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HNnuja Benes
Jane Kopabammuja
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PAKOIIMCHU HEBMATCKMH 3AIINCH HA KO3MA
NPEYNCTAHCKH O IOYETOKOT HA XX BEK:
KYJITYPHOUCTOPUCKHU, APXEOT'PA®CKH U
MY3UKOJOIKHU ITPOCJIEAYBAIbA

Kiyunn 360poBu: Ko3ma Ilpeuncrancku, [pKOBHOMY3HUUKH PAKOIHIC, BU3AHTUCKA TPaJULMja, XpHUCaH-

TOBa My3u4Ka pedopma

PakonucHuTEe necHOmeema CO HEBMATCKM 3a-
MUCH Ha 1e0apCKUOT er3apxucku Mutpononut Ko-
3Ma [IpeuricTaHCKM 3alUIIaHu BO TeTpaTka HU Oea
oTcTaneHu HaM Bo 90-TWTe TOAMHM HAa MUHATHOT
BEK O] MPOCBETHUOT paboTHUK Temene I'aBpmiIoB-
cku Bo Knaepo. Toj Oerie BHYK Ha apXUMaHAPUTOT
[Taprenuja (ponen Bo c. Jlomenmu, Kudescko — co
mupcko ume [lerap 'aBpuios, 1887 — 1918) — no-
paHelIeH FakoH Mpu Ae0apCKUOT er3apXUCKU MUT-
pononut Ko3ma IIpeuncrancku u BO J1Ba HaBpara
uryMmeH Ha buropckuor manactup (1912 u 1916-
1918). PakommcHara My3Wdka TeTparkara Oere
Jiell O apXUBCKaTa 3a0CTABIITHHA HA apXHUMaH[I-
puror [laprenuja, kajge WTO MOKpPaj Heropara 3a-
YyyBaHa paKoNMCHA rpafa co mMcMa, JOMUCHH Kap-
THYKH, QoTorpaduu, crapu XapTHEHH MOHETH,

MPeryc Ha MAaHACTUPCKH YCTaB U CI., UMaIle |
M3BOPHHM Marepujai oj] Ae0apCKUOT er3apXucKu
mutpormonut Kosma — komy 10 rogunu My 6w ra-
KOH M HajOnm3ok copaboTHUK. [IpBOBpeMeHO MU-
CJIeBME JIeKa HOTHUTE 3alHCH TH 3aIWIIall apXu-
MauapuToT [lapTeHuja, HO OTKaKO W3BPIINBME
criopenba Ha JYKTyCOT Ha MUCMOTO BO COJIPIKUHU-
T€ Ha TEKCTOT O]l IECHOIEEHaTa CO PAKOIIUCOT BO
nucMata Ha mutpononutot Kosma Ilpeuncrancku
KOU My TH MCIpakajl Ha CBOjoT rakoH Ilaprenuja
nofieka Toj mpectojyBan Bo Llapurpan — jacHo ce
KOHCTAaTHpa JIeKa 0BOj M3BOPEH MY3UYKH U TNCMEH
MarepHjas My nmpunarai Ha 1e0apcKo-KHIeBCKHOT
apxujepe;.

Kozma Ilpeuncrancku (poaeH Bo ceno Op-
nanuu, KuueBcko — co mupcko ume KoHCTaHTHH,
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1835 — 1916) O6un ucrakHaT MaKeAOHCKH TyXOBEH
U TIPOCBETEH Jeel], IPKOBHO aHTaXHPaH Kako ap-
xujepej Ha Jlebapckara ersapxucka MUTPOIIOHja
— BO ciyx0a Ha Oyrapckara IPKOBHO-IIPOCBET-
Ha npomnaranaa. OOpa3oBaHHETO TO 0GOpPMyBas
BO Benec kaj MakeZOHCKHOT MPEPONOCHCKU IEelT
Jopnan Xayu Koncrantunos — [lunot, Bo Kpyme-
B0, B0 burona kaj Pajko JKun3udoB u Ha KpajoT BO
Crkorje. JlyXOBHOTO HaipacHYBam€ IO MMaJl BO Ma-
HacTtupor ,,CB. boropoauna Ilpedncra® Bo ceno-
To JlomeHnm — KnueBcko, Kajie MTO cTaHal FaKoH,
apxuMaHIpuT u ox 1873 rogmHa WTyMEeH Ha OBaa
obuten. [lopamu Toa MOKpaj HETOBOTO XHjEPEjCKO
MMEHYBam-€ TPajHO ja CTeKHa arpuoOynmjara [Ipe-
yrctancku. Ol Taa mo3uLyja WHULKPAT pedop-
MU BO MaHACTUPCKOTO YUWJIMLITE, a TOpagd He-
TOBHOT OJIHOC TPOTHB TpuKara mpomnarasjia Mmery
1874 n 1876 romuna Owi Ha 3aroueHue Bo Cae-
ta [opa. Iloroa paboren xako apxuBap u edume-
puj npu byrapckara erzapxuja Bo Llapurpan, a mo
dopmupameTo Ha Oyrapckara apxasa Bo 1878 ro-
JUHA OMJT Ha3HA4YeH 32 er3apXHWCKW HAMECHHUK BO
[TnoBauB. HeroBara gyxoBHa ¥ IPOCBETHA JIGJHOCT
Beke ce Haco4Mja Ja Ce OJBHBA BO €r3apXUCKHOT
IpoInaranjieH UPKOBEH HHTEepeC BO 3amaaHa Make-
JOHHUja, KaJie IITO KECTOKO Tpedasio Ja ce crpo-
TUBCTaBYBa MPOTHB TAMOIIHHUTE JPYTH HporaraH-
i — rpukata u cprckara. Hackopo, Bo 1881 ro-
JIMHA My OMJIO JIOBEPEHO J]a CTaHe NpeTceaare Ha
ConyHckara ONIITHHA, a IPUTOA 7 TOAUHM Npea-
BaJl BO HOBOOCHOBaHara COJyHCKa MallKa THUM-
Hazuja ,,.Ceetn Kupun u Metonuj“. [loroa, mery
1888 u 1897 roguna, apxumanapurot Kosma Oun
UCTIpaTeH Jia TH PaKoBOAM OMITHHHUTE BO Jlebap u
BO burora.

Bo T0j mepuox crammi Bo OIU30K KOHTAKT CO
ckorickuoT mutporonuT Teomocuj T'onoranos, of
KOTO ja mpudarui ujaejata 3a BO30OHOBYBambe Ha
npeBHara OXpHICKa apXUENUCKONHja 3a Ja uMa
cTaryc Ha caMocTojHa Make/JoHCKa NpaBoCiIaBHA
1pkBa. /[Bajiara MakeOHCKH MPOTAarOHUCTH, KOU
oune Bo cimyx0a Ha Oyrapckara erzapxuja, 3aefl-
HO corjieaje JeKa MaKeJIOHCKOTO CBEIITEHCTBO
€ JIMCKPUMHUHHUPAHO BO OJHOC HAa OHUE KOU CE IO
pox Byrapu, na u 3atoa maHupase Bo300OHOBEeHa-
Ta OXpHJICKa apXUETHCKOMH]ja Jla Ouje cocTaBeHa
caMo OJ] MaKEJIOHCKUTE eMapxuu, a co Ko ke pa-
KOBO/IM MaKeIOHCKH IpKoBeH kiep. Co orirex Ha
TOA TITO BaKBaTa Hjeja He Onina moaipkana ox by-
rapckara ersapxuja u ox Bcenenckara nmarpujap-
muja, ['omoraHoB ro Gapaji pemeHueTo Ha TOj Ha-
YMH MTO ABCTpO-YHrapuja ja moMorHe BO300HO-
ByBameTO Ha OXpHICKaTa apXHEMHICKOIHja a ce
OCTBapH MpeKy yHujaTa co Pumokaronmyakara mpx-
Ba. Heycmexor n1a ce peanm3upa BakBara I[pKOBHA
ujeja, Kako U HAaTaMOILUHUTE KOHTPOBEP3HHU MPO-
1ecH KoM ce OJBHBaJie OKOJy MakenoHuja — Ipu-
HynHO To HaBene Ko3ma [Ipeuricrancku fa ro mpo-
JIOJDKH TIPUKJIOHYBamkeTO KOH byrapckara erzap-
XHja, o Koja OWIJI M TIOCTaBeH 3a JedapcKu ersap-
XUCKUA MUTpONOAUT Ha 21 nekemBpu Bo 1897 ro-
muHa. Bo Toa cBOjCTBO MOpan Aa ocTaHe JiojalieH
MOAJPKYBau Ha Oyrapckara LpPKOBHA TporaraHaa
BO Make/i0HH1]a, 3a IITO BO MEpUOA0T Mmery 1898
n 1901 rogumHa ox cTpaHa Ha CpIicKara U Ha TPY-
KaTa [IPKOBHA MPOIIaraH/ia ce HAIIoJI BO YKHBOTHA
OTACHOCT — OPTaHU3UPajKH My HEKOJIKY 3aceld U
aTeHTaTH 3a aa oune nukBuaupad. [lopaau Toa BO
HETOBa 3aIlTUTA CE CTaBUJIEe AYPU PYCKHOT KOH3YI
B0 butona Anekcannap ApkanjeBud PocTkoBcku
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(mpujaren Ha Kpcte MucupkoB), Kako 1 JIOKaITHUTE
Typcku Binacti. OcobeHo Bo nepuonot Ha bankan-
ckute BojHu (1912 — 1913) u na IIpBata cBeTcka
BojHa (1914 — 1918) apxuepejckara JOIHKHOCT Ha
er3apXUCKUOT MUTPOTOIHT Ko3Ma cTaHana uckiry-
YUTEJHO TEILKa, 3alITO BO KHUYEBCKO-IeOapcKu-
OT Kpaj JKECTOKO ce TpecMeTyBaje Mery cede Tp-
YKara, Cprckara u Oyrapckara LpKOBHA IpoIaraH-
na. Otkako co Bappapcka Makenonuja 3aBnazaea-
na CpOuja npu bankaHCKUTe BOjHU, €r3apXUCKUTE
apxujepeu Owiie IPUHY/ICHU Jia ja Hamymrar Make-
JIOHHUja 1 Ha HUBHO MECTO C€ II0CTaByBaJIe CPIICKH
BIaIULIU. Mery NeTpOHU3UpaHUTE er3apXUCKU ap-
xujepeu Bo 1913 ronuna 6un u Ko3ma [peuncran-
CKH, KOj O1JI mporoHeT u 3amuHaji Bo Hespoxon —
[Mupuncka Makenonuja. Bo Tekor Ha [IpBara cBert-
CKa BOjHA, BO 1915 rojuHa T0j ce BpaTui BO CBOja-
Ta Jlebapcko-KndeBCcKa ermapxmja Kora Oyrapckure
BOjCKH IOBTOPHO I'M OKYNHpajie TEPUTOPUUTE OX
Makxenonuja, Ho HaOpry mounHan Bo Kudeso Ha 11
janyapu Bo 1916 roguna.

Bo onHOC Ha 3auyBaHOTO PaKONUCHO 300pHHUYE
HaIlOMEHyBaMe JIeKa CTPYYHHOT JIeNl O]l HCTPaxKy-
Bamara Ke ce OHeCyBaaT Ha KOIUKOJIOLIKO-apXeo-
rpad)CKUOT OIUC HA 3a4yBaHUTE HEBMAaTCKH LIPKOB-
HOMY3HMYKHM 3aIIMCH, KOM BEPOjaTHO I'M MHILIYBa
nebapckuoT erzapxucku Mutpononut Kosma Ilpe-
yrcTaHcKW. Haramy, caMHOT M3BOpeH Marepujai
ke Ouae mpeaMeT M Ha MajeoMy3HMKOJIOIIKA aHa-
JIN3H, CO MOJKHH NIPELU3UPABa 32 PKOBHOMY3HU-
KHTE COCTOjOM KOM ce ofipa3yBajie Bo MakenoHHja
IIPU er3apXUCKUTE LPKOBHO-IIPOCBETHU BIIMjaHH]ja
Bo Jlebapckara MUTPOIIONH]ja U BO [TOTOJIEMUTE Ma-
HACTHUPCKH LEHTPH Of Hej3uHarta nuenesa — llpe-
YUCTAHCKUOT U BUTOPCKUOT.

Co omen Ha Toa IUTO MHUIYBamETO HA HEB-
MaTCKUTE 3HAlld U Ha JIMTYPrUCKHOT TEKCT € M3-
BE/IyBaHO JIGKEPHO BO paKOIMCHATA TeTpaTKa, jac-
HO C€ KOHCTaTupa JieKa pakormucoT He HacTaHal 3a
Jla CIy’KH BO IOIIMpOKaTa OorociyxOeHa mpume-
Ha, TYKY 32 CEKOjIHEBHH JIUIHH TOTPEOH HA HETO-
BHOT COCTaBYBa4 U 3aIlUIIyBay.

3auyBaHMOT €N O HEBMATCKUTE 3aIllUCH CO
[eCHOIeeHhaTa ce MUIIYBaHU Ha XapTUEHA TeTpar-
Ka CO IIUPOKH JTUHKUHU BO b5 dopmar, Ha 16 nucro-
BU CO OTKMHATO YKOPUYYBAKLC — IIOpaayd IITO U
Ha II0YETOKOT HeJocTacyBaaT 2 OTKHHATH JIUCTA.
Hywmepanujara e 3anumiana co CTpaHULM, IPH LITO
3a4yBaHUOT MTOYETOK € O CTP. 5 — a 3aBpIyBa CO
muctoT 16, ogHocHo co ctp. 36. Crpanuuure 6 u
20 ce mpa3Hu 0e3 TEKCT U HOTalHWja, a He Ce 3alu-
11aJ0 HUIITO YIITE M HAa CTPAHUIIMTE Ol TOCIE-
HUTE 3 MHUCTa — OMHOCHO, Ha cTp. 31-36. JlomHMOT
JIeB aroJjl Ha TeTparkara € OIITETEeH O INIyBILH, IO-
pazau ITo AOLIJIO U 10 UCUE3HYBAE Ha €AHA Tpe-
THHA O TOCJIETHUTE JIBA pella CO HEBMATCKHUTE 3a-
MHUCH U CO TEKCTOBHUTE OJI TIECHOIECHaTa 3aruly-
BaHW 10j] HUB. BooOuuaeHO OMJIO Ha cekoja cTpa-
HHIIA Ja Ce 3alMilyBaar 1o 12 pexna co HeBMH, a
TIOJT CEKOj OJT HWB C€ 3aIliIIyBa U OOTOCITYKOCHH-
OT TEKCT Ha IeCHoNeemara (BKyImHO 24 penoBH).
Camo Ha OHHME CTPAaHUIIM KaJie LITO CE 3alulIyBa-
Jie HacJIOBUTE W MOJHACIOBHUTE Ha TECHOIEeHara,
TaMy uMa 1o 11 pena co HOTHM HEBMH M CO TEKCT
0] IleCHoIeemaTa. EMMHCTBEHO 3a4yBaHHUOT 3aIlHC
Ha [I0YeTHAaTa HyMEpUpaHa CTpP. 5 € MuIlyBaHa co
CBETJIOL[PHO MAaCTHJIO, @ OCTaHATUTE CTPAHMLHU CE
[UIIYBaHU CO MacTUiaB BHOieToB MoinuB. Co Te-
KOT Ha BPEMETO JIOIILIO 0 MU3BECHO U30JICIHYBabE
Ha MUCMOTO U Ha HOTHUTC 3allMCU MHULOIYBaHU CO



Wnuja Benes, Jane Koypabammuja: PAKOITMCHU HEBMATCKU 3ATIMCU HA KO3MA IPEUNCTAHCKH . . .

MacTHJIaBUOT BHOJETOB MonuB. HoTHUTE 3amucu
KOW TO O03Ha4YyBaaT IIPKOBHOMY3HUYKOTO IEeHhe Ha
3aCTalieHUTE KPaTKU XUMHOTPACKU COCTaBU Op-
TOorpad)CKu ce BH3AaHTUCKH HEBMH, a MUCMOTO Ha
3alHIIAHUTE TEKCTOBH € IPKOBHOCIIOBEHCKH PaKoO-
MMUCEH KyP3UB, TUITMYEH 32 IEPHUOJIOT O KPajoT Ha
XIX u moyerokoT Ha XX Bek. McTo Taka u ja3uKkoT
€ IPKOBHOCJIOBEHCKH, HO CO TMIOHEKOU MPUMECH Ha
Oyrapu3mu U Ha 3araJHOMAKEIOHCKH JH]jaJIeKTHU
TOBOPHH U3Pa3H.

ConpxuHaTa € MUIyBaHa CO CENICKTHBEH HU3-
0op Ha XuUMHOTpa)CKH COCTaBH, a HAIIOMEHY-
BaMe JIeKa CaMHUTe 3alicH cO OOorocimyKOeHuTe
TIECHOTICEHha HE C€ TPEIMUIIyBaie Of CTaHIap.-
HO THITOJIOTU3UPAH JTUTYPTUCKHU )KaHPOBCKH 00pa-
senr. Crope] 3acTaneHara COApPKUHCKa CTPYKTypa
Ha IPKOBHOMY3HUYKHUTE TECHOIICCHa BO PAKOIUC-
HaTa TeTpaTKa ce KOHCTaTHpa JIeka OBa CBOCBHUIHO
XUMHOTpagCcKo 300pHUYE OMIIO 3aIHUIIIAHO 33 JTHY-
Ha Oorociyx0OeHa HaMeHa Ha cocTaByBavoT. [lopa-
J1 OTKMHATUTE TPBU JIBa JIUCTA O] PaKOIMCHATa
TeTpaTKa He HU € TIO3HATO CO KOM IMeCHOIeeHa 3a-
MUIITYBAYOT I'O MOYHAJ N300pOT HA IIPKOBHOMY3HY-
KHTE COCTAaBH BO MaJIOTO OOTOCTY>KOCHO 300pHH-
ye. EnHocTaBHO, Ha pBaTa 3a4yyBaHa 5-Ta CTPaHU-
1[a € 3aluIlaH KpajoT Ha MPETXOJAHO 3aCTallCHUTE
KpaTKu XUMHOTpa(CKH MMEeCHOTIECHa, Kaje MITO BO
3arpajia € Ha3Ha4eHO JieKa OJHOCHOTO Cld80C/IO0-
6lle Ha TIIaC OCMHU € TIPE3EMEHO O]l IIPKOBHOMY3HY-
KOTO TBOpemTBO Ha JakoB [Ipotomcant Ciarkoro-
eI — KOHCTAaHTHHOMOJICKH KOMITIO3UTOP Off BTOpaTa
nonoBuHa Ha XVII Bek.

Crpanuuara 6 e mpasHa, a of CTp. 7 J0 CTp.
19 e 3acranena ciyocba HameHeTa 3a 27 JeKeM-
BpH — KOja TOYHYBa CO HajaBaTa 3a BIIETYBame-

10

TO Ha apxujepejoT BO XxpaMoT. Toa HexBOCMUCITE-
HO ja MOTBp/lyBa HalllaTa KOHCTaTaluja 1eKa paKo-
MUCHUOT HEBMATCKH 3aIllUC OMJI HAMEHET 32 COCIIY-
JKEHETO Ha HA/JIGKHHOT BHCOKOTIPEOCBEIITEH ap-
xuepej (Binaaukara). CTpykTypHaTa aHajiu3a Ha 3a-
CTalleHUTE IIECHONEEHa [T0KAXKyBa JIeKa HE CTaHy-
Ba 300D 3a pEenuc Ha TUIIOJIOrM3UpaHaTa MO3any-
Ha MOJIUCTpodHA XUMHOTpadCcKa TBopOa cyocoa-
itia, TyKy BO CIIy4ajoB C€ IPUMEHMUIIa KOMITUJIAIH]ja
0]] HEj3MHHUOT COCTaB CO MOBPEMEHH CII000JHH JI0-
MOJIHYBamka Ha IECHOIeeha KoM Ouie HaMmeHe-
TH JIa Ce TIeaT OJ CTPaHa Ha apXHuepejoT mpu O0Tro-
ciyx0ernoT unH. [IpuToa naenrndukyBaBme: xa-
ilasacuu, 1EJIOBU Ha HEKOM oA 9-Te TECHU Ha Ka-
HOHOUL, XEANUIUHU CUIUXUPU, CECHIUIIEH, ,,86E/IUKOE
guxanue®, iipoiiapu N NPyTH necHomneema. Ha ctp.
18-19 e mpemucoT Ha KpaTKOTO clasociogue Ha
1ac METTH, BO KOj € HAaBEIEHO M aBTOPCTBOTO HA
Tonop UkoromoB (1835 — 1892) — nHaky nctakHaT
Oyrapcku Mpepo0CHUK U aBTOp HA MHOTYOpPOjHH
TEOPETCKU TPYAOBH, YUEOHHIIN U MCANTUKUH, KO
coceMa PeTKO ce cpekaBaar 3acTalyBaHd Bo Ma-
keoHuja. [IprcycTBOTO Ha MPENUCOT Ha HETOBO-
TO KPATKO CI1AB0CA06Ue BO PAKOIMCHOTO MY3HUKO
30opuude Ha Ko3ma [Ipedncrancku ro o0jacHyBa-
Me KaKko JUPEKTHO BivjaHue ox byrapckara npkos-
Ha ersapxuja Bo Jlebapckara MUTpOIOHja.
Crpanunara 20 e mpasnHa, a of ctp. 21 mo
ctp. 30 e 3amuiiana cayocHOa HameHeTa 3a 0oro-
ciayxeme Ha 26 nexkemBpu. Bo cirydajoB ro 3a0e-
Je’)KyBaMe HEBOOOMYACHUOT KaJeHAApCcKu Ooro-
CIIy)kO€H pelociiesl, Taka ITO OBOj W300peH Ip-
KOBHOMY3HMUYKU pEHepToap ClieAd MNpenuilaH Mo
NecCHONeehaTa Ha ¢1yJcoailia HAaMeHeTa 3a Hape-
HUOT J1aTyM — 27 nekeMBpH. Ha moueTokoT ox npe-
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MIUCOT Ha caydcOailia 3a 26 TEKEMBPH ce HaBeIyBa
JieKka O0TOCITy)KeHEeTO Tpeba /1a ce IOYHE CO UCTU-
T€ Kaidasacuu U ceeliuieHoul 3alUIlIaHu BO IIPET-
XOJlHATA 3acTareHa cuyocoa 3a 27 nekeMBpH (Ha
cTp. 7 1 Ha cTp. 12). Haramy, Bo compykuHCKaTa
CTPYKTypa Ha OBaa ciyxcba Aypu HawyBame Ha
yIITE MOCI000HAa KOMIHJIAIFja BO M300pPOT Ha
XUMHOTpaCKUTE MeCHONeeHka. Toa HE ynaryBa Ha
HeBOOOMYaeHaTa KOHCTATAIM]ja IeKa 3aluIIyBadoT
HCTaKHyBaJl M1 CBOCBHHA aBTOPCKa CEJCKIMja Ha
MECHOMEeCHa, KOU Ha COTICTBEH HAUYWH TH IPYyIUpa
Y TH TIOpEayBas BO IMOCIIEAOBaTETHA OOTOCITYX-
OeHa 1enHa — a He BpIed OyKBaJleH TPENUcC Of
TUTIOJIOTH3UpaHa XuMHorpadceka mpemiomka. Ha
CTp. 25 noYHyBa NPENHUCOT Ha KPATKOTO CI1AB0CO-
6ue Ha TIIac celMH, mpuToa 0e3 1a ce HaBele He-
TOBHOT aBTOP KAaKOB IITO € MPHUMEPOT BO MPETXO/I-
HHOT CITy4aj.

