOPH BO
CBEJIOIITBO Ha MOBTOPJIMBHU, MPauyHH CIIEHapHja ¥ HErOBUOT MCKa3 €HOCTABHO YKa)KyBa JIeKa MOHEKOralll OTKa)KyBambeTo €
OIIMja U pEelICHHe, 1 JIeKa IIOHSKoralll HABUCTHHA HeMa U3Jie3 0/ HeKoja CHTyalja. BepojaTHo 3aToa HEroBHOT JIMK € Tparu-
YeH, HO CO POMAaHTHYapCKa HUIIKA, H TOj My € IOOJIN30K Ha YATATEIOT Ol HEKOU JIPYTH JIMKOBH, KaKo IITO ce AparopH Win
Bopomup, kou ce nmpeTcTaBeH: CO YABOCHH, HPEAIHH aTpruOyTH.

3a pasnuka o1 Kyconienocra Ha Jlenerop, ["'annand nejcTByBa cortacHO pa3syMoOT M € CBECEH JIeKa YOBEKOT )KHBEE BO KOHKPET-
HO, JIaJICHO, CETallIHO BPEMe U He € CIIOCOOCH CEeKOoralll Ja CO3/1a/ie HiealHa HIHNHA 3a HAHUTe rokoneHnja. Hemy my e oc-
TaBEHO J1a pacriojiara ¥ HajMy/po LITO 3Hae Ja Ce CIIYXKH U Jia TH UCKOPHCTH CHTE OHUE CPEJICTBA IITO OM MOXKEIe J]a My IO
HaITpaBaT )KUBOTOT BPEJICH 3a )KUBEECH-E, HO 0€3 IIPUTOa HETOBUTE JIEjCTBA JIa TY U3JI0KAT HA PU3UK I'eHepalunTe KO Joaraar.
YoBeKOT KO0j )KMBEe BO CEralllHNOT MOMEHT MOXKE Jla CE HajieBa Ha Hajao0poTo, HO He MOJKE J1a IO MPEJIBHU/IM )KUBOTOT LITO Ke
0 )KHBEaT OHHUE 110 HeTO.

VinTe eqna npyra OuTHa pasinka e uiejara 3a ,,aBTOpCTBOTO Ha MCKa30T. MakCHMHTE, KOM HCTO Taka IPeTCTaByBaaT mape-
MHOJIOIIKY (pOPMHU KaKO ITOCIOBHLIATA M IIOCIOBUYHHOT MCKa3, BOOOMYAeHO Ce BP3yBaaT 3a MIMETO Ha KOHKPETEH, ,, KB (BO
CMHCIIa CTBapEH, a HE 3aMHUCIICH) npeno3HatiuB u BiujareneH aprop (Ilackan, Jlapomdyko, MouTtew). Kopenure u aBTop-
CTBOTO HA ITOCJIOBHIIATa TEHEPATHO CE HEIO3HATH, J0/IeKa, MaK, IIOCIOBHYHNOT UCKA3 MHOTY YeCTO € JIeJ O OeJIeTPUCTHYKN
TeKCcT. MHOT'Y HOPETKO MOCIOBHYHUOT MCKa3 Ce JaBa BO MMIIEpPCOHATIHA (opMa; HCKIydOK OJ OBa IIPABHJIO Ce CpeKkaBa BO
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I'enepamno Bo /71 m mocebHo Bo BK ce mpo-
OreMaTH3Mpa U MpamambeTo BO KOJIKaBa Mepa BOH-
HOT BOjyBa 3a Jia cTekHe ciasa. [lo3Hato e neka
JYHaKOT Ha eroT BOjyBa 3a Jla CTaHe M 3a Jia Ipe-
pacHe BO Xepoj 3a KOro Hajajeky ke ce 300pyBa,'’
Taka IMITO TOj HAjYeCTO BOjyBa (M) Ol CTOMCTHYHU
npuanHU. CIy4ajoT HE € CeKorall TakoB CO jyHa-
KOT Ha eNcKo-(paHTaCTUYHUOT POMaH, U O0COOCHO
He co /7] u BK, 3aToa mTo cekoj BTOP JIHK € IOTO-
MOK Ha CJIaBHA WJIH JPEBHA KpaJckKa, elndcka Hiiu
KakBa-Tojie JI03a; OBa IO MpPaBU XEpOjCTBOTO Ja
Oume HopMa BO TEKCTOT, a He aHoMmanwuja. Ilamera-
Ta Ha xepou Bo /1] e pazHOOOjHA 1 MeTy HUB UMa
1 TaKBM KOM CMETaaT JeKa ,,xpabpocra 0e3 ciaBa“
€ MOJKHA U JIeKa JeiaTta U3BpLICHH 0e3 mperojeMu
(dandapu He Tpeba Ja ce cMeTaaT 3a MOMaJIKy Ba-
xuu 1 goctojuau (II. Tonkun 20028: 55). Ho, axo
ce 3eMe MpenBua moTpedara Ja ce IejcTByBa 6p30
1 UTHO, Toram Eomep co mpaBo ce HaBpaka Ha u3-
pexaitia nexa ,Hyxnata He 103BONyBa OJIarame,
HO 1ono0po e nonHa otkonky Hukoram* (II. Ton-
kuH 2002B: 109). ®@akTOT MITO aBTOPOT IO 3aKO-
cHJT 300pOT U3pexa ynaryBa Ha CBECHOCT O HEro-
Ba CTpaHa JeKa KOPUCTH popMyrIalyja dija BUCTH-

Ha ce MOTBPAWIAa BO MUHATOTO M KOja, BP3 0Baa oc-
HOBA, UMa TpaJulfja Ha MIOBTOPYBAbE TOKMY I10-
pazy Toa WITO € BUCTUHHMTA. '

[Ipen na ja nvamymtn EoBuHa u 1a 3aMuHE Ha
HEU30e)KHUOT 1oxo;] koH [Inanunara Ha MprBuTe,
AparopH ke U Ha3apaBH: ,,[300orym, jgemnu ox Po-
xan!] [lujam 3a cpekara Ha TBOjOT poj, 3a TBOja
cpeka u 3a cpeka Ha nenuot TBoj Hapox  (I1. Ton-
kuH 20028: 55). HeroBuoT ucka3s e crernara op-
Ma Ha MO037paB 3a 300r'yM, M HCTO TaKa (yHKIHO-
HUpa KaKo MCKa3 co (yHKIMja Ha Oyiarocios. 3a
pa3iukKa o MOCJIOBUIMTE KOU OCTAaBaaT IPOCTOP
3a TIOOTICEKHU TOJNKYBama W 00jacHyBama, WCKa-
3UTe KOW BpIar (pyHKIMja Ha KJIETBU WM Ha Ona-
TOCJIOBH C€ TOJKY TPAaHCIIAPEHTHH U HEIBOCMMC-
JIHW IITO HeMa MoTpeda MmomIadoKko WM MoaHa-
JWTHUYKH Ja ce TojiKyBaar. Bo BK mocrojar u wuc-
Ka3u BO QYHKITHja Ha KIETBU: ,,OIN CH Kaj TBOUTE
rHacHu Kpeckauu m xamMo 1a TW To 3aMp3HAT Me-
coto ox Kockure!* (pacnpasa mery nBa Opun; L1
Tonkun 20028: 203), HO cenak AOMHUHHUpAAT MC-
Ka3u BO (pyHKIIMja Ha Oyarociosu: ,,Heka e npu-
IpyxyBa 1o0pa cpeka 3a 100pHuTe BECTH U 100pO-
To Bomeme™ (Teomen xon I'an-Oypu-I'an; I1. Ton-

kuura V, masa 10: ,,Cera 0Oerire moAroTBEHO ¢ 3a MOCISTHOTO (piamke Ha KoukaTa™ u Bo kHura VI, rmasa 6: ,,.3Mujara 6e3
3a0M MOXKe J1a ce Bileue Kajie caka“.

ATCTpaKTHOCTA Ha MOCIOBUIMTE MOXKE J1a OuJie IprYKHa 3a (pycTparyja mopaan HEeMOXKHOCTa THe Jia ce pa3depar. [1a Taka,
EoBuna ke ro npexopu @apamup 3a HETOBHOT, 3a Hea, HejaceH roBop: ,,He cakam na cu urpam raranku. 300pyBaj mojacHo!
(II. Tonkuu 20028: 245).

Tepmunure ,,jyHak™ u ,,xepoj* He ce camo cuHonuMu. Jla ce Buau noseke Bo: K. JlumoBcka. ,,3a qUCTHHKIM]jaTa Mery Tep-
MHHHTE ‘jyHaK’ ¥ ‘Xepoj’ M Hej3MHAaTa BAXKHOCT BO TOJIKYBambeTo Ha ercku necHu'. 2021, Bo Makeooncku gpoaxnop, ron. LII,
op. 80. Cromje: MucTHTYT 32 homkiop ,,Mapko [lenenkos®, ctp.153-166.

»A MOkeOu oBaa crapa M3peKa ke ce IoKaXke OBUCTHHHUTA O KOTa 1 Jia OMJI0 OTKaKO HacTaHaJ YOBEYKHOT TOBOP™, Ke 3aKITy-
uyn Eomep. KBanudukariBor Ha ,,BUACTHHUTOCTA" TO OJIICITyBa IIOCIOBHYHNOT UCKA3 OJ1 TIOTEHIMjTHUTE ,,TAXKHH ", OJHOCHO
HEBHCTUHUTH, HETIPUMEHJINBH (BO IIPaKca) UCKa3u KOU HE C€ BTEMEJICHH Ha KOHKPETHO, JXMBOTHO HCKYCTBO M KOM HE MOXKaT
Jla ce CMeTaaT 3a BUCTHHA WU 332 MYAPOCT.
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kuH 20028B: 108); ,,He xamu! IIpocteno tu e! To-
JIEMOTO CcpIle He MOoxe Ja ce cripeun. Cera Oumn
OJIarOCIIOBEH W JKUBEj, U KOTa K& CEIMII CIIOKOj-
HO cO cBoeTo Jyne, muciu Ha MeHe!“ (TeomgeH koH
Mepjanok; 1. Tonkun 20028: 117); ,,360rym...!
TBojara cynbuna Heka Ouze IMOMHAKBA O MOjaTra
¥ TBOETO OOTaTCcTBO HEKA OCTaHe co Tebe MoKpaj!
(Kenebopu kon Aparops; [1. Tonkun 2002B: 264).

Teonen ke My peue Ha XUProH: ,,Y TPOTO € MO-
MYIpO Off BeuepTa, a HOKTa MEHyBa MHOTY MHUCJIH
(II. Tomxun 20028: 71). BakBute nckasu 6ea TH-
MUYHA ¥ BO BTOPHOT TOM Ha TPWJIOTHjaTa, U HUB-
Hara ()yHKIIH]ja € Jla TH TIOBP3aT OHHE ,,JIOTOJIEMH ",
,[IOTPAHIMO3HA" UJIEW KOW C€ OJHECyBaaT Ha ce-
PUO3HH TEMH, KaKBH IITO CE CMPTTa WX BOjHATA.

,»HO IlypH u 1a e 3ary0eHo COHIETO, BPEMETO
c¢ ymTe He 3acTaHyBa‘“, K¢ My Topadya HEHUMe-
HyBaHHOT YoBek Ha Becemko (II. Tomxun 20028:
72), a BO BakBHTE HWCKa3W CE COINEAyBa IOyKa
WIH HapaBOydYeHHE KO€ € MPUMEHINBO U HAJBOP
O]l POMaHOT.

Hckasor mito My ro ynarysa jaBadot Ha Becen-
Ko: ,,Kaze mro uma T0BOJIHO BoJIja, Mar ce Haora“
(II. Tomxuu 2002B: 76), MOTCETyBa Ha AHTIINCKH-
ot nuckas: “Where there is will, there is way”,
Ha MaKeJIOHCKHOT HcKa3: ,,Kora nMa Bomja, umMa u
HauuH Wi ,,Kajie mro uma Bolja, Ma M HaunH",
Ho, on apyra crpana, OpkoT-HaI30pHUK K€ UM TI0-
paya Ha TMOTYMHETHTE: ,,AKO MMa KaMIIUK UMa U
Bomja, mp3ioBou’ (II. Tomkua 20028: 209), mTo
MOTCETYBa Ha CPIICKUOT MCKa3: ,,Ako neces milom
hoces silom*. BakBUTe ¥ CIINYHH VCKA3H AYPH 1 HE
Mopaar J1a OuaaT MOTKPEerneHu cO U3BOp, OUACjKH
THE CE TOJIKY MHOT'Y HABJIC3C€HH BO CEKOJTHCBHHOT
TOBOP IITO YUTATEIOT MHOTY JIECHO U Op30 T'Mi TIpe-
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Mo3HaBa WK, 0apeM, HHTYHTHUBHO TO c(haka HUB-
HOTO 3HAYCHEC.

,»A OHHE IITO HEMaaT MEYOBU CENaK MOXE Ja
3armHar o Med... M He e cexoramn 100po YoBeK aa
e 31paB TenecHo. HuTy e cekorain jiomo j1a 3aru-
HE BO OMTKa, IypH U BO Y)KaCHH CTpaaama. [Jla mu
Oerie J03BOJICHO BO OBOj MpadeH 4ac, jac O ro u3-
Opana Bropoto]“, ke My nmopaua EoBuHa Ha Haj-
3opHUKOT (II. Tomkun 20028: 240). 1 mokpaj Toa
IITO HEJ3UHHOT MCKa3 € HejaceH, 0COOCHO BTOpa-
Ta M TpeTara pedyeHuIla, cerak MpeKy HUB Taa Be-
pojaTHO caka Ja Kake JIeKa U COBPIIEHOTO HEIITO
“Ma JaMKH M JIeKa He IOCTOojaT WIealHH HellTa.
Hckazor cBemoum 3a Hej3UHATA OUTYYHOCT, pe-
LIMTEIHOCT, HO U Oe3yMHa XpabpocT MONpBO A2
yMpe Ha OOjHOTO TOJIE BO Y)KAacHH CTpafama OT-
KOJIKY KPOTKO JIa ja WCIIOJIHYBa yjorara Ha TpH-
Opana >xera. OBOj MCKa3 BepojaTHO He Tpeba a ce
cthatu OykBaHO, TYKy TIOBEeke Kako oous Ha Tor-
KHH BO CBOjaTa TPUJIOTHja J1a MHKOPTIOPHPA CHITHU
JKEeHCKHU JIMKOBH, Kako IITO ce ApBeHa, ['amanpue-
na wiu EoBuHa, KOM CTy)KaT Kako MPOTHUBTEkKa Ha
XEPOjCKUTE TUTIOBU Ha JIMKOBH, KaKo IITO ce M3ui-
IIyp WiIu AparopH.

[locenanTe WCKa3Ww KOWM MOXKAT Jla ce W3-
JIBOjart, OJJHOCHO: ,,... [luTa4oT Tpeda na oune Ona-
rOJIapeH aKo HEeKOj apaMuja My BpaTH Makap TpOIII-
Ka o Herosata concTtBeHocT (CapymaH koH Be-
cenko 3a kecero TyTyH; LI. Tonmkun 2002B: 266);
,,[3a KaJI|, “Ma HEKOW paHU IITO HE MOXKaT COCEM
na ce uznekysaat (I'anmand xon ®@pomo; 11. Tom-
kuH 20028B: 271); ,,CoBnaayBajTe cu TH THEBOT U
pauere HajMHOTY IITO MOXkeTe" (Ppoao ko Xoou-
tute; 1. Tonkun 2002B: 289); ,,JlomoTo aeno mo-
BIIeKyBa npyro jomo aeno* (Capyman xoH dpo-
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no u Xoourwure; L1. Tooxkua 2002B: 302) u ,,becmo-
JIE3HO € Jla OArOBapaMe Ha ojiMa3jiaTa co OfMas/a:
toa Hema Aa nonpaBu HUIITO (I1. Tomkun 2002B:
302), ce Bo pyHKIMja HA KOHCTATAllUU U COBETH, U
THE TO WIYCTPUPAAT OMIITHOT ITHUMYHI KOj BJa-
nee Bo BK. Xobutute Oea m ocTaHaa CKPOMHH BO
cBonte yOemyBama (IITO € oapa3eHo Bo OpomoBu-
OT COBET), a OHA IIITO He Tpeda J]a U3HEHA ! € TITO
Ha aTUIUYHU JIMKOBU MM C€ TIPUITUINYBaaT MYJI-
pocuu u3peku. OBa Baxku 3a TUKOT Ha CeM, HO U 3a
nukoT Ha CapymaH.

3akiayuok

MynpocHuTe BcKa3u He camo BO BK, TyKy H
Bo 1ienara tpwiordja /77 va [lon TonkuH Ha Ma-
KeIoHCKH ja3uk npesezieHa ox Odenmja Kosnnos-
cka u Pomeo lllupuios Bo 2002 1., HE ce SKCKIY-
3MBHO PE3EPBHUPAHU CaMO 3a JIMKOBU KOW Y)KHBa-

Jluteparypa

aT BUCOKA TO3UIINja Ha HHTETPUTET, MOK ¥ 3HAeHe,
KakBU mTO ce BommeOnunute wim Endure, Tyky
THE YSCTOIATH CE JISJI Off TOBOPHATA MpaKCca Ha JIH-
KOBU KOM C€ IPOU3HECYBaaTr CO aTUIIMYHU I/I36.HI/I-
1 Ha )XUBOTOIIPUMCHJIMBA MYAPOCT, KaKOB LITO €
ciay4ajot co aukoT Ha Cem. JInkoBUTE BO TpHIIO-
rujara Ha [I. TomkuH MOCTOjaT W OICTOjyBaar mo-
Mery KOHTPAacTH, U aKO MM CE€ OJ[3¢MaT UMHIHATa
U aKO O]l HUBHUTE MCKa3W CE OJ[3MaT JICUKTHUKHU-
Te, TOTalll JIeJI O]l HUB — O]l UCKAa3UTe — MOYKAT Ha-
IIUPOKO [Ja CC MpUMEHAT U IPEKY HUB MOXC Ja
ce Mpero3Hae elHa MCTOpHja Ha YoBeYKaTa JyIia
KOja TpuyMdHpa BO MOMEHTH Ha BpBHA Tara 1 Koja
Ce BO3JIMTHYBa BO MOMCHTH Ha CTpaIllHA M KOOHA
Hecpeka. JlyXOBHOTO MCKadyyBame U MarameTo Cce
OHME HEIITa KOU T'M [PaBaT OBHE MCKA3M Jia Oujat
ONMUCKH J10 YUTaTCJIOT, @ HUBHUOT IIapM JICKU BO
HUBHATA Pa30UPIMBOCT U HEJBOCMHUCICHOCT.

Jumogscka, Kpuctuna. 2020. ,,ITapemuosnomniku GopMu BO MaKEIOHCKHOT IPEBOM Ha /[pyoicunaitia Ha Upciienoi Ha
Llon Tonkuu™ Jluitepaiypen 300p, ron. LXVIIL, 6p. 4-6, Cxorje, ctp. 109-125.

Humoscka, Kpuctuna. 2022. ,,CBeTomieoT 1 MyApOCHUTE MCKa3H BO MAKEJOHCKHOT MPEBOJ Ha BTOPUOT TOM OF
Tociiogapoii na upcidenuive®, Konituexciy, ciicaHue 3a KOMIIApaTUBHA KHUKEBHOCT M KYJITYpPOJIOIIKO HUC-
TpaxxyBame, 0p. 26. Cromje: MTHCTUTYT 3a MakeIOHCKa JIUTEpaTypa, cTp. 81-96.

Tonkun, [lorn Ponanx Poyen. 20028. [ociiogapoiu na upcitenuite, J1 3, Bpakamweitio na kpanoui. Cronje: AEA,

Mucia.
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Kristina Dimovska

Paremiological Forms as Literary Devices that Depict the
Characters’ Worldview in The Return of the King
by J. R. R. Tolkien
(Summary)

This paper was a continuation of the methodological approach and an extension to the interpretational interest and
strategy from its predecessor published in the journal Context no. 26/2022 that focused on vol. 2 of The Lord of the
Rings trilogy by J. R. R. Tolkien.

The main accent in this paper was put on various paremiological forms, namely on forms that have the function of
advices and wisdom utterances in vol. 3 od the trilogy (The Return of the King). By exploring and by interpreting
these types of paremiological forms, we tried to grasp the worldview of the different characters, in the attempt to
show that certain utterances are typical, but not exclusive, for and to certain characters. For an example, even in the
Two Towers we encountered wisdom utterances by Sam, Frodo’s friend, a character who is not exactly an epitome,
nor a representation of exceptional intelligence, unmatched providence or intellectual cunningness. But, the notion
that he atypically uses utterances that are not characteristic for him, makes these utterances even greater in meaning
and proves that the reader and the interpreter cannot always guess what type of an utterance this or similar character
might use, keeping the element of surprise alive and active. The point was to show that every character has a unique
worldview which is described through the types of utterances he or she makes but that wisdom also can be uttered
by atypical characters who are not necessarily presented as being particularly wise, like Sam for instance.

Key words: paremiological forms, advices and wisdom utterances, J. R. R. Tolkien, The Lord of the Rings: The
Return of the King
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THE DEATH’S WAITING ROOM IS BRIGHT AND
BEAUTIFUL (Ageing and Ageism in Invisible Women and
Other Stories by Slavenka Drakulic and Double Glazing by

Halldora Thoroddsen)

Key words: ageing, ageism, literature, Drakulic, Thorodssen, feminist studies

The “geriatric starlet” as the media are refer-
ring to the American businesswoman, interior and
fashion designer Iris Apfel, just celebrated her one
hundred and first birthday. On the occasion, she
told the gathering her secret to longevity: “I’m the
world’s oldest living teenager” (Peterson 2022).
Her eclectic style and originality made her an icon
with an incredible impact on the public perception
of ageing, becoming one of the most exposed ce-
lebrities that are combating the existing ageism in
the Western culture. Respectively with the increas-
ing number of TV shows, movies and other instanc-
es of popular culture, such as the very popular Net-
flix serial “Grace and Frankie” for example, aged
women are smashing down the stereotypes about
their bodies, their sexuality, their hopes, dreams
and desires. This show depicts women in their sev-
enties that have full lives — having fun, creating art,

starting business, starting to date again and shock-
ingly — having sex.

Noticeably, the cult of youth that has been pro-
moted as the dominant esthetic of our time, pre-
vailing the advertising, video, music, cosmetics
and many other industries for far too long, final-
ly got a worthy, game-changing opponent. These
representations of women at advanced age that do
not confine to the preconceptions are instruments
against the ticking of the biological clock, the mas-
culinist perception of women’s sexual expiration
date and all the whys and wherefores ageing wom-
en are subject to stigmatization.

The same goes for the field of literature. The
feminist fights in the previous decades led us to in-
creased visibility of female authors, greater num-
ber of leading female characters in literature, along
with equal treatment in publishing, awarding and
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reception of women'’s literature. Nevertheless, now
comes a time when we need to focus more on the
diversity of female experiences represented in lit-
erary works, expanding the struggle on the ques-
tion of intersectionality and exploring the fascinat-
ing multiplicity of ways gender identities intersect
with age, sexualities, ethnicities, and other cate-
gories. This clearly includes the group of elderly
women, who need to be one of the priority tasks for
the literature, cultural and gender studies’ research-
ers, as we open up toward a whole new world of an
emerging interdisciplinary field of research of nar-
rative gerontology' and ageing studies.

We can trace the study of ageing and per-
ception of elders back to Simone de Beauvoir’s
book La Vieillesse (1970), or the English version
entitled The Coming of Age (1972), which deals
with the history of treatment of the older genera-
tion by different nations and cultures and what it
tells about our society’s values and priorities. Re-
grettably, this book “has been neglected by fem-
inists, humanists, gerontologists, historians, and
philosophers alike. Comparisons to Beauvoir’s in-
fluential The Second Sex abound because where
that text became a universal anchor of the femi-
nist canon, The Coming of Age seemed more pe-
ripheral than central” (Katz 2016) and remained
unknown to many. “In an interview, Beauvoir was
asked if she thought her book ‘will do for the el-
derly what The Second Sex did for women’.” She
answered, “Yes, that’s what I envisioned. I want-
ed to think about [the subject of] aging in all of
its aspects the way I did [the subject of] woman”

1

(Katz 2016). As apparently it did not happen, some
scholars argue that it reflects an overall feminist
neglect of ageing. The motives may lay in the way
they criticize its preoccupation with the ageing ex-
periences of older men and that she does not draw
out parallels between ageism and sexism, nor the
myths of “woman” and “old age”. Some research-
ers such as Kathleen Woodward, have noted that
“Beauvoir’s book has been bypassed even by her
followers because of its negative portrayal of old
age. (...) Beauvoir, writing the book at sixty-two,
did indeed emphasize the powerlessness and hope-
lessness which occur to older people, partly be-
cause of physical frailty but largely due to their so-
cial isolation and marginalization.” (Katz 2016)

Not going further into this dispute, we ac-
knowledge that despite Beauvoir’s book in 1970
and Susan Sontag identifying the ‘double jeop-
ardy’ of ageing and gender in 1972, it has taken
some time for feminist studies to recognize the sig-
nificance of ageing. It was not until the 1980s that
Barbara Macdonald and Baba Copper advocated a
feminist approach to the ageing of women. Schol-
ars went on to provide important contributions to
this debate about gender and ageing. Texts such as
Kathleen Woodward and Joel Schwartz’s “Memo-
ry and Desire: Aging — Literature — Psychoanaly-
sis” (1986) and Barbara Frey Waxman’s “From the
Hearth to the Open Road: A Feminist Study of Ag-
ing in Contemporary Literature” (1990) have been
followed by a large volume of feminist works.