Haramormnaara moapoOHa TEKCTONOMIKA M MYy-
3HWKOJIOIIIKA aHaJK3a MOKaXKa YIITE HEKOJIKY Halllu
3HauajHU KoHcTaranuu. limeno, 6e3 o3Haka BO pa-
KOITMCHATA TeTpaTKa 3a aBTOPOT HUE TO UIEeHTU(DH-
KyBaBMe€ U IIPETIHCOT o1l TBOpOara Ha Joan Kykyzen
Braguxy u cejawinenonauannuxa nauelo, Koja ce
aKTyaJm3upaja Ha IPKOBHOCIOBEHCKH ja3WK W Ha
TepuTOpHjaTa Ha MakeoHHUja MPEeKy 3acTaneHoc-
Ta Ha OpojHUTE ncanTukuu Ha Manacuj non Toxo-
poB (1856 — 1936) — o kaje mWTO BepojaTHO OuIIa
npe3emeHa W ox crpaHa Ha Kosma Ilpeuncran-
ckn. Bo Toj mpmior He ja HCKITydyBaMe MOKHOC-
Ta JieKa W JIPYTH TEeCHONeema O/l My3UYKHOT HO-
TEH pakonuc Ha MuUTpornoauTor Ko3zma Oumie mpe-
3eMEHHU O] icanitiukuuilie Ha MOBEKE IIPKOBHOMY-
3MYKH KOMITO3UTOPH KOM TBOpeJie BO MakenoHuja,
HO U TIOIIMPOKO BO PErHOHOT. HammoT BriedaTox e

JIeKa TPe3eMamkeToO IIPKOBHOMY3HYKH TIECHOTICEHha
O/l pa3jMYHU aBTOPH HE CEKOrall MHTPOIIOIH-
toT Ko3ma Ilpeuncrancku ro mpaBen MexaHHY-
KU U CO 1eJI0OCEH Mpenuc 0 KOHKPETHA MPesIon-
ka. TyKy, HErOBHOT KOMITWJIATHBEH aHTaKMaH O
KOHILIEHTPUPaH Ja M30upa camo OIpeaeseHH I1o-
TOJIEMH WJIU TTOMaJId (pparMeHTH O XUMHOTpad-
cku cocTaBu. Ho 3a Hac e moBaKHO J1a MCTaKHe-
Me JieKa TOj LEeJIOCHO Ce MPUAPKYBall KOH OpTO-
rpadujara Ha BU3aHTUCKOTO IPKOBHO meeme. OT-
Tamy, ¥ HETOBOTO 3a4yBaHO PaKOTIMCHO HEBMATCKO
300pHMYE IPETCTaByBa yIITE €1HA N3BOPHA IIOTBP-
Jla aexa Ha npemMuHOT o1 XIX Bo XX Bek Bo Ma-
KeJI0HUja TPOJIOJDKHIIE Ja JIejCTBYBaaT 00pa3oBa-
HU LPKOBHOMY3WYKH TBOPLH U BEIUTH KOMIIMAJIATO-
PH, KOM CyBepeHO Biajeene co XpHUCcaHTOBara Te-
opHja M TPaKTHKa HA IPKOBHOTO MECHE CIIOpPE]
BH3aHTHCKaTa Tpamuiyja. [IpuToa, moarajku of
corne0dara 3a 3aCTarieHoCTa BO OBOj MaJl paKOITH-
CeH HeBMAaTCKH 300pHUK Ha aBTOPUTE U Ha TEOPH-
UTE BP3 KOMIITO THE T MPAKTUKYBajle CBOMUTE 1Ip-
KOBHOMY3HMYKM BEUITHHH, HEABOCMHCICHO MpeT-
nocraByBame Jieka U Ko3ma I[Ipeuncrancku ro uc-
TaKHYBaJI CBOETO TBOPEIKO UCKYCTBO KOj 00pa30oB-
HO TO TIPIIENT BO MOTOJIEMHUTE IIPKOBHO-IIPOCBETHI
[EHTPU Ha MOIMIMPOKHOT OATKAHCKH MPOCTOp. 3a
JKall, Jocera He ce OTKPUEHH APYT'H HEBMATCKH 3a-
nHcH o7 cTpana Ha MutpononuTot Koszma Ilpeunc-
TAHCKH IMPEKy KO Ke C€ JIOKOMIUIETHpaar TOIIH-
POKHY CO3HAHHW]ja | 3a OBOj JIeJ O HETOBAaTa IPKOB-
HO-TIPOCBETHA JIEJHOCT.

Ha 3akimyunme.

Wz6opor Ha 3acraneHute Oorociy:xOeHH
MeCHONeekha € U3BPIIeH CI000IHO Ol CTpaHa Ha
3aIUINyBavoT, 3alITO OWJI HAMEHET 3a MOBpeMe-
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HO OOTOCIYyXEHme Ha apXHepejoT BO IEIOCHHOT
Oorociyx0eH 4MH IITO TO M3BEAyBaje OCTaHATH
CBELITEHOCIYKUTENIN U JTyXOBHUIM 32 BpEeMe Ha
nutyprujara. Ho m mokpaj Toa, 0BOj penaTHBHO
MOHOB HEBMATCKH PAKOMHC MPUOIMKHO O OKOITY
1912 rommHa MMa MCKITYIUTEIIHO 3HAYCHHE 32 WC-
TPaXKyBambeTO Ha MaKeJOHCKaTa IPKOBHOMY3HWYKa
Tpaauuja. Ha My3WKOJIONIKK TUTaH KOHKPETHHOT
3a4yBaH HEBMATCKU PaKOIUC HYAW HU3BOPHO CBe-
JIOLITBO 3a TOA: KAKBO IeeHme ce NMPaKTUKYBaJIO BO
OorocnmyxOuTe 1Mo MakeIOHCKHTE I[PKBH M MaHa-
CTHPH TIPY BOCTIOCTABYBaHUOT JTYXOBEH MPOTEKTO-
par ox ctpaHa Ha byrapckara erzapxuja. Ho oco-
OEHO € BIIEYaTIIMBO M TOA IITO BO KpaTKara n3oop-
Ha CTPYKTypa Ha IPKOBHOMY3UUYKHOT PaKOIIUC CE
3acTanuie U MecHOIeemha KO Oujie aBTOPCTBa Ha
MO3HATH 32 TOA BpeMe MaKeI0HCKH U JIPYTH Peruo-
HAJTHA MY3UYKH J€jITH.

3a HeKkoW HaApeAHHM HUCTpaxXyBama OW OHIIO
MIPEU3BUK OBOj PAKOMUCEH HEBMATCKU 3aluC Ha
Ko3ma Ilpeuncrancku aa ce cropeau co OHOj Ha
ocitiojro eciti Ha Tac METTU, IITO Ha 24 JTHUCTO-
BU ro Hamwmmain Bacuin MkonomoB Bo 1912 romu-
Ha. OcOOCHO € BaYKHO IIITO M OBOj pakomuc Ha Mko-
HOMOB € TIPOHaj/IeH BO MaHacTHpoT ,,CB. boropo-
mura [lpuaecra® kaj KnaeBo u e HactaHar BO ipH-
OJIDKEeH Iepuoj, a BeKe YIOKOCHUOT MPOTOIaKoH
Anexcannap LlaHIOBCKM Tro TOAapu Ha YyBame
Bo HYbB ,,Ce. Kiiument Oxpuncku® Bo Ckorje
(Curn. Mc 224).

[IpeocranyBa yiTe 1a HAIIOMHEME.

AKO ¥ BO KOHTPOBEP3HHUTE MEPUOAM O] MaKe-
JIOHCKaTa IPKOBHA HCTOpPHUja Ha IpeMHHOT o XIX
B0 XX BeK, Kora ce Iupesie NporaranHuTe Binja-
HHUja Ha COCEJHHUTE IPKOBHOIOJUTHYKH HHTEpE-
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CHU: TPUKHUTE, CPIICKUTE U OYrapCKUTE, STHOCTAB-
HO HE MPECTAHAIO U3BOPHOTO U TPAUIIHOHATHOTO
MCTOYHOBU3AHTUCKO I[PKOBHOMY3HYKO YCOBpIIIY-
Bame Ha MAKEJOHCKHUTE MCAJITH U KOMIIO3UTOPH —
Toralll, U3JIMIIHA 01 Owiie Koyebamara Jieka 1 cera
Tpeba Ja ce HeryBa MCTOTO AYXOBHO M KYJITYPHO
00rarcTBO KO€ HH € HacjaeAeHO 01 MUHAToTO. Kako
TpaJUIINja, HO U KAaKO COBPEMEHOCT.
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Ilija Velev
Jane Kodzhabashija

Manufactured Neumatian Records of Kozma Prechistanski
from the Beginning of the 20th Century: Cultural-historical,
Archeographic and Musicological Follow-ups

Macedonian paleomusicologists — Byzantologists have repeatedly emphasized that the process of discovering hand-
written musical records, collections and old printed books on the territory of Macedonia is still not over. Confirma-
tion of this conclusion about the sustainability of the concern to uncover the Macedonian church music heritage, is
the scientific publication of the previously unknown Neumatian manuscript from the beginning of the 20™ century
by the Debar Exarchate Metropolitan Kozma Prechistanski, which was preserved in the family archive of the Big-
orsk abbot — Archimandrite Partenija. The manuscript was handed over by the Gavrilovski family in Kichevo to
Prof. Ilija Velev, who together with the Macedonian paleomusicologist Prof. Jane Kodzhabashija carried out cul-
tural-historical, archeographic and musicological research. Their joint research contribution is a contribution to this
scientific work. It should be noted that the cultural-historical and archeographic research is a contribution of Prof.
Ilija Velev, and the expert musicological analysis followed by comparative observations is the work of Prof. Jane
Kodzhabashija. Of course, in both research aspects there was an exchange of expert experiences between the two
authors.

Key words: Kozma Prechistanski, church music manuscript, Byzantine tradition, Chrysanthemum’s musical reform

16



CONTEXT / KOHTEKCT 32, 2025

Tatjana Srceva- Pavlovska

YK 305-055.2:[808.51:32-055.1(73)

MISOGYNY AND SEXISM IN BENJAMIN FRANKLIN’S
OLD MISTRESSES’APOLOGUE AND DONALD TRUMP’S
PUBLIC STATEMENTS: STATESMEN USING HUMOUR AS

A COVER-UP

Key words: Benjamin Franklin, Donald Trump, humour, misogyny, sexism

1. Introduction

Laughter, at some points, can be perceived as
disrespectful and is even discouraged in certain
social and institutional settings, like, for exam-
ple, some religious situations or churches. Many
individuals take offense when they are the target
of laughter, highlighting a fundamental aspect of
human social interaction. There are some theoret-
ical frameworks that provide an explanation for
this phenomenon, suggesting that disrespect aris-
es when one individual perceives another’s emo-
tional distress as acceptable. For instance, accord-
ing to Veatch’s theory, laughter signifies the person
(X) laughing regards the violation of certain moral
principles as perfectly normal. However, if anoth-
er person, for instance person (Y), is in fact deep-
ly or emotionally invested in that principle - such
as in cases where it relates to one’s own personal

dignity - and does not view the violation as accept-
able, a conflict arises. To elaborate further, offen-
siveness relates to different perceptions which re-
fer to a range of processes. A situation is considered
funny only when it is seen as a “subjective moral
violation” by the person laughing. This means it
must go against a moral principle that the perceiv-
er personally values. For instance, from (Y’s) per-
spective, their emotional distress is dismissed or
validated as acceptable by (X’s) laughter. Conse-
quently, (Y) interprets (X’s) reaction as an indica-
tion of disregard for their feelings, leading to the
perception of insolence (Veatch, 1998: 166-167)
In this respect, this research paper focus-
es on the misogynistic tendencies through usage
of laughter and joke by analyzing select excerpts
from the opus of the famous American statesmen,
Benjamin Franklin, and selection from President
Donald Trump’s public addresses throughout the
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years, who both use humour as a cover-up to ex-
press and articulate certain misogynistic ideas, dis-
regarding the feelings of women as pointed in Ve-
atch’s analysis. Having in mind the dissimilar time-
frame in which they both lived and worked, their
approaches reflect diverse historical and cultural
contexts and therefore, the tactics they use to veil
their misogynistic standpoints are different. For in-
stance, Benjamin Franklin’s humour is subtle and
intellectual, using satire and irony to express sex-
ism in a more sophisticated, playful tone; in ad-
dition to this, his poking remarks reduce women
solely to their utility for men. By contrast, Trump’s
humour seems to be more blunt, even confronta-
tional, and blatantly misogynistic, often ridiculing
women in the open, strongly relying on stereotypes
and dehumanization to assert domination, present-
ing himself as almighty and predominantly mascu-
line, a real ‘manly man’. Both statesmen use hu-
mour as a tool to deflect criticism - Franklin by
using high-brow intellectual authority, whereas
Trump, being on a lower rhetoric scale in compar-
ison to Frankin, through populist dismissal of “po-
litical correctness.” However, in both cases, hu-
mour in its essence disguises and reinforces patri-
archal norms, making sexism palatable to their re-
spective audiences.

! in Richard Gildrie’s

See more article:

https://doi.org/10.1080/03612759.2001.10525742

II. Benjamin Franklin and his
position on women in “Old Mistresses’
Apologue”

Benjamin Franklin (January 17, 1706 — April
17, 1790) was the American Founding Father, and
scientist. He has also been known as “the First
American” (Morgan, 2002). In his essay which is a
part of the collection of articles on Benjamin Frank-
lin and women, Jan Lewis comments on the incon-
sistency of Franklin’s views on gender and on the
situation of women in the eighteenth century.! This
analysis is based precisely on such inconsistency,
focusing on his satirical writing “Old Mistresses
Apologue” which can be considered both as a de-
fense of marriage and a provocative exploration
of unconventional relationships, revealing Frank-
lin’s wit and his refined, subtle flirtation with soci-
etal norms when expressing his opinions. Accord-
ing to Veatch, “humor may play off lexical ambi-
guity (puns), or make use of linguistic ill-formed-
ness or stigmatized forms, dialect features, etc. (as
in mimicking ridicule), or may use linguistic ar-
guments (that is, logically fallacious lines of rea-
soning whose apparent sense is derived from lin-
guistic factors like ambiguity, metaphor, idioms,
formal similarities)”, etc. Some of these linguistic
components can be detected in Franklin’s writing
as a tool to pinpoint certain personal opinions. It
opens with advocating for the institution of mar-
riage, which he characterizes as the most natural ar-
rangement for men and women, and by employing

and in:

https://founders.archives.gov/?q=benjamin%20franklin%20Author%3A%22Franklin%2C%20Benja-

min%22&s=1111211111&r=1&sr=
18



CONTEXT / KOHTEKCT 32, 2025

metaphors, like the one of an unmarried man and
woman resembling “the odd half of a pair of scis-
sors,” to underscore his view that men and wom-
en are complementary halves, each fulfilling dif-
ferent, distinct roles, Franklin claims, that marriage
1s in fact the most natural state of mankind, since it
contributes “force of body and strength of reason,”
among men, while for women offers “softness and
sensibility” - a perspective that perfectly reflects
the gender norms of the 18th century. By praising
marriage, Franklin criticizes extramarital relation-
ships, asserting that they fail to offer the same so-
cial and personal benefits. Despite this criticism,
Franklin does not dismiss the possibility of affairs;
on contrary, by pointing out that if it comes to that,
there’s a guidance to be followed for those inter-
ested in pursuing them. He provides an infamous
list of eight reasons for preferring older women as
partners in extramarital relationships, which not
only shifts the entire tone of the essay, blending
humour with pragmatic observations, but it also
reveals the hidden misogynistic standpoints that a
founding father of a nation, in fact, didn’t have the
greatest of opinions when it comes to women.
Franklin’s essay ultimately juxtaposes misogy-
ny and serious commentary on social conventions
with satirical exaggeration, leaving room for read-
ers to question the sincerity of his advice. His ar-
guments are framed within the context of Enlight-
enment thinking, where reason and pragmatism of-
ten guided discussions on morality and human re-
lationships. The humour that he uses in “Old Mis-
tresses’ Apologue” contains elements that, through
a contemporary lens, can be interpreted as extreme-
ly misogynistic, despite its seemingly progressive

defense of older women, which opens another Pan-
dora’s box regarding his stance about ageism. The
misogyny ‘undercover’ arises from the fact that
Franklin manages and articulates humour to reduce
women to objects of utility, desirability, and conve-
nience, perpetuating gendered stereotypes even as
he appears to celebrate their virtues. I would like to
pinpoint the most crucial aspects related to this hy-
pothesis as

- Key Characteristics of Misogynistic
Humour in Franklin’s Essay:

1. Firstly, Franklin begins by emphasizing the
conversational and intellectual qualities of older
women, arguing that their wisdom and experience
make them superior partners. He contrasts this
with younger women, who, while often physical-
ly attractive, lack the maturity and depth that old-
er women possess. Moreover, Franklin highlights
the transient nature of physical beauty, suggest-
ing that with age, the charms of a younger woman
fade, while the qualities of an older woman remain
consistent, adding that with “a basket on a wom-
an’s head, and a focus below woman’s waist down,
there is hardly any difference whether the lady
is young or old, which is offensive both towards
younger and elderly women at the same time. On
a more moral tone, Franklin asserts that relation-
ships with older women mitigate the harm typical-
ly associated with affairs. He claims that seducing
a young woman could lead to her lifelong unhappi-
ness and social ruin, whereas an affair with an old-
er woman avoids such consequences. He also the-
orizes that older women are more grateful for the
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friendship, appreciating a man’s company in a way
younger women might not.

2. Then, Franklin praises older women not for
their intrinsic value as individuals, but for their
utility to men thus reducing them solely to the util-
itarian value - offering experience, discretion, and
above all gratitude in romantic relationships. By
bordering women’s worth in terms of what they
provide to men, the humour reinforces the patri-
archal notion that women’s value is primarily ser-
viceable, social, or functional.

3. Third, Franklin humourously dismisses
physical appearance with a saying “in the dark, all
cats are grey” which flagrantly challenges the fe-
male body, putting it solely in a role of commodi-
fication, a metaphor that reduces women to inter-
changeable entities, ignoring their individuality.
Even though he most likely intended to be witty
and pragmatic, is comment objectifies and insults
all women, suggesting that their physical identi-
ties are irrelevant compared to their ability to ful-
fill male desires.

4. Furthermore, Franklin’s humour also relies
on condescending, exaggerated praise of older
women’s gratitude and loyalty. These traits func-
tion as Franklin cover-ups for presenting compen-
sations for women’s diminished sexual appeal in
the eyes of society. This sugar-coated compliment
implies that older women are more accommodat-
ing because they are grateful for the coitus or any
attention whatsoever, which is not only insulting,
but also a condescending, reductive perspective.

5. In continuation, the statesman applies dou-
ble standard through humour, thus subtly rein-
forcing a dosed hypocrisy when it comes to sexu-
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al relationships. While older women are commend-
ed for their “experience” and “virtue,” the young
male reader is implicitly encouraged to exploit
these qualities without being subjected to similar
scrutiny regarding his own character or intentions.

All in all, it seems that Benjamin Franklin uses
humour to reflect the overall gender dynamics of
the Enlightment era, where women were often
evaluated in terms of their usefulness to men rath-
er than as autonomous individuals. Even though in
various aspects, the statesman appears to subvert
ageist norms by advocating for older women, at the
same time, it seems that his humour simply con-
tinues those gendered hierarchies by framing their
worth in relation to male desires. Therefore, from
a feminist point of view, his humour can be under-
stood in the category of benevolent sexism, a form
of gender bias that appears to praise women while
ultimately reinforcing stereotypes that limit their
roles and identities (Glick & Friske, 2018). By con-
cealing his standpoints in humour, Franklin seems
to diffuse the severity of these statements, normal-
izing the misogynistic and sexist undertones em-
bedded in his satire. With all this being said, the
misogynistic aspect of Franklin’s humour lies in its
failure to transcend the patriarchal structures of his
time, and by using wit and satire to reinforce, rather
than dismantle the objectification and instrumen-
talization of women. Even though his letter-essay
is entertaining, the humour in it reflects the gender
biases of its cultural and historical context under
which pretext he lived and worked. Therefore, his
objectification of women, reducing them to utili-
tarian roles within a male-centered perspective is a
cruel jest that centers on a testosterone-driven lens,
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using both younger and older women as the butt of
the joke, thus perpetuating stereotypes about wom-
en’s worth being tied to their physicality or service
to men, even when framed in a seemingly progres-
sive light.

II1. Trump’s Humour: A Pattern
of Dismissal, Deflection, and
Dehumanization

Donald Trump is yet another statesman and the
current president of the USA whose history with
women in both private and public spheres illus-
trates an extremely complex interplay of humour,
rhetoric, and overt derogation that extends beyond
his more general public statements. Offensive vi-
olation occurs when there is a perceived viola-
tion but there is no competing view of the situation
as normal, or where the competing view is driv-
en out by the strength of affective commitment to
the principle being violated (Veatch, 179). To put it
in other words, approximately two dozen women
have accused Trump on variety of violations, from
using an offensive language to sexual misconduct?,
including high-profile cases such as that of writer
E. Jean Carroll, who alleged that Trump raped her
in a department store dressing room in the 1990s.
In civil proceedings, Trump was found liable for
sexual abuse and defamation against Carroll and
ordered to pay substantial damages, though he has
appealed the case. Despite these serious accusa-
tions and findings, Trump has frequently attempted

2

to publically reframe these allegations as insignif-
icant or exaggerated, using humour or casual dis-
missals to minimize their impact. Analyzing Don-
ald Trump’s use of humour through an academic
lens reveals how his rhetoric often employs mi-
sogynistic tropes that reinforce traditional gender
hierarchies. His humour can be seen as a mecha-
nism for asserting dominance, masculinity, relying
on dehumanization, ridicule, and reinforcement
of power imbalances. Trump’s jokes about wom-
en often draw on cultural stereotypes, race, agism,
body shaming etc., even exploiting societal anxiet-
ies around gender roles and expectations.

- Key Characteristics of Misogynistic
Humour in Trump’s Rhetoric:

1. Firstly, one of the most notorious instances
occurred in 2016, when the “Access Hollywood”
tape surfaced, revealing Trump bragging about
grabbing women by their genitals - remarks he lat-
er defended as “locker room talk.” By reframing
this explicit and offensive language as “banter,”
Trump utilized humour and a downplaying strate-
gy to excuse behavior that would otherwise be per-
ceived as predatory. This tactic is strikingly simi-
lar to Benjamin Franklin’s use of satire to disguise
the underlying misogyny in the “Old Mistresses
Apologue.” Both figures leverage humour or ca-
sual, unpremeditated language as a mask for un-
derlying disrespect, allowing them to deflect criti-

See in: https://abcnews.go.com/Politics/list-trumps-accusers-allegations-sexual-misconduct/story?id=51956410

and: https://www.businessinsider.com/women-accused-trump-sexual-misconduct-list-2017-12
https://www.npr.org/2024/10/25/g-s1-29963/stacey-williams-donald-trump-jeffrey-epstein
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cism and cast any objections as taking things “too
seriously.”

2. However, Trump’s frequent public criticisms
of female figures, especially those in powerful or
visible positions, often focus on their intelligence
or physical appearance, which can be identified as
women ridicule and objectification. A recent ex-
ample involved his election campaign attacks on
former Vice President Kamala Harris, whom he
called “slow” and a “low IQ individual’” and com-
pared unfavorably to Brett Favre, the retired NFL
quarterback who appeared alongside him at a ral-
ly, right after which he claimed that he was being
“very nice to her”. By ridiculing Harris’s intelli-
gence in contrast to a male celebrity, Trump perpet-
uates a stereotype of women - particularly wom-
en of color - as inherently less capable than their
male counterparts. Such rhetoric works on multi-
ple levels: first, it diminishes women’s credibility
and competence, reinforcing a long-standing cul-
tural stereotype that women, especially women in
authority, are “less than” men. Second, it aligns
Trump with an audience that finds his humour con-
firmative rather than offensive and insulting, as it
appeals to gendered (and often racialized) biases
without directly confronting them. Third, by po-
sitioning these insults as jokes, Trump successful-
ly manages to quickly dismiss any criticism as an
overreaction, maintaining the humour barrier that
makes it difficult for opponents to hold him ac-
countable. Trump’s jokes frequently reduce wom-

en to their physical appearance or perceived de-
sirability. For example, he also objectified wom-
en like Heidi Klum, calling her “no longer a 10”;
Nikki Haley, to whom Trump refers to as a “bird-
brain” and “Nimbra” (the name she was given at
birth is “Nimarata”) then, his infamous remark
about journalist Megyn Kelly (“blood coming out
of her wherever”) or his comments about Carly
Fiorina’s looks (“Look at that face! Would anyone
vote for that?”)* all of which rely on demeaning
language that undermines women by focusing on
their bodily features rather than their capabilities or
intellect and objectifying them at the same time.’
And in addition to this, he often uses mimicry for
humorous effect, which, according to Veatch “may
make specific use of linguistic features characteris-
tic of a dialect or of an individual’s speech pattern,
or may impose artificial or exaggerated intonation
patterns or voice quality so that listeners who view
the speech patterns of another as unusual or differ-
ent may laugh at them.” (199)

3. Imposing in public the opinion of hyper-
masculinity is perhaps the common thread linking
Trump’s humour, accusations of sexual miscon-
duct, and public insults is in a way a complex rhe-
torical strategy that establishes serious issues as in-
consequential. Just as Franklin used humour in his
essay to depict women in purely utilitarian terms,
Trump’s “banter”, or, his so-called famous “teas-
ing of the public” often serves to trivialize and de-
humanize women just to underline and stress his

3 See: https://www.independent.co.uk/tv/news/trump-harris-low-ig-north-carolina-rally-b2638513.html

4

See links: https://www.thedailybeast.com/trump-is-botching-his-already-dismal-shot-with-women-voters/

5 See links: https://www.nytimes.com/2016/10/08/us/donald-trump-tape-transcript.html
https://www.vox.com/politics/384792/your-body-my-choice-maga-gender-election
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own hypermasculinity. By casting random ‘hu-
mourous’ remarks on serious issues as light-heart-
ed jokes, or “a locker room talk”, he applies jest
as a strategy to mitigate the seriousness of his be-
havior and alleviate personal standpoints. This tac-
tic seems to normalize harmful gendered attitudes
on a mass scale, allowing prejudiced views to per-
sist under the pretext of entertainment. The pattern
is recurring and it involves humour and casual dis-
missal which serve to enforce power dynamics in
which women are devalued or objectified, (for in-
stance during the presidential campaign 2024, he
stated “I will protect women at all costs, wheth-
er they like it or not.”®). This dynamic creates as
well a double standard, where Trump’s seemingly
“jovial” or “chivalrous” tone allows him to appear
as though he is acting in women’s best interests
while simultaneously discrediting their ability to
make decisions about their own protection creating
a scenario where questioning the statement could
be construed as taking it too seriously or “missing
the joke.” The repeated use of humour to deflect
responsibility, belittle intelligence, and reframe se-
rious accusations aligns with a cultural tendency
to overlook or excuse such behavior when deliv-
ered in a “joking” tone. The cumulative effect is
a public narrative where misogynistic comments
are normalized, and women’s voices and experi-
ences are consistently undermined. Trump’s hu-

mour often juxtaposes his own perceived mascu-
linity against caricatures of women as weak, overly
emotional, or irrational — not having ‘the stamina’
to be presidents. This framing hardens his self-pre-
sentation as a dominant figure, while downgrading
women to subordinate or trivial roles. This tactic is
consistent with hegemonic masculinity, (Donald-
son, 1993) where dominance is maintained by be-
littling perceived “others.””

Trump’s jokes about women frequently act as a
form of verbal aggression, intended to humiliate or
silence the female opponents, taking the structure
of a weaponized humour and deflection through
which the speaker/inventor (in this case President
Trump) generally feels a certain glow of creative
accomplishment (Veatch, 201). For instance, call-
ing Hillary Clinton a “nasty woman” during the
2016 presidential debate reduced her assertiveness
to a negative stereotype, casting her as unlikable
and unworthy of respect while the Trump’s MAGA
supporters often defended such remarks as “just
jokes” or as part of his unconventional persona,
who often uses humour to bypass political correct-
ness. This deflection strategy diminishes the per-
ceived harm of his comments while perpetuating
the belief that calling out misogyny is an overre-
action. Sociologist Deniz Kandiyoti’s concept of
patriarchal bargains explains how systems of gen-
der inequality persist through cultural practices,

¢ https://www.nytimes.com/2024/10/31/us/politics/trump-women-like-it-or-not.html?smid=url-share
https://www.politico.com/news/magazine/2024/03/17/how-donald-trump-uses-humour-to-make-the-

outrageous-sound-normal-00146119

https://www.nybooks.com/articles/2024/03/2 1/laugh-riot-trump-fintan-otoole/
7 See also in: Whitehead, Stephen. “Hegemonic masculinity revisited.” Gender, Work & Organization 6, no. 1

(1999): 58-62.
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such as humour, that reward complicity in patriar-
chal norms. Trump’s misogynistic humour upholds
these norms by casting women in reductive roles
while rewarding his audience with the familiarity
of gendered stereotypes, at the same time, project-
ing his own subjective state of “much ado about
nothing” philosophy, while demonstrating appar-
ent emotional absurdity, where the perceived situa-
tion is seen as normal.

IV. Conclusion

Trump’s use of humour reflects broader soci-
etal structures of power and inequality and is in
style with the populist communication which is
described as a ‘simple and even vulgar language’
(Mudde and Rovira Kaltwasser, 2017: 64). While
his comments may seem ofthand or petty, they
contribute to a discourse that devalues women
and reinforces male-controlled norms. The analy-
ses of his public statements reveal the multifaceted
ways in which this humour functions—not mere-
ly as personal expression but as a strategic tool for
maintaining dominance, marginalizing opposition,
and cultivating loyalty among his MAGA base.
Trump’s humour is at times quite blunt, aggressive,
and often thrives on explicit ridicule and provo-
cation, aligning with the norms of contemporary,
right-wing political populism. His comments about
women - mocking their appearance, intelligence,
behavior, or abilities are not indirect, nor veiled in
irony; they are strictly designed for maximum im-
pact in a media-saturated environment. Trump ex-
ploits cultural anxieties around feminism and gen-
der equality to mobilize his base, often claiming
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that his remarks are “jokes” by saying “I’m kid-
ding”, thus deflecting criticism while maintaining
misogynistic undertones.

In contrast, Franklin’s humour reflects the En-
lightenment values of wit, reason, and irony, re-
peatedly used to explore moral or societal ques-
tions. In “Old Mistresses’ Apologue,” he adopts
a satirical tone to discuss romantic relationships,
praising older women for their discretion and wis-
dom. While Franklin’s humour may seem progres-
sive in elevating older women, it ultimately re-
inforces misogynistic assumptions by reducing
women to their utility in serving male desires. The
humour is indirect, with implied irony and rhetori-
cal elegance, appealing to an educated elite famil-
iar with layered satire. Franklin’s humour serves to
navigate the social taboos of his time. By framing
his misogyny as playful satire, he makes provoc-
ative arguments seem acceptable within the con-
text of Enlightenment intellectual discourse. Hu-
mour becomes a mask, softening the underlying
sexism and making it tasty to an elite audience.
Trump’s humour, on the other hand, operates more
as a harsh tool for control and identity politics. It
reinforces his self-image as a disruptor of political
correctness, using jokes to ridicule feminist ideals
or opponents. By framing misogynistic remarks
as jest, Trump normalizes such behavior and dis-
misses criticism as overreaction or lack of sense
of humour.

To sum, Benjamin Franklin’s and Donald
Trump’s usage of humour reveals how both polit-
ical figures deploy it to express or reinforce mi-
sogynistic ideas, though within vastly different
historical, cultural, and rhetorical contexts. While
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Franklin’s humour operates within the intellectu-  differences, both statesmen use humour as a shield
al and literary conventions of the Enlightenment, and weapon, allowing them to articulate patriar-
Trump’s humour is rooted in contemporary popu- chal ideas while deflecting criticism.

list rhetoric and mediated spectacle. Despite these
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Tartjana Cpuea-IlaBioBcka

XyMOpOT KaK0 MACKa 32 HCKAKYBambhe MH30THHHUja U CEKCH3aM BO
Aiionotuja na ciiapuine byooenuyu Ha benuamun @peHKJIMH U
jaBHuTe H3jaBu Ha Jlonanx Tpamn
(Pe3ume)

XyMOpOT, HaKO YeCTONaTH ¢ OEHUIHa U 00CAMHYBaYKa CUJIa, MOXKE Jia TIOCIYXKH U KaKO CPEJICTBO 32 KaHAIIU-
3Upame Ha JIJIa00K0 BKOPEHETH OIIITECTBEHH Mpeapacyiu u cexcruzam. OBOj TPy/l I'M UCTPaXKyBa HAYMHHUTE KOra 1
KaKo MHU30THHHUjaTa MOXe Jia Ce 3aMacKupa MpeKy yrnorpebdara Ha XyMOp, Kako BO HCTOPUCKHUTE OTCEUKU TaKka U BO
MOJIEPHUOT KOHTEKCT, CO ()OKYC Ha JBajla aMEPUKAHCKH JP)KaBHUIIN, beHyjamMua OPEeHKIINH 1 HETOBOTO CATUPHYHO
ecej-mucMo ,,Aroniorija Ha crapure JbyooBauuu (1745) u amepukanckuoT nperceaaren Jonanm Tpamim, co ce-
JICKI[Hja OJf HETOBH jaBHHU HacTanu u u3jaBu. O0ajara moJuTHIapy ro KOPECTAT XyMOPOT 32 Jia TH IOTEHIIMPaaT po-
JIOBUTE CTEPEOTHUIIN BO KOHTEKCT M HA HAYMH THIIMYEH 32 HUBHUTE €MOXH Ha OuTucyBame. [TucMoro Ha OpeHkiInH
BO (popMa Ha JIyXOBHUT COBET JI0 €/I€H MJIaJl YOBEK Jia ' 0J10epe MOCTAPUTE JKEHU 32 CBOM JbYOOBHUIIM, HABHIYM
JIelTyBa KaKo TOj Jia Ce 3ajiara 3a HUB KakKo IPETIOYUTaHu ceKcyanHu naprHepu. Cenak, 0a3udHUTE MPETIIOCTABKU
u Te3ute kou OpaHKIMH I'M U3HECYBA I'M CBE/lyBaar )KEHUTE HAa HUBHATA CEKCyaJlHa YTUIIMTAPHOCT, IPUTOA OTKPHU-
BajKH MU30I'MHUCTHYKA NEPCIIEKTHBA MAaCKKpaHa IIpeKy carupa. Bo Taa Hacoka ce u HeKoM jaBHM u3jaBu Ha Tpawmil,
KOM, YECTOIATH MPEHOIHU CO XyMOpP M capKa3aM, I' IPUKaKyBaar KEHUTE BO YJIOTM KOU ja HamajyBaaT HUBHATa
CIIOCOOHOCT, BPSIHOCT MIIM MHTEIUICHIIN]a, KOPUCTE]KH JIYKaBCTBO CO IIEJI 1a C€ MHHUMHU3UPa KaKBa OMJIO MTOTCH-
[MjajiHa peakiyja Win puroop. [Ipexy pacuieHyBambeTo Ha OBUE NPUMEPH, OBOj TPYJ MOKAXKyBa KaKO XyMOPOT
BO OJIpE/ICHN KOHTEKCTH CJIY>KM KaKO MOKHA peTOpHYKa ajnarka Koja 00esioieHyBa CEKCUCTHYKH CTAaBOBH, €IHOBpE-
MEHO OBO3MOXKYBajKH UM Ha BUHOBHHUTE 32 HaHECYBambe HaBpe/a Ja n30erHaT KpUTHKa U OCYy/a MOJ U3rOBOp JieKa
cranyBa 300p 3a mera. TpynoT ru HCTpaXkyBa IICUXOJIOIIKUTE U KYATYPHUTE MEXaHU3MH KOH ja OBO3MOXKYBaaT 0Baa
JIMHAMHKA, TOKaXyBajku Kako 1 dpenkinH u Tpamn kopucTar Xymop 3a Jia ja MaCKUpaar 1 HOpMaJlu3upaar MU30-
TUHUjaTa, ICTAaKHYBajKH TY MOIIMPOKUTE MMILIMKAILMK Ha TAKBUTE PETOPHUKH CTpareruu. FiIcToBpeMeHo, oBaa aHa-
JIM3a ja NCTaKHYyBa 1oTpedaTa 3a MorojieMo KPUTHYKO ITPEUCIIUTYBAbE Ha YJI0raTa Ha XyMOPOT BO OBEKOBEUYBAHETO
Ha IITETHUTE ONIITECTBEHU CTABOBHU, BOEIHO MOTTUKHYBAjKH Ha Pa3MHCIYyBambe 32 TOA A M KAKO COBPEMEHUOT
JIICKYpC MOXe U (HE)CBECHO JIa I'M MPECIINKA HCTOPUCKUTE PEIPACY/IH.

Koayunu 300poBu: beryamun ®penknnn, Jonang Tpamil, XyMop, MH30THHH]ja, CEKCH3aM
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Jlunuja Kanymencka-/[pakyieBcka

YIK 82.02Hamgpeanuzam
7.037.5-055.2

HAJAPEAJINU3MOT U ) KEHUTE

Kuayunu 300poBu: aBanTrapaa, Hagpeain3am, AHIpe bpeToH, jKeHCKH MPUHITATT

JKenaitia iipeba ga buge crobogha u 060x*ca8auaA.

Annpe bpeton

bpeition nukotaw He 360pysa 3a JceHailia KaKko 3a cyOjexil.