In 2004, Julia Johnson edited a collection of
five articles entitled Writing Old Age. In the intro-

Narrative gerontology is a field that recognises the importance of the biographical or narrative dimensions of human life in

order to offer a balanced and more optimistic perspective on ageing.
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duction, she pointed to the emergence of research-
ers such as Andrew Blaikie, Thomas Cole, Chris
Gilleard and Paul Higgs, who argued that ger-
ontology needs the humanities. Broadly speak-
ing, these researchers advocated looking at age-
ing from a multitude of perspective and exempli-
fied this humanities-based intervention by focus-
ing on “how ageing is treated in everyday texts in
the form of popular fiction and auto/biography”
(Johnson 2004: 2). This collection of literary anal-
yses of ageing in Writing Old Age is an example of
a broader trend within English studies which has
seen contributions from scholars in many disci-
plines, including sociolinguistics, theatre and film
studies. Fourteen years after, the European Jour-
nal of English Studies issue entitled ‘Approaches
to Old Age’ aims to explore how this dialogue be-
tween English studies and ageing studies contrib-
utes to enlarge our understanding of ageing and
old age.’

Later on, the NWSA Journal also devoted a
special issue to ageing studies. It became obvious
that “Women’s Studies can bring numerous useful
tools to examinations of ageism and old age. The
deconstruction of dichotomies in genders and sex-
ualities, feminist approaches to postmodern self-
hood, analyses of the connections between power
and economy, and the plethora of works on body-
based identity categories: each of these ideas could
be brought to bear on the performance and con-
struction of aging” (Marchall 2006: viii). A number
of these significant researches were most helpful
for this paper, without an objective to offer more
all-embracing background of the discipline.

2 See more in Oro-Piqueras, Falcus

Henceforward, the focus of this paper is to ex-
amine the literary works of two authors who be-
long to the same age group, although with differ-
ent backgrounds — Slavenka Drakulic (1949), the
renowned Croatian author living in Sweden and
Halldora Thoroddsen (1950-2020), an awarded au-
thor from the Nordic country of Iceland. What they
have in common is that they both boldly engage in
the revelation of ageing as a taboo topic in pres-
ent day society. The paper locates all the levels at
which this topic is addressed in their works, start-
ing from the matters of the body, memory loss and
awareness of the transience of time, through the is-
sues of isolation, loneliness and adaptation to the
modern times, to the right to independence, happi-
ness and future. Breaking down quite a few well-
known stereotypes on how does it feel to grow
old and the expected behaviour of elderly women,
Drakulic and Thoroddsen question personal dilem-
mas on relationships with themselves and the oth-
ers, including falling in love on certain age.

The first author we chose for this specific top-
ic is Slavenka Drakulic, an author who continu-
ally writes about her = female side of the stories
and generally as a woman and a feminist. Being a
member of the first wave of modern Croatian femi-
nists who has affected the public during the 1970°s
in former Yugoslavia with her views and social en-
gagements against patriarchal stereotypes, in her
works she focuses on women as marginal figures,
narrating the interior motivation of her female
characters, often writing from her personal experi-
ences and traumas. She has written about her inti-
mate life story of kidney transplantation, the fight
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with the disease, hospitals, many tragic moments
of anticipation and fortunately, few bright episodes
of hope and help. Subjective understanding is a
strong motivation for articulating through art, and
Drakulic continually tells these stories of women,
body and corporeality, pain and sickness, sacrifice
and goodness, love and sexuality, the meaning of
life and the meaninglessness of death.

In her collection Invisible Women and other
stories she argues that women become invisible
when they grow old. To grow old means to fade
away, to become transparent. Or as one of her char-
acters thinks while looking at the mirror and seeing
an odd person in the reflection. “After that meet-
ing, all the mirrors became real nightmare for me.
Again and again I look at the person standing in
front of me. I wonder how it is possible that a per-
son does not see, does not immediately recognize
her face. Is it possible that I see myself so differ-
ently? True, my glance in the direction of that per-
son is usually cursory, quick, incidental, superfi-
cial, as we look at passers-by. But, for God’s sake,
I almost collided with myself! I walked straight to-
wards the woman who was approaching me, show-
ing no intention of getting out of my way. I stopped
a few steps away and only then did I see myself in
that woman. The way others see me. When they
even see me.” (dpakynuk 2018: 10-11) This view-
point is in line with the same term used by Prof.
Jeannette King in her book Discourses of Ageing
in Fiction and Feminism: The Invisible Woman,
where she aligns Western views on ageing with the
history of the feminist movement.

In a world obsessed with beauty and the cult
of youth, Drakulic is opening the almost forbidden
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topic of the fear of ageing, as women are facing the
changing of their ageing bodies, not recognizing
themselves in the mirror and yet trying to fight the
pressure and camouflage the age. One of her hero-
ines colors her hair with champagne, cognac or oth-
er haircolors with sugary names and gets up early
to put on her makeup, because “She hates anyone
seeing her without makeup. She fights to remain a
person, and not just a body. You have bought her-
self a new pair of shoes again, I say and bite my
lips immediately. So what? They were cheap, she
replies rebelliously. She defies, but not only me,
but also old age.” (Apakynuk 2018: 27). In her sto-
ries Drakulic doesn’t withdraw anything, she is
brutally sincere, emotional, but not pathetic. She
debates on her sense of vanishing, being unable to
remember things, feeling embarrassment, disgrace
and discomfort, witnessing all the physical chang-
es and emotional states women rarely dare to dis-
cuss aloud.

A number of these same issues can also be
traced in the writings of the Icelandic author Hall-
dora K. Thoroddsen, who used to write poetry, short
stories, microfiction and novels which gained her
readers’ popularity and few awards from the critics
such as The Islandic Women’s Literature Prize in
2016 and the European award of literature of EU in
2017 for her novel The Double Glazing. As the title
of this novel suggests her point of view is through
double glass as some kind of altered view, as some
kind of passive insight into things on the other side
of the window, but at the same time as a certain,
safe distance and even, a kind of isolation from the
outside world that she observes.
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That feeling of loneliness and isolation is rein-
forced by the position of the narrator who is a wom-
an of 78 years old and who, despite feeling lonely
after her husband’s death, refuses to spend her re-
maining years waiting for death. Although aware
of the transience of time, she tries to use every mo-
ment of life and her right to a happy future. Even
though an outsider in the club of long-term married
couples, she discovers the newly acquired freedom
to move wherever she wants. The rapist who at-
tacks women on the street is no longer interested
in her, referring to the same sense of invisibility
that was so awful for Drakulic, but Thorodssen im-
plies it can have its good side. Her character feels
free to re-read the books she read many years ago,
now from a different perspective or to enjoy morn-
ing breakfasts as little rituals of hedonistic luxu-
ry. Same as Drakulic’s characters she is also ful-
ly aware of the changes that have happened to her
such as shaking of her hands and weakening of her
body, so she fears memory impairment, obsessive-
ly focuses on her routine and writes everything
down in a notebook.

The body is not the only thing changing. Dra-
kulic’s leading ladies deal with relationships, emo-
tions and everyday situations. She pictures se-
quences of lives of these different nameless wom-
en, that way highlighting their universal dimension,
so we can all identify with each and every one of
them. The stories speak of reckonings: with the ill-
ness and death of a parent, with the emotional bag-
gage that must be cleared out along with the mate-
rial remains, with memories and missed opportuni-
ties, and with the waning of desire. Her stories are
told through different narrators, switching between

first and third person, male and female points of
view and different generations, though always with
a touch of feminist sensibility. They weave auto-
biographical and fictional elements in their depic-
tion of intimate moments, following the memories,
digressions and associations that arise from a fra-
grance, a cloth or an old photograph. Furthermore,
Drakulic vivisects the contemporary society and
especially the ageism as its dominant philosophy,
hand in hand with the psychological implication on
women’s subjectivity and identity. She is address-
ing female archetype images and collective aware-
ness of the transience of the body.

Thorodssen’s heroine is also attentive that the
world is changing, she is aware of the digital era
and materialism, the brands and newly rich people,
the symbols of taste, wealth and power all around
her, the suffering of the human race and the para-
doxes of modern living. But that does not dimin-
ish her desire for independence, a fulfilling life and
a view towards the present and the future. “The
meaning of her life is to fertilize every moment. To
fill each day with something important, with some-
thing that will sing. To turn away from hopeless-
ness and lethargy. How many responsibilities for a
small woman.” (Topoxcen 2019: 50)

Contrary to the traditional portrayal of elderly
people as turned to reminiscences of the past and
retrospective of their own lives, this woman goes
to the cafe for a glass of gin, participates in the
demonstrations in the streets of Reykjavik against
the government after the collapse of the banking
system and - embarks on a love affair. Thus, slow-
ly breaking the taboos about old age and the ex-
pected and acceptable behaviour of a woman at her
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age, another taboo enters the story — love in ma-
ture years. Although at first she doubts in general,
but also in relation to the romance that knocks on
the window, she still does not reject the possibili-
ty of new happiness in life. She longs for love and
is ready to submit to it even though it disturbs her
everyday life. “Sverir welcomes her with a kiss.
She intended to warn him, to tell him that the neu-
rotransmitters were untrustworthy and the nerve
endings worn out and indifferent. But there is no
need for that, neither she nor he pretends to be in
the prime of youth. Everything is so simple, gentle
and beautiful.” (Topoacen 2019: 47). Breaking yet
another taboo, Thorodssen clearly writes a delicate
love story that does not mind the body shrinkage, a
sensitive narrative of the pointless denial of those
ever-old feelings of love and desire.

In the whirlwind of her own emotion, Thorods-
sen’s protagonist also looks at the bigger picture.
In her articulation of ageing, in addition to the psy-
chological and emotional, she primarily deals with
its social context, so she problematizes the social
treatment of the third age, the generation gap, the
limitations of adults who want to join a partnership
and buy an apartment in the building for old peo-
ple. Obviously, this kind of open social criticism is
necessary even for liberal Iceland, not to mention
the need for such engagement in literature of far
more conservative societies.

Concluding remarks
Both authors and their works prove that litera-

ture can speak about the unspeakable. Being emo-
tional and reasonable, making the readers think and
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cry at the same time, emancipating and yet feeling
almost cathartic, Drakulic and Thorodssen’s prose
argues that old age is biological, but as much a so-
cial construction. There is an added gender conno-
tation in the ageing process, as women are far more
vulnerable than men when they age. This vulnera-
bility comes from the way their identity is typical-
ly linked to the issue of body, in all ages. The so-
cial indoctrination starts at early age and follows
women throughout their lives. As Naomi Wolf
used to teach us, women in the Western culture are
destroyed by the pressure to conform to the ideal-
ized concept of female beauty, which she calls the
“Iron Maiden”. That concept is not only an unat-
tainable standard, but also cruelly punishes women
both physically and mentally if they do not achieve
it. This myth is largely politically and socially con-
structed, designed to maintain the normative val-
ues of the patriarchal system, whereby the projec-
tion of women’s insecurity helps men keep them
under control and preserve their hegemony.

And it only intensifies when the body is age-
ing and weakening, and can no longer defy the
standards of the society. At the same time there are
some attempts to reinforce the negative and stere-
otypical images of later life, and to fill old age and
ageing with positive content of successful ageing.
This concept is believed to better fit the new gen-
erations of seniors, as they are healthier and have
greater economic resources, and possibilities to
live longer and more active later lives. “Descrip-
tions of the ageing body as a frail, leaky and un-
bounded body and assertions that old age is charac-
terized by non-productivity and increasing passiv-
ity and dependency clearly parallel the characteri-
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zations of female bodies and femininity. However,
the buzzwords of successful ageing, such as auton-
omy, activity, productivity and control over one’s
health and body clearly parallel conceptualizations
of masculinity.” (Sandberg 2013) Obviously, we
yet need to look past this binary look of later life.
The two instances that we were discussing in this
paper are proof that literature can help us do that.

Drakulic’s women are caring, vain or defiant,
nonetheless they are also insecure, silenced, con-
fused. Or, as she would put it “Maybe there is a
custom in society that does not allow older wom-
en to be told that they actually turn into glass? First
it’s cloudy, then it’s completely transparent. Their
size means nothing, weight and height are negligi-
ble. Clothing also.

It’s not like you don’t exist, it’s like you live
in another dimension. Everything is the same,
but it is not the same. People treat you differ-
ently, and you, as an invisible woman, need to
adapt to that.” (Apakymuk 2018: 12-13) This
is in line with Elizabeth Grosz’ theory that the
body is neither a culturally inscribed product
of the social nor as simply part of biology/ na-
ture. Instead, the body as an open materiality
exists as a borderline between the binary poles
of the nature/culture dichotomy. This theory
can be used to propose affirmative old age as
an alternative conceptualization of old age.

Apart from the corporeality issue, both Dra-
kulic and Thorodssen deal with the psycholog-
ical, emotional, economic and social context of
the ageing process in their articulation of the ad-
vanced age. On top of that, they are problematiz-
ing the social attitude towards elderly people in the

present day culture, the restrictions they’re facing,
their status and well-being. We hope that such lit-
erary works can increase the visibility of this sen-
sitive topic in public discourse and initiate some
changes to rethink the meaning of ageing, respond
to the needs of the elderly and improve their social
inclusion.

Discourses on old age and ageing were framed
in narrow and binary ways for long time, either as a
decline narrative or through discourses of positive
and successful ageing. In this context, the 16 sto-
ries of Drakulic lean more towards the first group
presenting mostly the negative images and chal-
lenges of later life although presenting all its nu-
ances, and on the other hand, Thorodssen claims
life should not be like a fairy tale, but yet tends
more toward the optimistic side presenting new
generation of seniors. However, they both go far
beyond the binaries of decline and success, they
use humor and irony to illustrate the complexity of
these processes.

Perhaps Drakulic does not leave us with too
much hope, but Thorodssen insists that women are
smart enough to know that our time in this world
is limited and brave enough not to fall into the trap
of being guided through life by prejudices and oth-
er people’s expectations. Hope and love overcome
doubts and fears, which disappear in front of Tho-
rodssen’s words in which we should all choose
to believe in “Death’s waiting room is bright and
beautiful.” (Topoxcen 2019: 52) And this quote is
beyond doubt the perfect ending of this paper on
ageing and ageism as major feminist issues.

69



Ana Martinoska: THE DEATH’S WAITING ROOM IS BRIGHT AND BEAUTIFUL (Ageing and Ageism . . .

References

In Latin Alphabet:

Bidisha. 2017. ,,Even when literature is lying, it is lying the truth®, 29 September 2017, Literature Across Froniters,
https://www.lit-across-frontiers.org/even-when-literature-is-lying-it-is-lying-the-truth/

Contemporary Narratives of Ageing, Illness, Care. 2022. Edited by Katsura Sako and Sarah Falcus, Routledge In-
terdisciplinary Perspectives on Literature, First Published in 2022 by Routledge

Katz, Stephen, Calasanti, Toni. 2014. “Critical Perspectives on Successful Aging: Does It ‘Appeal More Than It Il-
luminates’?” in The Gerontologist, Special Issue: Successful Aging. Volume 55, Issue 1, February 2015, Pages
26-33. Published by Oxford University Press on behalf of The Gerontological Society of America. , https://
doi.org/10.1093/geront/gnu027/Accessed at 02.11.2022

Katz, Stephen. 2016. “Simone de Beauvoir’s The Coming of Age: The Humanities and Gerontology’s Diagram of
Science”, Category: Forum: Rereading Beauvoir Issue: Issue 3, 2016 in Age Culture Humanities, An Interdis-
ciplinary Journal

Marchall, Leni. 2006. ,,Aging: A Feminist Issue®, in NWSA Journal Vol. 18, No. 1 (Spring, 2006), pp. vii-xiii (7
pages). Published By: The Johns Hopkins University Press. https://muse.jhu.edu/article/195222/Accessed at
02.11.2022

Oroé-Piqueras, Maricel & Falcus, Sarah. 2018. ,,Approaches to old age: perspectives from the twenty-first century®,
European Journal of English Studies, 22:1, pp.1-12,

Peterson, Oliver. Video: Iris Apfel Feted for 101s Birthday at Hampston’s Synanogue, Dan s Paper, https://www.
danspapers.com/2022/09/iris-apfel-101-hampton-synagogue/ Accessed at 28.09.2022

Sandberg, Lynn. 2013. ,,Affirmative old age — the ageing body and feminist theories on difference, International
Journal of Ageing and Later Life, 2013 §(1). pp. 11-40.

Stefanjesko, Sanja. 2019. ,,.Dvostruko staklo® — zivot u ¢ekaonici za smrt, 09 jun 2019, http://skandinavskikutak.

org/index.php/sr-Y U/novosti-sr/312-recenzija-dvostruko-staklo-zivot-u-cekaonici-za-smrt ~ locereHo  Ha
07.10.2019

In Cyrillic alphabet:
Hpaxynuk, CnaBenka. 2018. Hesugausu sicenu u gpyiu packazu. Cxorje: AHTONOT.

JoBkoBcKa, AHa. 2022. ,,ApXETHTIOT Ha BEIITEpKaTa BO KOJICKTUBHATA JKCHCKA CBECT BO pOMaHOT baba Jaia chece jajye
Ha JlyopaBka Yrpeumk*, Maxegoncku ¢ghonxnop 6p.82, Cxomje: MuctutyT 3a onkop ,,Mapko LlenmenkoB®, cTp.
209-224.

Topoacen, Xanmopa. 2019. /[éojnoitio ciiaxno, npeBox o ucnanackun Mepu Kuroscka. Ckorije: AHTONOL.

70



CONTEXT / KOHTEKCT 28, 2023

Ana MaptuHocka

YpkaaHuLaTa HA CMPTTA € CBeTJIa U y0aBa
(Crapeemeto u ejunsMot B0 Hesugnuea sicena u gpyiu packasu on
Caasenka JIpakynuk u /Jeojnoitio citiakno on Xanmopa Toponcen)

(Pe3ume)

Axo pemuHuCTHYKaTa 60pOa BO MPETXOJHATA ACICHH]ja HE JOBEAC OO0 3r0JCMEHA BHUIMBOCT HA JKCHCKH-
TE aBTOPKH, JI0 TIOrojieM Opoj aBTEeHTHYHU JKEHCKU JIMKOBHM BO JIMTEparypara, 3ae[{HO CO €IHAKBHOT TPETMaH BO
M3/1aBabETO U peleriinjarta Ha )KeHCKaTa JInTeparypa, cera Tpeba noseke jia ce GokycupaMme Ha pa3jIndHOCTa Ha
JKEHCKHTE NCKYCTBa 3aCTalleHN BO KHIDKEBHUTE Jieia. EBporickara mureparypa craHyBa c€ IOpoJ0BO HHKITY3HBHA U
OTBOpPEHA 3a CUTE HUjAHCHU Ha POJI0OBATa Pa3JIMUHOCT, BKIIyUyBajKU 'M CUTE TPYIH WM MOSJUHIM KOU HE CE OIpaHu-
YyBaaT Ha CTEPEOTUITHUTE POJIOBH YJIOTH U MaTpUjapXaliHi o4eKyBama. OTTyKa, TPYIOT C€ OCBPHYBA Ha TEMHTE Ha
CTapeeHETO U €jIM3MOT KaKo HEAOBOJIHO HCTPAXKyBaHH I10/[payja, HepaBeJHO 3aHeMapyBaHH O/l PeMHUHUCTHYKUTE
CTY/IMH, HO MCTO TaKa JlaBa ¥ Kyc IpUKa3 Ha OOUIUTE TOoa Ja Ce MPOMEHH BO paMKH Ha MHTEPANUCIMIUIMHAPHU TIPO-
yuyBarba Ha HapaTHBHATA TEPOHTOJIOTH]a U €jIIMHT CTY/INUTE.

DoKycoT Ha TPYIOT € Ha JIBe JieNia Of JBE W3BOHPEIHU aBTOPKH O]] I0CTapara reHepaiiyja, XpBarckara mnuca-
tenka CrnaBenka Jlpakyiauk v Hej3uHaTa 30UpKa packasu Hegugausa dcena u gpyiu packasu M UCIaHJCKaTa muca-
tenka Xangopa TopolnceH u Hej3uHHOT poMaH /[60jHOI0 ciiiako. 3aeIHUUKO UM € TOoa LITO CMEJIO Ce 3aHMMaBaar
co Taby-TeMara Ha cTapeemeTo. TpynoT ce oOuIyBa Ja T'M JOIUpa CUTe HUBOA Ha KO ce 00paboTyBa oBaa Tema,
MOYHYBajKH OJ1 Mpallamkara 3a TeJI0TO, I'yOSHhEeTo Ha MEMOpHjaTa U CBECHOCTA 32 MUHJIMBOCTA Ha BPEMETO, IPEKY
npariamara 3a u30Jalujara, 0caMeHOCTa U MPUCIOCOO0YBAKHETO KOH MOJIEPHOTO BpeMe, HO | 1oTpedara o/ He3aBH-
CHOCT, CpeKa M HIHUHA.

Bo cBojara aprukynanuja Ha CTapeeeTo, OBHE JBE aBTOPKH CE 3aHUMAaBaaT CO IICUXOJIOIIKHOT, EMOIHOHAI-
HHUOT, EKOHOMCKHOT U COLIMjaJIHUOT KOHTEKCT Ha OBOj Ipoliec. 3ropa Ha Toa, THE o NpodJeMaTn3nupaar OMIITeCT-
BEHHOT OJTHOC KOH CTapuTe JIyI'e BO JICHELIHATa KyJITypa, OrpaHU4YyBamara co KOU Ce COO4yBaaT, HUBHHOT CTaTyC
u Onarococrtojba. BepyBame Jieka BaKBUTE JTUTEPATYpPHU JieJia MOXKAT Jia ja 3rojieMaT BUUIMBOCTA HA OBaa YyBCTBH-
TEJIHAa TeMa BO JaBHHOT JMCKYPC U Ja MHUIMPAAT HEKOU MPOMEHH 3a Jla Ce MPEHCITUTA 3HAYCHETO Ha CTAPECHHETO,
Jla ce O/IFOBOPHU Ha MOTPEOUTE Ha MOCTAPUTE U Ja Ce MOJ00pH HUBHATA COLIMjaJIHA BKIYUYEHOCT, IITO € HEOIXOHO
BO JbepanHuTe 3emMju kako Vcnaun u llIBescka, HO yiiTe nmoBeke BO IIOKOH3ePBaTHBHUTE JiesioBH Ha EBporna.

Kayunu 300poBu: crapeeme, ejiinzam, tureparypa, pakymuk, ToponceH, peMHUHUCTHYKY CTYUH
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Something about the way we talk to each oth-
er has changed. This change has been slow, grad-
ual, marked and remarked in small, discrete incre-
ments. Accrued over time, this change has now be-
come the testament of an unsustainably-knotted
and ubiquitously present thing: an overwhelming
burst of systems and processes that one’s response
can nearly never be anything but an exhausted sur-
render, a powerless kneel toward an incomprehen-
sibly large and indescribable force. One assumes
that only the shape, texture, and function of this
elaborate system can be drawn, categorized for a
better glimpse at its essential influence and impact,
angled from enough perspectives to try and ob-
tain a comprehensive view of its general composi-
tion. From one side, this phenomenon can be seen
as the barrage of noise, data, content, fragmenta-
tion of language, and the exponentially unstable
amount of sensory overload. From another side, it
is seen through the trail of critical failures: ongo-

ing wars, political upheavals, economic disparities,
geographical desecrations, large-scale pandemics,
and the greater array of systemic forces becom-
ing incoherent and overbearing. From another side
still, it is seen in the concernedly growing testi-
mony of intra- and inter-personal estrangements,
widespread mental illness, substance addiction, so-
cial isolation, the rise in failing personal connec-
tions and suicide rates. Despite one’s best attempts
to deconstruct the thing’s structure, the whole of
it remains overwhelming, immutable, and incom-
municable: an ungraspable figure whose very pro-
portion dictates a paralyzing and deafening silence.
Something about the way we talk to each other has
changed, and talking about it seems impossible.
There are valid reasons for this. For one, it is an
exhausting and exhaustive conversation, demand-
ing a holistic consideration of four distinct spheres:
economics, semiotics, information technology, and
psychology, all of which perform an important
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communicative function. In considering econom-
ics, the overarching modes of transactionality and
consumerism have begun governing crucial aspects
of interpersonal communication. Semiotically, the
predominance of communicative modes of refer-
entiality and growing networks of complex signifi-
cations have invariably altered the ways in which
one engages in the interlocutory process. Techno-
logically, the Internet and new media have altered
the way one considers communicative channels
and their impact on the emotional hierarchy of re-
lationships. And psychologically, the influence of
the prior three can be seen in the decline of the af-
fective domain and the increase in reports of men-
tal illness. To consider any of these spheres appro-
priately means considering all of them fully as in-
terlocking, interdependent systems.