BoBennu 0esieniku

Hagpeanu3mot, kako €HO Ol HajIIPOUyEeHUTE
WHTENIEKTyaJTHU JIBIKEeHha BO UCTOpHjaTa (,,Haape-
anu3aM: TocJeHaTa ClIMKa Ha eBpOICKara WHTe-
nureHnuja’, Benu Banrep beHjamun Bo mcronme-
Hata cryauja oxn 1929 r.), Baku 3a HajceorndarHa
eCTeTCKa peBojynrja Ha XX BeK, Off €[Ha CTpaHa,
HO Of IpyTa, U 32 CEKCUCTUYKO ABUKCH-C, OUIC|KN
HEMa HUTY €[Ha XeHa BO Tpylara oKoiry AHape
bperomn, ,,manara* Ha Haapeanu3MoT. Bripouem, Bo
aBaHrapjara, TepMUHOT pog (gender) O mpemos-
YyBaH: HOBUOT YOBEK BO KOj MAIIIKUOT U KEHCKHOT
NPUHIUI Tpebase 1a OuaaT YKHMHATH BO PEBOJIY-

Cumon ne bosoap, Bitopuoiu iion

OHEPHO EJMHCTBO OCcTaHal camo ytonuja (Berg,
Fenders 2013: 118). Bo koHTeKkcTOT Ha aBaHTap/aa-
Ta, HAJIPeaJu3MOT € BEpOjaTHO EAUHCTBEHOTO JIBU-
KEHE BO NOCTPOMAHTHYAPCKATa €1oXa Koe I'o Be-
JMYa )KeHCKUOT MPUHIIMII, HO CaMO KaKO TOTTHKHY-
Bau Ha ,,Mallkara“ kpearuBHocT. Of apyra crpa-
Ha, HEMa JIPYTO JABIKEHE CO TOJIIKY aKTUBHH JKEHU
YMETHHIIU, IITO HE € CIy4aj CO KHWKEBHOTO KpH-
JI0 KaJie IITO € 3a0€eJIeKIIMBO HUBHOTO OTCYCTBO.
Bo emutnuor Oiiwin peunux na magpeanus-
Moi, IO OPETHULIATA ,,)KEHA, CE TPIHYBA TOKMY
o7 (akToT Nexa BO rpymarta Koja To KOHCTHTYUpa
JIBUKEHETO — HeMa KeHU: ,,THE Ce CaMO MPUIPYK-
HUYKW U COPAOOTHUYKH, COCEMa MapriuHaIH3upa-
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Hu* (Dictionnaire Général du Surréalisme 1982:
166). IlpBara >xeHa Koja ce CIIOMEHYBa BO ,,MaIll-
KHAOT* HaJIpeain3aM € eHa pealiHa keHa, ppaHiLy-
ckara aHapxucTka/repopuctka Kepmuna bepron
(1902 — 1942) xoja Bo 1923 1. u3BpHIMIA YOUCT-
BO Ha Mapuyc Ilnato, ypeaHUK Ha chucaHue-
TO ,,{PpaHIfyCcKa aKIuja‘’ U MIJIUTAHTEH POjaJIHCT,
1oToa ce odbuaena a ce caMoyOue, HO € yariceHa
u cyneHa. Bo 1923 r, 3a BpeMe Ha cyaemeTo Ha
Bepron, Jlyj Aparon Hanuman cratija BO Koja ja
noaapxKyBa bepToH, Bo cMucia JieKa TOeNHEIIOT
MOXe€ J1a ,,KOPHUCTU TEPOPUCTUUKH CPEACTBA, OCO-
0eHo yoncTBO, 3a J1a TO 3aIITUTH, yPH U CO PU3HK
Ja U3ry0H c€, OHAa ILUTO M Ce YNHH — CO MPABO MJIH
norpemHo — Hajckarnoneno Ha ceetor” (Chadvick,
1985: 31).

bepron, unu uzejara 3a beproH, cranysa mo-
[O3HAaTa Kako My3a Ha MHOTY HaIpeaHuCTH.
Amnpnpe bpeToH BepyBai Jeka Taa € npBara HaJape-
ANMCTUYKa aHTHXCPOWHA W MHKapHAILMja Ha JbY-
0oBTa u peBoiyuujara. Bo mpBuoT O6poj Ha cnu-
canueto Hagpeanucitivuka pesoyyuja (JeKeMBpH
1924), objaBeHa ¢ Hej3MHATA CIUKa (CIMHCTBEHA
’KE€Ha OIIKPY)KEHA CO MaXKM HaJApealuCTu, BKIy4dy-
Bajku tu Jlyj Aparon u Auape bpetoH, HO 1 1pyrI
HHCTIHpaTuBHU Gurypu’ kako Opojx wmm [Tuka-
o), bororpaduja npocneneHa co nurar ox lapa
Bomnep xoj miacu: ,KeHata e CymITECTBOTO KO€
¢pna HajroieMa CEHKAa WM HajrojieMa CBET/IH-
Ha Bp3 HammTe conmmrta™ (Dictionnaire Général
du Surréalisme 1982: 166). HecmyuajHo e muru-
pan boanep; ’xeHara nMa HEIPUKOCHOBEHO MECTO
HE caMO BO HEroBara Ioe3uja TyKy U BO HETOBH-
TE eceu: Taa ¢ ,,00KuIla, SBe3Ja Koja 3a3ema Io-
YECHO MECTO BO CHTE KOHIICHIIMU IITO MPOH3JIe-
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TyBaaT O MO30KOT Ha MayKkoT; IPeKpaceH 30up Ha
CHUTE IPallMO3HOCTH Ha TPUPOJIaTa CKOHIICHTPHpa-
HU BO €JIHO CJMHCTBEHO CYIITECTBO; MPEIMET Ha
HAjCWJICH BOCXHT ¥ JbyOONMUTHOCT™, ,,uJI0J KOj 3a-
ciemyBa W MarerncyBa®, ,,eHUTMaTHYHO CYIITECT-
BO“, ,,CBETJIMHA, TIOTJICH, TIOKaHa 3a Cpeka, MOHe-
KOTalI € caMmo efeH 300p, HO mpexd ce, Taa IMpeT-
craByBa omta xapmonuja“ (bommep, 2014: 205—
206). Muory oxn ciomeHarute bomeposu usjasu
3a JKeHaTa, KaKo IITO Ke BHAMME IIOJOIHA, Ke ce
peduiekTHpaaT Kaj HaAPEaJTUCTUTE U IOKpaj Toa
IITO, CBOEBPEMEHO, THE HE OmIIe OJaroHaKIOHETH
KOH EHCKOTO y9eCTBO BO TpyIiaTa.

Butau YenBuk, mcropuvapka Ha YMETHOC-
Ta, CIelWjalrcTka 3a XX-BEeKOBHATa EBPOIICKA
W aMepHUKaHCKa yMETHOCT, aBTOpKa Ha MOHOTpa-
¢bujara Kenuitie ymeitinuyu u HAgpearuCiiuuyKowio
geuoicerve (Chadvick, 1985) co 220 mirycrparum,
MOIITHE CTYAHO3HO ja TPOCIIeAyBa HapeaTuCTHI-
KaTa BU3ypa Ha >KeHaTa: Milaja, yoaBa, OyHTOB-
Ha, JIeBUIa, JeTe, OOKECTBEHA Kpealyja, oj] eHa
CTpaHa, a Of JIpyra — BOJIICOHNYKA, MUCTEPUO3-
Ha, epOTCKHU 00jekT uiu ,,femme fatale, Ho ceko-
raim u30JIMpaHa, UCKIy4eHa, Ha HeKOj HaYMH — BO
erswi1. Ha mpumep, nako xeHHWTe (CONpyTH, JbY-
OOBHUIM, TPUAPYKHUYKH...) YIECTBYBaJIe BO KO-
JICKTUBHUTE HAJPEaTUCTUYKU UTPU U BO JIPYIH-
T€ HA/IPCANMCTUYKH aKTUBHOCTH, TUE OTCYCTBYBa-
ar o7 oQUIHjaTHATE HAJAPEATUCTUYKH MTOPTPETH;
HUB TH ©UMa caMmo Ha (oTorpaduu Ha KOH cE TPH-
Ka)kKaHW He(DOpMaTHUTE JIPYKemba.

Toa ro korcTaTrpa u Munanka Toauk Bo cBoja-
Ta ctyauja ,,Compyra, My3a, YMETHHIIA: )KEHATa BO
Oenrpaackuot Hajapeanusam™ (2020). Taa noceOHO
ce OCBpHYBa Ha TPHUTE CONPYTH Ha CIIABHUTE OeIr-
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panckd HagpeamucTd Mapko Puctuk, Anekcan-
nap Bydo u lyman Maruk: Illesa Puctuk, Jynuja-
Ha Jlyna Bywo u Jenuna Jlena Maruk — akTuBHU
YYE€CHUYKHU BO KOJEKTHMBHUTE YMETHUYKHU MPAKTU-
KM Ha Hajapeanuctute (nepopMaHCH, UTPH, KoJia-
KU, acamOnaxw, (ororpaduu, MpeBoOmH, peaak-
[IMja ¥ KOpeKTypa Ha TEKCTOBH...), KOM OCTaHyBa-
ar ,,HeMH‘, ,,HEBUJJIUBU ‘, BO CEHKa Ha BOJCYKUTE
MO3UIMY Ha MAIIKUTE aBTOPUTETH, KaKO BIIPOUEM,
W BO LieJIaTa UCTOpHUja Ha yMeTHocTa. HecoMmHeHo,
JKEHUTE YMETHHUIU TH TIOMECTYyBaaT IpaHUIIUTe Ha
KpPYTHUTE IpalaHCK{ KOHBEHLMH, HO TOA HE € J0-
BOJIHO 32 HUBHO PaMHOIPABHO Y4€CTBO BO ,,Malll-
KHOT KITy0*“ Ha ymeTHUIM. HenpaBaara e ncnpase-
Ha ,,post festum®, Benu Toauk, Kora ekcriepuMeH-
TUuTe Ha xapTtuja Ha Jlyna Bywo u llleBa Puctuk
(JIema Maruk e mpeBeyBadka), MapruHaIN3UPaAHH
BO BPEMETO KOTa HAacTaHale, ke OMaarT M3JIOKEHU
3a€AHO €O Jenara Ha OenrpaicKuTe HaapeaTucTH
Bo My3ejoT Ha mpuMeHeTa ymMeTHocT Bo benrpan
B0 2002 r. (Todi¢, 2020: 61).

U Bo ®pannuja, Bo paHUTe TOAUHN HA Hapea-
JIUCTUYKOTO JBMKEH-€, HUE/IHA )KeHa YMETHHIIA He
€ WICH Ha rpynara, HO CO T€K Ha BpeMe, CUTya-
1yjara ce MeHyBa. MHOTY Of] HajTIO3HATHTE U Haj-
TaJICHTUPAHNUTE XEHU YMETHHMLM C€ JIeJl OX JIBHU-
KEHETO M aKTHUBHO y4eCTBYBaaT Ha HaJpeainc-
TUYKHUTE M3JI0KOHM, NPEKy CBOUTE JIMYHH BPCKH
W KOHTAaKTH CO HaJ[peajlCTUTE — HajHAIpe]] KaKko
MOJIEIIN, MY3H WIN JbyOOBHMILIH, [TOJOI[HA KAKO CO-
IIPyTy, HO HAOPry ce UCKIIydyBaaT Ol TPaAuLHO-
HaJIHaTa yiora, ce OyHTyBaaT IPOTUB POAOBO IIO-
JICJIEHUTE CTEPEOTUIIN U OIIITECTBEHU MaTpPHULY,
1 ce 0CTBapyBaaT CcO OPUIHMHAIHU, aBTOPCKH Jeja
BO KOM Tparaar II0 COTICTBEH MAEHTUTeT. Bo mot-

para 1o civkara Koja Ou Moxkerna a ouge oOpasert
32 )KEHCKHOT UJICHTUTET, YMETHUIIUTE, Y€CTO TIaTH,
puOerHyBaar KOH HEKaKBU XHOPUIHU CyIITECTBA,
AHJIPOTHMHU OJJIMKH MM CUMOOSU Ha MeTamopdo-
3W BO HUBHHTE BU3YEIHHU NEPUEHINN (CIUKH, o-
Torpaduu, 00jeKTH...).

UenBuk MokaxyBa U JJOKa)KyBa JIeKa ITOCTeTIe-
HO C€ CO3/[aBa eJlHa MOIITHE 3a0eJIe)KUTEITHA TT03H-
LIMja Ha )KeHaTa BO HaIpEaTHCTHYKOTO CIIMKapCTBO,
KOja MpepacHyBa BO 3Ha4YajHa JIMHU]a BO HaIpealiu-
3MOT Ha XX BEK, CO MPETCTaBHUYKH YHJIITO OIYC,
BO IOTJIE/] HA KBAJIUTETOT, CTOM paMo JI0 paMo CO
OITyCOT Ha HAjTIO3HATUTE WMHIbA HA ,,MAIIKHOT"
HazpeanusaM. Jleonopa Kapunrron, Kej Ceju, Ho-
porea Tanunr, Pemenunoc Bapo, Jleonopa ®unu,
Meper Omnenxajm, Toajen, ®puna Kano, [dopa
Map, Munena IlaBnoBuk bapunu... 1 MHOTY Apy-
TH KEHH YMETHHIIM MMaaT CBOE JIOCTOjHO MECTO
BO [laHTeOHOT Ha HaJpeanu3MoT. Moxe Jia ce peye
JIeKa KEHUTE YMETHHUIU MMOCTUTHAJIE MHOTY TIOTO-
JIEMO MPU3HAHUE BO KOHTEKCTOT Ha HAJPEaIu3MOoT,
OTKOJIKY BO KO€ OMJIO APYTO aBaHTapIHO CTPYEHE.
,Hema Jpyro JBHKEHE CO TOJIKY rojieM Opoj ak-
THUBHU JK€HU YYECHHYKH BO YMETHOCTA Ha MAIlIKH-
OT HaJpeann3am, U BO Karajo3WTe, M Ha MelyHa-
pOIHHTE HAaIpeaTUCTHIKU N3NI0kOn ™ — cmeTa Uen-
Buk (Chadvick, 1985: 7) u kako noTBpza ru noco-
yyBa u3noxoute Bo Konenxaren u [Ipara (1935),
Jlonyon u byjopk (1936), [Tapus (1938), Mekcu-
ko Cutn (1940) u [1apus (1947).

W 3acera HajHOBaTa, TMPHUTOAHA, CIEKTAKY-
JapHa HW3I0KO0a Ha HAAPEaM3MOT BO IIEHTapOT
»Kopx Ilommuay* Bo Ilapus (2024) mo moBox
CTOTOAMIUIHMHATA OfI HaJIpeaju3MOT, Ha HajyOaB
MOYKeH Ha4MH, IO MOTBPAYBa MECTOTO M 3HaUCH-e-
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TO Ha KCHUTE YMETHHUIM BO CAMOTO JIBUXKEHE, O]
e/IHa CTpaHa, a O]l APYra, T0 WIyCTPUPA U UHTEpe-
COT Ha HaJpeaNCTUTE 3a JKeHaTa Kako ()eHOMEH.
NmeHo, o1 TpHAaECETTe TEMATCKU LEIHHU (COOM)
Ha m3nokOara, GapeM YeTHpu ce AeN Of ,,KCH-
ckara“ wKoHOrpaduja Ha HAAPEATU3MOT: ,,AJH-
ca* (mporoTuIm Ha ,,KeHaTa JIeTe, ce OJIHeCyBa Ha
HaJIpeanrcTUUKaTa (aciuHanuja off 4yJAeCHOCTa
Ha JIETCTBOTO), ,,BO 11apcTBOTO HA MajkuTE" (TOBO-
PH 32 BPCKHUTE CO IICUX0aHAIN3aTa, 3a MOTEKIIOTO U
MHUCTEpHjaTa Ha parameTo/Kpearujara), ,,Mey3u-
Ha* (OMUJIeHa MUTCKa (hUTYypa OJ] CPESTHOBEKOBHH-
Te JIETeH/IM KOja r0 aHTHUIUIIHPA TAWHCTBEHHOT JICIT
Ha JKCHCKOTO OMTHE; ICHEC, HACIIOB HA €IHA C¢IH-
[[Mja Ha CTYJIUU TOCBETEHU Ha UCTPaKyBama Ha
Hagpeanu3mor) u ,,Comute Ha Epoc (kako umyc-
Tpaluja Ha epOTU3MOT U JbYOOBTA, €HO OJ1 BPBHHU-
T€ Havesa Ha HAaJIPCATHCTHTE).

Kon eqna MuTtoJsioru3anuja Ha sKeHaTa

Vrorara Ha )KEHUTE BO HAJIPeaJu3MOT € MOIL-
HE KOMIUIEKCHa M KOHTPQJMKTOpHA. Penanujara
,,HaJIpEalIn3MOT 1 )KEHUTE" MMa JABOEH acIeKT: Mp-
BHOT C€ OJJHECYBa Ha JKCHUTE YMETHHUIM — Hajpe-
anucTy (3a MWTO Beke cTaHa 300p), a BTOPHOT, Ha
CJIMKaTa Ha JKCHaTa BO MAIIKUOT HaJPEaIUCTHU-
k1 cBeT. Co orie Ha CEKCHCTHYKUOT KapakTep
Ha HaJpeaNn3MoT, TOj ¢ (OKyCHpaH Ha eroleH-
TPUIHUTEC MaIIKd (UTYPH W HUBHHUTE >KEIOW,
UJieu, KOITHEXKHU... J[BHKemeTo TH UH(AHTHIU3U-
pa *KEHUTE, T'M TPETHPa KAaKO ePOTCKU 00JEKTH U T'H
MOABPIHYBa Ha MALIKHOT MOIVIE — THE CE TIOTBPAA
Ha HUBHATa cliuKa 3a cebecr. OTTaMmy U KpUTHKaTa
of crpaHa Ha (emuHHCTKUTE. Ha mpamameTo Ha
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JIyuc Upurape: ,,Jlanu )xeHaTa noceayBa HECBECEH
JIeJT WJTH, T1aK, caMaTa e OHa IITO Ce MMEHYBa KaKo
HECBECHO?, HaJpealucTure, ocodbeHo bpetow,
oaronapa aBocMuceHo — cMerta Ketpun Konmu u
ro MOCOYyBa HETOBHOT aBTOMOPTPET — (POTOKO-
nmax ,,ABromarcko mumryBame” (1938), kame mTo
TOj ,,fO TIPETCTaByBa COTICTBEHOTO HECBECHO KaKO
skena® (Conley, 1996: 137), 3Haun HACIPOTH HETO-
BaTa MalllKa palMOHAIHOCT. ABTOMaTCKHOT TEKCT,
nareM pevyeHo, KaKko €lleH Of] Hajllo3HATUTE MaHU-
(decranuy Ha HAIPEATUCTHYKUOT JIyX BO JIUTEpa-
Typara on paHara ¢a3za, moapa3zoupa MpemymTamne
Ha TIOPOjOT OJI CIIMKH M MIPETCTaBH KOM J[0araar o
JUTa00YMHHTE Ha HECBECHOTO M TOj TO MIIYCTpHpa
Ha/IPEATMCTUYKHOT CTPEMEXK 32 Bpakarmbe Ha CTIIOH-
TaHOCTa U Ha M3BOPHATa CBEXHHA Ha 300pOT, BO
CMICTIa Ha HETOBO 0CTI000/IyBamke O AUKTATypara
Ha pa3ymoT. [loucToBeTyBameTO Ha KeHaTa co He-
CBECHHOT JIeJI O] TICHXUYKOTO OUTHE € TIPUCYTHO U
BO KHIDKEBHHTE TEKCTOBH Ha bpeToH u ocraHaru-
T€ HAaJPEAIUCTH.

Ce cMmera Jieka UCTOpHWjaTa Ha TEKCTOBHUTE Ha
HaJIpealCTUTE Ce MITYCTPATUBHU 3a €/IHO, 3a eI10-
Xara MOIITHE CyOBEp3WBHO, EKCTPEMHO BHHMaHHUE
KOH ,,)KEHCKHMOT €JeMEHT"* Ha KyATypara. [ene3ara
Ha TOj MHTEpeC ce Bp3yBa 3a nMeTo Ha Jlyj Aparos,
MOKOHKPETHO, IaTHpa OJ] Heropara cTaruja 3a Ciry-
qajot co XXepmuna bepron Bo 1923 1. (Bo npenma-
HU(ECTHUOT repuon); Bo 1928 1. (Beke odurmjan-
HO TIOCTOM JBW)KCHHECTO), KOTa HAIPCATHCTUTE ja
MMOKPEHyBaaT aHKeTaTa 3a CEKCyaJHOCTa, TOKMY
AparoH cyrepupa Jieka UM € HEOIXOJHO IOroJIe-
MO KEHCKO y4ecTBO Bo oBaa pacnpana (Chadvick,
1985: 12). U naBuctuHa, ox ciequara 1929 r., sxe-
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HUTE C€ MOAKTHBHH, HO CaMO BO JIOMEHOT Ha JIU-
KOBHATA YMETHOCT.

ITo ce ciydyBa Ha kHMkKeBeH wiaH? Vcrara,
1929 1., Makc EpHcT ro o0jaByBa CBOjOT MpB pPO-
MaH konax JKewna co citio nasu, a bpeton — Biuo-
puoit manughecili Ha HAgpearu3mMoil, Kajae MmTo, BO
(ycHora, ynrame: ,,[ [pobIemMoT Ha J)keHaTa e Hajay-
JIECHUOT Y HajBO3OY/UTMBHOT MPOOJIEM Ha CBETOT
(Breton, 1979: 104). Bo crnomenarara Oenenika,
Bperon ja moBp3yBa jxeHaTa co JbyOOBTa, a caMa-
Ta ujaeja 3a JbyOOBTa, CIOPE] HETOo, € ,,eMHCTBE-
HO croco0OHa Jia ro YCKJIaJy YOBEKOT, MOMEHTAJI-
HO WJIM HE, CO Wjejara 3a KUBOTOT™ (ucto, 104).
NnyctpatuBHa BO OBaa CMHCIA € HEroBara MecHa
,,CI000/1Ha BpCcKa“, BO KOja, M MMOKPaj HECOMHEHHU-
TE€ €POTCKH OJUTMKH — CEKOj e OJl )KEHCKOTO TEJIO
ce CTopeyBa co KOHKpeTeH ()eHOMEH (arcTpakTeH
WU KOHKpETeH) — (UHATHUTES CTUXOBHU C€ Tapa-
TUTMATHYHY 32 c(pakameTo Ha YKeHaTa Kako yHH-
Bep3aJicH MPUHIUI Ha MOCTOCHETO KOj TM Mpo-
HUKHYBA CUTE YETUPHU CIICMECHTH:

JKeno moja co ouu na wiyma, cexoiaw iiog 3axana
Ha cexupaiia

Co ouu kaxo nubena 6o Koja ce ypamHOIeNHCy8adil
8ogailla, 603gyxXoul, 3emjailia U OTHOUI.

Bo 1928 r., HagpeamucTuTe OpraHusupae
npociasa Ha SO-roIUIIHUHATA O TIOCTOCHETO Ha
XHCTepUjara — Kako MaHUdecTalyja Ha He3auo-
BOJICHATA Ke10a — U BO TOj KOHTEKCT TO Kpeupaie
KOHIICTITOT Ha €KCIIEHTPUYHA JbYOOB, IO/ KOj TTOJI-
pas3bupaiie ciimKa Ha )KeHa Koja 3paqyd BO CTHJIOT Ha
OOKHMIIa — 3AIITUTHUYKA MU KOja, KAKO CIIacUTE-
Ka, F'O BOJIU YOBEKOT (Ma)X0OT) KOH cpeKa 1 OnaxeH-
CTBO Ha ,,3eMCKHOT criac™. Oa cakame pe3ysTH-

pa co 3aeTHUYKOTO Aeno Ha bperon u Enmjap bes-
Ipewro 3aunysarse (1930).

[IpBa xeHa noereca NpUKIydYeHa KOH Haapea-
JUCTUYKOTO JBIKECH-E, MOTOYHO ,,IPUCBOCHA™ OJ1
Hagpeanuctute, € XKuzen [pacuno (1920 —2015),
KOja To 00jaByBa CBOjOT IMOETCKH MPBEHEI Ha He-
THPHUHAECETTOIMIITIHA BO3pacT. bpeToH ja oTkpu-
Ba B0 1935 1. u ja o0jaByBa Bo cniricanneTo MuHo-
itiayp. IlpacuHO € IPOTOTHII 32 HaApeaTUCTHIKaTa
arcena geitie (,,femme-enfant™) kako U3BOp Ha Kpe-
anmjata. [larem peyeHo, BU3yeTHaTa MPETCTaBa Ha
JKeHaTa JeTe € MocTapa W ce I0jaByBa BO OOJHK
Ha WIyCTpallija Bo criucanueTo Hagpeanuciuuuxka
pesonyyuja Bo 1930 r., a moa HacioB ,,ABTOMAT-
CKO MHUIIyBame™ (aHAJIOTHO Ha bpeToHOBHOT aBTO-
noptpet — horoxonax ox 1938 r.). BeymHocrt, Toa
e ,,My3ara Ha aBTOMaTcKHOT TekcT. Ce pabotu 3a
WIycTpalyja Ha Koja € TprUKakaHa Miiaja JeBOjKa
CO IIUPYM OTBOPEHHU O4H, 0OJeUeHa BO YUMIIAIITHA
Kellela, CeJiHaTa Ha YYIITUIITHA KITyTa, CO IIOCTaBe-
HO TIEHKaJI0 Bp3 KHHUra. HecomHeHa e u oBJie uaeH-
TU(HKALMjaTa HA KEHATa CO HECBECHUOT IOPHB.
Wnaky, npBaTa peaiHa >xeHa — IPOTOTHUII 32 HaJpe-
AIMMCTUYKATA JfceHa geille, CTIOPe MPOyIyBadnTe,
e Mapu-beprt, conpyrara na Makc EpHcT (cTamy-
Baar Bo Opak Bo 1927 ), Koja ke To HHCIIHpHUPA 32
pomanot konax Con Ha egHo gegojue witio caKanio
ga ce 3axanylepu on 1930 r. (Chadvick, 1985: 33).

HoB 4exop KoH MUTONIOTH3alMja HA KEeHATa €
ranepujara ,,I'panuBa‘ (1937), mmeHyBaHa criopen
YKEHCKHOT JINK OJ] MICTOMMEHHOT KPaToK poMaH Ha
BuxeMm JeHceH — eqHa ,,HeTmO3HaTa AEBOjKa Koja
MJIaJHOT apxeoyior XaHOJJ ja cpekaBa cpefe yp-
HaruHuTe Ha [loMmeja 1 koja My U3IIIe1a Kako 1y-
JIECHO O’)KMBEaHa NoOMIIejaHKa, BUJICHA Ha eJIeH aH-
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tnakH penjed. [lo Jencen HampeamucTuTe goaraar
nocpeHo, npeky cryaujata Ha dpoja ,,Jlenupuy-
MOT U conutuTara Bo [ pagusa‘ Ha Jencen (1907),
HO 331 IMETO Ha TajepujaTta cera ce Kpujar rmodeT-
HUTE OYKBH Ha IMUIHbATa HA PEATHU JKeHU TIOBp3a-
HU co Hampeanuctute (Gisele, Rosine, Alice, Dora,
Ines, Violette, Alice). Hammor Brnaga Yporesuxk,
BO cBOUTE [lapucku tipuxasHu, BOCTIOCTaBYBa [HA
MHOTy y0aBa penauuja momery poMaHoT Ha JeH-
CeH M rajepujara Ha BpeToH TOKMY IMpeKy JUKOT
Ha JIeBOjKarTa:

., Og rage goaia u xage ogu iiaa* — ce Upautyea
Xanong tpeg 0Oapenjeghoii xoj ja tipeiiciiasysa
Heiiosnaivaiua. A Angpe bpeition, ilo 110609 0iligo-
pareiio na tanepujaiia ,, I pagusa ““ 6o Ilapus, kaxo
ga ogiosapa: ,, Koja ou modcena ga buge "inaa witio
ogu Hatipeg ‘, axko He yiupewHaiua yoasuna“ (Ypo-
meBuk, 1997: 48).

Bo ucroumenwnor ecej (,,IpamuBa“), bperon
TU MOBTOPYBa KapaKTEPUCTUKUTE HA HaJpEauc-
TUYKaTa My3a, KOpUCTEjKH ja Temara Ha [panu-
Ba U DPOjIOBOTO TOJIKYBAKHE KAKO IIPUMED HA MH-
TOT 3a MeTamop(do3a: o7 CMPT BO JKHBOT, OfI COH
KOH OyaHa coCT0j0a, O HECBECHO KOH CBECHO,
0]l CeKojaHeBHO KOH TpaHcieHaeHTHO (Chadvick,
1985: 55).

WHTepecHO € Ja ce Hariacu Jieka Hajpea-
JIUCTUTE HE IpejyIaraar eJeH THII KeHa — ,,HaJpe-
AJMCTHUKA JKeHa* BO allCTpaKTHA U OIIITa CMUCIIA
HE MOCTOM BO HUBHHUOT BokaOynap (Dictionnaire
Genéral du Surréalisme 1982: 166), HO MOXke 1a
Ce TOBOPHY 32 YSTHPH THUITOBH JKECHHU BO HaJIpealinc-
THYKaTa MHUTOJIOTH]ja WK Yetupu ,,CUpeHu*, Bp3
OCHOBa Ha HaJpeaJuCTHYKaTa Bep3dja Ha Kap-
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TUTE HapedeHa ,Mapcejcka wmrpa™. 3a ImTO CTa-
HyBa 300p?

CoOpanu 3umara 1940/41 o Buiara ,,Ep-ben‘
BO Onm3uHa Ha Mapcej (IpUTHUCHATH MEIy HEeH3-
BECHOCTa Ha BpakameTo BO OKymupaHuoT [lapus
U HEU3BECHOCTa Ha 3aMHUHYBameTO 3a AMepu-
Ka), HaJIpealncTuTe ke modapaar 3abopaB BO 3a-
HECOT Ha urpara. Pesynarar Ha Taa urpa ke Ouuar
elH HOBH KapTH CO MPOMEHEeTa WKoHorpaduja u
€O CUMOOJIU IITO K€ MPOU3JIe3aT O/ BPBHUTE MPHH-
LUK Ha Hajipeanu3MoT. Taka, 4eTupuTe OCHOBHU
3HaIuU — ,,kapo™, Tped, ,,xep u ,,MuK" ce 3ame-
HETH CO HOBM KOM MMaar cBou ambOnemu: Jby6og
— upBeH mwiameH, Con — LUpHa sBe3na, Pesonyyuja
— oKkpBaBeHO TpKayio U CosHanue — LpHA KITydall-
Ka (4 book of Surrealist Games 1995: 124). [1loroa
ke OuyaT 3aMeHeT u purypure: ,,lIONOT K€ cTaHe
I'enmnj, ,,namara“ — Cupena, ,,jaagapot* — Mar. Ye-
tupure ,,Cupenn’ ce: 1. Anuca (aa Jlyuc Kepomn);
2. Jlamuen (o MCTOMMEHHOT, HE3aBpIICH pOMaH
Ha Crenpan: xeHcku na"jgaH Ha JKwunnen Copen
on Llpseno u ypno — HeMocTojaHa jKeHa, KeHa 3a
y)KHBama, aMopaiiHa, HO, HCTOBPEMEHO, 3rajieHa
OJl XMITOKpH3HjaTa Ha TparaHCKOTO OMIITECTBO); 3.
[Hopryranckara kanyrepka — [JIaBeH Juk of ,,[lop-
TYraJICKUTe NMUcMa“ (KHMKEBHA MHCTH(HKALUja
o0jaBena Bo 1669 r. Bo [lapu3, man enucronapex
pOMaH COCTaBEH OJ MMCMa Ha eJlHa MOPTyrajcka
KamyTepka, ,,3aBe/ICHa, Ta OCTaBeHa*, 10 CBOjOT 3a-
BONHHUK); 4. XeneH CMHUT, TTo3HATa KCHA — MEIH-
yM o mo4eToKoT Ha XX Bek. CIOMEHATUTE YEeTH-
pu ,,CupeHn™ ce 4eTHpH DIaBHU MapaJurMaTHUYHU
TUTIOBM HA XCHU BO HaJpeajlCcTUYKaTa MHTOJIO-
ruja: Anmica (Bo 3HaKOT Ha [[pHATa SBE3/1a) € JceHd
geitie, Jlamuen (BO 3HaKOT Ha OKPBABEHOTO TpKa-
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110), orcena gemown, llopryranckara xamyrepka (Bo
3HAKOT Ha [PBEHUOT TUIAMEH), JHCEHA JHCpitiea, Xe-
ner Cmut (BO 3HAKOT Ha IpHATA KITy4aJKa), JCeHd
sosegyeay 6o wiajnuitie (Ypomesuk, 1997: 45-47).

Anjpe bpeToH u :xeHuTe

Kaksa e ciukara Ha skeHaTa BO J€JI0TO Ha BOzia-
4OT Ha Hajpeanucture, Anape bperon? Ox o6jexr
Ha 000XaBame JI0 ApTHEPKa BO JbYOOBTa, HO KOja
HUKOTaIl He CTEKHalla KpeaTuBHA aBTOHOMHOCT —
cmeraaTr Hekon kputudapku (Conley, 1996: 144).
WnTepecHa e cumbno3ara Ha peagHUTE XKEHU Of
KMBOTOT Ha BpeToH m HUBHaTa KHM)KEBHa oOpa-
0oTka. Cekoram Kora ce MojaByBa HOBa jKE€Ha BO
HETOBHOT KMBOT, KakO Ja €BOJyHpa M BH3ypara
Ha JKeHaTa BO HETOBHTE KHIKCBHU OCTBapyBamba.
WnycrparuBHu BO OBaa CMHCIIA C€ HETOBUTE UCIIO-
BEHHU, IIOETCKH NPO3H BO KOM CE HHKOPIIOPUPAHH
u ecenctnuku enementu: Hagja (1928), JIyga wy-
006 (1937) u Apxan 17 (1945). Cute HUB T'Y TIOBP-
3yBa TeMaTa Ha JbyOOoBTa.

Haoja e poman Ha ,,uynecHu cpeadu’’: bperon,
,,JIOBEIIOT Ha 3HAITK, ja cpekaBa OBaa MUCTEPHO3-
Ha, MJIaa, yoaBa M CO MOPEMETEH yM KeHa coce-
Ma citydajHo Ha 4 okToMBpH 1926 T. (TOHEIEITHUK)
IIPU €/IHA Off CBOMTE OECLETHH MTPOLICTKH 110 YIIU-
uure Ha [Tapus. becuennure npowmerku Hu3 [lapus
ce TJIaBHara ,,COIp’)KUHA™ HAa POMaHOT M CE CMeTa-
aT 3a U3pa3 Ha IPEHECYBabEe Ha aBTOMATCKOTO ITH-
LIyBambEe BP3 CAMOTO KUBOTHO HCKYCTBO, IO I1aT HA
MpenyLITake Ha TEKOBUTE Ha CiIy4ajoT. bpeToHo-
Bara cpenda co Hanja, mak, e ucrara onaa cpenoda
co TauHcTBeHara Hemosnara onumana Bo bpero-
HOBaTa Kparka mpo3a ,,HoBuot myx‘ (1924), cpen-

0a Koja BO pacTojaHHe O]l CaMO HEKOJIKY MUTOBH
U coceMa HE3aBHCHO €/ICH OJT JIPYT, ja JOKUBYBa-
ar Jlyj Aparon, ciaukapor Anape [epeH u camu-
ot bpeton. Tpeba nu na ce peue neka cute ce pac-
nuHupanu on Henosnarara?! Matepecen € paxtot
Jleka Kora bpeToH ke ¥ ja game kHurara Mszeybenu
yexopu (30upka ecen on 1924 r.) na Hagja, Taa ke
MY ja BPaTH CO UCKUHATH CTPAHUIIA CAMO BO JICIOT
Kaze e ornevareH ,,HoBuot myx*®.

Hapnja, mporotun Ha cuTe YeTHpH Haapeanc-
tHukd ,,CupeHu”, ¢ paHTOM Ha HApaTOPOT, HEro-
BOTO JKEHCKO Jac, HeroBa aHuMa, OTEJIOTBOPEHHE
HA OHMpHYKATa CHJIa U Ha BpeTOHOBHOT cTpeMex
3a MPEMUHYBabE HA IPAHUIIUTE HA CBECTa — BEJlaT
npoyuayBaunte. Hagja e u [Ipyroct 3a bperton, un-
KapHaIMja Ha C& OHa O[] IITO TOj C€ TUIAIlH, IPe
c¢, Ha TyAWIIOTO (CTpaB o1 peanHoTo ayamino). Ca-
Mara ce TIOUCTOBeTYBa co Mely3uHa, dylecHa ca-
MoOBHIA 0] (DPaHIyCKUTE CPETHOBCKOBHH JICTCH-
JIM, Ma)KCHA 32 e/ICH OJaropoIHUK, KOja eTHAII He-
JeJTHO ja MEHyBaJla CBOjaTa YOBEYKa MPHPOAA BO
XTOHCKa — CTaHyBajKH HAarojly >KE€Ha, a Haroiny
KpHJIECTa 3MHja — M KOja, OTKaKO HEJ3MHHOT Max
ja OTKpWJI TajHaTa, OMiIa MpUHYASHA J1a OIJIeTa OJf
CBOjOT oM. MeJy3nHa e oMHJIeHa KeHcKa (hurypa
BO HaJpCaTUCTHYKaTa MUTOJIOTHja KaKO MOUM 3a
HEecpeKHa JKeHa U cMMOOJT Ha YHUILITEHATa JbyOOB.

Cpenbara na bperon co Hanja e camo yBepru-
pa, aHTHIIMIIAIM]a Ha ,,[IpeCyIHaTa cpeada koja ke
My TO OCMHCIIH KUBOTOT. Pe3nmupajku ja mpukas-
Hata 3a Hanja, Bpeton ke uzjaBu: ,,Camo jpy00BTa,
BO OHaa CMHCIJIa BO Koja jac ja pa3dompam — 3Ha4H
TaMHCTBEHATa, HEBEpOjaTHaTa, CANHCTBEHATA, BO3-
Oy/uiMBaTa, HeclopHaTa JbyO0OB — Hajlocie, oHaa
KOja UM OJI0JICBa HA CUTE UCKYILICHHUja, O MOXesa
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BO CJIy4ajoB J1a JOBEE O OCTBApyBambe HA Uyl0-
to“ (bperon, 2009: 120-121). Yynoto 3a bpeton
Ke ce 10jaBu BO OOJIMK Ha eHa Apyra jkeHa Bo (u-
HAJIETO Ha pPOMAHOT — BUCTHHCKATa YyJleCHA JKeHa
KOja Ke ro HajaBW HErOBOTO CJICAHO Jeino — Jlyda
wYy606. ,,Hu nTMHaMHuYHA, HA CTaTHYHA, yOaBUHATA
ja rmenaM oHaka Kako IITO T€ BUIOB TeOe — BeIn
TOj, 0Opakajku U ce Ha Taa Apyra *eHa (ucto, 141).

Cpenbara co Bropara conpyra, XKaxnuna Jlam-
0a, Koja e TeMaTH3upana Bo JIyoa y60s, ce ciydy-
Ba Ha 29 maj 1934 r. BpetoH ja riea Bo eHO Kady-
Jie 10eKa MUIYBa — IOMUCIIYBa JIeKa My MHUIIyBa
HEMy, LITO IIOI0IHA Taa U K€ My Io HOTBPAHU, HAKO
MUCMOTO HHUKOTAIl HEe CTUTHyBa 110 Hero. 3a Bbpe-
TOH OBaa )eHa € ,,CKanoa1031o yoaBa“ 1 TOj HHTY-
WUTHBHO NIOMHCIYBa KaKo ,,CyI0MHAaTa Ha Taa mJia-
J1a JKCHa, eJICH JIeH, OM MOXKeTia Jia CTaHe COCTaBeH
Ien W Ha Heroparta cymowna“™ (Breton, 2017: 77).
W HaBuctuHa, Ha 14 aBrycr cieaHara roauHa, ce
JKeHU co Hea. [maBHara xepouna, XKaknuna Jlam-
0a, ce mojaByBa Jypd BO YETBPTOTO IOIJIaBje O
KHUTarta (TW MMa BKYIHO CelyM) U J0/eKa IIeTaaT
Hu3 [lapus u ce npubnmxysaar KoH L[BeTHHOT Kej
Ha Operot Ha CeHa, bpeTon cdaka geka HeroBara
aBroMarcka mecHa ,,Conuoren (1923), Ha mwc-
TEpPHO3€H Ha4MH ja HajaByBa cpenodara co Kaxmm-
Ha JlamOa nmecernHa roamHu noponHa. [losrop-
HO cuMOuno3a Ha (aktute u QukLMjaTa, Kako U BO
Haoja. Osne (kaxo u Bo Hadja), bpeTon ke ru pe-
Je(UHUPa HEKOU OJ1 OIICECUBHUTE HaJPEaIuCTHy-
KW WJEH, Kako IITO ce: jkendara, HECBECHOTO, I0-
e3njara, O0jeKTUBHHOT CITy4aj, CIIOHTaHOCTa, (a-
TanHocra... M cekako, JbyOOBTa: JbyOOBTa Chare-
Ha Kako 3aHeC, CTPAacCT, JIYAOCT U MUCTEPH]ja, Kako
€/IeH HOB OONMK Ha CO3HaHue. ,,Jlyfero miymaBo
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ouajyBaaT mopajau JbyOoBTa™ — pa3MHCIyBa Hapa-
TOpOoT bpeToH, Herupajku JeKa caMHUOT HEeKOTaIll
ro Mpasesl Toa U T0jacHyBa: ,,TUE KUBEAT BO BJIAC-
Ta Ha WJejaTa Jieka JbyOOBTa € CeKOralll 3aj HUB, a
HuKoraml npeo HuB® (Breton, 2017: 78). Camuor e
,,OTBOPEH"* 32 HOBH CpeOH ¥ HOBHU JbyOOBH, IITO U
HABUCTHHA MY C€ CIIy4yBa.

[Torparara o HOBa JbYOOB BO Jlyoa wy6os e
cuMOOJMYHO HajaBeHa NpeKy cka3Hata 3a lleme-
JlamIka: BO TPETOTO TOIJIaBje, MOCBETEHO Ha IMpo-
nietkuTe Ha bperoH co Bajapor [lakomern Ha
OyBjakOT W OTKPHUBAETO HA YyACCHHUOT IIpeI-
MET — JIpBEHa JIAXKHIa CO M3pe30aHa YeBIUYKa Ha
KpajoT OJ] JPIIKaTa KaKo HEKaKBa IMOTIUpPKA, Haj-
Harpeq, ke noOyau acolujalluy Ha NpUKa3HaTa 3a
[Nenenamka, HO MOTOA TOOMBA CEKCYaTHO 3HAUCHHC
u QamycHa cuMOOIIMKa, IITO yIaTyBa Ha CKpHe-
HaTa epoTHKa Ha camara ckaszHa. M3ryOenara de-
BJIMYKa O]l CKa3HaTa M MoTparara 1o Hea CTaHyBa-
aT cuMOOIT Ha )kes1baTa U rmoTparara 1o Herno3Hara-
Ta YKEHa, OAHOCHO, TIOTparara 1o Jby0oB ce Mouc-
TOBETYBA CO MOTparara 1o 4YeBIUYKaTa.

Bo Jlyoa wy606, Bpeton ro pa3paboTysa u ec-
TETCKHUOT HJIeal 3a ,,rpueBuTarTa’ yoaBuaa on Qu-
Hanero Ha Hadja: ,I'pueBuTara ybaBuHa ke Oume
epOTHYHA-CKPHEHa,  eKCIJIO3MBHA-HETIOIBIIKHA,
MaruyHa-ciyd4ajHa wiu Hema jaa noctou (Breton,
2017: 45).

“Kaknuna JlamOa BoonTo HemMa J1a ouje uMe-
HyBaHa BO KHHTaTa, a 3a HUBHara kepka OO0 (Ha
¢panmycku Aube=30pa), Koja ce para KOH KpajoT
Ha 1935 ., bpeToH kopuCTH aHarpam oOf UMETO
»,BepBepuuka oz JIemHHUK  Kako IITO CaMHOT ja Ha-
PEKyBaJI; OCIECAHUOT TEKCT O]l KHUTara €, BCYIL-
HOCT, TIHCMO JI0 Hea, HAMEHETO Jia To unuTa Bo 1952
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I. kora ke uma 16 ronunm. ,,IlocakyBam na 6umere
nyno JbyOeHa — v mopadyBa bpeToH Ha kepkara Bo
(uHaneTo HA KHUTATA.