Another reason for a common reluctance in en-
gaging with the conversation is that, in nearly each
of its iterations, most contemporary participants,
despite differing in opinion or contribution, tend
to conclude with a pervasively fatalistic response,
an argumentative surrender in the form of: ‘it is
what it is.” The cause of this deterministic bromide
is not fully certain, but it can be argued that it is in-
dicative of the participants’ failure to identify as
capable of influencing the circumstances affecting
them; a failure, then, of act and agency. Regard-
less of the verbalization involved, the experience
of fatalistic resignation is common, but not strange.
Ultimately, a large number of individuals are cur-
rently participating in systems, both economic and
interpersonal, that consistently display a tendency
to 1) negatively affect the agent’s ability to enact
change within that system, and 2) limit their ability
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to express any form of communicative authenticity
regarding that change.

Lacking context, to frame the communicative
inability of the participants in these systems as a
failure of articulation would seem logical, since the
two are often considered synonymous. This is fun-
damentally incorrect. The seeming paradox that a
majority of Internet-age contemporaries are afflict-
ed by is exactly this: they are hyper-articulate, yet
feel deeply unable to communicate. To provide a
glimpse of this paradox’s symptomatology: within
most present-day individuals, they possess a pseu-
do-infinite database of references, quips, memes,
Internet videos, video essays, ideological stand-
points, argumentative techniques, economic theo-
ry, psychology, pharmacology, political systems,
and movie reviews: all varieties of eclectic content
and configurations of polyphonic overload. This
gathering of information presents itself in all as-
pects of their experience, including the self-aware-
ness of that same information’s effect on them as
individuals. This, naturally, extends to their daily
interactions. They discuss systems and consumer-
ism and information and content. They gloss over
the absurdly-exponential rise in mental disorder
and the validity of various therapeutic frameworks
of combating it, concluded only by their own fi-
nancial inability to even consider going to therapy.
They lament the end of days in the form of global
warming or economic inflation or declining health
or all of the above, amalgamated in what they con-
sider a generational curse: the realities they have
been handed and the realities they can do without.
They can navigate with finesse and expertise with-
in seemingly infinite networks of reference, re-
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call, and reconfiguration: a Barth-esque funhouse
of mirrors that keeps growing and expanding with
more and more mirrors until the original reflection
becomes so distorted that one forgets what one was
looking at in the first place. All this unveils in the
form of verbal patchwork, an attempt to detail the
intricate tapestry of daily data. Yet, when the day
has ended and their performance has finished and
the outflow of information has fizzled, in a dis-
play of exhausted emotion that in frequency is al-
most confessional, they convey an arrangement of
words that is generationally familiar to anyone af-
flicted by this sense of hyper-articulation: no one
understands me. [ can’t make myself clear. There is
something in me that [ can’t get out. One may or-
der and reorder the words in any coherent combi-
nation: the sentiment remains the same.

The participants here, often those highly ex-
posed to new media and the generational zeitgeist,
are anything but inarticulate. There is an intricate
tension in individuals’ relationship to communica-
tion which tends to translate to a hyperarticulate
performance, that in turn is void of authenticity or
connection. An unfortunate result of this is that the
act of communication has become a function of en-
tertainment; an act of amusing ourselves to death,
then, to borrow Neil Postman’s verbiage (2007).
It is no surprise that many proponents of this dis-
course tend to address contemporaneity as distinct-
ly post-apocalyptic, one of the many post-prefixed
signifiers intended to convey a palpable sense of
finality. Among others, these include post-mod-
ern, post-industrial, post-ironic, post-historic, and
post-human, most of which concern the profound
impact of oppressive and deterministic systems on

the agency of the participants who inhabit them,
rendering the choice to communicate ineffective,
or irrelevant.

Something about the way we talk to each oth-
er has changed. The sheer breadth of networks con-
cerning this change invites an urgency to its dis-
cussion. The participants of these economics, se-
miotic, and information technology systems learn
that they cannot detail these systems without, in-
evitably, detailing all of their processes, referen-
tial nodes, and interdependent functions. Under-
standing economics requires discussing semiotics,
which in turn requires discussing information tech-
nology, which in turn requires a discussion of us-
ers’ mental state, which in turn requires a discus-
sion of economics. Each discussion becomes a rad-
ically condensed history of everything, endlessly
articulated but seldom communicated.

Hyperarticulation and communication, though
interlinked, are not synonymous. Communication,
by virtue of most frequent definitions, is the ex-
change of information through the use of a given
medium. However, its etymological roots reveal an
important distinction. Its Latin root is ‘communis’,
meaning common, or shared by all or many. This is
the same root for related words, like community or
communion. On a primary level, communication is
intended to serve the function of connection, mak-
ing common the space between speaker and listen-
er(s). Much of this is rooted in biologic, evolution-
ary, and primal processes: the act of commonality
in early tribe formation is essential. It is no won-
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der that, on that basis alone, we long for commu-
nion and connection, and the reason for which the
alternative — isolation, exclusion, separation — is
often a feeling of actual physical pain. On a socio-
biological level, a sense of community is connect-
ed to one’s exile or rejection from the tribe, almost
guaranteeing death at the hands of the wilderness.
It is an almost evolutionary certainty that, even
when stripped of its ontological and metaphysical
implications, the desire for connection, communi-
ty, safety, and love is frequently felt as a necessity.
The problem with that is that communication has
drastically changed in a way that, paradoxically,
strips it of that original meaning. The fallacy is that
with our current overflow of information, commu-
nication - or finding common ground - should be
proportionally easier. However, this is not the case
for a number of reasons, most of which are endem-
ic of systemically pervasive problems.

Starting with the easy fallacy: information
does not inherently equal empathy. One needs in-
formation in order to gain perspective, and per-
spective alongside trust are the necessary concoc-
tive components for empathy. Julmi’s A Theory of
Affective Communication elaborates on the notion
that “within social situations, sharing perspectives
leads to attraction and attraction leads to sharing
perspectives” (Julmi 2018: 19). Following that, at-
traction forms the necessary foreground for empa-
thy, and thus community and the ability to commu-
nicate. But, the element of trust is indispensable
here. Contemporary social tendencies still predom-
inantly inherit and practice the critical work estab-
lished by the postmodern school of thought, which
predicates itself on the necessity of constantly cre-
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ating a hermeneutics of suspicion. Much of the op-
pressive and explicitly violent political and socio-
cultural systems that early postmodernists inhabit-
ed operated on the necessity for blind trust, so the
idea of employing distrust, suspicion, irony, par-
ody, and various forms of satire as protest is co-
gent. However, suspicion and irony are effective
but principally deconstructive tools. It could be ar-
gued that their pervasiveness has transformed them
from tools into a sociocultural ethos, the impact of
which is axiologically relevant.

The increase of this ethos, accompanied by
the rapid developments of recent communicative
channels, has resulted in an unforeseen usage and
prevalence of ironic discourse. Not only that, but
its contemporary transmogrification becomes an
essential point of analysis when coupled with 1)
a vast influx of data exponentially increasing; 2)
the adoption of techniques once intended for pro-
test but commodified for the purpose of economic
and market growth; 3) an increase in sociocultural
exposure to information and the modes of framing
that information; and 4) the increased social worth
of information and performance.

Starting off with #1: even disregarding the
mental impact of the amount of data and informa-
tion the average person consumes, new media has
shown that, on account of any given individual’s
ability to create and share content, some of which
is dangerously incorrect or ideologically-driven,
the layperson has had to almost intrinsically teach
themselves to be suspicious as a default. Each con-
sumer of contemporary content has had to learn
to employ a set of qualities regarding the content,
namely whether or not 1) what is shared is true;
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2) what is shared does not contain a motive; and
3) what effect that motive might have on the per-
son consuming it. This becomes even more evident
when a content-creator makes a plea of authentic-
ity. The consumer 1) responds eagerly to that con-
tent, craving authentic content given the lack of au-
thentic content, but 2) understanding the systems
at play, is repelled from it through the recognition
of that authenticity’s motive. Even more drastic is
the consideration that new media, the Internet, and
all related forms contain structures upon substruc-
tures, many of which are corporately mediated. As
Young argues in [ronies of Web 2.0, [i]t may be that
in the digital era, we have more cause than ever to
be paranoid in our readings of textual surfaces that
emerge into visibility out of a vast, invisible sub-
structure of algorithmic operations, and monetized
flows of data’ (Yong 2019: 2).

Continuing with point #2: most of the irony-fu-
elled interaction within contemporary communica-
tive channels presents a significant socioeconom-
ic phenomenon. There is ample analysis on tele-
vision’s effects on communication which shows
ironic discourse co-opted by television in the form
of television making fun of other television, thus
creating an ensnarement of the viewer into their
own loop of a consumerist maze. This form of iro-
ny has 1) intensified and enhanced in the replac-
ing of television by the Internet, and 2) has seem-
ingly metastasized onto political and sociocultur-
al discourse, with an enormous amount of ideolog-
ical and argumentative standpoints propelled by a
core of ironic detachment and referential prowess.
This mode of communication is predicated on the
subject’s ability to leverage an ironic stance against

another in order to measure who is more capable of
a deconstructive response. Thus, the whole system
builds on an endless fragmentation of suspicion. It
is never about the potential of telling the truth be-
cause the notion itself that 1) there exists a truth
and 2) that someone is attempting to tell it invites
further modes of suspicion and distrust.

Additionally, the results of this consumerist
logic are now enhanced, and even more complicat-
ed now than they were during its apex of television
viewership. The ways in which contemporary indi-
viduals attempt to communicate with themselves
and to each other are inherently shadowed by sys-
tems that rely on the commodification of the indi-
vidual and the adaptability of that communicative
shift into ways for markets to survive and thrive.
The fundamental question to pose is: how is one
to become unsuspicious in a system that considers
its agents vessels for consumerism, or (as later ar-
gued) a commodity itself?

#3: under the advent of social media, one could
argue that everything has become socioculturally
exposed: from every individual chunk of opinion
to every single conceivable act, documented and
circulated online, commented on, discussed, ac-
cepted or condemned, producing more and more
nodes in the semiotic network of the world wide
web. One of the big achievements of irony is the
sheer excellence in ‘shocking’ the reader / viewer.
Shock seems preliminary to critical consideration
and producing political or cultural change. How-
ever, shock does not exist underneath the veil of
Web 2.0; taboo is a click away. To invoke Stephen
Best and Sharon Marcus as cited in Young: “[w]
ho needs a hermeneutics of suspicion... when sur-
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faces no longer conceal anything, when the work-
ings of power are fully on display?” (Young 2019)
What is disconcerting about these systems is two-
fold: 1) the inevitable desensitization of power on
display aids in participants’ fatalistic resignation
within larger systems; and 2) through the popu-
larization of the Internet, currently the most-wide-
ly adopted medium of communication, attaching
monetization and a financial factor to that medi-
um will, unsurprisingly, invite ways for a) users to
abuse it, and b) the system to abuse its users. What
has happened is then paradoxical: by the hyperac-
centuation of the subjective, the subject has per-
versely become objectified. Young again:

[T]he social media profile and vlog are
technologies of hyperbolic subjectivity. The
subject they produce is beholden to the signifier,
in the form of a number (of views, likes dollars).
[T]his quantified subjectivity belongs to the era
of finance capital... a regime of signs whose
exchanges of value have no material referent
but potential material effects ranging from the
creation of massive wealth to the collapse of
the global economy — a system of power, then,
over life and death. (Young 2019: 18)

Paradoxically, this system produces perfor-
mance by inviting authenticity. Authenticity, as
has been argued, becomes an impossible task when
faced with a financial incentive: one becomes be-
holden to the forces of selling and earning. Despite
one’s best attempts, one constructs a persona and
carries a performance. One sells oneself to an an-
ticipating crowd of monitored consumers, search-
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ing and watching and commenting and subscrib-
ing, infinitely hungry for more content.

Finally, #4: the participants of these systems
are conditioned, initially by the systems them-
selves and afterwards by each other, that 1) perfor-
mance equals self-worth, 2) self-worth equals love,
and therefore, 3) performance has to equal love. In
certain ways, this core of performance as a precur-
sor for love and self-worth is the reason for these
systems’ commercial success. However, it is also
the reason for current cultural displays of inauthen-
ticity, the failure of empathy, the formation of para-
sociality, the belief that more information results in
happiness, and, ultimately, that one’s authenticity
is more or less worthwhile than another’s, with the
respectful consideration that the participants exist
within systems that hinge monetarily on the act of
comparing selves. This is the story we are all told
and that we all currently know - the one that we
choose to keep telling ourselves.

L

It’s no surprise that our primary way of com-
municating with each other for all of human expe-
rience has been by telling each other stories. For
many, stories are considered the only way to com-
municate aspects of ourselves that typically could
not be communicated. Stories about identity, love,
death, loneliness, fear, joy, and so on perform an
important function: the very telling of the story af-
firms the story’s contents. In other words, telling
stories about one’s identity affirms and reconfig-
ures one’s identity. By the same token, telling sto-
ries about trauma affirms and reconfigures one’s
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trauma. Stories are a way for individuals to attest to
themselves various components of both one’s inte-
riority and the external world’s view of that interi-
ority. In that sense, stories serve a significant pur-
pose of transforming pain and intent into identity.
Due to this, authenticity — a sincere approach to the
stories one tells about himself, both to himself and
to others — becomes imperative.

To invoke Paul Ricoeur’s claims as discussed
in Tarpley & McKinzie (2017), ‘what the self has
at its disposal via the power of attestation is the
ability to temporarily configure past experiences
via the mechanism of narrative emplotment... [by
invoking Ricoeur’s dialectic of ipseity, subjects
are] able to be seen... as authentic in [their] recov-
ery, and it is in this dialectic between [their] ve-
racious attestation (sincerity) and their ascription
(authenticity) that [they are] able to live a revised
narrative identity’ (Tarpley & McKinzie 2017: 11).
Stories, in this sense, become vows: promises that
one creates for himself that are witnessed by others
through which the development of stable identity is
formed. An important factor here is that this model
of sincerity is necessary and involves both parties:
one needs to believe that communicating sincerely,
to themselves and the other, is important and valu-
able, while the other needs to have the understand-
ing that their reinforcement or disavowal of those
statements will be the action that constructs the es-
sential narrative component of one’s identity.

It is due to this that one must be careful in the
communication of the digital age: by reducing sto-
ries to a set of aesthetic or sophistic components,
ones intended for entertainment, social worth, and
market value, one is deprived of the power of nar-

rative, a power which both constitute identity and
transfigure pain. By propagating stories based on
sophistry and aesthetics, one robs both the neces-
sity of substantive narrative’s nourishment and al-
lows the commodification and flattening of narra-
tive’s importance and, most essentially, of the ac-
counts that establish communication and experi-
ence in the vast span of ghost-ridden voices con-
tributing to the tapestry of human history. It is rel-
evant that this, too, is a matter of choice. One may
not choose one’s experiences, but one chooses the
stories of those experiences and, above all, one
chooses how those stories define them.

So, given that the etiology of communicative
inability is rooted in the stories we tell each oth-
er, i.e. the content we consume and communicate
through, then its cure must also be found in the
same place. In fact, this is fiction’s primary con-
tract with the reader: that the reader may glimpse
into a mediated reflection of himself in order to
heal or to construct real affect and truth values
through a consistently iterated form of narrative.

A contract decisively depends upon both par-
ties, and this is the interlocutory crux: that both in-
dividuals engage in intended sincerity. Doing so,
admittedly, requires a form of belief: if one is con-
ditioned that every potential interlocutor engages
with an agenda, then one is not prone to sincere-
ly engage the other. However, a prolonged system
of suspicion, distrust, and expectation only of the
gratification of self leads to narcissism, solipsism,
loneliness, mental disorder, and, by virtue of ex-
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tension, communicative inability. Ultimately, the
problem of this ethos of narcissism / solipsism /
loneliness in contemporary culture is implicated
from this: not only do the drives that amplify these
qualities exist, but they are approved by the cul-
ture. So, it follows that, if the stories we are told
and are conditioned to keep telling are at least a
source of this communicative pain, then one needs
to learn and avow to tell different stories, to harbor
different performances. To summon Vonnegut’s fa-
mous proclamation: we are what we pretend to be,
so we must be careful about what we pretend to be.

k* ko ok

On March 28th, 1946, after the Second World
War and on the cusp of a new and unknown front,
Albert Camus held a lecture titled The Human Cri-
sis. It contains a passage that has always remained
striking, and is presented below:

Today in France and in Europe, there is a
generation who thinks that anyone who places
his hope in the human condition is mad, but
that anyone who despairs of events is a coward.
This generation refuses absolute explanations
and the rule of political philosophies, but
wishes to affirm men and women in their flesh
and in their striving for liberty. This generation
does not believe the achievement of universal
happiness and satisfaction is possible, but it
does believe in diminishing human sorrow. It is
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because the world, in its essence, is unhappy,
that we need to create some joy. Because the
world is unjust, we need to work towards
Justice. And because the world is absurd, we
must provide it with all its meaning.

3/4ths of a century later, one could argue that
we are now in a similar position, generationally.
One is challenged to offer a more apt claim, amidst
the sociocultural milieu, than: because the world
is absurd, we must provide it with all its meaning.

The simple truth is that the world around us has
become exceedingly complicated and difficult to
talk about. It would be perhaps unimportant if this
complexity did not cause adverse effects among
most individuals, but it does. Among the complex-
ity, it’s a simple truth that most people, in vari-
ous ways, do not seem happy. From an inability
to communicate to immense states if mental toll to
a traumatized view of the self to a hopeless resig-
nation to all the forces that press upon them, there
are many among us who are now living and think
of their lives as an unfortunate curse to endure — a
life surrendered to the same, recurring proclama-
tion: it is what it is. The fundamental reason, then,
for our need to solve this incredibly complex prob-
lem is surprisingly simple, and is rarely found in
more earnest than in The Brothers Karamazov: in
sorrow, seek happiness.

Something about the way we talk to each other
has changed, and we need to talk.

Camus, Albert. 1946. “The human crisis.” https://pdfcoffee.com/the-human-crisis-albert-camus-lecture-pdf-free.

html (mpucraneno ma 10.11.2023)
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Credan Homman

Iponarayku cucTeMH M HCHETYBAYKU TeaTPU: KOMYHHKAIMjaTa,
nepdopMaHCOT M yJiorara Ha pukuujara
(Pesnme)

OBOj TEKCT T0 MpeTCTaByBa OJAHOCOT NOMEl'y KOMYHHUKalMjara u nepopMaHCcoT, aHAIN3UPajKu TO BO KOH-
TEKCT Ha MOJICPHUTE CEMHOTCKH, CKOHOMCKH M MH()OPMAIMCKO-TEXHOIOMKH cucteMu. [loBp3anure edextn Ha
OBHE CHCTEMH JIOBE/yBaarT J0 HEraTHBHA COCTOj0a HAa HUBHHUTE YYECHUIIN, KaJIe IITO CAMHUTE YUECHMIM MoTHaraatr
oz pyHKIHMjara Ha IeppopMaHcoT nodapaHa o HUB, HAJMHOTY O] Pa3JIMYHU EKOHOMCKHU 1 COLIMOJIONIKY TPUYUHH.
[opaau Toa, THE CHCTEMH TO TPETBOpaaT YNHOT Ha KOMYHHKallMja BO YMH Ha nepdopMaTuBHa QyHKIHja Koja TH
yCJIOBYBa CBOMTE YUSCHHUIIM Jia ja TJie/laaT KOMyHHUKalnjaTa Kako MpoLec Ha COIMjajlHa ¥ eKOHOMCKA TPaHCAKIH]ja,
ry0ejku ro eleMEeHTOT Ha eMIIaTHja, COYyBCTBO M aBTEHTHYHOCT. OBa ja MO3MIMOHMpa KOMYHHKAIMjaTa HaJBOP
OJ1 CUCTEMOT Ha peJalyja Ha MOK U TH MPETCTaByBa yYECHUIUTE/IPyTrUTEe KOMYHHKATOPH Kako 00jeKTH MOTpeOHI
camo 3a Taa neppopmarusHa ¢pyHkurja. EQekror Ha 0BOj (heHOMEH € Toa MITO HETaTHBHO BJIMjac HA EeMOTHBHATA U
TICHXOJIOIIKaTa COCTOj0a Ha CAMUTE YYECHHUIIM, CO TOA IITO MPEAU3BHKYBa YyBCTBO HA NOTpeOHA HEABTEHTUYHOCT
3a ()yHKIMja BOH THE CHCTEMH, IITO IIOHATaMy IPEAN3BUKYBa TEUIKOTH]a BO MOXXHOCTA 3a €MIIaTHja U MCHXOJIOLI-
KM 371paBu oxHOcH. [Toronemuor mpo6nem Ha 0BOj ()eHOMEH € Toa IITO, OMIEJKH OBHE CHCTEMH CE HEBEPOjaTHO
KOMIIJIEKCHH, TIOBEKETO YUECHHIM CTUTHYBAaT /10 (haTaJuCTHYKH OJIrOBOP, BO KOj c€ Tpraar cebecH oJ mpodIeMoT
1 0] MOXKHOCTA 3a pelieHne. ETHO perieHre mocTaBeHo OBJe € JieKa MPUKa3HUTE KOU T'M packakyBaMe BOH OBHE
CHCTEMH Ce HEBEpPOjaTHO Ba)KHHU 3a CAMOTO pa3pellyBame Ha MPOOJEMHUTE HA THE CHCTEMH, OJTHOCHO OZHOCHTE
Mery THe Y4eCHHUIH. AKO (QHKIMjaTa Koja [I0CTON BO THE CUCTEMHM TH MPOIarupa HeraTHBHUTE KOMITOHEHTH Ha THE
CHCTEMH — IIOTOYHO, UPOHH]ja, HEABTEHTUYHOCT, CAMOBAYKHOCT HACIIPOTH eMIIaTHja, o0jeKTh(duKanmja Ha INIHOCTH
WTH. — TOTalll HETaTUBHUTE KOMIIOHEHTHTE Ha THE CUCTEMH ce 3rosieMyBaar. HacipoTu Toa, packaxyBajKu 1 JaBajKu
Ba)XHOCT Ha IIPHKA3HHU KOM ja 3rojieMyBaaT BpETHOCTa Ha KOMYHHUKaIlMjaTa Kako YMH Ha HCKPEHOCT, aBTEHTUYHOCT U
eMraruja, UM JiaBa MOXXHOCT Ha yYECHHUIUTE Jia ce JIeUHUpaar 1 ce0ecH U CONCTBEHATa BPETHOCT KaKo pa3jindyHa
071 1aJieHaTa eKOHOMCKa WJIM epopMaTHBHA BpeTHOCT. Taka nmprukazHUTEe JOOMBAAT TEpareBTCKa 1 KOMyHHKATHB-
HO BaKHa (DYHKIIM]a, HACTIPOTH CaMO eKOHOMCKaTa (DyHKIIHja.

Kayunu 300poBH: KOMyHHUKaIHja, TeppopMaHc, HUKIHja, aBTCHTHIHOCT, TIOCTMOACPHI3AM
81






CONTEXT / KOHTEKCT 28, 2023

Mapuja CreBKOBCKa

YIK 811.111°243:82-343]:37.091.21
Professional article/ Ciupyuen iupyg

BAJKUTE BO HACTABATA 11O AHIVIMCKH KAKO

CTPAHCKH JA3BHUK

Kiyunu 360poBu: 06ajku, y4eHUIM Ha paHa Bo3pacT, ajida reHepanyja, IaHUPamke Ha YaCOBU

Bosen

Bajkute npeTcraByBaar rnoJje3Hu HACTABHU Ma-
TepUjaJid 32 HacTaBara Mo aHMIUCKH KaKo CTpaH-
cku ja3uk (ACJ) 3a yuyeHMIIUTE Ha paHa BO3PAcT.
[Ipexy HUB nenara yyar pa3jidvHU ja3UYHH aclie-
KTH (rpamaruka, BokalOynap) ¥ MOpajiHH BPEIHO-
ctu (Mattheoudakis et al., 2014; Xolmurodova,
2021). OcBen T0a, 6ajKUTE MOXAT /1a TH TIOTTHK-
HAaT Jerara moBeke J1a 9uTaaT Wid aa 6apaat o1 po-
JUTENUTE J]a UM YUTAAT JOKOJKY Jierara c¢ yIiuTe
He 3Haar. Jluteparypara uMa cBoja JIMHIBUCTHYKA,
HO | ,,TIOIIKNPOKa 00pa3oBHA (PYHKIIMja BO YUUITHHU-
1ara 3aroa IITO ja pa3BHBa UMaruHaIjaTa U KpH-
TUYKOTO MHCJICHE Ka] YUCHHIIUTE, KAKO U HUBHATA
emorronanHa ceect™ (Lazar 1993: 19).

JazuuHuTe MPUIOOMBKM O  KOPUCTEH-C-
TO Ha Oajkute ce MHOryOpojHH. DpekBeHUH]a-
Ta € KiyueH (hakTop 3a YCBOjyBamke HOB BOKaOy-
sap (Schmitt, 2010). ITorpebHo ¢ 8-12 maru ja ce

CIIyIIHE HeKoj 300p 3a aa ce 3aroMuu (Lemoine et
al., 1993). Kinyunure 300poBH 4€CTO C€ MOBTOPY-
BaaT BO HapaTuBuTe. JlypH n 1a He ce IOBTOPYBa-
at, OajkuTe ce paboTaT HajMaJKy JBa MOCIEI0Ba-
TEITHM Yaca, IITO UM OBO3MOXKYBAa Ha YUCHHIIUTE 12
CIIyIIHAT/IPOYUTAAT HEKOj 300D MOBEKe MaTH U €O
TOa Jia TO 3auyBaaT BO HUBHATA JIOJTOTPajHa MEMO-
pyja. Yiure eHa MpeAHOCT Ha OajKUTE MPH U3ydy-
BAaETO HAa CTPAHCKH ja3HIH € ONIINPHOTO YHTAEE
KHUTH HallUIIaHA Ha OPUTUHAIHUOT ja3UK, ITO TO
oJI00pyBa yCBOjyBamkEeTO Ha BOKAOyIapoT 1 Hapa-
tuBHuTe BemTuaM (Birketveit et al., 2018).
[Ipeanocra nHa ymnorpebara Ha OajKUTE BO
VUWIIHUIIATA € IITO PEYUCH CHUTE Jiella BeKe ce
cpeTHase co 0ajku Ha HUBHHUOT MajuuH ja3uk. Ha
OBOj Ha4YMH C€ CO3[aBa CUTYpHA atMocdepa U Io-
3HaTa CperHA BO KOja MOXE J1a Ce yYH HOB ja3uK.
Bajkure on 6pakara ['pum, Oacaute Ha E3on u Jla-
(OHTEH ce MpeBefeHN Ha MHOTY CBETCKH ja3UIIH.
CrnencrtBeHo, kora ydenunute ro yuat ACJ npeky
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Oajku, unTameTo Wi o0paboTkara Ha Martepuja-
JIOT € ToMall TIPeAN3BUK OHJIjKU THE BEKe ce 3a-
MO3HACHM CO COAIPIKMHATA HA MPUKA3HATA.
ABTOpUTE HAa YYEOHHLUTE MO AHIIIMCKH KaKo
CTPAHCKH ja3WK YECTONAaTH ja MEHYBaaT COIPIKH-
Hara Ha 6ajKUTe 3aT0a MITO Taa HE € CEKOTaIll COOI-
BETHA 32 BO3pacTa Ha yUYEHUIINTE W/WIIN KyITypara
Ha Koja ¥ npunaraar. [locrojar HekoNKy eneMeHTH
mto Tpeba a ce 3eMar MpeaBU KOra ¢ BMETHY-
Baar 0ajKH1 BO ONEPATUBHUTE IJIAHOBH 32 YaCOBUTE
3a Jiera off MPeIyYHIIUIITHA BO3PACT U YUYCHHIIU BO
OCHOBHOTO OOpa30BaHME: jJa3UTHO HUBO, COMPIKH-
Ha ¥ KapaKTepUCTHKH Ha yYEHUINTE Ha paHa BO-
3pacT. Bo Bpcka co TpeTHOT eneMeHT HacTaBHH-
LUTE [0 CTPAHCKH ja3uly TpeOa Aa BHUMaBaaT Ha
(baxToT eka JeHEeNIHNTe YYSHUIM Ha BO3PacT Of1 5
110 12 roquHM mpuraraat Ha TakaHapeueHata anida
TeHepanuja, TePMUH KOj Ce OTHECyBa Ha ,,Jerara
ponernn omery 2010 u 2024 romuna“ (McCrindle
et al. 2021: 2). OBue gena ce poJaeHH CO TEXHO-
JIOTHja KOja € COCTaBeH e OJ HUBHHOT KUBOT H
€ MPHCYTHA BO CEKOj acleKT Ol HUBHOTO 00pa3o-
BaHue, 3a0aBa U CEKOjIHEBHA KoMyHHKanuja. [lo-
pany Toa HACTaBHHUTE aKTHBHOCTH M MaTepHjan
Tpeba ma T ciefar HajCOBPEMEHUTE TEXHOJIOII-
KH JIOCTHTHYBama 07 00JlacTa Ha WHTEPaKTHBHU-
TE€ KOMITjJYTEPCKU UTPU U COLUjATHUTE METUYMH.
Lenrta Ha oBaa CTyaMja € 1a C€ UCTPaKaT HavH-
HHUTE 32 YCICIIHA IPUMeHa Ha 0ajKuTe BO HacTa-
Bata 1o ACJ 3a yueHUITM Ha paHa BO3pacT, pOJICHU
nmomery 2010 u 2024 ronuna. Maxko nernara Ha oBaa
BO3pacT UMaaT MPUCTAII JI0 TUTHTATHATa TEXHOJIO-
rvja MHOTY TIOBEKe Of1 Koja OMJI0 reHepanuja npex
HUB, Cerak 0ajKUTe MPETCTaByBaaT JIeJ Off HUBHO-
TO JIETCTBO MOPaJX HUBHUTE YHUBEP3AIHH Kapak-
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TepUCTUKH. [TTaBHUOT MPEU3BHK 32 HACTABHHIIU-
TE 110 aHIIIMCKH ja3HK € KaKo Jia o10epar COoIBeT-
HH 0ajK1 32 HUBHUTE YYCHHUIIM U KAKO J1a TH BMET-
HaT BO IUIAHOBUTE 3a 4acoBH. [Ipexy cmpoBemy-
Bame Ha aHkeTa co HacTtaBHUIM 10 ACJ n ydeHu-
I, ce 00MJOBME J1a /1ajieMe OATOBOD Ha CJICIHHUBE
UCTPAXYBAYKH MPALIAba:

1. Kako na ce m3bepar coonBeTHu 0ajku 3a Ha-
CTaBara 110 aHIJIUCKU KaKo CTPAHCKH ja3uk?

2. Kaxo na ce opranusupaar yacosure mo ACJ
Kora ce Kopuctar 0ajku?

HcTpakyBauka MeTo10J10THja

Crynujara Oemie Ju3ajHUpaHa Kako Jie-
CKPHIITUBHO-aHAIMTHYKA CTy[AHja Ha IpEcekK.
beme cnpoBenena ankeTa co 25 HACTaBHUIU TIO
ACJ on OCHOBHU YYIJIMINTA W TIPUBATHH YIH-
JIUINTA 328 CTpaHCKH ja3unu Bo CKorje, Kako U aH-
Kera co 60 o7 HUBHHUTE YUYEHULM HA BO3pacT on 7
1o 10 roquHM BO MEpHONOT oA arpui 1o maj 2022
roquHa. JloOneHnuTe pesynratu Oea CTaTUCTUUKH
oOpabotenu co nmomon Ha nporpamara MS Excel
U CE IPETCTABEHH BO NPOLICHTH.

Pesyararn u auckycuja

3a morpebuTe Ha OBaa CTyauja Oerie CrpoBe-
JIEHO HWCTpaxyBame co HacTaBHuUIUTE o ACJ u
HUBHUTE YYEHHUIM CO IIeNl JAa ce Jodme aeraneH
YBUJ BO KOPUCTEH-ETO Ha 0ajKUTE BO HACTABATA 110
AC]J 1 cTaBOBHTE Ha YUYECHULIUTE BO BPCKa CO HETO.
JIBeTe aHKeTH ce cocTOoeja O] Mpalliamka CO MOBEKe
MOHYACHU OATOBOPHU. Amnkerara 3a HaCTaBHHUIIUTEC
ce cocroemte off 11 nparama nogeseHu Bo TpH Ka-
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teropuu: 1) pabOTHO NCKYCTBO KaKO HACTaBHUK ITO
ACJ; 2) HaunH Ha n30Upame COOIBETHU OajKu; U
3) nnaHupame Ha 4acoBUTE. AHKETara co y4eHH-
LUTE CE COCTOEIIE O] 5 Mpaliamka co MOHYICHHU O]
TOBOPH U €JJHO OTBOPEHO Tpalliarbe.

a) Pesynitaiuu og anxeiuaiua co
HaciuasHuyuie

[ToBekeTo HaCTaBHUIM KOpUCTAT 0ajKu BO Ha-
ctaBara o ACJ. 3a mosoBUHA O HUB TEPMHUHOT
0ajka mpeTcTaByBa MPHKa3HA CO MPEIyNpeayBad-
Ka COJpXKMHA M HapaBOy4eHHEe. MHO3MHCTBOTO O
WCTIUTAHUIIATE TH OMUIIYBaaT 0ajKUTE KakKo ,,BOJI-
meOHu, ,HepeamHu* u ,,ioydHu”. [loromemmor
Jell 071 HACTaBHUIIMTE CE coracuja jeka Oajku-
T€ TIO3UTHBHO BIIMjaaT BP3 yUYEHULUTE OUACjKU T'H
MOTTUKHYBAAT J1a pa3MHUCIyBaar okpeatuBHo. O
Jpyra cTpaHa, €HAa HACTaBHWYKA H3jaBHiA JIeKa
HEj3WHUTE yYEeHUIN YecTo Ouie 30yHeTH o1l 0ajku-
Te, OUJIejKM HEe MOYKeJIe Jla TH MPero3HaaT CKpue-
HUTE [TOPaKU ¥ HUBHOTO 3HAYCH-E, WIX MaK HE yC-
reasie Jia TM pa3rpaHuvar peajHuTe Of HepealHu-
TE €JICMCHTH.

Kora 6upaat 6ajku, ABE TPETUHU O HACTaBHU-
IIUTE MUCIAT JIeKa ja3MKOT M MOPAIHUTE BPEIHO-
CTU Ce Ba)KHU KapaKTEPUCTHKH LITO Tpeda 1a ce
3eMar npensua. I[loBekeTo o HaCTaBHUIUTE BEPY-
Baar Jieka HUBHHUTE YYEHHIM CE€ 3aJI0BOJIHM KOra
JIOIIUTE JIMKOBU C€ Ka3HETH Ha KpajoT oj Oajka-
ta. Criopesl HaCTaBHUIIUTE CTPAIIHHUTE CIyYKH BO
0ajKuTe NMaaT HETaTUBHO BIIMjaHWE BP3 YUCHUITHU-
Te, OM/IejKH Ka3HNUTE YeCTONaTy ce OpyTaaHH U Ha-
cunau. Ito ce omnecysa 1o BupoBute 6ajku, 80
% on HaCTaBHULIUTE T OMpaaT MOJCPHUTE BEP3UH
Ha 0ajKuTe, M Toa OHUE CO CPEeKeH Kpaj, Oe3 cTparl-

HU WM BO3HEMUPYBAYKH TEMHU U CO MAJIKy MU 0€3
HUKAaKBO HACHJICTBO, KAKO M NPUKa3HH 3a KOU MU-
ciat nexa Ou UM Ousie 3a0aBHU Ha ydeHUIUTE. 3a
HACTAaBHUIIMTE € TIO/IE[IHAKBO BAXKHO OajkuTe naa
HOCAT TIOPAKH MPEKy KOW yUSHHUIIUTE Ke HaydarT Ol
peneHa MopaiHa aeknnja. OHa mTo € 3a U3HCHATY-
Bame € JieKa J[Bajlia O/l HACTaBHUITUTE 0ajKuTe '
u30upaar o ciydaeH uzbop. JBaecer u ner orcto
O] UICTIMTAaHULIUTE IO UCTaKHaa (PakToT AeKa OajKu-
Te He Tpeba Ja MPOMOBHpaar 3aCTapeHu KOHIIeTI-
TH ¥ HJIeH, Kako Ha TIPUMEp acollhjalija Ha Tp/u-
T€ JIMKOBHU CO JIOLIOTUJIAK HIIN 371004, WU Joarame
no mo0eia mpeKy HaCHUJICTBO.

Bo oxHOC Ha mIaHMpamETO HA YaCOBUTE BO
KOHU ce KopHcTar 0ajku, criope/] OIroBOpUTE Ha Ha-
CTaBHUIUTE OajKUTE IITO C€ KOPHUCTAT craraaT BO
e/lHa Of] TIETTE KaTerOpHH: YIPOCTCHU 0ajKu KOH
ce HaMeHeTH 3a u3ydyBaud Ha ACJ, OpurmHAIIHA
KHWTH Ha aHIJIMCKH ja3WK, aJlanTHpaHu 0ajKu BO
yuebnunure 3a ACJ 3a yueHHIIM Ha paHa BO3pAacT,
aHMMUpPaHU OajKH BO BHJ HA BHJCA U COBPEMECHH
KOMITjYTePCKH aHUMHUPaHU (UIMOBH.

Bo miaHoBuTe 32 4acoBHW ce KOpHUCTaT Kpar-
KU ¥ Pa3HOBMJHM aKTUBHOCTH, IIOCTOjaT pa3jiuy-
HU BHJIOBH MHTEpaKIuja (MHAWBHIyasHA, paboTa
BO MApOBU W TPYyIHA) U BEIITHHH (CIyIIame, 300-
pyBame U nuinyBame). YacoBure ce Baka an3aj-
HUpaHH 3a Jia ce 3aJpKM BHUMAaHUETO Ha MJiau-
TE YYCHUIM ¥ JIa C€ HallpaBU 4acoT JUHAMHUYCH.
YacoBure HajuecTo ce OPraHU3UPAHU BO TPHU JI€Ia,
IIPU LITO [IABHUOT €]l Tpae Hajaonro. Lleaure Ha
4acoT ce pa3HOBHUJHU OWJejku Tpeda ja BKIIydaT
pa3BuBambe Ha BOKaOynapoT HA yUYCHHLUTE KaKo U
YCBOjyBame Ha OJIPEICHU IPaMaTUUKH CTPYKTYpH
(najuecto Bpemuma). HacTaBHUITE MUCTAT JieKa
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M KOTa ce KOPUCTH OpWTHHANHa 0ajka, cexoja ax-
THBHOCT MOXeE Jla C€ TIOSTHOCTAaBU WM Ja CE T10-
n00pH 3a Aa ce 3a70BOJIaT ja3UYHUTE NOTpeOHn Ha
YUCeHULUTE. ITo ce OJHCCYyBa OO0 TCEXHUUYKHUTEC
IMOATOTOBKH 3a 4YaC, HACTaBHUIUTE IOTCHLHUpPAaT
JieKa Mpe HETOBHOT MOYETOK HACTaBHHUKOT Tpeda
Jla TH TIOJITOTBY TMOTPEOHUTE MaTepHjann (XapTue-
HHM JINCTOBH M TabJia) Kako | J1a IMa aMeTeH ypen
CO cTaOMJIHAa MHTEPHET KOHEKLINja, PyHKIIMOHAITHH
3pyununu u LCD npoekrop. Hajpaxxaara kapakre-
pHCTHKA Ha CEKOj Yac CO YUCHHUITH Ha paHa BO3PacT
e Ia ce mMa m3baraHcupaHa KOMOMHAIH]a Ha TeX-
HOJIOTHja U J1a ce 3aJ[0BOJIM TIoTpedara Ha y4eHH-
IIUTE 32 JIBUKCHE H JOTIHUD.

Jomamnara 3ajada MCTO Taka Tpebda na co-
OJIBETCTBYBa CO COJpXXKMHATa Ha YacoT, BO3pac-
Ta Ha YUYCHUIIMTE U yroTpedara Ha TEXHOJOTHjaTa
BO HMBHHUOT CEKOjIHEBEH XHBOT M 0Opa3OBaHHUE.
HajnoGpo e xora 3amgavara 6apa o yYSHHIIUTE Ja
HOJI'OTBAT HEIITO IITO K& MOXKE 1a C€ YIIOTPEeOH BO
BOBEJHHOT JIE] OJ] CJICTHHUOT 4ac.

0) Pe3yniiaiuu og aunkeiuaita co
yueHuyuiue

JIBe TpeTMHHM O YYCHHUIINTE H3jaBHJIE aeKa
y)KHBaar Jia CIyIlaar Wik Ja yutaar Oajku. MHo-
3MHCTBOTO OJf HUB CE corlacuje JeKa OajKuTe ro
npaBar y4yemeTo nozadasHo. [loronemMuoT nen ox
AHKETUPAaHUTE YUCHUIIM MUCIIAT JieKa ¢ 320aBHO J1a
Ce€ YU aHTJINCKH MPEKy 0ajKu U AeKa THE TH MOTH-
BUpAaT Ja TO N3y4yBaaT aHIINCKUOT KaKo CTpaH-
ckH jasuk. Cenak HEKOJIKY YUCHHIN M3jaBUIIe eKa
Oajkute ru 30yHyBaar, a Y4eCTONATH U T'H ILIALIAT.

YdYeHUIIUTE TPETIOoYUTaaT OajKHM CO CpeKeH
Kpaj, a Ha MHO3MHA O]l HUB MM C€ Jloraraar 3a0aB-
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HUTE acleKTH Ha 0ajKUTe, KaKo IITO Ce BOJIICOHU
CyIITEeCTBA, HEOOMYHH JIMKOBH ¥ CMEIITHU CITYYKH.

[TocnennoTo mpamame Oelie OTBOPEHO U ce
oJlHecyBalle Ha HMBHaTa oMuieHa Oajka. Hajmo-
nysnapHa Oajka e ,,Frozen® (,,CHE)XHO KpaJICTBO™),
annMupad puim ox 2013-Tata rommHA, MO IITO
clielyBaaT KiacMyHara NpukasHa 3a [lememamr-
Ka u ,,lIpek*.

AmHanu3arta Ha OITOBOPUTE HA aHKETHHUTE TIpa-
II1amka HU TMOMOTHAa Jia TH OATOBOPHME JIBETE WC-
TpayKyBauku mpamama. Mmeno, n300pot Ha co-
OIBETHU 0ajKM 3a HacTaBaTa II0 AHIIUCKU KakKo
CTPaHCKH ja3WK 3a YYCHHIIM Ha paHa BO3pacT (Te-
Hepanyja anda) Tpeba ja ce HanmpaBH CIOpE] de-
TUPH IVIaBHH KPUTCPHUYMH: a) ja3UYHOTO HUBO Ha
Oajkute; 0) COApKUHATA M BPEIHOCTHTE INTO TH
MPOMOBHpAAT; B) HajJHOBHTE TPEHJIOBH BO TEXHO-
JIOTHjaTa, CO IMOCEeOCH aKIeHT Ha aHUMHUPAHHTE
NETCKHW TIPUKA3HW; W T) 3roJIeMeHHUTE Oapama 3a
roroJieMa CollijaTHa MHTepaKIija v Pa3Boj Ha WH-
TEPIIEPCOHAIHU U APYT'H BEIITHHHM 32 21. BEk.

PajT TBpaM neka HUBOTO Ha jasHKOT Tpeda
Jla ce 3aCHOBa Ha ,,0Ha IITO C€ OYeKyBa O Jelia-
Ta J1a IpaBaT BO aKTHBHOCTA, a HE HA CIIOKEHOC-
Ta Ha ja3uKoT BO mpukazHara“ (Wright 2003: 7).
Cenak, ynmpoCTCHUTE BEp3MM 3a HM3ydyBaul Ha
ACJ vnm anantupanute 0ajku ol y4eOHUIUTE T10
ACJ ce nonpakTiuueH n300p 3a HaCTaBHULIUTE, OU-
JIejKU CO HUB C€ HyJaT W TOTOBU IUIAHOBHU 3a 4a-
COBH CO TOJIeM M300p Ha HACTaBHHW MaTEPHjaId U
uzen (KapTHUYKH, BHJEa, IECHU, XapTHEHH KyKJIH,
ujen 3a u3padoTKa, CIICHApHja 3a JpaMaTHh3allyja
Ha OajkuTe).

ConpkuHaTta Ha 0ajKUTE IITO Ke Ce KOpPUCTAT
BO HacTapara TpeOa Jia COO/IBETCTBYBa Ha BO3pacTa
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Ha yYeHHULUTE, OAHOCHO J]a HE € IPEMHOTY CTpalll-
Ha win OpyranHa. OcBeH Toa, HACTABHULIUTE Tpe-
0a 1a OujaT CBECHM 3a CKPUEHUTE MOPAKH U CTe-
PEOTHITUTE KO CE IPUCYTHU BO MHOT'Y OajKH M MO-
KaT Jia BIMjaaT Ha MepIENIMUTE U OJIHECYBAHETO
Ha Jierata Ha pana Bo3pact (Zipes, 2011). Baksure
[IOpaKH MOXe Ja OMJar eKCIVTMUUTHN WU UMIUIU-
LUTHU, HO UCTO TaKa MOXaT Jia OuaT eayKaTuBHH
(Baranova, 2014) unu mak IITETHH | JIa HyIaT W3-
BuTornepeHa ciuka 3a ceetot (Coye & Whitehead,
2008). [Topaau robanu3anujara BO aHUMHPAHUTE
(mIMOBH ce 3acTalleHH MOPAJIHUTE BPEIHOCTH Ha
3aMaIHIOT CBET M HETOBUTE IPABMJIA HAa OIHECY-
Bame. MojepHUTe PUKa3HU NPETCTaByBaa MOJU-
¢uKanyja Ha KJIACUYHUTE OajKH CIIOpENl COBpEMe-
HUTE [JICAMIITA 33 TOA ILITO € COOIBETHO 32 MJlalaTa
myOJTMKa, MITH TIaK c€ HOBOCO3/1aIeHN 0ajK1 KOH TO
JIOBE/lyBaaT BO IIpallamkbe CaMUOT [IOUM Ha MOpal
BO ja3uKOT U ogHecyBameTo (Bottigheimer, 2010).

Hcropucku menano, Bo 0ajKuTe 4ecToIaru ce
J0/1aBajie WIM OTCTpPaHyBajle Pa3iMyHH €JIeMEH-
TH 3a Jla CE 3aJ0BOJIaT MOTpeOHUTe Ha MyOJIHKaTa.
[apu Ilepo cBoMTE NPUKA3HU TH HANIPABUI IIOY-
XOBHUTHU U IIOAPUCTOKPATCKH 3a J1a I'M HAIpaBH I10-
IIPUBJIEYHHU 32 WICHOBUTE HA (PAHILyCKHOT IBOP,
kou Oapaiie 3a6aBa (Sale 1978). On apyra crpana,
npuKasHuTe Ha Opakata [pum compikene mpeky-
MEpPHO HACHJICTBO TOPaJX HUBHATA CKpPUEHA arcH-
Jla — Jla ce BOCIOCTaBU T€PMAHCKHOT HAI[OHAJICH
uaeHTuTeT Bo 19 Bek. 3a pa3nmka ox HUB, 0ajKu-
Te Ha J{u3HM, nenm o HUB ce Oa3upaar Ha Oajku-
Te Ha Opakara ['pum, He coapKaTr eIeMEeHTH Ha Ha-
CHJICTBO HJIM CEKCYaJIHW ally3uH OHJIEjKU KpajHa-
Ta LeJl Ha KOMIIaHWjaTa € J1a MPHUBJeYe IITO MOro-
neMa ImyOliuKa 1 Jia TO 3roJieMH ¢BOjoT npoduT. U1

oBHe 0ajKH ce pa3BHBAaT BO JyXOT HA BPEMETO BO
KO€ CE CO3/aBaaT, MOAIPKYBAjKU TH aKTYCIHUTE
TPEHIIOBU Ha JICHEIIHUTE CTAaBOBH Ha YKEHUTE (U
MaKUTE) U OYeKyBamaTa 3a TOJepaHluja Ha pas-
JIMYHOCTHUTEC.

Hacrapara 3a renepanujata anda moapazou-
pa yrorpeda Ha KT, co mocebeH akiieHT Ha aHU-
MUpAHHUTE IETCKH TPUKA3HU U HM300WJICTBOTO HA
JIOTIOJIHUTEIIHU MaTepUjaidi W JUTUTAIHU ajar-
kd. M mokpaj HajHOBHUTE TOCTUTHYBama BO TEX-
HOJIOTHjaTa, TIOCTOM 3rojieMeHa ToTpeda 3a pas-
BOj Ha BEeITHHU 3a 21. BeK. buHKIN 1 copabOTHH-
[UTEe BAKBUTE BEIITHHU TU JIENAT BO YETUPH TPY-
MM HAUYUH HA Pa3MHUCIyBambe (KPEaTUBHOCT, KPH-
TUYKO pa3MUCIyBambe, pellaBame MpoOIeMHu, oji-
JydyBame, YUeHhe Kako Ja ce yuu), Ha4WH Ha pa-
0ota (KOMyHHUKalUja, TUMCKa padoTa), ajaTku 3a
pabora (wHpOpMarucka mucmeHoct, UKT mucme-
HOCT) W KHBOTHHU BEIITHHU (TJI00ATHO W JIOKATHO
rparancko oOpa3oBaHue, )KHUBOT U Kapuepa, TuJHa
u oniutecTBeHa oaroBopHoct) (Binkley et al. 2012:
18-19). KopucremeTo TeXHOJIOTHja MpH yroTpeda
Ha Oajku Bo HacraBara o ACJ ru BkilydyBa cUTe
ropeHaBe/IeHn 00OPa30BHU M KMUBOTHU BEILITHHU.

Hexouky cTynnu nokaxysaar nogo0pyBame BO
OJIHECYBAIETO Ha JIeIaTa 1o KOPUCTEmhe Ha 0ajKu-
Te Bo yumiHuIara (Sayer et al., 2018; Mardianto,
2015; Connery et al., 2010). Cajep u copaboTHu-
uTe 3a0elexale Jieka OTKAKo YeTHPH JCHA TH 00-
paboryBaine O6ajkure ,,Bpenaure mpaBku™ u ,,11Ty-
penoT U MpaBKara‘‘, HUBHUTE YUCHULIM HA TPU-YE-
TUPHUTOJIUIITHA BO3pACT MOKaXkalse xenbda jga padbo-
TaT 3aeHO W Jia copaboTyBaar Kora oJf HUB OWIJIO
no0apaHo Jia M PacKpeHaT UIPAYKUTE U KHUTHUTE,
Jla ja cpejar yuYuIHHIaTa Wid Ja ro ¢piar ryope-
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to0. Jlypun 1 ponuTenuTe Ha ferara 3abesekane mo-
3UTHBHA MMPOMEHA BO HUBHOTO OJIHECYBame, IITO
ce u3pasyBajia BO TOA LITO HUBHUTE Jiela copado-
TyBaje noBeke. Pa3BuBameTo eMOIMOHATIHA HHTE-
JUTCHIIMja Ha YYCHHUIIUTE MPeKy OajKuTe e ,,eHa
Ol HajyOCITMBUTE MPUIMHH 32 KOPUCTCHHC JTUTE-
parypa Bo HacTaBara 1o ctpancku jasuru * (Puskas
2018: 98).