CreqHMOT CTeNeH Ha HHOBAIMja Ha CIMKaTa Ha
JKeHATa Kako HEIlITO UICATTHO M YHUBEP3AIHO IITO
r'0 MHCIIMPHUpPA MaXKOT, € IIOBP3aH CO IIaBHATa Xe-
pouHa Bo Apxan 17 (wmu Mucmepuja 17) — Enn-
3a, HOBaTa JbyOOB BO XMBOTOT Ha bpeToH u Hero-
Bara uaHa comnpyra. Husnara cpenba ce ciydyBsa
BO BpeMme kora Ennsa e Beke BJOBHIIA U € BO MHO-
I'y TCIlIKa CUTYyallMja o 3arybara Ha cBojaTa eIMH-
CTBEHA Kepka, a bpeTon — Hamymres ox conpyra-
Ta u kepkara. Orramy, Toj Bo Enmza ja cornemysa
KOET3HUCTEHIIMjaTa Ha HajTparuvHaTa cyaOWHa CO
HajcBemIaTa mnpepozada: ,,kora HajrojiemMara CeHKa
Oerie Bo MeHE (...) TOKMY BO MEHE C€ OTBOPH OBOj
po3operr.

Axo Hamja mma HEmTo JEMOHCKO BO cebe, a
Kaxnmaa JlamGa — HEmTO IIAaMypO3HO W HETIpe.I-
BUIJIUBO, XKeHATa BO Apkan 17, mpepacHyBa BO arl-
CTPaKTCH NPUHLUII, IIOBP3aHa € CO OKYJATHOTO U CO
elHa XepMEeTHYHa Tpaauluja. Bo mmuior Ha Ta-
poT-KapTuTe, ,,apkaH 17 e sBe3qa, ciMO0I Ha Ha-
JIeK U BOCKPECEHHE; HO HACJOBOT alyaupa M Ha
cemyMHaeceTrTata OykBa on xeOpejckara a30yka,
KOja, KaKo 3HaK, 'O €BOLUPA ja3UKOT BO ycTara. Ur-
PajKu cH co aHaJorujaTa moMery >keHara u sBe3za-
Ta, O] €lHAa CTpaHa, a Of] Apyra, moMmery sBe3juara
u jasukot (OykBuTe), AHApe bperoH ja crasa xe-
Hara, cuMOOJI Ha U3BOPOT Ha JKMBOTOT, BO LIEHTa-
POT Ha LieJ1a HU3a KOpenaluy U CTPacHU IpUBIICY-
Hoctu. Enmsa e m3aurnara Ha panr Ha Kpanuua-
ta ox Caba, nuncnupanujata Ha Illapn Honje unm
XKepap ne Hepsan; na Kieonarpa, jby0oBHHLIATA
Ha Mapko AHTOHHM]; Ha BEIITEpPKara MpHKaKaHa

on XKun Munuie; na betuna bpenrano, conpyrara
Ha AxuM ¢oH ApHuM; Ha ,,CamoBuIara co I pudo-
HOT* 071 cnukara Ha ['uctaB Mopo: cute eHH ,,co
3aMHCIIeH Moren’.

[MpubernyBajki KOH Maru4HOTO, KaKO CHM-
OONMYCH ja3WK Ha HAACK 32 PEKOHCTPYKIIHja TIO
Bropara cBercka BojHa (ZI€7IOTO HAcTaHyBa Jie-
toto 1944, a objaBeHo e cnenHara roauHa), bpe-
TOH ja HaracyBa BayKHOCTa HA WPALUOHAIHOTO H
Ha MMarvHanyjara 3a 0cjao001yBamke Ha YOBEKOT.
U oBne, xako u Bo Hadja, eHara e HICHTUPUKY-
BaHa co Memy3uHa — ,,anxeMuyapckara Cupena’,
JKeHaTa MaroCHHIIA, Koja ja OpaHW HpalloHaHA-
Ta CTpaHa Ha CBOjaTa >KEHCKa MPHUPOAA O MPHUTHU-
COKOT Ha MAaIIKUOT pauuoHanu3am. Meramopdo-
3ata Ha Meny3rHa BO 3MHja MMa KJIyYHa yjora u
ayaupa Ha KEHCKaTa CEeKCyaJHOCT M Ha MHCTe-
pujaTta Ha )KCHCKaTa HACHTH(PHUKAIIH]ja CO CKPUCHH-
TE€ CWJIM Ha IpUpoaTa — eHa TeMa Ha Koja HaJpe-
AJHMCTUTE TIOCTOjaHO M ce HaBpakaar. Kaj bperon,
u Hanja n Enusa ,,ce onkpysKeHu co JyKCy3Ha Be-
reranuja“ — cmeraar npoyuyaunte (Chadvick,
1985: 141-142).

IIpe3emenara cumOonMKa Of TapoOT-KapTU-
T€ KOPECIIOHIMpa CO eBOKallWjaTa Ha ,,u3ryOeHa-
Ta xxeHa™ (Meny3uHa); THe ce CHMOOJH Ha HaJlex
u o0HOBa Ha ,,MaIIKOTO™ OMINTECTBO (3amanor)
no Bropara cBercka BojHa 3amTo, criopen bpe-
TOH U HEroBUTE KoJiern, oOHOBaTa Ha MOJAEPHO-
TO OILITECTBO HE € CAMO €KOHOMCKH U IOJINTHY-
KM NPEIU3BUK, TYKy M MOpPAJeH U IyXOBEH UYHH.
Hecnyuajuo, bperon Bo Apkawn 17 ce TOBUKYBa Ha
onurecTBeHuTe Mucautenn o XIX Bek, xou ja
NpOMOBHpaJe uiaejara 3a ,,3¢MCKO CIIaCeHHUE Tpe-
Ky KEHCKHOT IIPUHLIMIT .
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Bo Apkawn 17, xenara He € Beke camMoO My3a,
TYKy MapTHEp ¥ Kpearop — Baka HEKaKO MOXE Ja
IJ1acu rnopaxara Ha oOHOBeHara cyaOuHa Ha Mey-
3MHA M HEj3MHaTa MOK 3a MeTamopdo3a/Tpandop-
manuja. U ymre: skeHara Bo oBa Jiesio Ha bpeTtoH e
U ,,KOHKpEeTu3anuja“ u ,,modena‘“ Ha socenama deme
(Dictionnaire Général du Surréalisme 1982: 166),
IO 03HauyBa KOHEYHOTO U3MHUPYBAHEC HA CIIPOTHB-
HOCTUTE Mel'y MOJIOBUTE; Taa CTaHyBa ,,M3ryOeHa-
Ta* IOJIOBUHA O]l MUTOT 32 aHIPOTHHOT, a JbyOOBTa
KOH Hea — IpepacHyBa BO KOIHEX KOH ceordar-
HOTO 0CJI000/yBamke Ha YOBEKOT. Bo oBaa cmuc-
na, Bnaga YpomeBuk, kKoMeHTHpajKu 10 JbyOOBHH-
OT TIOPHB KaKO COCTOjOa KOja Ha YOBEKOT MY TH OT-
BOpa BpaTUTE Ha €lHa BHIIA PEasHOCT — HaIpear-
HOCT, K€ UCTaKHE:

3a nagpeanuciuuitie »y608ita e iaili KOH CO3HAHUE U
O1ecok Ha oilikpuitiue — fliaa e egHo 0g HajcuHuille
cpegcinea 3a 0gopana Ha 408eK08alia UHGUBUGYAl-
HOCUL 0g cuille 8Ugo6U peupecuu da, UCOBPEeMeHO,
u egen og Hajepukacuuitie HAYUHU 3a U3LETY6AIbe
0g Ywuaila Ha 3aie0peHoCia 60 COUCIIBEHOUIO
ouitive u 3a 8il0ily8aAlbe 80 YHUBEP3AIHAIIA MUCTTe-
puja Ha tiocitioerveitio (YpomeBuk, 1993: 21).

Apxan 17 na bperon, ce cmeTa 3a YMH Ha CBp-
TyBam€ KOH €30Tepu3MOT. Mako dacuunanujara co
OKYJATHOTO MTI'pa Ba)KHA yJIOTa yIITE O]l MOYETOIH-
TE Ha HAAPEATMCTUYKOTO JIBHKEH-C, Taa J0oOUBa
HOBa chja 0cobeHo 1mo Bropara cBeTcka BojHa. A
0 BOjHATa W MO BpakameTo Ha bperon Bo [lapms
(Bo 1946 1), oOHOBeHaTa HaJlpeaTuCTHIKa IpyIa,
KOHEYHO, K€ T OTBOPU BPATUTE U 3a )KEHUTE aB-
Topku. Bo oBaa mpuimka ke crioMeHam JiBe Toe-
TECH 3acTalieHu BO aHToNoTHjara [ onemaitia agan-
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iwypa: ¢panyycxkuoiu Hagpeanuszam (1993) npupe-
neHa o Brnaga Ypomesuk: Mapujana Ban Uptym
on benruja xoja omu Bo Ilapu3 (1952) u npucra-
MyBa KOH Hajapeanu3MoT Bo 1956 r.; u Xojc Man-
Cyp, oeTreca U packakyBauka, Erumnkanka pojena
BO AHIJIH]a, KOja BO IIOYETOKOT HA TICIECETTUTE TO-
IIMHY Ha MHHATHOT Bek moara Bo [lapus u co 30up-
kata Kpux (1953) — cramyBa BO Bpcka co Hajpea-
mucture. Hammor YpoieBuk octBapui cpenda co
Mascyp npu e[ieH Ofi CBOUTE€ MHOTYOPOjHH TIpec-
Tou Bo [lapu3 u, criopen HETOBHUTE CEKaBama, CE
paboTu 3a egHa OCOOCHO EKCTpaBaraHTHA KCHA
Koja Ha cpeznbara ce MmojaBuiia Co OTPOMEH IIEIINP
TIOJT M3TOBOP JIeKa ,,He caka Ja Ouje 3adenekaHa u
nperno3HaeHa Bo jaBHocra!“ Brpouewm, mTo ga ce
O4YEeKyBa O]l €/IHa BUCTHHCKA HaJIpeasucTKa?!

Tpeba na ce ucrakHe nexka bperoH Beke BO
cBojata Aninonoiuja na ypruoiu xymop (1940), 3a6-
paneta of BiactuTe Bo OpaHIija BO TEKOT Ha OKY-
naryjara, TOMeCTyBa TeKCTOBH OJI JIBE JKEHU: CIIU-
kapkara Jleonopa Kapunrron u noerecara XKuzen
[Ipacuno, ITO UCTO TaKa, MPETCTaByBa YNH HA Jie-
TUTUMHUpamkE Ha >keHute aBTopku (Breton, 2016:
445-455).

HamecTto 3aKi1y4oK: ’KeHaTa BO
HA/IpeaJInCTHYKATA Noe3nja

JKenu mto He cTe BUIUTMBY, BHUMaHHE!
Toein bapa mogen 3a iectu.
A. bperon u I1. Exujap

IIITo ce omHecyBa 0 TeMaTu3alMjaTa Ha Ke-
HaTa BO HaJpearcTHyKara 1moe3mja, MOXe Jaa ce
pede Jieka Taa € MPHUCYTHA BO HAJrOJIEMHOT OpOj
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MIECHU Ha HaJlpeaMCTUTEe, BEPOjaTHO U HajyCIel-
HHUTE — JbyOOBHUTE. [ToNMOT /Y606 € €1HO 011 BPB-
HUTE Haveja Ha HAApeasu3MOT, MOXHOCT 3a 4O-
BEKOBaTa TOTalHA, CYILITHHCKA Je3ajueHalyja, 3a
Bpakame Ha WU3ryOCHOTO €JIMHCTBO HA YOBEKOT M
CTalyBamke BO MPEIEINTe HAa HAAPEATHOTO. ,,AKO
ja cakare Jpy0OBTa, K€ TO cakare ¥ HaJpeaan3MoT
— TJIaCH €/IHa MHBEHTUBHA HAJ(PEAJMCTUYKA Hapo-
na Ha bperon. 1o noBog JbyOOBHOTO 4yBCTBO Ha
elleH HaJpealMCTHUYKU TIO0ET, KaKO MPOIOJDKEHHE
Ha Tpybaxypckara JbyOOB 1 Ha JbyOOBTA O] BpeMe-
TO Ha POMAHTU3MOT, HO HECOMHEHO H3MEHETO CO
OTBOPEHOTO WHCHUCTHPAEE BP3 HEPACKHHINBOTO
eIMHCTBO MOMETy TeJIECHOCTA U AyXOBHOCTA, Bia-
Ja YpoluieBHK ke peue:

Bo wmakeuoii ogrnoc cilpema mydositia dcenailia e
MOWIHe Yeciio gueuHu3uUpana — 6e3 000 ga
buge 3ailociiagena Hejzunailia ierecHocid. (...)
JKenara craHyBa eIHO TaWHCTBEHO CPEIUINTE KOH
KO€ YOBEKOT € BOJICH HE caMO OJ] cujlaTa Ha Haro-
HOT TYKYy W OJ] CBojara morpeba 3a MHCTEpH]ja, 3a
JIOTIUP CO HEUCKAXIMBOTO M CO OTafe-peaHoTo.
Epotukara Ha Haapealn3MoT, U TIOKpaj ceTa CBOja
MIPOBOKATUBHOCT M JKECTOKOCT, MO MapaJoKCalHU
MIaTUILTA, BOAMW KOH €JHA HOBa CHHPHUTYaIN3allHja
Ha JpyOoBTa (Ypomesuk, 1993: 21-22).

3a uwnycTpandja Ha HaJpeaTUCTHYKOTO MOU-
Mame Ha KEeHaTa U JbyOOBTa KaKo OJHIIETBOPEHUE
Ha COMHEHMETO BO CETHJIHATa PEasHOCT U BepOa-
Ta BO €[Ha Jpyra, BUILA PEAJIHOCT — HaJIPEaIHOCT,
HO M KaKo CyOJIMMAar Ha KyJTHaTa HaapeaauCTH4-
Ka Tpujajaa: cioboja — COH — JbYOOB, ja IMOCOYY-
BaM TiecHaTa Bo mpo3a Ha Pobep Jlecnoc ,,Tonky
COHYBaB 3a TeOe™ Koja, BO MpEMNeB Ha YPOIICBHUK,
BO LIEJIOCT IVIacH:

Tonxky comysas 3a tebe witlo wiu ja 3aiyou ceojailia
PeanHoCu.

Hma nu ywite epeme ga ce gociiaca woa H#ueo
ileno u ga ce baxme 6p3 wiaa yciua paz"al-beu_w Ha
nacoi xoj mu e gpai?

Tonky conyeae sa iticbe witio mouitie paye ceu-
KHauu ga ce 8Kpculysaail, 60 UPeIpHyearoeiio Ha
weojaitia cenxa, 8p3 mouite pagu, He Ou ce ceuil-
Kane oxoy obauyuilie Ha eoeito eno, MoiceouU.
Tonxy, witio #ipeg euciuunckaiia iojasa Ha OHA
wito me foceiysa u me 80gu eKe co geHoB8U U CO
ToguHu jac Ou cilianan egua cenKd, HeCOMHEHO.

O ceniiumeniianiu geoymersa.

Tonky conyeas 3a iliebe wilio Hema 6eKe epeme 3d
ga ce pasdoygam. Jac ciiujam dpociuym, co imeno uz-
JIOJCEHO Ha cuilie T0jasu Ha HCUBOTHOT U HA /bYOO-
8liia, a U Koja equHCi6eHO UOCHOUW 3a MeHe ge-
Hec, il UMaw 4eio U yCHU KOU jac bu Modiceil MHOTY
uowewKko ga i goupam OWKOAKY Upsuiie YCHU U
#peOTHO Yeno wito Ke Haugail.

Tonxy comyease 3a itiebe, WoOIKy oges, 300pyeas,
cilueg co WGOjowl UpU3PAK WO He MU OCIUaHA
HUWIO gpyio mModcebu oceen ga ougam upu3pax
Mez"y ipuspayuite u ciiofiaiiiu iogexe ceHKa OtuKO-
Ky cenxaitia witio ce wieitla u Ke ce weila otonexa
110 COHYEBUOIU YACOBHUK HA TUBOJOIU IHCUBOUI.

[MpamameTo 3a HAAPEATU3MOT U KECHHUTE, KOJI-
Ky ¥ Jla € KOHTPOBEP3HO, € MOIIHE 3Ha4YajHO; TOa
€ eJHO O]l KIIyYHUTE Tpallamba Mopaad Kou, v Mo
CTO TOJIMHH, HAJPEATN3MOT € C¢ YIITE aKTyeleH,
NOTTHKHYBAa4YKH, MPOBOKATHUBEH... 3aIlTo, ,HaJ-
BOp Ofl HUjaHCHUTE ¥ WHIMBHUAYAITHUTE MIpedepeH-
11, HAJ[PEATM3MOT HE MPECTaHa Jia ce MOBUKYBA Ha
eMaHIUIaljara Ha JKeHaTa, TIPUToa HAracyBajKu
ja Hej3uHaTa yjiora BO €MaHIUIalKjaTa Ha JJyXoT
(Aunpe bpeton).
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Lidija KapuSevska-Drakulevska

Surrealism and Women
(Summary)

Surrealism, as one of the most famous intellectual movements in history, is considered the most comprehensive
aesthetic revolution of the 20" century, on the one hand, but on the other, it is also a sexist movement, since there is
not a single woman in the group around André Breton.

In the context of the avant-garde, surrealism is probably the only movement in the post-romantic era that glorifies
the feminine principle, but only as an instigator of “male” creativity. On the other hand, there is no other movement
with so many active women artists (in painting), which is not the case with the literary context, where their absence
is noticeable.

The question of surrealism and women, however controversial, is very important; it is one of the key questions that,
even after a hundred years, surrealism is still relevant, stimulating, provocative...

Key words: avant-garde, surrealism, André Breton, feminine principle
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Natali Rajchinovska-Pavleska

VJIK 7.01:7.038

SEMIOTICS OF EMPTY SPACES: DIALECTICAL
RUPTURE, INTERVAL, PAUSE

Key words: empty spaces, interval, pause, resistance, dialectical rupture

This paper aims to explore the semiotics of
empty spaces, the function of interval and pause as
a dialectical rupture, and a conception based on re-
sistance to linear, mimetic, and illusionistic types
of representation. The specificity of the rupture as
an active space for action defines the emptiness as
fullness, constructing meaning in/from the break,
dynamics in the void, silence as a structural ele-
ment of sound, and movement in stillness. Artistic
methods and procedures, responding to alienation
and specific social conditions at a certain historical
moment, are based on an anti-materialist approach
that creates spaces for active perception instead of
passive contemplation. Based on the logic of the
shock effect and semantic coding, artistic exam-
ples contain a connotation of empty spaces as plac-
es for generating meaning. The analyzed artistic
examples cover the domain of various creative dis-

“I can take any empty space and call it a bare stage.”
Brook Peter, The Empty Space, 1968

ciplines, including painting, sculpture, music, film,
objects, graphics, and object photography. Their
dialectical structure is based on the application of
elements of abstraction with deep content mean-
ing, convergence through the practices of non-ob-
jectivity, the act of tearing, décollage, the gesture
of erasure, the empty in the void, silence, dema-
terialization, discrepant montage, reduction of the
sign, and the concept of whiteness.

Introduction

The semiotical, philosophical-monadological,
and anti-materialist approach allows for the inter-
pretation of the construction of empty spaces ac-
cording to the process of reduction, which in the
overall structure of the work contains further po-
tential for generic meaning. What is the role of the
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semiotic act in the process of forming empty spaces
as potential sites of meaning? According to semi-
ologists, semiotics is a “system of signs” through
which “signifying practices” are established, en-
compassing “formal expression,” “formal lan-
guage,” and “representational systems” (Greimas
and Courtés, 1982: 272-293). The extension of the
episteme of representation to semiotics, along with
the concepts of “sign,” “semiotic reduction,” and
“transformation,” enables the interpretation of ar-
ticulated language as a means of producing new
meanings (Greimas, 1987: vii-ix). The anti-materi-
alist approach of the German philosopher Gottfried
Wilhelm Leibniz (1646—1716) is based on the hy-
pothesis of the existence of a “monad,” defined as
a simple substance “without parts” that enters into
different configurations. The monad is changeable
according to internal principles, so that the changes
it undergoes continue in continuity—the sequence
of changes. The sequence of changes includes mul-
tiple aspects within the unit [unité], which is de-
fined as simple and without parts. The internal prin-
ciple as the generator of changes allows the pas-
sage “from one perception to another.” Monads are
incorporeal entelechies [évredéyeia] that possess a
self-sufficient [adzdprera] source for their internal
activity [action] (Leibniz, 1898). Philosophically,
empty space can be interpreted as a monad that en-
ters different compositional assemblies and artis-
tic structures, with the ability to generate percep-
tual action. The relationships between the “seman-
tic content” and the “spatial aspects” are the result
of a combination or determination, transformation,
and possible relationship between different spaces.
Determination is a function of the reader, guided
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by referential denotations, and they should possess
general signs, specifics, signals, and information in
order to be unlocked and recognized. The spaces
are thematized and thus transformed into an object
in itself as a place of action, instead of a represen-
tation of the place of action. Empty spaces repre-
sent an event that occurs “here” and determines the
spatial aspect of the action, which is subordinated
to both the theme and the event (Bal, 1997: 135-
137). In the context of the construction of space,
the creation of conditions for, or “the production
of space,” as Lefebvre writes, the desired opening
of a text with a dialectical-political dimension is
social space (Lefebvre, 1991: 27-40). The dialec-
tical concepts of interruption, interval, and pause
manifest themselves as semiotic, structural, com-
positional, formative, intra- and extra-media artis-
tic procedures, which lead to an active perception
of meaning from/in painting, film, music, graphics,
and object photography.

Painterly Reduction

When it comes to the medium of painting, the
question of representation opens theorizing to sev-
eral examples of artistic dictions. Hence, the ques-
tion posed by Barbara Bolt: “Can the image tran-
scend its structure as representation and be perfor-
mative rather than representational?”” The example
of non-objective painting undoubtedly confirms
the statement (Bolt, 2004: 4). One of the earliest
reductions of representational description is mani-
fested in the work Suprematist Composition: White
on White (1918), by the avant-garde artist Kazimir
Malevich (1879-1935), who advocated the idea
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that art did not need to refer to any reality outside it-
self and that geometric shapes could create the illu-
sion of movement towards infinite space. Howev-
er, within the finite and limited space of the paint-
ing format, he painted a white square, slightly off-
set from the central axis and partially rotated. The
whiteness of the square differs in degrees from the
whiteness of the background and does not function
as a void but as an emptiness from the usual subject
of painting—the illusionistic space. But what does
Malevich’s whiteness contain more deeply? Is it
possible that the entire history of the art of painting
up to that point is captured here? Whiteness serves
as a framework for free perception, yet it also em-
bodies a distinctly focused artistic-reductive inten-
tion. Such capture-liberation is certainly the fruit of
the author’s imagination. Kazimir Malevich states
that “the imagination knows that there is no empty
space” (Malevich, 1968: 192). He states, “Every-
thing else which attempts to express the other side
of life, the practical thing, in a whole series of innu-
merable links in a chain of things, shows that this
sphere too is powerless; there simply is no univer-
sal [...]. If only we would come to the place where
we must find such a ‘universal,” then we would
meet before us something greater than the empty
place, we would disappear in it without trace, and
we would become non-existent, for we would have
overcome the movement. This ‘nothing’ is in ev-
erything that seems tangible to us, existing in reali-
ty...” (Malevich, 1976: 60). He says, “this does not
mean that in it is no gift of work,” countering Ob-
jectivists’ claim that “non-objectivity is an abstrac-
tion, an emptiness.” According to this: “Non-objec-
tive art ... is capable of confronting man with orga-

nized registration and action and helps him out into
an empty field, just as art arrived at the Suprema-
tist city square, the empty, faceless, non-aspectual,
non-objective city square” (Malevich, 1976: 244-
245). Contrary to concrete materialism, emptiness
is a new form of rest, the apotheosis of life (Ma-
levich, 1976: 252-253). The empty occupation re-
turns to the unconscious realm of art, from which it
originated, and within the framework of the object-
less essence in painting, all figures dissolve into
nothingness. “There will be a struggle between ...
sense and nonsense; ... the empty must overcome
the non-empty ... things done at ease must over-
come trivial things; small matters will vanquish”
(Malevich, 1976: 253).

The Gesture of Tearing

The history of painting receives a new chal-
lenge with the interpretation of the work of Lu-
cio Fontana (1899-1968), who in 1948 began with
the process of tearing and break through the sur-
face of the canvas. He declares, “All depends upon
ideas, upon the cut and the gesture” (Billeter, 1977:
19). Destruction as an artistic act becomes part of
the revolutionary conception of the art of paint-
ing, or as Erika Billeter states, “A new pictorial
beauty grows with Fontana out of the act of de-
struction” (Billeter, 1977: 19). The series of works
called Spatial Conceptions [Concetti Spaziali] are
the result of his search for space, the representa-
tion of space that differs from the illusionistic
space [trompe [’oeil] of painting. According to Bil-
leter, “The painting in turn, instead of representing
space, itself becomes space” (Billeter, 1977: 16).
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Fontana’s completely white canvases are a pretext
for what follows, an approach to resolving space as
a structural rather than a content component (Luc-
ie-Smith, 1969: 122). The spazialismo movement
in the 1930s and 1940s in Italy, according to Argan
and Oliva, does not aim to reexamine tradition but
rather polemically opposes it, and the painting of
Lucio Fontana will be the backbone of all progres-
sive movements in Italy thereafter (Argan and Ol-
iva, 2002: 60).

Décollage, Destruction, Shaping

The work TV-Dé-coll/age, no. 1 (1958-59) by
Wolf Vostell (1932-1998) is made through a spe-
cific and authentic artistic procedure called décol-
lage, based on the principles of cutting, tearing,
and breaking through the flat surface of the rep-
resentation, or, as he himself states, “‘unpaste, tear
off” (Vostell, 1966: 90).! The idea of this type of
breaking through or connecting with fragments
of the background content (TV monitors behind a
cut canvas) is the opposite of the collage proce-
dure, which involves building from already exist-
ing elements. The form of creation according to the
principles of “destruction” is the new method of
building the pictorial representation prompted by
social events, the shaping of society according to
the methods of destruction, and personal experi-
ence with the ruins of post-war Europe. The décol-
lage principle is a response to the way in which
mass media reported on the events after the Second
World War, as he declares: “Destruction, decompo-

1

als” (Kaye, 2000: 115).
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sition & change were the strongest elements—I re-
alized that constructive elements don’t exist in life
at all; they are all intermediate phases of destruc-
tion. Life is décollage—as the body builds up and
grows, it wears out at the same time—permanent
destruction” (Vostell, 1968: 4). Vostell implement-
ed this principle in other visual works such as the
film Sun in Your Head (1963), using a method of
removing linear shots and distorting single shots.
The film is part of the Fluxfilm Anthology, a col-
lection of thirty-seven short films created by Flux-
us artists.

Gesture of Erasure

Like Fontana, Robert Rauschenberg (1925-—
2008) painted completely white paintings in the
1950s, where the only image is the “shadow of the
viewer” (Lucie-Smith, 1969: 122). After the “com-
bined paintings” phase, Rauschenberg produced
two conceptual works, one based on the concept
of “erasure” (Erased De Kooning Drawing, 1953),
the other on “assertion” (Portrait of Iris Clert,
1961). Erased De Kooning Drawing (1953) (Ko-
suth, 1999: 175) is one of several works through
which Rauschenberg questions the limits of what
can be understood as art. In this case, the “erasure”
is not semantic but real, and what remains is the
void that covered what was once significant—a
drawing by de Kooning, which he himself gave to
him. Rauschenberg requested a drawing that would
be as challenging to erase as possible, preferably
in ink. He spent almost a month erasing the draw-

As Kaye says, “the image is produced in a degrading or destruction, rather than juxtaposition, of found materi-



CONTEXT / KOHTEKCT 32, 2025

ing, leaving visible traces. Some critics interpret
this gesture as a “response to abstract expression-
ism” (Stuckey, 1997: 41), and some as an “anti-art
gesture,” but in fact appropriation as a method and
erasure as an act are a tribute to the artist, the re-
sult of his preoccupation with “adding and sub-
tracting,” conceptualizing emptiness as a manifes-
tation of “absorption of the diversity of the physi-
cal world” (Davidson, 1997).

Into the Void

The artist Robert Morris (1931-2018) creates
sculptural interventions in gallery spaces, consid-
ering them empty. His white cubic forms, Unti-
tled (1966), are a reflection of the gallery environ-
ment, a simulation of an object emptied of its con-
tent. But there is no work of art without content,
no matter how explicitly denied, or as Rosenberg
notes: “For works to be empty of aesthetic content,
it seems logical that they be produced out of raw
rocks and lumber, out of stuff intended for purpos-
es other than art, such as strips of rubber or elec-
tric bulbs, or even out of living people or animals”
(Rosenberg, 1999: 221). In this way, the work is
not intended to be read; it opposes readability, and
as such, represents a kind of visual obstruction. Ac-
cording to Kaye: “In mimicking the gallery’s claim
to neutrality and denial of content, the plywood
box defers the viewer’s attention towards the dy-
namic operating between herself, the object, and
the ‘empty space’ of the gallery, subverting rather
than confirming the gallery’s late Modernist aes-
thetic and ideology” (Kaye, 2000: 27).

Silence: The Music That is Not Music

The concept of silence in music was realized
by the American Fluxus artist John Cage (1912—
1992), who in his work titled 4°33” replaces the
traditional musical score with the words “Tacet.
For any instrument or instruments.” The work is
in three movements: 307, 2°23”, and 1’40”, and
was first performed at the Maverick Concert Hall,
Woodstock, New York, in August 1952 (Davies,
1997: 448-462). The word is repeated three times,
introducing a vernacular explanation for the man-
ner in which the work is performed. According to
Liz Kotz, the score is replaced by “an autonomous,
textual, and graphic object,” the beginning of what
she calls “post-Cagean aesthetics.” The score in-
cludes linguistic and acoustic elements previously
denied or unrecognized by the musical and aesthet-
ic worlds. The subject of his musical structure is
“the sphere that has always existed outside musical
intentionality,” formulating a “new language” dif-
ferent from the one that defines music. For Cage,
silence is associated with the unconscious, with a
space that is “far from empty” (Kocz, 2001; Rob-
inson, 2002: 115). Experimental music for Cage
means the scope of sounds, “those that are notat-
ed and those that are not.” Music, in its silence,
provides access to the sounds present in the en-
vironment, a concept that is prevalent in modern
sculpture and architecture. He declares, “There
is always something to see, something to hear.
In fact, try as we may to make a silence, we can-
not” (Cage, 1961: 7-8). If silence was previously
a time lapse between sounds, a separator between
two sounds, or a group of sounds, now silence in
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musical discourse allows for a pause or a punctua-
tion; it is part of the structure of the whole (Cage,
1961: 22-23). According to Davies, “There are at
least two very different ways to view 4’33”—as
consisting of a passage of absolute silence or as
comprised of whatever sounds occur during the pe-
riod. When musical works are played, extraneous
noises are likely to intrude. Sirens howl in the dis-
tance, planes rumble overhead, people cough, and
programs rustle. ... We may never experience abso-
lute silence, yet the work might consist of just that”
(Davies, 1997: 448—462).

The Void — Dematerialization

The representative of the New Realists, Yves
Klein (1928-1962), exhibited his first mono-
chromes in 1950 and the series Anthropomorphies
in 1960 (Lucie-Smith, 1969: 122; Weitemeier,
1995: 62). Klein’s conceptualist attempt manifest-
ed itself through the ‘exhibition’ of ‘nothing’ in the
empty gallery (the smallest gallery of Paris), Iris
Clair in Paris, 10 May 1957. The original title of
the project was La spécialisation de la sensibility
a l’état de matiere premiere en sensibility picturale
stabilisée (Specialization of Sensibility in the Raw
Material State of Stabilized Pictorial Sensibility),
known as The Void [Le vide]. In his text, Klein ex-
plains what the exhibition will be about: “a space
of blue sensibility within the framework of whit-
ened walls of the gallery” (Klein, 2007: 49). The
empty gallery, conceived as a ‘space of pictorial
sensibility,” was the target of Klein’s dematerial-
ization of his authentic color—International Klein
Blue. Klein believed that the pictorial space he
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constructed in his monochromatic paintings could
be transferred, albeit immaterially, to the gallery
space (Klein, 2007: 51). The process of demate-
rialization does not occur through “dissolving the
institutional framework of one’s work,” but rather
through a reduction to the absence of the “materi-
al referent.” Hence, Klein’s emptiness is not a pure
opposition to representation but a performativity in
the public domain, tied “to social conventions and
public ritual” (Cabanas, 2014: 128). Scandalous
to the public, the empty room of the gallery space
contained, according to Klein, 48 hours of expe-
rience in isolation, time spent whitewashing the
walls of the interior paint with “pure white litho-
pane pigment blended with Klein’s special var-
nish of alcohol, acetone, and vinyl resin.” Klein’s
goal was not only to purify the space but also to
transform it into his working studio/atelier (Klein,
2007: 51). According to Banai, “Devoid of all tra-
ditional art objects, the room had only an empty vi-
trine stationed in its left corner and a small table
in the storefront window. Both objects were paint-
ed white ‘to receive the pictorial climate of sensi-
bility of dematerialized blue.” Only the floors were
carpeted in light gray, and a sole fluorescent light
illuminated the room” (Banai, 2014: 8; 76). As
Klein himself stated, “The object of this attempt
is to create, to establish, and to impress upon the
viewing public a sensuous pictorial state within the
confines of an art gallery; in other words, the cre-
ation of an environment, of a real pictorial climate,
therefore one that is invisible. This invisible picto-
rial state within the space of the gallery must lit-
erally become what until now has been given as
the best general definition of painting: ‘radiance’”
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(Klein, 2007: 48). Banai asserts that the room con-
tains no people nor objects of art, but rather an ab-
solute stillness lighted by a singular neon light (Ba-
nai, 2014: 75). For Klein, “pictorial space is, above
all, the product of spiritual exercises” (Klein, 2007:
4). Just as his monochromes are said to contain a
depth expressed in an authentic way: “first is noth-
ing, then there is a deep nothing, then there is a blue
depth,” so too the gallery space contains a void that
is filled with the depth of meaning—the confronta-
tion with everything that can be represented as art.
The void’s complexity receives various critical ar-
ticulations. According to Denys Riout, The Void is
the last step in an artistic progression that began
with Klein’s blue monochromes of 1957, embody-
ing the liberation of “pictorial sensibility” from the
material support of the monochrome. (Riout, 2004;
cited in Banai, 2017: 77). According to Benjamin
H. D. Buchloh, The Void enacted the ‘spatialization
of painterly reductivism,” an avant-garde strategy
previously performed by El Lissitzky in the 1920s
that ‘shifts the scale of the framing device: from
the level of easel paintings . . . to the level of archi-
tecture itself.” (Buchloh, 1998: 92; cited in Banai,
2014: 77.) With this act of transformation in con-
ventional exhibitions, the gallery space becomes a
work of art.

Denaturalization of Movement

According to art historian Meyer Schapiro,
“abstract art is a purely aesthetic activity, uncon-
ditioned by objects and based on its own eternal
laws” (Schapiro, 1968: 195). The work Rhythm 21
(1921) by the German artist, cubist, and Dadaist

Hans Richter (1888—1976) is considered the first
abstract, non-narrative film. Richter was primari-
ly a painter who focused on analyzing composi-
tion, using the canvas as a frame and outline rath-
er than emphasizing a specific theme. The forms in
the film composition are distributed according to
the relationships of musical rhythms, with the in-
tention of avoiding any presentation of a theme or
narrative. Rhythm, according to Richter, is the es-
sence of filmmaking as an associative articulation
of time—the essential dimension of film—togeth-
er with movement. The idea is “entering an empty
room in which space does not exist.” It was filmed
with a micro-camera smaller than a cigarette box,
with some wheels inside; the exposure was regu-
lated with a bicycle pump. The camera is placed
on a table, moving up and down along a vertical
axis. The composition consists of 40-50 cardboard
squares and rectangles, contrasting white and dark
surfaces, creating a collage of positive and nega-
tive elements. Richter understood the function of
art as a political connotation, imagining its pos-
sible revolutionary function. One of the possible
ways to express revolt or resistance at that time
was through the objects, elements, and facilities
in the film itself. Methodologically, this meant de-
naturalizing the movement of objects and creat-
ing new rhizomes and networks of political sat-
ire, which for the Nazis at that time meant that it
could cause revolt and rebellion among the audi-
ence, which is why one of the films was destroyed
(later restored).
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The Interval in Duration: Discrepant
Montage

The concept of “interval” represents a potential
for establishing a direct relationship, serving as an
opening towards infinity by accepting the risks as-
sociated with distances and the realm of free reso-
nances, or using indeterminacy as an alternative to
the closure of the work. The theory of intervals is
associated with filmmaking, where the interval as
a product of experimental montage is essential for
the construction of cinema images, cinema docu-
ments, and cinema poems. Cinematography, akin
to montage and all other film elements, constitutes
a multiplicity of cinematic intervals. The interval
is found between frames, in the transition “from”
one visual impulse “to” another. The interval “pen-
etrates the fabric of relations woven into the vi-
sual machine,” creating a “break” and a “pause”
as an opportunity for perceptual reflection (Minh-
ha, 1999: xii). One possible way to oppose repre-
sentation is Lettrist dissociative strategies (Caban-
as, 2014: 128). Guy Debord’s film Hurlements en
faveur de Sade (Howls for Sade, 1952)* is a film
in which the essential element—the image—is ab-
sent, with sound superimposed on the white screen
and silent when the screen is dark. Here the inter-
val is open to duration; it does not remain between
two frames but lasts for the entire length of the
narrative. The original script, rich in content, for
the film has been changed, leaving five recurring
voices (quotes, everyday conversations, and inter-
ruptions with Debord’s observations), and for the

2
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last twenty-four minutes, the viewer sits in dark-
ness and silence (a collective distraction) when the
screen and the cinema are in absolute darkness.
The deliberate asynchrony of sound and image is
the product of the discrepant montage [montage
discrépant] (Cabanas, 2014: 99; 100-102; 108).
Convinced of the power of his conception, Guy
Debord declared, “The film will remain among the
most important in the history of the reductive hy-
postasis of cinema through the terrorist disorgani-
zation of the discrepant [mon film restera parmi les
plus importants dans [’histoire de [’hypostase ré-
ductionnelle du cinéma par une désorganisation
terroriste du discrépant]” (Debord, 1999). Con-
ceptually, Hurlements is a sound film without im-
ages that rejects the language of cinematic realism,
where Debord invokes the principle of Situation-
ist aesthetico-political strategy, détournement (any
elements, regardless of where they are taken from,
can serve in making new combinations) (Cabanas,
2014: 65; Debord and Wolman, 1981: 9).

“This Narration/My Voice” as a
Concept of Originality

Milcho Manchevski’s (1959) experimental
short film Untitled (The Black Film) (1982) con-
tains a complete reduction of visual representa-
tion, reduced to sound and narration—the speech
act. According to Conor McGrady, this film re-
fers to “the desire to make an original film work”
(Mexkrpejmu, 2015: 450). If we take into account
the film’s gehalt, content, or signifiers that direct

The first screening of Hurlements was on June 30, 1952, Cine-Club Avant-Garde 52, Musee de I’Homme.
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meaning, which is the verbal narration, the au-
thor’s statement in the first person undoubtedly
confirms the imperative for originality. If we look
at the film as a whole (image, sound, duration, and
space), or film language, it is necessary to take into
account the history of the disappearance of the im-
age in the film, the negation of the visual, or the an-
nulment of one of the basic components—the im-
age. The flickering effect and the black screen are
shown here in extension; the absence of the im-
age announces the presence of another concept, di-
recting the attention of the perceiver to the mean-
ing generated through speech, without excluding
the position of speech in relation to the black im-
age. Speech is not just any speech, but the speech
of the author, precisely in this film. The black im-
age, abstract in its morphology, is here filled with
meaning—a negation of the institutional and social
form of cinema/film, thus hinting at a dialectical
reflection on the part of the author, probably about
the wear and tear of the medium even in its ex-
perimental form: “That is not original either. Even
Godard used to put black and speak behind it”
(Manuescku, 2015: 441). But the question remains
open whether the search for ‘originality’ is the fi-
nal destination of this concept, and despite the fact
that it is denotatively argued, there is still a sugges-
tion that through the research of film forms, there
is an infinitely open field of possibilities. Counting
on the open citation form (Warhol, Godard), appro-
priation, incorporation, and layering of concepts,
they are organized in this way and receive a new
semantic component—written through Manchev-
ski’s film language. The application of montage
here is in the function of superimposing sound on

the black image (in the technical sense), while the
effect of interruption can be located in the relations
between image movement and speech time (in the
semiotic sense). The movement is completely re-
duced due to the absence of redundant prescrip-
tivity; the movement is hypothetical—driven by
the narration that has a kind of linear form, while
time is compressed through the form of speech, in
which personal experiences are retold whose du-
ration has a broader subjective and historical time
frame than that of the film duration. Punctuation
is especially subtly woven into the part that de-
scribes the author’s first film academic experience.
Understood through Gilbert Cohen’s terminology,
this part (segment of the whole speech) provides
a semantic density, isolating cut-off parts of real-
ity shaped into an autonomous rhetorical figure.
On the other hand, a certain analepsis is achieved
by introducing a series of external references from
the past, which in this example serves to shape the
communicative driver in the film, the meaning that
is developed/generated further.

Reduction of the Sign

Graphic Map Nothing (1991), a silkscreen print
by Dusan Per¢inkov (1939), is a developed con-
cept of the objectless, where completely empty or
partially empty pages repeat the absence of the ob-
ject. The first sheet contains only an internal frame,
the second contains a frame in disappearance—a
dashed line ending in infinity, the third contains
a grouping of dots (one, two, three, four)—posi-
tions in the right imaginary corner of the succes-
sive modular frames within the sheet, the fourth
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sheet contains fully outlined modular frames,
whose shape is an echo of the format that gathers
them, numbered in the upper right corner, the fifth
sheet is a reduction of part of these internal for-
mats outlined with a dashed line, the sixth contains
the same frames outlined in the fifth, with num-
bering in the lower left corner of each of them, ex-
cept in the last row, and the seventh sheet contains
five horizontal frames in which a raster of vertical
lines and marking with an “x” is developed. This
work raises the question of a metaphysical nature,
according to Petrovski, about what the maximum
absorption of space on a limited surface such as
the graphic sheet/format means (Ilerposcku, 2003:
32; 124-125).