[IITo ce ogHecyBa 1O BTOPOTO Hpallamke, Ha-
YMHOT Ha KOj ce M3y4yyBa aHIIMCKUOT ja3UK BO Jie-
HEITHO BpeMe He caMo MTo Tpeda Jia HaJIMKyBa
Ha CEralrHocTa, TyKy Tpeba Ja T'l MOJrOTBH yue-
HUIUTE 32 YCIOBUTE 3a XKUBOT U padoTa Bo 2040-
TUTE, KOTa THE BCYNTHOCT K€ 3all0YHAT CO CBOjOT
npodecronaneH xuBot. [lopagu Toa Gajkure BO
HactaBata mo ACJ Moxar Ja ce KOpUCTaT Ha pas-
JUYHU HAa4WHH, HO CUTE THE Tpeba Ja ru clienar
OBHE JIBE HaJesa:

1) Kopucremero Ha

HeU30€KHO; U

2) IlnanoBute 3a yacou no ACJ tpeba na ru

coJIpKar cieaHuBe (haszu:

a) BOBEJAHM AaKTHUBHOCTH 3a

Oypa ox uneu;

0) Tename/anTame/ciTyame Ha 0ajKkara;

B) aKTHBHOCTH TI0 TVIEJAF-ETO/IUTAHETO/CITy-

HIamkeTo Ha Oajkara; u

I) aKTHBHOCTH 3a

2020: 122).

Co ormen Ha (DaKkTOT Ieka reHepanujara anada
HE II03HaBa XUBOT O3 TEXHOJIOTHja, HACTABHU-
mure o ACJ tpeba 1a KOpuUCTaT MHTEPAKTUBHH,
BU3YEJIHU, MYJITHMOJAIHU U MPAKTUYHU METOJH.
Bo HUB cmaraar eqyKaTHBHU UTPH CO JIUKOBH OJ
OajkuTe ITO MOXKE J1a ce mpe3emar oj Play Store

TEXHOIIOTHjaTa €

3arpeBae,

cmupyBame  (Marosi
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i App Store, OHIIajH HHTEPAKTHBHU UTPH U KBHU-
30BH, WJIU [TaK UTPU CO MEMOpPHja 1 BOKalymap.

OrpannuyBama

Crynujata mMa 1Be orpaHudyBama. [IpBoTo €
Jleka Topaad ManuoT Opoj Ha ydecHurm (12) pe-
3yJTAaTHTE CE OJHECYBAaT camMO Ha aHKETHPAHUTE
HACTaBHUIIM KOM IOTEKHYBaaT OJi I'pajicka cpe-
JIMHA ¥ HE MOXeE Jia ce TeHepanusupaat. JJoKonky
ce BKITyYar rmorosieM Opoj Ha HaCTaBHHIIM O] pa3-
JUYIHA JCIIOBU HA IprKaBara pe3yyTaTuTe Ou Owmie
MOBAJIH/THH.

BropoTo orpanuuyBame € cpeauHara oj Koja
MOTEKHYBaaT HACTABHUIIUTE W HUBHUTE Y4YCHU-
. Cute Tue ce of 100po CHUTYHpaHU CEeMEjCTBa
1 uMmaar CeKOj):[HeBeH mpucTall 10 UHTCPHET U JIU-
Teparypa. AKO OBaa CTy[uja ce CIpoBeJie BO cpe-
JIMHA BO KOW UMa Jiela O]l COILMjaIHO 3arpo3eHH
ceMejcTBa, MPETIOCTaBKaTa € Jieka Jielara ce mo-
MaJIKy U3JI0KeHU Ha 0ajKy, YNTamke KHUTH, Orpa-
HUYEH IIPUCTANl 10 UHTEPHET U IaMETHU YpPEIu,
KaKo ¥ [ToMaJia M3JI0KEHOCT Ha aHTIIUCKHOT ja3HK.

IIpenopaku 3a MIHU UCTPAKYBaHbha

Cru4HU CTyIUu OM MOXENe Jla Ce CIpOBenaT
CO YYEHHIIX OJ] TOBUCOKH jaznunu HuBoa (b1 —112)
CO IIJT JIa Ce UCTpaXkaT HAYMHUTE HA KOU OajKuTe
Ou MOXene /la ce BKIIONAT BO HACTAaBHUTE IUIAHO-
Bu. OcBeH Toa, ynorpebdara Ha 0ajkuTe BO HacTa-
Bara o ACJ Moxe 1a ce aHanu3upa of acCIeKkT Ha
KOHKPETHH IpaMaTH4YKU CTPYKTYPU U KaKO THE IO~
JISCHO JIa C€ YCBOjaT MPeKy OajKuTe.



CONTEXT / KOHTEKCT 28, 2023

3akiayuok

Bajkute yecto ce KoprcTaT Kako HaCTaBHU Ma-
Tepujanu Bo HacTaBaTa no ACJ 6uzaejku oarosapa-
ar Ha MoTpeOuTe HA YUYCHHUIMTE Ha paHa BO3pacT
BO OJIHOC Ha HMUBHHUOT €MOIIMOHAJIECH U KOTHHUTH-
BEH pa3Boj, KPATKUOT OTCET Ha BHUMaHUE U TEMH-
TE HAMCHETH 3a JIeTCKaTa MoMmyJaIyja.

Llenrta Ha oBaa ctynuja Oere 1a ce codepar mo-
nmatoru o HacTaBHUIM 1o ACJ 1 yueHuIn Ha paHa
BO3pACT BO BPCKa CO HUBHUTE CTABOBH 32 yIOTpE-
Oara Ha Oajkure Bo HactaBara mo ACJ u m1a um ce
Janar MpakTUYHU COBETH HA HACTaBHHIIUTE IO
ACJ 3a Toa Kako J1a TM BKIy4ar 0ajKUTe BO 4aco-
Bute 1o ACJ. JloOuenure nojaromnu jgaBaat yBUJ
BO HAUMHOT HA KOj HACTaBHULIUTE U30HUpaaT 0ajKu,
Kako 'l OPraHNU3UPaaT YaCOBUTE U KAKOB € CTaBOT
Ha YYCHHIINTE BO BPCKa CO 0ajKUTE IITO CE€ KOPHC-
TaT Ha YaCOBUTE 110 AHTJIMCKH ja3HK.

Pesynrarute on JBeTe aHKETH TMOKaKyBaaT
neka Oajkute ce Kopuctar Bo HacraBara 1o ACJ
CO YYCHHIIM Ha paHa BO3PACT, & HACTABHUIIUTE 00-
WYHO M30Mpaar MojIepHU 0ajKu CO CpekeH Kpaj
0ajku KoM HE COAp’KaT HAacWJICTBO. Jpyr BaskeH
KPUTEPHYM TP H300pOT Ce MOYKHUTE IITO Tpe-
0a na ce u3Bneuar ox Oajkute. Pesynrarure noou-
€HM OJl aHKEeTaTa CO YYCHHUIUTE T' MOTBPIU MH-
cliemara Ha HacTaBHUIMTe. HajmomynapHara Gajka
Mery ydenunute e ,,CHexxHO KpancTBo® (Ppoy-
3€H), K0ja € MoIepeH aHUMUpaH GrM, 6e3 HacHII-
CTBO, CO TIO3UTHBHH TMOpPAKH U cpekeH kpaj. Llto
€ HajBaHO, yrnoTpedara Ha 0ajKuTe Ha YaCOBH-
Te o ACJ ru MOTUBHpa yUYSHULIUTE J1a TO Hayyar
jasukoT. Bp3 ocHOBa Ha HoOMEHHTE pe3ynTaTu Of
HCTPaXyBamETO, IeHepanyjara anda mpeTnodu-

Ta MOZIepHU 0ajKu Kou Tpeda J1a ce 3eMaT IpeIBUL
NpU [UTaHUPamkeTo YacoBU. HacTaBHULINTE ce MHO-
Iy IpETNa3iuBy Ipu U300pOT HA COOABETHH 0ajKH
3a CBOMTE yYCHHIU. AKO YUMJIHMLATA € OJpa3 Ha
pPEaTHUOT JKMBOT, MOHEKoTall Tpeda aa uMa ele-
MEHTH Ha CypoBa peagHOCT BO 0ajKHUTE IMITO Ce KO-
pucrar Bo HactaBara mo ACJ. Ha oBoj HauuH, y4e-
HHUIIMTE K€ CTaHAT CBECHHU 3a ONMACHOCTHUTE IITO TH
HOCH JKMBOTOT M K€ Hay4aT KaKo Ja u3je3ar Ha Kpaj
CO HUB WJIM Jla Hay4aT Jia )KMBeaT CO HHB. 3a JKaJ,
HAIIIUTE KUBOTH HE CE CeKorail 0ajku co CpeKkeH
Kpaj, HUTY IaK HETaTUBLUTE CEKOTralll ce Ka3HETH
3a CBOUTE 3JI071€A.

[HoyuyBamero ACJ mpeky Oajku mompazoupa
n300p Ha cooaBeTeH (hopmat Ha Oajkara, Koj MOXKe
Ja Ouze yCTeH, NMUIIaH, ayJuo MU eJICKTPOHCKH.
Bajkute Mmoxke 1a ce KOpHCTaT BO HUBHATA U3BOPHA
(hopma Kako KHATH WX aHUMHUPAHU (QUIMOBH, FITH
nak aa Ouaar eqyKaTuBHY, aAaNTUPAHU WIH MOe]-
HOCTaBEeHU Bep3uu Ha Oajkure. bajkure Bo HacTa-
Bara no ACJ tpeba na ce kopucTar nopaau ,,pyHk-
OUOHAJTHUTE 1IeJIM Ha ja3MKOT BrPaJCHU BO KOH-
tekct (Fitzgibbon & Wilhelm, 1998). HuBHuOT
Ja3uK MMa IOBTOPJIMBA IPUPOJA, IUTO UM OBO3MO-
’KyBa Ha HACTaBHULWTE 1A ,,BOBEAAT HOB WJIU J1a IO
MOBTOPAT HOBHOT BOKaOynap, U Aa BOBEAAT peue-
HUYHU CTPYKTYPH BO ITO3HAT KOHTEKCT * (Dujmovic
2006: 78).

[Tocrojar yeTHpu eneMeHTH Kou Tpeba Ja ce
3eMar MpeaBuA Ipu U300POT HA COOABETHHU OajKU:
ja3U4YHO HMBO, COAPIKHMHA, BPEIHOCTH KOU OArOBa-
paar Ha JCHEIIHUOT CBETOIVIEA, 00pPa30BHH TPEH-
nou Bo MKT u Bemrrunm 3a 21-0T Bek.

YacoBute 3a YUCHHUIMTE Ha paHa BO3PACT Tpe-
0a Ja uMaart 3a 1eln Ja TM noxo0par jasuyHHuTe H
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COIMjaJTHUTE BEIITHHU Ha YUYCHHUIIUTE, KaKO IITO
ce: emraruja, copadoTKa, peliaBame mpolieMu 1
o/utydyBame. OBre 4acoBH Tpeba jia ce OpraHu3u-
paar Bo (pa3u u Ja BKIIydyBaaT HHTCPAKTUBHH, BH-
3yEJIHU U TPAKTUYHU HACTABHU aKTUBHOCTH.

Ja 3akmydnme, MOMYJIApHUOT KaHp OajKu TO
“Ma CBOETO BUCTHHCKO MECTO BO HACTaBHATa IMpo-
rpama u 1aH 3a HactaBa no ACJ 3a yyeHuI Ha

pana Bo3pacT. TexHOIOr1jaTa € CenpUcyTHa U Tpe-
0a ;a Ouye BKIIydeHa Ha cekoj Jac. Mako oBaa re-
Hepallyja Ke HauJIe Ha APACTHYHU IIPOMEHU BO 00-
Pa30BHUTE TEXHOJOTHH, O]l BUTAIIHO 3HAUYCHHC € JIa
ce Mpu3Hae Jieka YUCHHUIIUTE CEKOralll Ke UMaar 1o-
Tpebda 0J] YOBCUKH KOHTAKT, MPHUIIAIHOCT, IOJIPILI-
Ka 1 J0BepOa, IITO Ce e O BPEAHOCTUTE KOH CE
MIPOMOBHpAar BO 0ajKuTe.
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Marija Stevkovska

Implementing Fairytales in the EFL Classroom
(Summary)

The aim of this article is to provide English teachers with practical advice on how to implement fairy tales in EFL
lessons for young learners who belong to the generation Alpha, children born between 2010 and 2024. These chil-
dren have more access to technology, virtual reality and online information than any other generation before them.
Yet, fairytales remain a staple kind of literature for young learners because of their universal features. There are
three key factors to consider when using fairytales in EFL classes for the generation Alpha: a) the latest trends in
technology, with particular emphasis on animated children stories; b) the increasing demands for more social in-
teraction and development of interpersonal skills; and c) appropriateness of the contents and values they promote.
The main challenge for English teachers is choosing adequate fairytales that raise significant questions about topical
issues such as personal identity, gender and social (in) equality, moral values of the Western world, and rules of
etiquette. It is necessary to consider all of these aspects in order to design an effective English lesson.

Key words: fairytales, young learners, generation alpha, lesson planning
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BESA, THE FAMILY, THE TRIBE, AND THE NATION

OF ALBANIANS
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From a methodological point of view, this pa-
per is not unilaterally interested in the etymology
of the term besé, so it does not aim to search and
find philological evidence for an alleged Indo-Eu-
ropean origin of the term itself.

Otherwse, we must admit that at the begin-
ning of time, in the Albanian-speaking area, this
term has taken the characteristics of an institution.
Thus, instead of literal concordances, this paper
takes into account the fact that the moral values of
honor among Albanians, The oath and The given
word, as well as the strategies of marriage allianc-
es, are expressed in terms of the same lexical field
that serves to express the notions of Religion and
Faith. This kind of extension and inclusion give it
the full right to be considered an institution rose on
moral norms and values.

Finally, for as long as we accept that religion
and faith are nothing but institutions of relation-
ships of the discourses on honor and social practic-

es that are established between people, then besa
also gains the right to be a moral, ethical, spiritual
and universal value.

Using the analytical, research, and compara-
tive method, this paper seeks to highlight the place
of faith in the family, the tribe, and the Albanian
nation, as a universal value.

1. Besa as a semantic recognition and
ethnic identity concerning to the nation

Besa is considered a unique phenomenon of Al-
banian spiritual and mores life. The phenomenon
of besa among Albanians represents the most sub-
lime ethical, religious, material, and spiritual val-
ues. This phenomenon carries with it the highest
moral values of the Albanian, very authentic one,
with which the Albanians, especially in the past,
were distinguished from other populations/nations.
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Besa, as a unique phenomenon, cannot be sim-
ply defined as a sublime feeling of keeping one’s
given word, since there is a difference between
the given word related to an oral contract and
Besa as an elementary and fundamental category
to be tied with besé, so in the meaning to be tied
with the word.

Besa literally means “to keep the promise.” The
one who acts according to Besa is someone who
keeps his word, someone to whom one can trust.

Based on fides (faith, besé€) and foedus (pact,
agreement, alliance) in Latin, as well as pistis in an-
cient Greek, there is the Indo-European root beidh-,
which generally expresses the idea of trusting
(confidence) in someone or something (Benveniste
1969).In this sense, faith (trust) is an act of will
that depends on us, an acceptance that we reject
or suspend.

Historically, the first meaning of faith has been
good faith, in the moral sense, as the virtue of loy-
alty. For Doja Albert (2012: 178) belief is also a
continuous commitment of good faith and “con-
fidence”, which is expressed in different forms,
such as the given word, the promise, the pledge,
the oath, the contract, the treaty, the alliance, vari-
ous conventions, etc.

The cult of Besa is the cult of the given word,
or, as it is known among Albanians, the cult of hon-
or. Besa is the moral testament of Albanians since
the mythological periods. The existence of this lex-
eme has not been proven in many other languages.
In many cases, in translations from Albanian, the
word besé is treated as a phenomenon of the Alba-
nian world, which is not easy to find an equivalent
in any other foreign language. It may be translated
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as a lexic but not as meaning or definition, because
it is understood within the culture it produced it.

Besa, or the cult of the given word, is related to
the source of the biblical myth of the word: In the
beginning, it was the word! That is, before there
was the writing, the notary, the state, and the man,
there was the word, the orality. This magnificent
cult preserved the trace of the source among the
Albanians, but even it seems to be a unique ex-
pression and state, in fact has not always worked
and proceeded as a unifying element. Referring
to this trace, Koligi E. (1930: 79) remarks and ad-
vises rhetorically: ... And when people keep more
and more of Besa saint, why is it not possible to
achieve a complete national consciousness by unit-
ed brotherhood of them?”

In the Dictionary of today s Albanian language
(1981: 126 — 128), the word “Bes¢” with all its
equivalents includes 38 basic words, along with
various composites and syntagms which explain,
especially from the linguistic point of view, this
phenomenon of the Albanian world. The lexeme
Besé is defined as “a solemn pledge to act together
for a purpose, the word of honor given to support
someone or to connect with him”.

The word given for important things and situ-
ations, the word of honor to necessarily fulfill an
obligation that is assumed, is materialized in the
proverbs: “A man’s Besa is like the weight of a
stone”, “Albanian’s Besa is like a gold perch”.

The linguist Eqrem Cabej (1976: 62) claims
that the word “besé”, from the Albanian language,
has penetrated many languages of the Balkans.
Cabej supports this opinion in the studies of Al-
banologists: Gustav Meyer, Franc Bopp, Dhimitér
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Kamarda, Brugman, and others. One of these key-
words that were inevitable in this comparison was
the word “besé”.

First of all, this word is not only untranslatable
but, as E. Cabej has explained, it is from an In-
do-European source. Secondly, as it appears from
its use in legendary epic songs, “besa” is not even
the first word, a sure sign that it was created late,
like all words with an abstract meaning.

According to the scholar Sinani Sh. (2011: 175
- 177) Besa was not born with the Albanians, as
is treated in post-romantic studies, and even lin-
guistically it was not born before the Albanians
were. Besa is a historical category, which appeared
among Albanians at a time when the awareness of
exceeding the boundaries of the possessions of pat-
ronymic families was born. In his studies, Besa is
seen as a category of trust, as an ethical catego-
ry, and as an Ethno-Juridical norm appearing for
the first time in written form as a verb, “bessare”,
in “Statues of Scutari” (1469), having the mean-
ing of reliable testimony. The decoding of the no-
tions such as Besa, is necessary for the process of
self-knowledge and the positive development of
the human mind. The absolutization of besa as an
Albanian phenomenon can very easily lead to a su-
periority complex, which is as harmful as that of
self-deprecation.

The Albanian intellectual and enlightener,
Sami Frashéri (1899: 77), expressing himself about
this authentic sentiment of the Albanian race, un-
derlined that Besa of the Albanian is and has al-
ways been known and heard all over the world.
Besa (The oath) given by the Albanian is not taken

back, he does not break it, but he keeps it until his
body and soul are giving up.

William, F. G, (1934: 14) speaking about the
relationship of Albanians with Besa, emphases that
Besa is much more sacred than the great deeds of
civilized populations, and their hospitality con-
tinues until they have nothing to be left. He, in-
vestigating this authentic element of the Albanian
world, defines it with a romantic, enlightened veil
to awaken the national consciousness of the Alba-
nians. The phenomenon of Besa is present in the
Albanian doctrinal tradition, especially in the Can-
on of Leké Dukagjin.

Besa is one of the milestones in the entire area
of the Leké Dukagjini Canon. His standing de-
pended on the given word, (besa), the cult of hon-
or. The binding of the word (the horse is bound
by the halter and the man by the word) constitut-
ed the highest authority in the canon. The relation-
ships and agreements (bargains) whether in gen-
der, tribe, parish, bajrak, or at the level of the eth-
nic or inter-ethnic community were verbally made.
In most cases, there were made in the presence of a
witness or witnesses.

Thus, Gjecovi, Sh, (1933: 83) among other is-
sues, treats Besa as a legal act, as normative of the
existing law, even though it was an unwritten le-
gal act, but which had survived through the cen-
turies with a lot of examples. “Besa is a bond of
freedom and insurance; [Prohibited] the house of
the murdered person gives the hands of his fami-
ly members, so that he does not pursue them for
blood temporarily and until another occasion is
appointed”.
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Even though this segment is considered one
of the most important of Albanian coexistence,
the Albanian has shown that he puts Besa second
when he puts the nation first. Whether Muslim, Or-
thodox, or Catholic, the Albanian is always Alba-
nian. Besa does not bring (and has never brought)
division and rift between them.

For Gjegov (Ibid: 143 — 151), Besa as an au-
tochthonous entity does not work on its own,
but in interaction with religion, work, memory,
and desire:

Lets take the language forward, expand it and
embellish it with letters and knowledge, - he
advises, - let’s open schools teach so that no
Albanian remains ignorant and does not know
how to read and write; to remove foreign
schools from Albania and fill the motherland
with Albanian schools; our sons will soon
learn to read and write their language and the
knowledge they need.

For Berisha, A. N, (2006: 206 — 208) the au-
thor confronts himself as an intellectual with the
people of the original and typical world, which is
illegal, secret, and difficult to understand outside
the relevant social and cultural code. This confron-
tation enables not only to know oneself better but
also to know the world and the mentality of those
people, to observe and pronounce the good and the
bad, within the individual and the people in the re-
lationship between them.

“- The bread, the mate and Besa, dear sirs,
there are three things, without an Albanian has
nowhere to live (...) We, dear sir, have no wings
to lay down our lives, nor have we a lot of
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people to despair for us, and if we didn t have
bread and faith, we don t have why to be (...). [
don't know how to twist it as thinly as you ask,
but I know, that for an Albanian, the friendship
and the given faith (given word) they gave, are
the spirit and the breath, the strength and the
manhood. The day we leave our faith and no
one eats our bread, we are done with ours”.
(Gjegovi, Sh. 1933)

Ernest Koliqi (2009:78) classifies besa as a di-
vine dock, which flourishes only among the Al-
banian mountains and plains, with striking and
beautiful episodes, inspired by deep human poet-
ry which has the ability to leave us speechless. It
happens thanks to the generous civilization of the
heart of mountain Albanians who have no scientif-
ic culture.

As far as the notion of “religious belief” (croy-
ance) is concerned, in Albanian, it is expressed by
the term besa and its early derivatives fo believe,
believe me, or later [ believe, belief, believer. The
meaning of the word faith is foremost “faith” and
“belief” in someone’s honest and honorable loy-
alty and sincerity or the faithfulness and accura-
cy of something. Even the verb I believe/trust
means strong belief or complete faith that some-
one is loyal, honest, and honorable, that something
is true to reality, or that it will happen.

Within Albanian, the word Besé is inseparable
from Oath, where one is a prolongation of the oth-
er. The meaning of the word Oath firstly affirms
or denies the truth of something to someone. To
“oath” or to “vow” to someone or something con-
sidered sacred, and precious, as the “faith”, “full
obedience” and the “respect” of the honor. This
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meaning is seen in the expressions / swear, I vow,
1 testify, I assert which touch everything to be holy
and idolized. The same meaning also appears in the
derived meanings or composites.

The meaning of words derived from I Oath
is often inseparable from religious connotations
such as I swear, which also refers to the spread-
ing of magical formulas or religious prayers to ex-
pel evil spirits. However, in Albanians, the notion
expressed by the word / swear (b&j be), shows first
the oath of the elders who gave the solemn deci-
sions: the elders of the faith who provide the evi-
dence of the guarantee in the form of an Oath.

Representatives of each house in the local
community (be per deré), are those who say a pu-
rifying swearing, the oath of “washing”, swear-
ing on the stone of the Oath (t€ besé), on the “holy
stone” of faith, to clean the sins, so the “purifica-
tion” through the oath of the accused who remains
a bearer of the faith, to whom the duty “belongs” to
respect the oath given.

2. Efforts to identify the origin

Regarding the etymological origin, the Al-
banian well-known linguist Eqrem Cabej (Ibid.:
154 — 156, 186 — 187) has unequivocally accept-
ed that the proto-Albanian (Indo-European) source
of be and besé is the same form *beidh- that has
given fides and foedus in Latin and pistis in an-
cient Greek.

Even though based on the Albanian word besa,
we do not have the participial reflex with -#, of the
approximate Indo-European form *bheidha-ti-a, it

1

may have as its basis a nominal formation with -sé,
belated and internal to the Albanian, where the suf-
fix forms the verb groups and the noun groups.

Other meanings also appear in adverbial uses
(pér besé) or proverbs (besa e shqiptarit si purteka
e arit, besa e burrit si pesha e gurit, si besa e gjar-
prit) as well as in later derived words, such as I be-
lieve ( “croire” “confier”), trust (“croyance” “con-
fiance”), trusted, reliable, reliability, faithful, bes-
tial, unfaithful, etc. In the same way, the meaning
of besé as a “pact” compared to foedus appears not
only in the examples of the old Albanian (e u té
vé njé besé me ty, me besé qi populli i atij qi té
ngadhénjenjé t’ish dobités), (Ibid: 186 — 187), but
also in the phrases they tied the oath or joined the
oath and the derived or compound words, such as
faith or covenant, covenant maker, faith breaking,
faith breaker, etc.

It is significant that be and besé, with all their
technical character in the institutional field, there
are also close within the Albanian to the verbs con-
vince, and their derivatives, which express notions
of application and adherence, respect and fear,
worship and devotion, as well as surprise and won-
der, in religious or secularized contexts. For exam-
ple, gjithé njerézia e shtépisé zuné fill me ju bind-
uné ati Idhulli, e nuké ju bindné asaj statué.! (Ibid.:
235 -236)

The same word also appears with a verbal
meaning convince “everything that amazes by its
greatness and extraordinary aspect or frightening,
wonderful”, e.g. convince of the world, convince
of the earth “the most wonderful thing in the world,
on earth” or convince, as an adverb convincingly,

Trans. in Eng. All family members started to belive/adhere to that fetish and not to the statue.
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for convince, as a verb “astonish, frighten”, as an
adjective “strange, extraordinary, scary”, as a mon-
ster name, “monster of mythological beliefs”, etc.

Although the similarities and differences be-
tween the three forms be, besé, and convince, can
be explained within the morphological structure
of Albanian, Cabej thought that the common In-
do-European root bheidh- is found at the base
of be, while the phonetic base of convince could
be bheidhno from comes convince and then per-
suade. (Ibid.: 204 — 206)

The transition of the meaning be fo obey and
besé to docility has to do with the idea that the
oath is first and foremost binding coercion. The
idea is known in other Indo-European languag-
es because the word be is close to the Church
Slavic word beda “obligation, danger”, Lithua-
nian beda “obligation”, Latvian beda “worry”,
Goth. baidjan “to force”. There is also the close-
ness of the word besa to obey, especially because
the two words are close to the Greek words that
present both meanings in the same way: peido and
peidonai “to obey”, and pistis, as well as to the Lat-
in words fides and foedus.

2

The good old man thinks and asks:

3. Social structures and values

The role of besé and the moral and contractu-
al values related to it must be analyzed in the his-
tory of religious ideas and practices, and also in
the systems of family and kinship relations and in
oral traditions that develop as substitutes for oth-
er forms of institutions and social imaginings. If
the terms be and besé is related to the notion of
“swearing” to someone, or to something consid-
ered sacred, or dear, this most often refers to kin-
ship relationships that relate to the closest circle,
close family, e.g. I swear for my son, I promise him
on the head to my mother and father.

The terms besé and (fe) religion, even when
they denote religious notions, they have always
been associated with pacts, solemn oaths, as well
as promises of friendship and marriage alliances.
In the oral tradition, the myth of Rozafa, which es-
pecially shows the importance of the sacred pact of
the given word, opens with the notions of besa and
(fes€) religion. 2

Albanians have had formal lectures of honor
that have constantly mediated different fields of

- Are you married, you brave men? Do you have all three of your girls?

- We are married - they say - all three of us have our girls.
So tell us, what should we do to keep this castle up?

- If you want to keep it up, give to each — other the besa: don’t confess to the girls, don’t talk at home about the words I’'m
going to tell them. The one of the three sisters-in-law who will come tomorrow to bring you the bread, take her and wall her
up alive on the castle wall. Then you will see that the wall will take its place and will stand on for life.

The old man said so, then he went; now it was seen, then it was not.

Cry!

The older brother broke his promise: he told his wife everything so and so, he asked her not to go there the next day. Even the
middle one broke his promise: he told everything to his wife. Only the little one kept his promise, his word: he kept besén he

didn’t say anything to his wife.
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action, the well-known researcher A. Doja (Ibid.;
181) would say. In this sense, besa was a solemn
promise to support something important, to join
someone in a joint action, or in a collective agree-
ment with the guarantee of the word given that the
promises made will be respected and honored.

These discourses seem to have had the task of
ensuring the solidarity and cohesion of the social
group, sanctioning the respect of the rules in inter-
personal and inter-familial, regional and inter-re-
gional relations, of social life in the local commu-
nity, following the traditions and customs of the
area and country. The analysis of various historical
conventions for joint actions, also expressed by the
composite term covenant, in the sense of “allianc-
es based on honor”, shows to what extent cultur-
al practices are informed by specific historical dis-
courses centered on the notion of besa.

In Albanian history, many cases are known to
be regional or inter-regional that have produced
and reproduced discourses of faith to ensure the
cohesion of different joint movements, or differ-
ent communities. Also called the term “Albanian
faith”, this discourse on honor seems to, since
the term itself as such seems to have penetrated,
have acquired an important cultural value with the
same meaning in other languages of South-East-
ern Europe.

Conclusions

Besa, as a moral, legal and spiritual institution
of the Albanians, preserves its autochthonous char-
acteristics, supported by religion. Its etymology
has been discussed by linguists of all times, draw-
ing their attention to both Greek and Indo-Europe-
an origins, aiming the discussion possible and nec-
essary even in our days.

Besa, preserves in its unique type the conno-
tation of the given word and its maintenance with
all conditions and possibilities. This type of condi-
tion, often is related to religious beliefs, giving it a
double meaning and even more strongly related to
the culture that produced it. Translating the word
or finding an equivalent in a foreign language is
almost impossible. Even its definition or explana-
tion must be seen and understood within the histor-
ical and cultural context that created it. Only with-
in the lexical circle of the Albanian language there
are 38 meanings in use. Although this type of lin-
guistic and cultural difficulty is encountered, many
linguists hold the judgment that the lexeme bese
has entered the Albanian language from the Balkan
languages and has Indo-European roots.

More than a linguistic indicator, faith is a cul-
tural and religious identifier, so to understand the
construction and above all its importance, it must
known, studied and accepted the cultural norms
and values in which besa still lives!
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Aama Jlema / Pucan Tepmana

Beca, cemejcTBOTO, IUIEMETO U HALMjaTAa HA AJI0aHIIUTE
(Pe3ume)

Beca ce cmera 3a equHCTBEH (DeHOMEH Ha al0AaHCKHOT JTyXOBeH 00nuaj. deHoMeHOT Oeca Kaj AnbaHiuTe T
[IPETCTaBYBa HAjBO3BHUILCHNUTE €TUUKHU, BEPCKHU, MaTePHjaIHU U lyXOBHHU BPEAHOCTH. beca kako elMHCTBeHA 10jaBa
HE MOXKE €JHOCTABHO J[a C€ OIPE/IeIN KaKo BO3BUIIIEHO YyBCTBO HA YyBambe Ha JaJICHOTO BETyBabe, OUIEjKH MMa
pasinuka noMery AajgeHUoT 300p MOBP3aH CO YCTEH JIOTOBOP M Oeca Kako eleMEeHTapHa M OCHOBHA Kareropuja Ha
noBepoa.

Beca OykBajHO 3HAUYH Ja C€ OIP)KU BeTyBameTo. OHOJ IITO MOCTAIyBa Cropen Oeca € HeKOj IITO CH CTOM Ha
300pOT, HA BETYBAaWETO, HEKO] KOMY MOXE Jia My C€ JIOBEpH JKHBOTOT. MICTOPUCKH IJI€AaHO, MPBOTO 3HAUCHE €
MMOBP3aHO CO MOpaJIHATa CMHECJIA Ha Bepara Kako 100ecT Ha JiojamHocTa. 3a [loja Anbdepr (2012: 178) BepyBameTo
€ UCTO TaKa KOHTHHYHpPaHa [MOCBETEHOCT Ha jo0para Bojija u ,,JJoBepOara“ Koja ce u3pasyBa BO Pa3iudHu HOPMH,
KaKo IITO Ce: IaJICHUOT 300p, BETYBAKETO, 3AJI0TOT, 3aKJIETBATA, JIOTOBOPOT, COjy30T, Pa3HUTE KOHBEHI[MH UTH.

Kyntor O6eca e Ky/iIT Ha HaJeHHOT 300p, WM KAaKO INTO € MO3HATO Kaj AsbaHiuTe — KyiaT Ha decra. beca
€ MOpaJIeH TEeCTaMeHT Ha AJIOaHIUTE YIITE O]l MUTOJOUIKMTE HpeTcTaBH. [10CTOCHETO Ha OBaa Jiekcema He €
JIOKQ)KaHO BO MHOT'Y ZIpyrH jazuiid. Bo MHOry citydau, BO IpeBouTe 07 ajidaHCKK ja3uk 300poT besé ce Tperupa
Kako (peHOMeH Ha aj0aHCKUOT CBET, Taka LITO HE € JIECHO Ja Ce MPOHAj/Ie eKBUBAJICHT BO APYTUTE jasuuu. Moxe Ja
ce IpeBeJie Kako JISKCHKA, HO He U KaKo 3HaueHhe WK JieuHuUIIMja, OUJIejKH 1IeJIOCHO MOXKe Jia ce pazdepe camo BO
KyJTypaTa BO KOja € CO3/Ia/ICH.

Bo Peunuxoii na cospemenuoii anbancku jasux (1981: 126-128), moumor ,,0eca” co cuTe HETOBU €KBUBa-
seHTH ordaka 38 0CHOBHHU 300pPOBH, 3aCIHO CO Pa3HU KOMITIO3UTH M CHHTarMH KOM ja 00jacHyBaaT oBaa I1ojaBa BO
anbaHcKuoT cBeT. JIekcemara ,,0ec” e nqeuHUpaHa Kako ,,CBEUCH 3aJI0T Ja JACjCTBYBaMe 3a¢/IHO 3a OIPEACHA L,
JiaJieH 300D IITO Ce CMeTa 3a CBETOCT 32 Jia Ce MOJIP’KH HEKOj MIIM Jia Ce IOBP3€ CO HEero*, 0JIHOCHO AajieH 300p 3a
BaKHU pabOTH U CUTYyaIlMH, YeCeH 300p 3a HY)KHO MCIIOJIHYBamke Ha HEKOja 00BPCKa, KaKO IIITO C€ MaTeprjaau3nupa
BO IIOrOBOpKara: ,,becara Ha YOBEKOT € KaKo TeKMHATA Ha KAMEHOT .

Kayunu 360poBu: Oeca, Bepa, AndaHIH, mieMe, yHUBEP3aJIHH BPEIHOCTH
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Hcrtok J. Yauap

YIK 81°373.2:821.112.2-3
Professional article/ Ciupyuen iupyg

SHAYEILETO HA UMUILATA HA IMKOBUTE
BO JEJOTO HA TOMAC MAH

Kiyunu 360poBu: nmuma, eTUMOIIOTH]ja, ipo3a, Tomac Man

[Ipu uMeHyBamkETO HA JINKOBUTE BO CBOUTE PO-
MaHU U moBecTH, Tomac MaH 4ecTo ce BoJu CIO-
pen JaThHCKaTa TMOroBOpKa ,,Nomen est omen®,
IITO HAa MAaKEIOHCKH MOXE Jia CE TpEeBe/ie Kako
. JAMeTo e 3HaKk"‘. ETHMOI0IIKOTO 3HAYEhe Ha NMe-
TO Ha OJIPEJICH JIMK Ka)KyBa HEIITO 32 HETOBHOT Ka-
pakTep, a MOHEKOTaIll, YPOHUYHO, TO KaXKyBa CIIPO-
TUBHOTO. He ce peTku HUTy IpuMepuTe 3a UMHHba-
Ta Ha JIMKOBUTE TIPEKy KoM MaH, TOKpaj Toa IITO
HaBECTyBa HEUHja 0COOMHA, CaKal HCTOBPEMECHO U
na pedeprupa Ha U3BECHH peaslHU JINYHOCTH, Haj-
YeCTO YMETHHUIM U uctopucku ¢urypu. Bo Hara-
MOIIIHUOT TEKCT K€ C€ 3aJ[pKUME Ha PEJIaTHBHO
Masl “300p UMHIba Ha JIMKOBH O MIOBEKE HETOBH
nena: bygenopoxosu, Cupit 6o Beneyuja v Bon-
webHuo pug.

bygenoporosu — Ilpoiiaciia Ha egHo ce-
Mejciliso € NeOUTaHTCKUOT ceMHaBToOHorpadcku
poman Ha MaH, 3a k0j qypu ja nobusa u Hobero-
BaTa Harpaja 3a KHIKEBHOCT Bo 1926 ronuna. Bo
Hero MaHo ro omuiryBa majoT Ha TProBCKOTO ce-
MejCcTBO byneHOPOKOBHU ClIeNEjKH YETHPH TTOKOJIE-

HUja, HO HAQjMHOTY C€ 3aJpKyBa Ha TpeTara reHe-
pamuja — onaa Ha Opakara Tomac u Kpucrujan u
cectpara Autonu/Tonn. MoskeOH IOBEKe Oj1 T10JI0-
BUHATA 07l POMaHOT MM € [TIOCBETEH Ha J[BaTa Mpo-
najHatu Opaka Ha AHTOHH, MPOTKACHU CO HEIOC-
THUT O] JbyOOB M CO OMOPTYHU3AM Jla CE CIACH Tp-
rOBCKara JICjHOCT Ha HEJ3MHOTO CEMEjCTBO, KOE
KOHTHHYHMPaHO 3amara BO c€ noanaboK CHTypeH
0aHKpOT yIITE O] TIOUYETOKOT Ha JiejcTBOTO. [Ipuc-
TaryBajku UM Ha OpakaTa Kako JUKOBH, Iak, MaH
ce CiIyXHu co no3Harara (uinozoduja Ha Opuapux
Huue, koj My € MHCTIMpaIIvja U 3a HU3a APYTH Jela,
HMEHO — Te3ara 3a arnoJOHUCKHOT M AUOHU3UCKU-
OT IIPUHIIUIL, CO IITO IIPBUOB — IIPUHIIUIIOT Ha pa3-
YM Y UHTEJIEKTyaJIHa OUCTPUHA MY TO MPHITUIITYBA
Ha Tomac, o1 KOro ce oYeKyBa Ja ja HaclleJn U Ja
ja TMPOAOIDKK TproBckara paboTa, HO TOKMY Kora
BO Hea HajMHOTY Tpeba Ja ce UCTaKHE, TOj JIOKH-
BYBa CBOEBHU/IHA KpH3a HA UJICHTUTET LITO C€ O0U-
IyBa J1a ja HaIMHHE CO TTOTOJIEeM MU CO IoMaJl yc-
nex c¢ JIo KpajoT Ha )KHUBOTOT. bparor Kpucrujan,
MaK, € HajIpe3pCHUOT W HajHepa3OpaHUOT JINK BO
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POMaHOT (ce YHHHU, AyPHU U O CAaMHOT aBTOP), CO
KOTO HUKOj ypH HE C€ HU TPYIH Jia COUYBCTBYBa
HOpPaJIM HETOBUTE MOTPELIHMU )KUBOTHU U KapUEPHU
omnyku. Ce pazdupa, HeMy My € IPUIHIIAH IPUH-
UIOT Ha JIMOHKC, HA pacKajamaHoCT U XCJOHH-
3aM, a Taka KpucTtHjan e npercrtaBeH Kako Koll-
Kap ¥ [eJIOCHO HEeyCIeIIeH JISHTyO I HITH JKaproH-
CKHU Ka)kaHO — ,,Imanadajzep. Kako u na e, Toj mpe-
JKMBYBA BO TEKOT Ha JIEjCTBOTO Ha POMAHOT, HO I10
[eHa JIa TO M3TyOu NCUXO(QHU3UYKOTO 3paBje U aa
OwmJie rcripaTeH Bo AylieBHa OomHuna. [loTnupajku
ce MoBeKe BP3 Pa3BOjOT HA JINKOBUTE OTKOJIKY BP3
KOHKPETHO MPepacKakIIMBo JiejcTBO, MaH ce o0u-
JIyBa Jla TOBOPH 32 MHOTY aCIEKTH Ha YOBEKOBaTa
npupoja (aMOUIIMO3HOCT, TOPICITUBOCT, OOJIECT...),
0co0eHO 3a MpupoaTa Ha JIyre KOM My MpHIaraar
Ha CEBEPHOTEPMAHCKO TPTOBCKO CEMEjCTBO OJI TM0-
4eTOKOT Ha 19. Bek.

Bo noBecra Cmpiu 6o Beneyuja MaHn ru pac-
Ka)KyBa MOCIEIHUTE JICHOBH HA TEPMAHCKUOT TY-
puct ['ycraB ¢on AnieHOax BO OBOj HTaUjaHCKU
rpaja, Kaje WTO IaBHHOT JHMK pa3BUBa IJIATOH-
CKa JbyOOB M MaHH]jaKaHa OIICEeCHja CO JIPyT TaMO-
meH TypucT — aereto Taro. Tyka MaH mOBTOpPHO
r'O MOJ3yBa JUOHU3UCKUOT MPUHIIMII, BO KOHTEKCT
Ha AmreH0ax OBOj Mart, MPUKAKYBajKU KaKo MPero-
JIEMOTO HEpa3yMHO Y)KHBa€ BO ECTETCKUTE UCKY-
CTBa BO CBETOT — y0aBHHATa Ha OBa JIETE — MOXKE
Jla CTaHe MPUYMHA 3a [TPepaHa CMPT, IITO U My Ce
CJIydyBa Ha OBOj T€PMAaHCKU TYPHUCT.

,Bommeonnor pun‘ e poman 3a Xanc Kac-
TOPII, MAI[UEHT BO IIBAjIIAPCKK CAHATOPUYM Ha AJl-
nute. bojiecra 3a koja cMeTa Jieka e Oiara Tpecka,
raBHUOT Jiekap Xodpar bepenc ja qujarnocTunu-
pa Kako TyOepKys03a, 1ma OBOj MAalMeHT OCTaHyBa
BO CAHATOPUYMOT JYPHU CEIYyM TOAMHH, CE JI0 TToUe-
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ToKoT Ha [IpBara cBeTcka BojHa, 3a KOja Ha KpajoT
ce TpHjaByBa Kako J100poBoJiell. 3a BpeMe Ha Hero-
BUOT IIPECTOj TOj CE 3all03HABa CO HEKOJIKY APYTH
TaMOLIHM MAlMeHTH, CO KOW pasroBapa 3a Hayka,
noJiuTHKa, hunoszoduja...

Nmuma mTo (MPOHUYHO) TOBOPAT 3a
JINKOBHUTE

bygenbpok (kako iipezume)

OBa e mpe3nMeTo Ha CEMEjCTBOTO BO HCTO-
UMEHHOT POMaH, KOH, JIOTHYHO, T'M HPETCTaByBa
CHTE HETOBH IVIaBHU JIMKOBH. CTaHyBa 300p 3a cTa-
PO TPaJUIMOHATIHO MPEe3uMe Kaj CeBepHOTepMaH-
cKoTO OnaropogHumITBo. I'epManckuoT 300p brook
3Hauu ‘Oapa’ mwim ‘BiaxkHo mone’. [IpBuoT xen ox
UMeTo, TaK, ce 00jacHyBa Ha JiBa HaunHa: ,,Maxc
loTmang ro WHTEpIpeTHpa Kako COINCTBEHUK
Byne, na Taka bBynenOpok 3Ha4n ‘OGapara Ha byme’.
Xanc banoy, naxk, Bo budde To npeno3HaBa HUCKO-
repMaHCKHOT KOpEH 3a ‘Kajl’, ‘MOYypHIITE’, IITO
OM TIOCOUYMIJIO KOH UCTHOT TpaBel] Kako u brook™
(Kajzep, 4), une 3Haueme e mocodyeHo morope. Kaj
npesumeTo byneHOpok, cemak, He € BaKHO €THMO-
JIOIIKOTO 3HAYEHH€, TYKYy HETOBHUTE ja3HIHN KOPEHH
W HeroBara MCTOpPUCKa ymoTtpeba, Oujejku pede-
pHpa Ha CEBEPHOTEPMAHCKHUOT I1€j3aX U OJaropo-
HUILITBOTO Koe OMIIo HaceaeHo Tamy. HeroBuot so-
KaJIeH M COIMjaJieH TIPe/I3HaK IO TpaBaT COO/IBET-
HO MME 3a CEMEjCTBO Ol TPTOBCKUOT Tpaja JInbek
Bo CesepHa ['epmanuja.

HcroBpemeHo, mpeky u300poT Ha TOKMY OBa
npe3ume, Tomac Man pedeprpa 1 Ha ENU30JHHOT
Kk bynenOpok ox pomaHot E¢u Bpuciu Ha Teo-
nop PoHTane, Koj €, HCTO Taka, OIarOPOJHUK.
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CuBe oBME Ha3HAKW KOW ymaryBaaT KOH WMa-
[UIMBOCT W 0OOTraTrcTBO IITO TM HOCH OBa IMPE3U-
Me OM My IOMOTHAJIE Ha YUTATEJIOT OJIHANPE Ja
comiefia 3a KaKBH JIMKOBU CTaHyBa 300p BO poma-
HOB MPAKTUYHO YIITE TIPE/] HETOBUOT IPOYUT, a HE
Ce MCKITy4yBa MO>KHOCTA ¥ CEMaHTHKATa Ha MTPe3u-
METO Ofipa3eHa HU3 M3PA3HTE GAANHCHO HoNe/MOUY-
puwitie na ce chaTu U Kako eKCIUTHKAIMja Ha TIpo-
racTa Ha OBa CEMEjCTBO [T0OCOYCHA BO MO {HACIOBOT
Ha POMaHOT, HO €BEHTYaJHO U Kako meradopa 3a
(hakTOT JIeka moYeTonuTe Ha (PUHAHCUCKUOT yCIIeX
Ha CeMejCTBOTO byneHOpOKOBH MOKe Ja ce Hajaar
BO HEIIITO CKPOMHO — BJIQXKHO U CMPJUIABO — Hapda.

Jlebepexiu Kpeiep

Nmero na xomsymotr Kperep, cropeneH imk
BO bygenbpoxoeu, HOCU 3HAYCHEC ,,0HO] KOj JKH-
Bee mpaBmIHO™. Mako oBa mme pedepupa Ha
XPUCTHjaHCKO JXKUBeewhe, MaH My Jai peducH xe-
JIOHUCTUYKO 3Hauewe. ,,Jlebepext Kperep e Buc-
TuHCKH Lebenskunslter!, yMETHUK BO yKUBaHe
BO JKUBOTOT ¥ BO KOPHCTEHETO HA CUTE 100pa
LITO MOXE J1a My T TOHY/IM ’KUBOTOT Ha €/IeH
nmoteH voBek™ (Kayser 1975: 7). HeroBoto
npes3umMe, nak — Kperep — norcerysa gocra Ha
repMaHCKuoT 300p 3a ,,BojHUK™ — , Krieger*,
Taka IITO 3a€JHO OBME JBE MUMHUIA MOXE J1a
ce MPOTOJIKYyBaaT Kako ,,BOJHUK Ha MPABUIHH-
oT )kuBOT". UUTarenot, uMajku NpeaBU1 BAaKBO
ume, OM odeKyBall 3aJ HEro Jla CTOM HEKaKBa
CTPUKTHO MPaBUYHA JUYHOCT, HO MOPAJH IO-
3HaTaTa UpoHUja Ha MaH oyeKyBamwara Ou My
Ouse U3HEBEpEHHU Kora ke corena jaeka Jlebe-
pext Kperep e BOjHUK Ha )KHBOT, KOj HABUCTH-

1

Ha € IpaBUJIEH, HO IIPBEHCTBEHO BO OJHOC Ha
CaMuoT cebecH.

Kaxo Tanrenra Ha npesumero Kperep cioyxu
HeroBara ymnorpeba BO HWMEHYBAWmETO Ha JUKOT
Tonuo Kperep ox ncrommenara MaHOBa IOBECT.
OBaa OBP3aHOCT MOXE A2 C€ TOJIKyBa Kako poi-
HUHCKa BpCKa Mel'y OBHE [IBa JINKA, OHOCHO KaKoO
Tonmo u JlebepexT aa ce IMKOBU O UCTUOT Hapa-
THUBEH YHUBEP3YM.

Jyciyc

Bo mmeto Ha JleOGepeXTOBHOT CHUH € BIIOYKEHA
IpUaBKaTa OJ JIATUHCKO MOTEKJIO iustus, co 3Ha-
yewe ‘mpaBefcH’ WM ‘mpaBuueH’. OBa e ymurte
e/IeH MpUMeEp 32 UMe KO€ HPOHUYHO TOBOPH 3a JIU-
KOT, OMJejku JycTyCOBHOT PHUTHIEH KOHIICHT 3a
npasjia, Opajy KOj o UCTepyBa CHHA CH O] JIoMa
U IO JIMIIYBa O]l HACJIEACTBOTO, MOXEOH He OU To
OYeKyBaJle 0J] eHa IpaBU4Ha JUYHOCT. poHujara
€ pa3BHEHA U MOHATaMy NPEKy ja3udyHaTa MOoBp3a-
HOCT Ha UMHUIbaTa Ha TaTKOTO Jlebepexiti U Ha Cu-
HoT Jyciuyc. lako Jycryc (Ha repMaHcku: gerecht)
u JleGepexT umaar CIMYHO 3HAYCH:E, ,,TBPAOTIIA-
BaTa I0Tpara 1o npasja Ha JyCTyC U y>KUBamETO
BO XHMBOTOT Ha JlebepexT ce aujameTpaiHo Crpo-
TUBHU HauYMHM Ha opHecyBame' (Kayser 1975: 8).
Moske J1a ce IpeTnocTaBu Aeka MaH ce HOCITyKUI
CO MPOHM]ja MIPU UMEHYBAWETO Ha OBHUE J[Ba CIIO-
pEIlHM JIMKa 32 Jla HOCTUTHE JypU U KOMUYEH, XY-
MOpPHUCTHYECH €(PEKT, KOj O IO OIYIITHI YATATETOT
JOZIEKa ja ciIeaM IVIaBHATa TparuyHa NpUKa3Ha 3a
ceMejcTBOTO byneHOpoKoBH.

Bo 6y1<BaneH IpeBOA O TCPMAHCKU: )KUBOTEH YMETHHUK, YMCTHHUK 3a JKUBOTOT (33,6. Ha aBT.)
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Toiuxong

VimeTo Ha CHHOT Ha CTapuOT KOH3YN Byneno-
POK, COCTaBEHO OJ1 repMaHcKuTe 300poBu Gott co
sHauewe ‘Tocnon’ u hold — “mun, nobdap, npekpa-
ceH’ OyKBaJIHO MOCOYYBa JieKa / oilixong My € apar
Ha ['ocnoxn. OBpe, HCTO Taka, TEXHUKATa HA CIPO-
THBCTaByBamb€ Ha 3HAYCHETO HA MMETO Hacmpe-
Ma CBOjCTBara Ha JIMKOT € €()eKTHBHO yIoTpeOeHa.
[Ipeky cera HEMOYMT M PEKY HEOCHOBaHATa OMpa-
3a IITO I'M HeryBa [ 0TXony ,,KOH HEroBHOT CMPTEH
TaTKo, C€ CO3/[aBa MPOHMYCH KOHTPACT Hacmpema
JbyOOBTa, KOja, CIIOpENl HETOBOTO MMeE, ja moOMBa
on HeroBuoT BeueH oren’ (Kayser 1975: 9). Ce
YUHU JIeKa UMETO KAaKO 3HAaK 3a CIIOPEIHHOT JIHK
loTxon ja Ma 1 OBJEe MCTaTa OHAA 3acMe]jyBadKa
1eJT KaKo ¥ Ha OHHUE J[Ba JIMKa CIIOMEHATH TIOTope.

Joxan (Kan)

JKan e dppaHIryckara Bep3uja Ha UMETO Ha KOH-
3ynoT Joxan ByneHOpok, a Taka ro HapekyBa He-
ropara conpyra Antoner. Mimeto JKan € BO KOH-
TpacT Haclpema IepMaHCKOTO IMpe3rME Ha OBOj
k. Cenak, peKy OBOj KOHTPACT ce Co3/aBa Io-
BHUCOKO HHMBO Ha IIOBP3aHOCT Kaj JINUHOCTA IITO
TO HOCH oBa mMe. MMajku mpeaBua aexa 1 AHTO-
HeT e (paHilycKko UMe, Kako U Toa jaeka JoxaH by-
IeHOpok 300pyBa TeUHO (paHIlyCKH, Ha 4HUTaTe-
JIOT My CTaHyBa jaCHO JIeKa € COOYEH CO TOJIEeMH
MOYMTYBauM Ha (paHIlycKaTa KyaTypa. 3aroa JiBe-
Te ppaHIyCKH NMHUIHA Ha YICHOBHUTE Ha OBaa Opad-
Ha /IBOjKa Tpeba ma Oumar cdareHu Kako 3HAK 3a
KyJITypHa COQUCTHLNPAHOCT U 32 OTBOPEHOCT KOH
CBETOT. ,,»Kan ByneHOpok e oTenoTBOopeHe Ha OBO]
CHOj IITO I'M HAAMWHYBAa HAllMOHAJIHUTC I'PAHULIA
u npenpacyaute” (Kayser 1975: 10). Buctuncko-
TO UMe€, I1AaK, Ha TepMAaHCKaTa BapujaHTa JoxaH, co
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cBOjara CHIIHA pomupeHocT Hu3 ['epmanmja, yma-
TyBa Ha Toa JieKa JOXaH € pelaTUBHO THUITUYECH,
IYpPH U CTEPEOTHUIICH [ epMaHel Koj He OTCKOKHY-
Ba U HE C€ M3/[BOjyBa OJ] MPOCEKOT Ha HETOBUTE KO-
seru Tproeuu. Kaj nmkor JoxaH HeMa HMIITO IO-
ce0HO MopaIy Koe OU 3aCITy>KIJT HEKOE TTOKapaKTe-
PUCTHYHO UMe.

Knoguja Llowa

OB0j mIaBeH KEHCKH JIUK O]l POMaHOT Boiueo-
HUOW pug TH CUMOOJM3HMPA E€POTCKOTO HCKYIIIe-
HUE, cTpacTa U JbyOoBTa. Taa e uecto cropemysa-
Ha CO MadKa, T1a TOKMY 3aT0a HEj3MHOTO Mpe3uMe
MOXKe Ja ce TpeBeie O (PPaHIlyCKH Kako ,,Kell-
Ka Mauka‘“, I0JieKa, MaK, HEj3MHOTO M€ I'O COAp-
KU aHIJIUCKUOT 300p claw vne 3Haueme € ‘KaHia’ .
[omra Moxe J1a ce TOJKyBa U Kako UIpa Ha 300-
poBU o7 dpaHIycKuTe chaud — “)Xemko’ u chatte
— “)KEHCKHM TIOJIOB OpraH’ BO (PPaHI[yCKHOT JKap-
roH. OunrnenHo e neka MaH cakal j1a To cekcya-
JIU3UPa/epOTU3MPA OBOj JIUK IITO € MOXHO IOBEKe,
BO TpajMilMjaTa Ha MPOOIIEMATUYHO MPETCTABEHU
JKCHCKH JIMKOBH BO T€pPMaHCKaTa Ipo3a KO Haj-
YeCTO CIy’KaT caMO 3a Jla TW 3aJ0BOJIaT pPOMaH-
TUYHHUTE W/WIN CeKCyalTHUTe ToTpeOr Ha TIIaBHH-
OT MAIIIKH JIVK.

HNMuma mro ajgayaupaar Ha peajHu
JIMYHOCTH, IOKPAj TOA LITO 0J/1aBaaT
He4Hja 0coOMHA

T'yciuas pon Awendax

3a UMETO Ha IIIABHUOT JIMK BO moBecta Cympit
60 Beneyuja mma moBeke o0jacHyBama, MOTOY-
HO, IMETO MOJKe J1a pedheprpa Ha IMOBEKe pa3ind-
HHM MCTOPHCKH JMYHOCTH. [IpBara e repMaHCKU-
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ot moet Ayryct ¢on Ilmaren-Xanepmunme. Mcro
Kako U AleH0ax, OBOj MOET yMHpa O]l Koyepa BO
Uranuja. Umero ['ycraB e, peuncu, aHarpam Ha
nMeTo AyrycT (LIeJOCeH aHarpaMm Ha UMETO AB-
I'ycT), a pe3uMeTo AnieH0ax e, MOXKeOH, MPou3-
JIe3€HO o] pojiHOTO MecTo Ha [lnaren-Xanepmun-
ne, AacOax. BToproT yMeTHHK KOH KOj pedepupa
Mas co umero ['ycTaB € aBCTPHCKO-YEIITKHOT KOM-
nosurop ['ycraB Manep, unja ¢ortorpaduja e uH-
cnupaiyja 1ypu U 3a QU3MYKUOT ONMUC HA AIlICH-
0ax. Kako TpeTo TojKyBame ce jaByBa U aily3uja-
Ta KOH CPEIHOBEKOBHHOT mmcaren Bondpam don
Emen6ax, aBTopoT Ha moeTckoTo neno /lapyugan
(Bo opuruHan, Parzifal) — kaBanupcka pomMaHca 3a
noTpara Ha KICTOMMEHUOT jyHAK TI0 CBETHOT Ipaj.
Wmajku ja npensua oncecujata Ha Tomac Man co
komnozunuute Ha l'epmanenor Puxapn Baruep,
KOj ja UIITyBa CBOjaTa My3WdKka npama Illapcugan
(Bo opurunai, Parsifal) nHcinpupaHa of (pedncu)
ncronMeHoTo yetnBo Ha Pon Emenbax, oaa pe-
(epeHIa e coceMa BO3MOXKHA.

Cenak, AnieH0ax € cocTaBeHO O JiBa repMaH-
cku 300pa: Aschen — ‘menen’ u Bach — ‘pedHo Ko-
puto’. Co cooaBeTeH KOHTEKCT MOXE JIa CE MPET-
ITOCTaBH JIeKa CIIaBapoT Off MOYeTOKOT Ha Cupil
60 Beneyuja e amysuja Ha XapoH, CIUlaBapoT Ha
CMPTTa BO XeJICHCKaTa MHUTOJIOTH]ja, 3alITO OHAMY
KaJie IITO CIUIaBapoT ro HOocu AleH0ax, Toj Tamy
u ymupa. Jlokonky 300poT Aschen — ‘nenen’ — ce
MIPOTOJIKYBa KAaKO HEIITO IeCTPYKTUBHO, WM TIO-
KOHKPETHO Kako CHMOOJ Ha CMPTTa, PEeuHOIO KO-
puito (Bach) Bo mpe3nMeTo AmieHOaX MOXe /1a ce
oBp3e co oHa Ha pekara CTUKC, HU3 KOja XapOH I'H
HOCH MPTBHTE IyIIH BO AJOT, UCTO KAKO ILITO OBOj
WTAJIMjaHCKH CIIaBap To JIOHECyBa AIIeHOax BO
Benernuja, HETOBOTO MOCIEIHO MECTO Ha TIPECTO)].

Kan XKax Xogciuege

Co nBojHOTO (ppaHIlycKO MME Ha OBOj CIOpe-
JeH Juk ox bygenoporosu, Man ,,pedepupa Ha ro-
JIEMUOT KOHTPOBEp3eH (paHIycKu nucaren JKau
Kak Pyco* (Kayser 1975: 11). Ilpeky HeroBoto
npes3uMe, IaK, aBTOpoT HU HABECTyBa JieKa ,,T0j €
cmecTeH (stede) Ha nBopotT (Hoff)* (Kayser 1975:
11) na bynenOpokosu. Taka, 3aHIMamkETO U MTO3U-
Lyjara Ha OBOj JIMK LIEJIOCHO CE COZIpKaT BO HEro-
BOTO UMe€, IITO U 0€3 OBUE aTy3UH € EKCIUTUIIUTHO
CIIOMEHATO BO poMaHOT — Xodcrene € moeror Ha
TPaoT U CeKoTaIl € J00penojacH Bo JOMOT Ha by-
JIEHOPOKOBH.

Xanc Kacinopii

HmeTto Ha IIaBHUOT JIMK BO pOMaHOT Boaweo-
HUOWI pug, CIMYHO Kako W MMETO Ha AmieHOax,
MOXK€ J]a C€ TOJIKyBa Ha pa3nuuHu HaunHU. Kako
IIPBO, XaHC € YeCTO TepPMaHCKO UMe, IITO Tpeda na
ja mpeTcTaByBa HEroBaTa CBOCBHHA aHOHUMHOCT,
3acuiIeHa OfI HEroBaTa HEOTyYHOCT BO BPCKa €O
CTaBOBUTE Ha J[PyruTe TNIaBHH JIMKOBH, Hadra u
CeremOpunu. HeoutydnocTa, a 1 mpuynHaTa Io-
panu Koja XaHC 0 IIOCETyBa CAHATOPUYMOT MOKE
Jla ce Mperno3Hae U Bo pedepeHiara Ha TIaBHUOT
JMK Bo Oajkara ,,CpeKHHOT XaHC*, KOj, TPrHyBajKH
Ha Tar 3a Ja ja OCEeTH cBojara 0oiHa Majka (BO
Bonwebnuoii pug XaHc ro moceryBa CBOjOT 00-
JieH Oparyue), MOCTOjaHO IO 3aMEHYyBa OHA IITO
TO HOCH CO cebe Co HEeKOe APYro J0OpOo IITO My
ro HyJgaT CIlydajHd MHHYBa49H, Ha Kpaj OCTaHy-
BajKU CO MPa3HU pale, CPEKEeH IITO Ce 0CI000NI
O] TOCIETHUOT TOBAp, OCTPEUYKHOT KameH. [Ipe3u-
meto Kacropn anynupa Ha MPOMHUHEHTHA UCTOPH-
cka ¢urypa ox JInbek, Xunpux Kacropn, koe Man
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HajBEPOjaTHO TO O0paj caMo 3a CYNTHIHO JIa My
0/1/1a/1¢ TIOYUT Ha CBOjOT POJICH TPal.

Criopen 0B0j Kyc mperyie]l Ha HEKOM UMHUEba BO
Jleql o7 TBOpewTBOoTO Ha Tomac Man Moxke aa ce
3aKIy4H JIeKa TOj PEYHCH HUKOTAIll HEe T'H M30upat
UMHbATa CIIyYajHO, Ma OTTYyKa THE CEeKorall HO-
car 3HaK CBOjCTBEH 3 JIMKOT IITO TW HOCH — HEKO-
rai IMPeKTHO MOCOYYBajK1 Ha 0COOMHA Kaj JINKOT,
JpyTHar, nak, IMETO € BO KOHTPACT CO HEKoja 0Cco-
OWHa Kaj JIMKOT.

Cenak, roneM 0poj 0jf UMHEbAaTa BO HETOBUTE
Jielia He M3]|aBaaT HeKoja CKpHeHa rmopaka 3a Jid-
KOT, TYKy CE€ CaMO COOJIBETHHU 3a XPOHOTOIOT Ha
JICJCTBOTO KOE€ IO pacKaXkyBa. AJanTHPajKH M Ha
BPEMENPOCTOPOT BO KOj TH CMECTYBa CBOUTE JIH-
KOBU, MaH UCTOBPEMEHO U ja HariacyBa HHBHATa
eTHHYKa npunanHoct. [Tokpaj umumara Ha JoxaH
(bynenbpox) u Xanc (Kactopm), 9ija THITHYHOCT
U (PEKBEHTHOCT BO I'€pPMAHCKOTO TOBOPHO MOJ-
padje ymatryBaaT Ha CTEPEOTHUITHOCTA M Ha OOHUY-
HOCTa Ha OBHE JBa JINKA, BAKOB IIPUMEP € U UMe-
to Ha Mranmujanenor Mapuo on Mapuo u eonwued-
HUKOG, TITO € €IHO OJ HajUeCTHTE WUTAIUjaHCKH
UMHUbA U € 0JI0PaHO caMo MOPaJIX TOA IITO € COOI-
BeTHO Ha MecToTo (MTanmja) Ha 11€jCTBOTO packa-
JKaHO BO MOBECTA.

Jlureparypa

Kaxko 3aBprirauiia, 61 Moxeso Jia ce CIOMEeHe
TOA JIeKa UMHIbATa YeCTO C€ COCTABEH JICN HA Ha-
cnoBute Bo ManoBara oubnuorpaduja. Ce unHH
JIeKa MPeKy oBaa MOoCTarKa Toj He caka Aa My Jaje
caMO TEKWHA M BRKHOCT HA TIABHUOT JIUK, TYKY
W HA CaMOTO UME M Ha CHTE MOXXHH 3Ha4eHha IITO
TOa MOYKE JIa TH UMa M 32 JIMKOT KaKO TAaKOB, HO U
BO OJIHOC Ha YUTATEIIOT — TO] Ja U3HAjJIC CBOE COII-
CTBEHO 3HAYCH-E 301ITO INIABHUOT JIMK € HIMEHYBaH
Ha TOj HAYHH.

BakBoTO HENpeTeHIIMO3HO W HETEHJICHINO3-
HO HACJIOBYBamhC Ha CBOUTE IPO3HH JIea MOXKe-
OM MMOMOTHAJIO M 3a MOToJeM OJ3UB Ha MaHOBH-
Te KHWYKEBHU TEKCTOBH Kaj unutarenute. FimeHo, ce
YMHH JeKa Ha YUTATeJICKara IyOJMKa KHHKCBHH-
TE€ HACJIOBH KOM BO ce0e coIpiKaT UMHUIba Ha JTNY-
HOCTH/CEMEjCTBA WM Ha IPAJOBH U JIeJTyBaar mo-
JIOCTAITHU M TIONPUEMYHBH, 3aIITO TAKa BEIHAIII CE
JI03HABA 32 KOTO € MPHUKA3HATa UK KaJie Ce OJBUBA
Taa. Taka HACTOBEHHUTE MPO3HH YETHBA CE MOJIHY-
HO BOCIIPHEMEHHU, IITO I'M MPAaBU JIONAUIMBYU U 32
MOUTMPOK KPYT YUTATEIH, 32 Pa3JIUKa 0 HEKOH I10-
STUYHHU WM HEOTKPUBAYKHU, HEIPOSUPHHU HACIOBU
KOH, BEpOjaTHO, OM TH OJOWIIC TIOBEKETO MTPOCEUHHU
YUTATEIH AYPU U BO JICHEIIIHWHATA.

Hermsdorf, Klaus. 1968. Thomas Manns Schelme. Berlin: Riitten & Loening

Kayser, H. Cristoph. 1975. ,,Some Observations on Thomas Mann‘s Use of Names in Buddenbrooks*, IN Literary
Onomastics Studies, 1975, 2, 116-133, New York: State University of New York

Mann, Erika. 1979. Thomas Mann: Briefe I: 1889—1936, Frankfurt am Main: Fischer
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Istok J. Ulc¢ar

Characters Names’ Meanings in Thomas Mann’s Work
(Summary)

When naming characters in his novels and short stories, Thomas Mann is often guided by the Latin proverb ,,Nomen
est omen®, which can be translated as ,,The name is an omen*. The etymological meaning of a character‘s name says
something about his character, and sometimes, ironically, it says the opposite. Examples of character names through
which Mann, in addition to hinting at someone‘s trait, also wanted to refer to certain real persons, mostly artists and
historical figures, are not rare either. In the following text, we will stick to a relatively small selection of character
names from several of his works: The Buddenbrokes, Death in Venice and The Magic Hill.

Key words: names, etymology, prose, Thomas Mann

109






CONTEXT / KOHTEKCT 28, 2023

Hrop Cranojockn

VJIK 821.163.3°255.4:655.4
VJIK 821.161.2°255.4:655.4
Professional article/ Ciupyuen iupyg

HEKOM MAPAJIEJIU MEI'Y MAKEJTOHCKATA U
YKPAMHCKATA KVJIITYPHA INIOJIMTUKA HA IIVTAHOT
HA U3JABAIITBOTO U KHUXKXEBHHUOT ITPEBO/I BO

2020-TUTE rOANHHA

KJ'Iy‘-IHl/l 360[_)031/[: YKpauHCKa, MaKCAOHCKAa, KHUKECBHOCT, KHMKCBCH IIPEBOM, ITporpamMa

BoBennu 0esienmiku

W3naBameTo Ha Jienara Ha IOMAIIHUTE aBTOPH
BO CTPAHCTBO, CO IIPEBOJI HA jJa3UKOT HA 3eMjaTa BO
KOja ce U3/1aBa, NPETCTaByBa JIGJHOCT 0]l 000CTpaH
HAI[MOHAJICH MHTEpPEC: W Ha 3eMjaTa o]l Koja Io-
TEKHYyBa OPUTHHAJIOT ¥ Ha 3eMjaTa BO Koja € Hampa-
BEH W W3/aJICH MPEeBOIOT. VICTOBpeMEeHO, KHIKEB-
HUOT TPEBOJI IITO CE M3/]aBa BO CTPAHCTBO BOIH
KOH 300raTyBame Ha ja3MYHUTE KOPIYCH Ha JBaTa
jasuka OMIejKH TM CTHUMYNIHpa U CaMHTE IMucare-
JIN J1a IPOAOIDKAT 1a TBopat. Of npyra cTpaHa, 0o-
ratoTo KHHU)KEBHO TBOPEIITBO IPETCTaBYBa U T10-
3UTUBEH MOKa3areNl Ha KyITYPHUOT HAlpeaoK Ha
3eMjaTa M CHJICH CTUMYJI 32 MIOTUTHYBAahE Ha Tpec-
THXKOT Ha ja3HKOT.

HaBucruna, Temko e ga ce gajne eiHO3HaueH
CyI BO BpPCKa CO KBAJIWTETOT U KBAaHTHTETOT Ha
Jenara, OAHOCHO — IITO € MOBAXHO: Jla ce M3Ja-
Ba MHOTY WJIM J]a C€ W3/aBa MaJIKy, HO OHa IITO Ke
ce uzmaze ma ouae co BuCOK kBanmurer? Cekako,
BO €JIHA WjeajHa CUTyaluja, Tpeba Jla ce u3aaBa
MHOT'Y, 1 MHOTY OZ M3JaJI€HUTE JieJ1a Ja Ounar co
BUCOK KBajMTeT. Tpeba na ce mpu3Hae u AeKa He
€ JIECHO J1a c€ J1a/Ie OIICHKA Ha KBaJUTETOT HA W3-
JaJeHUTe KHIDKEBHHU Jela, J0JieKa KBaHTHTETOT
MOYKe U IIPELU3HO J1a Ce OJIpe/Iu.

Hajronem men ox eBpOICKUTE 3eMju BEKE IO
coIvieflajiec 3HAauCHETO Ha H3/1aBambe IPEBEICHU
Jena of IOMAIllHUTE aBTOPU BO CTPAHCTBO. Make-
JOHHWja 1 YKpauHa craraar Mery IOCJICAHUTE €B-
POIICKHM 3eMjH KOMW IOYHaa Aa BIOXYBaaT BO Mpe-
BEyBambETO Ha CBOUTE aBTOPH, OJTHOCHO Jia J10jie-
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JyBaaT IPaHTOBU Ha CTPAHCKU M3/1aBauy 3a MOKPH-
Bamke Ha TPOIIOIUTE OKOIY M3JaBamhETO MPEBOIU
Ha KHIKEBHU JIeNa O MaKEeJOHCKH, OMHOCHO YK-
PaMHCKH aBTOPH.

Bo yciioBu kora BakBHUTE KyJATYPOJIOLIKH HC-
Tpa)KyBamba Ce PEeTKOCT, CMeTaMe Jieka criopendara
Ha MaKeIOHCKaTa HacIpeMa yKpanHCKaTa KyJiTyp-
Ha MOJTUTHKA MOXE JIa HE JIOBEJle /10 HU3a BPETHU
3akiyyoud. Mima noseke npuuunu 3a Toa. [Ipen ce,
Makenonuja u YKpanHa ce CIMYHHU BO TOTIIE/ Ha
eBpOMHTErpalujata: He ce wieHku Ha EY, Ho nma-
aT KaHIUIATCKU cTaTyc, OnaromapeHne Ha Koj ce
nen ox mporpaMara Kpeaiuusna Espoiia, of Koja
UJIe ¥ HajroJeMOTO (PMHAHCHUPAkhE Ha KHIDKEBHUTE
npeBoau Bo EBpona. U mokpaj Toa, MakegoHCKaTa
Y YKpauHCKaTa KHH)KEBHOCT CE YILITE C€ UCKITyUH-
TEJTHO c1abo TpeBeayBaHH.

Bo 2023 roguna Ha MIHCTHTYTOT 3a MakeIOH-
CKa JITepaTypa Oeme ondpaHeTa TOKTOpCKaTa Jiu-
cepramyja Ha Tema ,,KynTypHUTE MOTUTHKHU U KYJI-
TypHUTE WHIYCTPUU — (AKTOPU HA BUJUIUBOCTA
Ha MaJIMTC KHUXXCBHOCTU BO KOPIIYCOT Ha CBET-
cKara KHW)KEBHOCT (cTynuja Ha ciy4aj: Hopsem-
ka 1 Makenonnja)“ on Haramra CapadoBsa, Bo koja
ellHa O]l TJIaBHUTE TEMH C€ KHH)KEBHHUTE IPEBO-
JT1 O] HOPBEIIKaTa, OJJHOCHO MaKeIOHCKaTa JINTe-
parypa. CmeTame Jieka, Ofl €JHa CTpaHa, CTaHyBa
300p 3a cropeada Ha HECIOPEUIUBOTO, CO OINIE
Ha Toa IITO MPUMEPOT Ha HOPBEIIKATa KYJITypHA
MOJIUTHKA O]l MaKeJTOHCKA TJIeJHA TOYKa MOXKE Ja
ce coriefla caMo KaKko CBETIIa TOYKa HeKaje Jalie-
Ky Ha XOPH30HTOT, HO, O] JApyra CTpaHa, OBa HC-
TpaXKyBarb€ € MOJIE3HO KaKo MaToKa3 3a MpaBeroT
Ha €BEHTYaJHHOT WJCH Pa3BOj Ha JprKaBHATA MOJ-
JpIIKa Ha IPEBOJUTE Ha Jejiata of MaKeJoHCKaTa
KHIKEBHOCT.
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VYKpauHCKaTra KyATypHa IOJUTHKA HE IpeT-
CTaByBa JaJIeueH NMPUMEp, TYKY, HAIPOTHB, MOXKE
Ja ce HajaaT HU3a CIWYHOCTH BO JUHAMUKATA H
CTEMEHOT Ha pa3BOj Ha MaKeIOHCKaTa M yKpauH-
cKaTa KyJITypHa IOJUTHKA Ha IUIAaHOT Ha M3Ja-
BAIITBOTO ¥ KHUKEBHUOT IIPEBOLL.

IIporpammuTe 32 mogApIIKA HA
KHHKEBHHOT IIPEBOJ

IIporpamara 3a MOAJpPIIKA HA CTPAHCKUA W3-
JlaBayM 3a MPEBOJ M M3/aBarbe Ha KHHUTH O]l Ma-
KEZOHCKH aBTOPU TMPO(YHKIIMOHUPA KOH Cpelu-
Hata Ha 2010-TuTe roaMHU, NOJAEKAa MPBUOT IO-
BUK 3a aHAJIOTHATa MporpaMa BO YKpawWHa, Hape-
yena Translate Ukraine, Getie o6jaBeH Bo 2020 ro-
nuHa. Paznukure BO (QyHKIIMOHUPAHETO HA OBUE
JIBE TIPOTPAMU CE€ COTIICAJIMBU Ha CEKOE HHUBO: U
BO TIOIVIE]] HAa CTPYKTypara W OpraHu3aiyjara, u
BO TTOTJIE/T HA OJJHOCUTE CO jaBHOCTA U MapKETHH-
TOT, W, CIEICTBEHO, BO TOIVIE]l Ha MOCTHTHATUTE
pesynTaru.

lTonema e u pasnukara BO OIIITECTBEHU-
Te okoiHOcTH. MIMeHo, 3a mporpamara Translate
Ukraine nocera ce o0jaBeH! Tpy IOBHIIN 32 aTlIU-
nupame (2020, 2021 u 2023 roguHa) U CUTE THE
ce o0jaBeHU BO YCIIOBH KOTa BO Jp)aBara ce BOJIU
BOjHa — wiy 1iesiocHa (2023) unu Ha e oj] Tepu-
topujara ([loneuka u Jlyrancka obmact, 2020 u
2021 r.). IIporpamara 3a momapiika Ha IPEBOAY Ha
MaKe/IOHCKH Jlella BO CTPAHCTBO (PYHKIIMOHHPA BO
HOpPMAaITHU, MEPHOZOTICKH YCJIOBH.

[Iporpamara Translate Ukraine e ox BOACTBO
1 MMOKPOBUTECJICTBO Ha praI/IHCKI/IOT HWHCTUTYT Ha
kHurata (YKpalHCHKHH 1HCTHTYT KHHTH), JIpiKaB-
Ha ycTaHoBa 3acHoBaHa Bo 2018 romuna. Hazusor
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Ha OBaa yCTaHOBa MOXKeOW € WHCITUPUPAH OJI TTOJI-
ckuort Instytut ksiazki (MHCTUTYT Ha KHHTaTa), CO
oren Ha Toa wTo [loncka 3a YkpanHa yectomna-
TH TpeTCTaByBaja MpPUMEP 3a ,,3aMalbauKu’ Ha-
4YiH Ha QYHKIMOHUpAE, KaKo aHTHITO]] Ha Pycuja
Y COBETCKOTO HACJIEACTBO.

MaxkenoHckara mporpaMa 3a MOJIPIIKA Ha
CTPaHCKHU WM3/1aBauu 3a 00jaByBame Jieia oJ] Make-
JOHCKH aBTOpH (YHKIMOHHPA BO PAMKUTE Ha Ma-
KEZI0HCKOTO MUHUCTEPCTBO 32 KYATYpa, Ol CBOETO
3acHOBame 10 JieHec. CIMYHO € U BO HEKOIIKY JIpY-
TH CIOBEeHCKH 3eMju: Yemka, XpBarcka u Cpouja.
On npyra ctpaHa, mokpaj YkpauHa u Iloncka, oxn
CIIOBEHCKHUTE 3eMjH, ymTe U Bo CnoBauka u Cio-
BEHMja MporpaMara 3a MOJIPIIKa Ha MPEBOIU Ha
Jieria of IOMAIIHU aBTOPH ja OpraHUu3upaar 1 ja Bo-
nar 3aceOHu ycranoBH: Bo CioBeHHja Toa ¢ Javna
agencija za knjigo RS (JaBHa arenija 3a KHUTA Ha
PC), a Bo CioBauka — Slovenské literarne centrum
(CnoBauku nuTepaTypeH IeHTap) MpeKy Mmporpa-
MaTa 3a rpaHToBM HapeueHa SLOLIA, 3acHOBaHa
BO — 32 YKPaMHCKH U MaKEJIOHCKH YCIOBH BeKke J1a-
neunara — 1996 ronuna.

Ha kpajor Ha kpaumrara, He € 0OJf CyIITHHCKO
3HAYEHEe Jalli IIporpamara 3a MOJJIPIIKa Ha Tpe-
BOJIOT W M3/IaBaH-ETO Ha JiesiaTa Ha JIOMAITHUTE aB-
TOpH ke Ouze BoaeHa oJl 3ace0Ha ycTaHOBa UM Of
HEKoe O]l OfJiesieHHjaTa BO MUHHCTEPCTBOTO 3a
KyJITypa, TyKy KOJIKaB OyueT ke Ouje mpenBHIeH
3a OBaa HAMEHA M KaKo Ke Ce BOJH IIeTNOT MPOIEC
Ha (puHaHCHpame. Cemak, ce TIOKaXXyBa Jieka OBOj
MIPOIIEC C€ O/IBUBA MTOI00PO ¥ CE MOCTUTHYBAAT T0-
JI00OpH pe3yaTaT Kora nporpamara 3a J10JeyBarbe
Ha IPAaHTOBH € BO HA/JISKHOCT HA YCTaHOBA 3ace0-
Ha ol MUHHCTEPCTBOTO 32 KYATYpa.

JoGap mpumep, Koj ja TIOTBpIyBa MOCIEAHA-
Ba Hama koHcrarauuja, ¢ YUK (Ykpaunckuor
WHCTUTYT Ha KHMrara). IIpuroa, BO HaIJIeKHOCT
Ha YUK He e camo crnpoBemyBameTo Ha Mporpa-
mara Translate Ukraine, Tyky umMa MHOTY IOIIH-
POK OIICEr Ha aKTMBHOCTH Ha IIOJIETO HA KYyJITYyp-
HaTa TMOoJWTHKA. 3a wiycTpanuja, Bo 2021-Ta, ro-
JIUHAaTa Tpen pyckara nHBasuja, YUK opranusu-
pa aBaeceTHHa GeCTUBANH, CAeMH, POPYMHU H APY-
M KHI)KEBHM HacTaHHW, 00e30emyBa NPHCYCTBO
Ha YKpaWHCKara KHW)KHA TPOAYKIMja Ha YeTH-
p¥ MeryHapOIHH HacTaHU, Kako U 70 mpeBomu BO
pamkute Ha Translate Ukraine. Bo criektapor nej-
Hocth Ha YUK, mefy apyroro, cmafa u HCHUTY-
BambETO HAa KHW)KHUOT Ma3ap W YMTayKara KyJTy-
pa Bo Ykpauna. Enen on HajHOBHTE ITPOEKTH, 00ja-
BeH Ha 09.11.2023 roguHa Ha BeO-CTpaHUIATa Ha
YUK (ubi.org.ua), ¢ u CyOBEHIIMOHUPAKHETO HA OT-
BOPaWmETO KHIDKAPHULY, TIPHU LITO C€ HyIHU IpXKaB-
Ha (PMHAHCHUCKA TOAJPIIKA BO BHJ HA ITOKPUBAHbE
Ha TPOLIOLMTE 32 HAEMHHUHATA Ha JICJIOBHUTE MPO-
CTOPH 32 KHIKAPHHLIH.

YUK uma u 3acebHO ommescHue 3a MeryHa-

poaHa copaboTKa, YUHUILTO 3a/1a4H CE:

1. KoopamHanmja m opraHuzanyja Ha Mery-
HapOJHM HACTaHM, M3JI0XKOHM, caeMu, ce-
MUHapH, KOHPEPEHLINH H CIL.;

2. Co3nmaBame W peanu3anyja Ha MPOCKTH H
IporpaMu 3a IoIyJIapu3alrja Ha yKpauH-
CKara JInTeparypa BO CTPaHCTBO;

3. Opranmzanyja u peannsannja Ha TPOEKTH
CO YYEeCTBO Ha NPETCTABHUIM HA CTPaH-
CKUTE KHW)KHU M1a3apy BO YKpauHa;

4. Tlomomr Bo ocTBapyBameTO e(heKTHBHA KO-
MYHUKalMja Mely H3JaBaduTe W CTpaH-
CKUTE UTPayy Ha KHWKHUOT I1a3ap;
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5. MoOHHUTOPUHT Ha MeTyHapOIHHUTE JHUTEpa-
TYpHHU TIPOTPaMH M PETyIapHO HHPOPMH-
pame Ha HAIIMOHAIHATA KHU)KHA 3aeHHIIA
3a HUB, KaKO U TIOMOIII 3@ YYECTBO BO HHB.’

Cnopen Toa, eHa Ol BAKHUTE KapaKTePUCTHU-
ku Ha pabotara Ha YUK e 1 peqoBHOTO JBOHACOY-
HO MH(OpPMHpame Ha CUTE 3aMHTEPECHPaHH CTpa-
HU: TIUCATENNTE, U3aBaYnTe, KHHKEBHUTE areHTH
— ¥ JIOMaIlIHA U CTPAHCKH.

KonkperHo, OnarojapeHue Ha mporpamara
Translate Ukraine Bo ipBara ronuna (2020) ce u3-
azeHu 53 KHKEBHU peBoan Ha 21 jasuk, co wc-
kopucteHu 4,6 MunoHu rpuBmbu. Bo 2021 roguna
uznanenu ce 70 mpeBoau, a Bo 2023 ronuHa noHe-
CEHa € OJlIyKa 3a nojapiika Ha 77 npeoau. Beym-
HOCT, CO MOYETOKOT Ha IesiocHara BojHa [Iporpa-
MaTa € CTaBeHa BO MHUpyBame camo Bo 2022 roau-
Ha, 32 BeKe HapeaHaTa TOJMHA Taa J1a MPOIOIDKH
CO YIIITe MOTOJIEM MHTEH3HUTET OJ1 IIPETXOTHO, TIPE]
MOYETOKOT Ha BojHaTa. Ml BUCHHATA HA TPAHTOBUTE
¢ Ha 3aBu1HO HUBO: BO 2020 1 2021 ronuHa Taa u3-
Hecysaiie 10 4 000 eBpa o OpoekT (KHUTa), a BO
2023 rogunHa orpanudyBameTo € — 10 8 000 eBpa
0 M37aBad.

Enna on mpedkuTe Ha MATOT KOH YINTE TOIe-
JIOCHA UCKOPHUCTEHOCT Ha CpefcTBaTa ox Translate
Ukraine e mamuot Opoj mpeBeyBauu 3a yKpauH-
CKH ja3uK BO MHOTY €BPOIICKHU 3eMjH, IITO € pe3yJi-
TaT Ha (aKTOT JeKa BO MHUHATOTO YKpauHa HE MH-
BECTHpAIIIE BO OTBOPAHE JIEKTOPATH 10 YKPAUHCKH
jasuk. Bripouem, 3a co3maBame KHH)KEBEH IPEBOT
HE € JIOBOJHO JIa C€ JIOJIeTyBaaT TPaHTOBH, TYKY

2
3

4 https://kultura.gov.mk — cocroj6a Ha men 10.11.2023 ron.

114

MOTpeOHN ce W KBaNMM(UKyBaHW KHIDKEBHHU TIpe-
BemyBaun. Ha mpumep, Bo MakenoHuja ©vMa caMo
JIBajI1a KHWYKEBHU MPEBEyBaul HA YKPAUHCKA JIN-
Teparypa. Bo 2023 roguna noneneHu ce aBa rpaH-
Ta 32 MPEBOJ] HA YKpAaWHCKa JIUTepaTypa Ha MakKe-
TIOHCKH, U TOA Ha M31aBavkaTa Kyka ,,My3a“, 3a po-
manute Kapoug on Aunpuj Jbyoxa (2023) u Craza
on Eprennja Kysmemnosa (2023).

Jlen on HajBaXHWTE OJJIUKK HA Tporpamara
Translate Ukraine u Ha 1leTOKyIHAaTa J€JHOCT Ha
YUK e BuIMBOCTA, OTBOPEHOCTA KOH jJaBHOCTA,
MapKETHHTOT U JKelbaTa 3a pacrpoCcTpaHyBame Ha
nHpopmarmure. Cekoja mporpama 3a (UHAHCH-
CKa TOJJPIIKA HA CTPAHCKUTE M37aBadu 3a o0ja-
BYBam€ JieJia O]l JIOMAITHU aBTOPH UMa 1oTpeda o1
MapKeTUHT. YKPaMHCKUOT MHCTUTYT Ha KHUraTa ja
peksamMmpa cBojaTa JIejHOCT U 0COOCHO porpama-
ta Translate Ukraine mipexy CONMjaTHUTE MEIH-
ymu: Uncitiaipam n @ejcoyk, 00jaByBajku 10 He-
KOJIKY CONPKUHH JHEBHO. MHucitialpam npoduiioT
Ha YUK uma 1473 oGjasu u 10 wijagu cnenayn.’

Hacnpotu Toa, ako ce obuaemMe Jia ja mpoHaj-
JieMe Tporpamara 3a MoJJIpIIKa Ha MPEBOIUTE Ha
Jienara o]l MakeJIOHCKaTa KHIKEBHOCT Ha CTpaH-
CKH jasuWIy, ke HaujieMe Ha TemkoTnn. Kako npBo,
BeO-cTpaHuIaTa Ha MUHHCTEPCTBOTO 3a KYITY-
pa ¥Ma Bep3WH Ha MAaKeJOHCKU U Ha al0aHCKH ja-
3MK, Taka IITO CTPAHCKHOT W3/1aBady HajBepojar-
HO Om ce oTkaxan oj morparara no [Iporpama-
Ta yire npu npeuoT obua.* IlpebapyBamero Ha
Iyin co BHeCyBame Ha OJIPEJICHN KITY4YHHU 300POBH,
Kako: translation program Macedonian literature,

W3Bop: ubi.org.ua/uk/activity/mizhnarodna-diyalnist ma nen 10.11.2023 rop.
https://www.instagram.com/bookinstitute.ua/?hl=en — cocroj6a na nen 10.11.2023 rox.
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WCTO Taka HajBepOjaTHO HEMa Ja BPOIH CO TUIO.
JIOKOJIKY cernak ycree HeKako CTPaHCKHOT M3/1aBayd
Jia J10j1e 1o OapaHuTe MHPOPMALIUU — a TOA HajBe-
pOjaTHO Ke ce CIy4Yd CO acCHCTEHIMja Ha CaMHUOT
MaKeJIOHCKH THcarTel, IITO UCTO Taka He e jo0pa
MpakThKa, ke mo3Hae meka KonkypcoT 3a ¢uHaH-
cHparbe TPEBOJIN Ha CTPAHCKHU M3/1aBavd Ha perpe-
3CHTATUBHU M KBAJIUTCTHU JIea OJ MAKeIOHCKATa
KHIKEBHOCT Ha CTPAHCKH ja3HLIU € OTBOPEH BO Te-
KOT Ha 1ejara roguHa. OTCyCcTBOTO Ha POKOBH 3a
NpujaByBame, OJNTydyBamke W MCIUIaTa BiHjae Jie-
MOTUBHUPAYKH BP3 CTPAHCKHOT M3/[aBa4 H HE € JI0-
Opo 3a menumot nporec. Co exneH 300p, CeTO ToA U3-
ieJa HeCepro3HO, Ma W CTPAHCKHOT M3/1aBad He
YyBCTBYBa CUTYPHOCT OKOJIy BUCHHATa Ha cymara,
WCIIaTaTa U PEeajHOTO MOCTOCHE Ha MporpaMara
3a TIOJIIPIIKA.

Baxna omiMka Ha TPAaHTOBUTEC € HHUBHATA
TpaHcmnapeHTHOCT. WH(popmanmjara 3a BHCHHA-
Ta Ha JIOJICJICHUTE CPEJICTBA MOXKEITHO ¢ Ja Ouje
07l jaBeH KapakTep. Bo oBoj momiex rename mMak-
CHMajHa TPaHCIApEHTHOCT Kaj MUHHCTEpPCTBO-
TO 3a KynTypa Ha Yelka, Koe r'd 00jaByBa TOYHHU-
TE CyMH: KOJIKY € mo0apaHo, KOJKY € JI0/IeJIeHO, Ha
KOj W3laBady, KOJKY 3a MPEBOJ, a KOJIKY 3a Ieva-
Tee.’ Bo 0BOj mories; Make0HCkoTO MUHHCTED-
CTBO € KpajHO HETpaHCIapEeHTHO: HeMaMe 00jaBy-
Bambe HUTY Ha CyMUTE, HUTY Ha HH(OpManuuTe 3a
CTpaHCKHTE H3/[aBaud, HUTY 3a MOJIPKAHUTE H
MIPEBE/ICHU JIeTia.

Bo 2022-ta, ronuHaTa Ha MOYETOKOT Ha pPy-
cKara WHBa3Wja BO YKpawHa, HE ¢ PACIHIIAH KOH-
KypcoT 3a nporpamara Translate Ukraine. On npy-

5
6

ra cTpaHa, oBaa ronuHa EBpornickara YHmja mpeky
ceoute (ponmoBu (Ha mpumep, Kpeaiiuena Eepo-
ila) TO CTUMYJHpa MPEBEIYBamkETO HA Jejara Ha
YKpauHCKaTa KHUKEBHOCT. YKPaMHCKHOT WHCTH-
TYT Ha KHUTaTa OBOj MEPUOJ] TO KOPUCTH 3a JPYTH
aKTUBHOCTH, METy KOHM U 3a 00e30emyBame Ha JIH-
Teparypa 3a Jiera Ha YKPanHCKU ja3uK BO 3€MjUTE
Kajie mro uMa Oeranu. Criopes 300poBUTE Ha JTU-
pekropkara Ha YUK, Onekcannpa KoBass, BO uH-
TEPBjyTO HACIOBEHO KHUMICHUOW OUBHUC 80 8peme
na eojna’, YUK u YkpanHa 0BOj TIEPHOJ IO UCKO-
pucTHja 3a TIPOMOIIMja Ha yKpamHCKaTa KHUKCB-
HOCT Bo EBpoma, Ha TOj HauMH mTO 00e30emuja
KOJICKTHBHH IITaHIOBU Ha OCyM TOJeMH MelyHa-
ponuu caemu Bo 2022 roguHa. OmIITO 3€MEHO,
B0 2022 u 2023 ronuHa ce 3rojaeMyBa MpUCyCTBO-
TO Ha YKpanHCKaTa KHMXCBHOCT U Ha YKPAMHCKHU-
TE MUcaTeny Ha (ecTUBAINTE HU3 CBETOT. [lypu u
3a BpeMe Ha BOjHA OBOj MPOIIEC HE 3ammpa 3aroa
IITO € 3aCHOBaH Ha 3[[paBH TEMENH — Ha OJ[IHY-
HO cTpyKTypupaHuoT u ekunupan Y UK. Ce unnun
JeKa YKpauHa e Ha 1o0ap Imat 3a pelaTuBHO Kpar-
KO BpeMe Jia TO HaJOMECTH MPOIMYIITEHOTO O M3-
MUHATUTE JICIICHHM.

3akiay4ox

[IpeBonuTe Ha genara of IOMAIIHUTE MUCATE-
JIA ¥ HUBHOTO M3/1aBar-€ BO CTPAHCTBO IIPETCTABY-
Ba BayKEH JI€J Of KyJITypHATa MOJIMUTHKA Ha CEeKoja
3eMja. Ha 0BOj HaYMH KHWXEBHOTO TBOPEIITBO,
KaKo OMTEH COCTaBeH JIeNl Ha CeKoja KyITypa, J10-
upa 710 cTpaHckara Kynrypa. HajsepojaTtHo Tokmy

https://mker.cz/en/literature-and-libraries-en-1123 - cocroj6a Ha nen 10.11.2023 rog.
https://rubryka.com/article/knyzhkovyj-biznes-v-ukrayini/ - coctoj6a Ha men 10.11.2023.
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MHTEH3UTETOT Ha KYJITypHaTa IOJIUTHKA Ha EBPOII-
CKHTE 3eMjH € Haj3aCiTy’KeH 3a 3rOJIEMEHHOT 00eM
Ha KHIDKHata npoaykuuja Bo XXI Bek. Taa mpo-
JyKIMja ceé MEHyBa HAINlOPEeIHO CO JIyXOT Ha Bpe-
METO, a YUTATeJICKaTa MyOINKa € CeKoral OTBOpe-
Ha 32 HOBM CEH3MOMJIMTETH U JOKUBYBama, UCTO
KaKo IITO U M3aBa4uTe U JINTEPATyPHUTE areHTH
ce BO moTpara 1o ,,cBexa‘“ nureparypa. Toa noa-
pas3bupa exa BpeMeTo IITO € MPOMYLITEHO Mopa-
Y JIoIIaTa KyATypHa MOJUTHKA BO MMHATOTO HE €
HEHA/IOMECTIINBO: MakeqoHHja c¢ yIITe MOXe Aa
I'0 IPOMEHHU KYPCOT, Ja CBPTH HOBA CTPAaHULIA U Ja
IO 3all03Hae CBETOT CO HajHOBHTE Jiejla Haruila-
HU Ha MakKeJOHCKH ja3uk. OAJMueH JI0Ka3 3a Toa

Jlureparypa

MpeTcTaByBa YKpanHa, KOja MPEeKy CBOjOT YKpauH-
CK{ MHCTHUTYT Ha KHUraTa MoCIeAHNUBE 3-4 TONUHH
MIpEe]] HAIllM OYH TIPABU BUCTUHCKY ITOJIBUT U HU JIe-
MOHCTpHUpa MOYHUT CIIPEeMa COINCTBEHATa KHIKEB-
HOCT, nucarenu U jasuk. Ce YMHM JIeKa yIITe cera
MOXKEMe Jla TPOTHO3Upame jeka BO Oucka H-
HUHA YKPaWHCKOTO TBOPEIITBO MAacOBHO ke Owmje
MPUCYTHO HA IITAHJOBUTE HA CACMHUTE HA KHUTATA,
YKPaMHCKHUTE MUCATeIn ke OUaaT c& MONPUCYTHU
Ha KHHM)KCBHUTC q)CCTI/IBaHI/I HH3 CBCTOT, HA IIa3a-
pOT Ha TPYAOT Ke ce Oapaat Mmo3HaBaYM HA YKPAMH-
CKHOT ja3WK, a CO TOa, U Ha PUIONOIKATE (aKyi-
TETH Ke ce MpeaBa YKPAanHCKHOT ja3uK.

Capadosa, H. 2023. KyniuypHuite ioruiiuku u KyridypHuitie ungyciupuu — axitopy Ha 8Ugausocilia Ha manuiie
KHUJICEBHOCIUU 80 KOPUYCOM HA CEEMUCKATIA KHUMICeBHOCHL (citlyguja na cayuaj: Hopeewxa u Makegonuja) —

nokropcka mucepranuja. UMJI, Ckorje

KnmxeBuu nena:
Jbybxa, A. 2023. Kapoug. Cxomnje: My3a.
Kysmenona, E. 2023. Cxana. Cxomje: My3a.

EnexrpoHcku u3BOpH:
https://kultura.gov.mk — cocrojb6a ma aen 10.11.2023 rox.

https://kultura.gov.mk/%d0%ba%d0%be%d0%bd%d0%ba%d1%83%d1%80%d1%81-%d0%b7%d0%b0-
%d1%84%d0%b8%d0%bd%d0%b0%d0%bd%d1%81%d0%b8%d1%80%d0%b0%d1%9a
%d0%b5-%d0%bf%d1%80%d0%b5%d0%b2%d0%be%d0%b4%d0%b8-%d0%bd%d0%b0-
%d1%81%d1%82%d1%80-2/ — coctojoa Ha men 10.11.2023 rox.

https://mker.cz/en/literature-and-libraries-en-1123 - coctoj6a Ha nen 10.11.2023 rox.

https://rubryka.com/article/knyzhkovyj-biznes-v-ukrayini/ - coctojoa Ha nen 10.11.2023.

https://www.instagram.com/bookinstitute.ua/?hl=en — coctoj6a Ha nen 10.11.2023 rox.

https://ubi.org.ua/uk/activity/mizhnarodna-diyalnist — coctoj6a Ha mex 10.11.2023 rog.
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Igor Stanojoski

Macedonian versus Ukrainian Policy on Book Publishing and

Literary Translation Plan in the 2020s
(Summary)

The translation of works from home writers and their publishing abroad is a crucial segment of the cultural policy
in each country. Thus, the literary creation, as an important segment of each culture, reaches the foreign culture. A
lot of countries in the world assign means for financial support of foreign publishers in order to spread out the cre-
ative works of home writers. The financing process is usually managed by the Ministry of culture or some special
national institution, founded for that specific purpose. Macedonian program for support of foreign publishers for
publishing works of Macedonian authors functions within Macedonian Ministry of culture. The process of financial
support of the works of Ukrainian literature is under the guidance of the Ukrainian Book Institute with the program
Translate Ukraine. Some of the most important characteristics of Translate Ukraine and the whole activity of the
UBI are visibility, openness to public, marketing and willingness to inform. Macedonian Ministry in this regard is
fully non-transparent.

Key words: Ukrainian, Macedonian, literature, literary translation, program
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