The Concept of Whiteness: Artistic
Statement

In the project Shadows of the Common (2023)
by Stojan Pavleski (1976), the photographic medi-
um has the function of registering the almost aban-
doned spaces of the official higher education insti-
tutions for the distribution of knowledge, hunting
the emptiness “of contexts” whose presumed pur-
pose is continuous knowledge acquisition. In this
project, the artifact scenography shows the creative
dynamics’ abandonment and emptiness. The pho-
tograph can capture the transience of time; it can
register situations that we often fail to see in the
right (Campany, 2008: 12). The lens frames not
only certain spaces, but it is also a kind of frame-
work for thinking about the deep differences be-
tween what we “see” and what we “perceive” by
seeing (Campany, 2008: 21). Photographic frames
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are conceived according to compositional consis-
tency and balance of the scenic spaces covered
(single artistic viewing), but they are also part of
the bigger artistic whole (total artistic structure),
interconnected through a marking methodolo-
gy (white spots). The intervention over the photo-
graphic medium through an artistic procedure of
marking/adding achromatic (white, discolored) po-
sitions in a circular form is a method of “marking”
through which the “gnawing” of the higher edu-
cation system are shown as an organism of unsus-
tainability of the production of knowledge. White
spots are not merely ‘nothing’ because of their
“whiteness;” rather, they engage the viewer direct-
ly, ensnaring the observer in the very concept of
“nothing,” as Didi-Huberman explains while dis-
cussing whiteness as a method of marking with-
in the fine arts. They are not visible in the sense of
an object depicted or outlined, nor are they invis-
ible because they attract attention. They are a ma-
terial phenomenon, the reality itself, an essential
and massive component of the pictorial presenta-
tion of the work. They are as visual as the reali-
ty in/of the image they cover. They are not an ab-
straction but the representation itself. White posi-
tions intensify beyond their marked positions, de-
ploying something else beyond their borders; they
communicate with the viewer along other paths.
They cover the ‘nothing out there’ with the ‘noth-
ing from over there.” The whitenesses are an “ar-
tistic statement,” as the American critic and phi-
losopher Arthur Danto (1924-2013) has said (Dan-
to, 1981: 133), a “letter” of the art text; they write
exactly those unrecorded, imperceptible things, the
very systemic degradation that we completely im-
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perceptibly walk by, and by not noticing it, we par-
ticipate in its degradation. Hence, the starting point
of this project is the observation, the noticing, the
registration of processes, and the attempt to keep
the perceptive power of art before the institutions
that maintain its intelligibility in the status quo be-
come extinct. All this results in aesthetic retention
and a creative attitude that refuses to be subject to
permanent registers, despite its necessary institu-
tional mediation.

Conclusion

Kazimir Malevich’s theoretical texts are ex-
plicit about his work being based on the essential
principles of non-objectivity. According to him,
if “emptiness” is all that society and criticism see
in “new art,” and artists are declared “parasites,
speculators, forgers, people occupying themselves
with utter trivialities, who palm society off with
a fake instead of producing the genuine things,”
then they fail to realize that “art has only begun
to express the production which is the essence of
art, and criticism ... does not know in fact how it
should assess faceless pictures and despairs too. In
old works objects have become non-objective, i.e.,
not concrete but abstract images” (Malevich, 1976:
252-253). Resisting the concept of art as an isolat-
ed phenomenon, Vostell relocated décollage from
artistic procedures to a means of action in pub-
lic space, on the streets in the 1950s and 1960s.
As a result, various events, Fluxfests, were orga-
nized in which Fluxus artists participated: John
Cage, Nam June Paik, George Maciunas, Joseph
Beuys, and others. Vostell was responsible for the

Fluxus events in Germany when some of the Flux-
us artists, George Maciunas and Dick Higgins, left
Europe in the first half of the 1960s (Thompson,
2002: 15; Smith, 1998: 58-59). Vostell’s spatially
specific practices, his décollage happenings, tested
the morphology, the boundaries, and the very no-
tion of the artwork as artistic. The work becomes
an interchangeable element between practice and
place, work and site, i.e., the variability of contexts
of occurrence (Kaye, 2000: 105; Sankartal, 2002:
132). Vostell’s happenings are an effort “to erase
in order to see and let others see clearly frames of
reference for experiencing the present” (Vostell,
1966: 40 cited in Kaye, 2000: 116). According to
John Cage, unintentional sounds attract attention:
“Where it is realized that sounds occur whether in-
tended or not, one turns in the direction of those
he does not intend” (Cage, 1961: 8). He believed
that “duration is the only characteristic of sound
that is measurable in terms of silence; therefore,
any valid structure involving sounds and silences
should be based, not as occidentally traditional, on
frequency, but rightly on duration” (Cage, 1961:
13). According to Davis, Cage’s title, interpreted
in the standard way, draws attention to the piece’s
duration, to its temporal boundaries. ... 4’33” is a
temporal artwork; it has a fixed duration (Davies,
1997: 448-462). Duration and silence as a pause
are part of “composition as a process” (Cage,
1961: 18). His creative intention is contained in the
statement, “I wanted to show that doing something
that is not music is music” (Kostelanetz, 1988: 46).
According to Banai, “Klein was among a genera-
tion of artists whose interest in dismantling the au-
tonomy of art led to a critique of the art institu-
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tion as an ideological space” (Banai, 2017: 77). At
a specific moment for French society (the Algeri-
an War), Klein intended to address the anxiety sur-
rounding the political situation in the country, ex-
posing the audience to uncertainty (Banai, 2017:
77). Thierry de Duve writes about the impossibil-
ity of appropriating Klein’s immaterial art:”After
Beuys, after Warhol, the Klein case shows a third
type of congruence between the aesthetic field and
that of the political economy. [...] With Klein it
is forged by the assimilation of artistic values to
value plain and simple, that is, to exchange val-
ue, and thus by means of the artist’s identification
with the capitalist, the dealer, and the owner of the
mass production. In this equation of values, price
is the middle term... The price is only the expres-
sion of exchange value. No one has succeeded, like
Kline, under the names of pictorial sensibility (ask-
ing price) and the pure exchange value of a work of
art as a commodity” (De Duve, 1989: 72-90). The
twentieth-century avant-garde, as Léger describes
it, has a “distrust of the communicative model of
dialogue” (as we saw earlier in Guy Debord) and
therefore “resorts to various [...] anti-discursive
means to radicalize artistic production: shock, de-
familiarization, and abstraction” (Léger, 2012: 58).
Debord employed a critical refusal of language
(both visual and verbal) and détournement as “a
procedure of quotation and reuse of an original el-
ement in a new context so as to reclaim a different
and noncommodified meaning” (Cabanas, 2014:
108-110). Manchevski’s work suggests that if one
looks at speech in isolation, it is evident that there
is a certain logomorphism, which seems to com-
municate some known historical facts but never-
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theless generates complete meaning only if consid-
ered as part of a whole, in relation to the remain-
ing elements and signs. The difference between
“place” and “space” is a matter of structure. The
concept of “space” is defined as a position between
“focalization” and “place” as a topological catego-
ry, a location where events occur. The story is rec-
ognized by the manner of presentation, and places,
viewed in relation to the perception of them (au-
thorial, representative), are named “spaces” (Bal:
1997, 132-133). According to conceptualist theo-
rists Lucy Lippard and John Chandler, “the time
spent looking at an ‘empty’ work, or one with a
minimum of action, seems infinitely longer than
action-and-detail-filled time” (Lippard and Chan-
dler, 1999: 47). According to the Soviet montage
theorist Vsevolod Pudovkin (1893—1953), pauses
in montage spaces are crucial for developing ac-
tive perception. Pudovkin inquires: “How do you
capture—how do you convey that complete and
deep feeling of real processes...? [...] I realized that
a person who observes, studies, and absorbs chang-
es in his perception of the real spatial and temporal
relations brings the distant closer to himself and re-
tains the fast. [...] By focusing on a detail of a pro-
cess, | relatively slow down the speed of that detail
in my perception.” (Pudovkin, 1978: 174). Regard-
ing pauses, Mike Bal believes that “such sections
disrupt the flow of time and function” (Bal, 1997:
111). Pauses can also appear in a form accessible
to perception with the indication “to see,” a pause
that signifies “the passage of time,” the pause not
as a break, but as a “scene” (Bal, 1997: 109). The
interval interrupts the “uniform sequence of surfac-
es,” signifying “a temporal pause, distance, stand-
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still, or gap between different states,” placing itself
“on the threshold of representation and communi-
cation” (Minh-ha, 1999: xii-xiii). The term “inter-
val” appears in ancient Chinese writing, denoting
a time interval that should be used wisely, meta-
phorically expressed through the description of
the manifestation of “moonlight” as a moment for
the transformation of sleep into awakening (Minh-
ha, 1999: xiii-xiv). This concept of the interval in-
vites a deeper exploration of how pauses in vari-

ous forms of communication can lead to new in-
sights and understanding. By reflecting on these
moments, one can appreciate the intricate connec-
tions between time, perception, and the unfold-
ing of experiences. The considered artistic realiza-
tions using the semiotic model of dialectical inter-
ruption, interval, and pause are an opportunity to
perceive the transformative potential of art through
the concept of emptiness as a space for creative ex-
ploration.
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Haranu PajunnoBcka-IlaBiaecka

Cemuoruka Ha npa3HuTe npocropu: JujajekTHYKY NPEKUH,
HHTEPBAJI, Nay3a
(Pe3ume)

OBOj Tpya MMa 3a Iel Jla TH UCTPaKH CEMHOTHKATa Ha ipasHuitie TIPOCTOPH, QYHKIMjATa HA UHIHEPEANOi
U dlay3aiia Kako JUjaleKTHYKA IPEKUH M KOHIIETIMja 3aCHOBaHA HA OTIIOPOT KOH JINHEAPHUTE, MUMETHYKHUTE U
WITy3MOHHCTHYKH BUIOBH Ha penpe3eHTanyja. Crienupukara Ha ipekuHoill Kako aKTHBEH IIPOCTOP 3a JICNTyBamkbe ja
neduHupa fipaznunaitia Kako UCIOJIHETOCT, KOHCTPYHpPa 3HA4YCHE BO/OA Iay3ara, JMHAMHUKA BO MPA3HOTO, THUIIMHA
KaKo CTPYKTYPEH eJIEMEHT Ha 3ByKOT, ABHKEH-E BO MUpYBambeTo. Kako pe3ynTar Ha 0roBOpoT Ha OTy'€HOCTA 1 COC-
TOjOMTE BO OIIITECTBEHHOT JJOMEH BO OJPE/IEH MCTOPUCKH MHI, YMETHUYKNTE METOIH U ITOCTANKH CE TeMeNaT Ha
AQHTUMATEPHjAITMCTUIKH IIPHCTAIl BO CO3/IaBA-ETO Ha IIPOCTOPH 3a aKTHBHA NEPIEIIIN]ja HAMECTO TACHBHA KOHTEM-
ranyja. Bremenenn Ha gornkara Ha e()eKTOT Ha IIOK U CEMaHTHYKO KOJIUPame, YMETHHUKUTE IPUMEPH COZIpIKaT
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KOHOTallMja Ha MPa3HUTE MPOCTOPU KAKO MECTa 33 TeHEPUPAhEe Ha 3HAUCHETO. AHAIM3UPAHUTE YMETHUYKU MPHU-
MepH ro ordakaar JOMEHOT Ha Pa3IMYHUTE KPEATUBHH JMCIMIUIMHU, MEly KO Ce: CIIMKapCTBOTO, CKYJNTypara,
Mmy3ukara, punmor, objexture, rpadukara u o0jexr-pororpadujara. HupHara aujasiekTHika CTPyKTypa ce TeMeln
Ha MpHMEHA Ha eJIEMEHTH Ha alCTPakifja co JUIaboKo COIPIKMHCKO 3HAYCHE, KOHBEPIeHIIMja HI3 TIPAKTUKUTE Ha
OecnpeIMeTHOTO, YMHOT Ha KHHEHE, JIEKOJIaXKOT, TeCTOT Ha OpHIICHEe, IIPA3HOTO BO NPAa3HUHATA, TUILIUHATA, JleMa-
Tepujar3alujara, JMCKIPENaHTHATA MOHTaXa, PEAYKIMja Ha 3HAKOT U KOHIICNITOT Ha OeJIMHA.

Kityunn 300poBH: npa3Hu IPOCTOPH, MHTEPBAJI, Nay3a, OTIIOP, ANjaJICKTHIKH IPEKUH
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Tamapa Kynesa

YIK 2-264:004.8

JIUTEPATYPHU APXETUIIOBHU HA HOBATA
KOI'HUTHUBHA PEBOJIYIHUJA - O AHTUYKHUOT MUT
JO0 IUTUTAJIHA YTOIIHJA

Kiyunu 300poBH: BelITauka HHTSITUTCHIIN]a, MeTaopa, KOTHUTUBHA PEBOJIYITH]a, MUT, KYJITypa

MaruuyHuoT NMPCTEH HA MUTOT

Kako HuKoram pmocera, BO OBHE HEKOJIKY TO-
JIMHY YOBEIITBOTO € COOYEHO CO CEPHO3HU eT3hC-
TEHLHMjaHU Npamamba U npeau3sunu. Oarosopu-
TE Ha OBME JWIEMH MHOI'Y HOBEKE ce Mpeno3Ha-
BaaT BO UCTOPUCKHUTE MpOCIielyBamba Ha HajcTapH-
TE 3alUIIaHU MCKYCTBA, OTKOJKY BO IPETHOCTaB-
KHUTE 3a HOHUHATa. Beke u He cTaHyBa 300p camo
3a COIMjaJTHM M €KOHOMCKH TIPEIHM3BUIIH, TYKYy 3a
MPECBPTHHUIIA MITO HE COOYYBa CO HOBA TMMEH3H]a
Ha MOCTOCHETO.

AKo ce HaBpakame HaHa3aJ HHU3 BpPEMETO, Ke
I'Ml OTKpUEME KIIYYHUTE TUIIEMH U Kpealuu Ha 40-
BEUYKaTa MMarmHaIja KoM Ha HEBEPOjaTeH HAuMH ja
OTKpHMBAaaT BpcKara Mery HCKyCTBaTa CO KOH Ce CO-
OYyBaMe JICHEC U OHHE Ha MUTOBHTE, KAKO €THH O]
HajcTapuTe KpeaTMBHU (OPMH Ha KOMYHHKALHMja.
TokMy HHMBHOTO TNpOy4yBame, WIH OapeM TNOT-
CeTyBame Ha HUBHOTO 3HAYCH-E, HE BOJAU HH3 CO-

JIP’)KUHU KOU Ha HEJBOCMHCJICH HAYMH HU JaBaaT
OJI'OBOPHM Ha MHOTY COBPEMEHH TEMH U Ipalliarmba
MOBP3aHU CO YOBEKOBAaTa er3ucTeHnuja. Llem emen
cniexTap JeUHUINA TO OOIMKyBaaT MUTOT — He-
TOBHOT KOHIIETIT, JINKOBUTE, HApAaTUBHATA CTPYKTY-
pa ¥ 3Ha4YCHETO. YHUBEP3aIHa KaTeropyja BO CUTE
HUB € (PaKTOT JeKa MHUTOBUTE CE ,,KOJICKTHBHH U
CIOJICJICHH HAPaTUBU KO T'M 3eMaart MPEIBHI KOH-
(hITUKTUTE U J)KEJIOUTE Ha YOBCUKHUOT KUBOT KOH -
CTO C€ M3pPa3eHU BO apXETUTICKU (PUTYPH U CTPYK-
Typu*. Tue ce ,,JJeKIUU 3a )KUBOTOT U CBEIOYAT 32
YOBEYKATA WHTEJICKTya THa U YMETHUYKA KPEeaTUB-
HocT* (Jensen, 2016: 47).

[IpernenoT Ha MUTOBUTE HU3 KYJITYPUTE Ha Ha-
poauTe MMaar eaHa 3acAHMYKAa OCKa Ha TOBP3Y-
Bame, a TOA Ce IMpalamara 3a MUCTepHjara Ha er-
3UCTEHIUjaTa 1 Pa3IMYHUTE KYJITYpPOJIOIIKA H Te-
orpa)CKu UCKyCTBa KOH 'l Kpenpaar BepyBamara,
BPEIIHOCTHTE W Tpajaulijara Ha Hapoaute. Cute
OBHME KpEaTHBHM MCEUOIM O]l CBOJYIIMjaTa Ha 4O0-
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BEIITBOTO UMAaaT WJICHTHYHA HAPATUBHA CTPYKTY-
pa Koja UM J1aBa YHHUBEP3aJICH MeUaT Ha MOCTOCH:C
HHU3 BPEMETO.

Bo cBojara cymtuHa, MUTOBUTE Ce OApa3 Ha
JKUBOTOT, TpaJUIMjaTa, MOJICIUTE Ha OJHECYBaIbE
HU3 UCTOpH]jaTa, KOH, TaK, BIPaJICH! BO IIPUKa3Ha,
cO3/1aBaaT ClIMKa 32 KOHTUHYYM U BEYHO TPacCHE
Ha 4oBemTBOTO. CIIOpe] UCTOPUCKHUTE OCNEHIKU
Y TEOPUCKUTE MPUCTANN KOH MUTOT KaKO KHIKEB-
Ha (opMa, THE HABUCTHHA CE CEKOTall aKTyejHa
NpUKa3Ha BO KOja HajaBTEHTHYHO CE 0OJ[pa3yBa MU-
HATOTO KAKO CTEKHATO MCKYCTBO, HO M aKTYCJIIHUTE
OKOJTHOCTH W MPEIU3BUIIM CO KOM CE COOUyBa 4O-
BemTBOTO. CHTE OBHME KOHIENTH U 3HAYEHa, CIIO-
pen [lozed Kemnben (Josef Campbell) ro co3znasa-
aT T.H. CIIEKTap Ha 3Ha4yera Ha MUTOT, OTHOCHO He-
TOBHOT ,,MarM4eH MPCTEH KOj BO cebe MHTErpu-
pa u pedrektupa ,,peaurun, Guiro30Ppuu, yMETHO-
CTH, COIMjalTHN (POPMH HA TPUMHUTHBHHUOT U UCTO-
PHUCKHOT YOBEK U OTKPUTHja BO HAyKaTa M TEXHO-
norujara’ (Campbell, 2004: 3).

W PoGept I'pejBc BO cBojaTa aHa/M3a Ha MH-
TOBUTC IMOTBpAYBa AC€Ka HM3Yy4yBalkb€TO Ha I'PUKHU-
T€ MUTOBH € TECHO MTOBP3aHO CO M3y4YyBamkETO Ha
MOJMTUYKKA W PEJIMIHO3HU CHCTeMH BO EBpomna u
JieKa ,,BO TOJIEM JIeNl TPYKHOT MHT € PEUTHO3HA
u nonutnuka ucropuja‘ (Grevs, 1995: 6). 3a pas-
JIMKA O IOJOLHEXHUTE TOJIKYBamha Ha IIPOydyBa-
YuTe, 3a HCIO ,,BUCTUHCKATA HAyKa 3a MHUTOT TpPEC-
0a j1a 3armoYHe CO MPOYUYYBaAKE HA apXCOJIONIKUTE
CTYIMU W KOMITapaTHBHA UCTOPHja Ha PEeTUTruuTe"
(Grevs, 1995: 9).

AKO ce HampaBH HMCTOPHCKAa PETPOCIICKTHBA,
3aKIIy4OKOT € JIeKa MUTOBHTE TeHepHpaaT YHUBEP-
3aJTHM YOBEYKH HCKYCTBa KOU C€ IIPEHECYBaar mpe-
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Ky crienu(pIHNA HapaTUBHU CTPYKTypH. MUTCKUTE
NPUKAa3HN MUMaaT WICHTUYHA MaTpUIa, 3aToa IITO
BO HUB C€ IPENO3HABAAT MOTUBH, JTUKOBU U TEMHU
KOU Cce OJHecyBaaT Ha BEYHaTa MoTpara Ha MaroT
JI0 ceOenpoHAOralkeTo W Ha 0apameTo OTOBOPH
3a CMHCIIaTa Ha MOCTOCHETO. THe Tu oxpasyBaar
KOJICKTHBHHUTE WCKYCTBA, HO M JIMYHUTE MHCIIOB-
HH TIPOIIECH KOHM KpEeHpaar ,,yHUBep3alu3anuja u
KOHCTPYHpame Ha ceordarHa NCuxoJolka mema
(Rowland, 2003: 23).

Teopuckure aHaaU3M yIITE MHOTY OJJAMHA I'O
YTBpIMja HETOBHOT HAapaTUBEH MOAET M TEMHTE
KOM Ce 07Ipa3 Ha CEBKyITHATa KyJITypa Ha HapOIH-
Te. OBHUE 3a€THUYKH eIEMEHTH Ha KYJATYypPHTE, HUB-
Hara uieHTHYHA Martpuna KemnOen ja HapekyBa-
nre ,,MOHOMHT. OBOj ()eHOMEH BCYLIHOCT ja CO3-
JlaBa KJIydHaTa JABWIXKCYKa OCKa Ha MHUTCKHUTC JIN-
KOBH, OCHOBAaTa HAa MUTOT KaKo IPHKa3HA — a TOA
€ TaTyBamkeTO Ha XepojoT 10 oipeneHa men. Taa
IeJT MOJXKE J1a € MaTepHjaiHa WM JTyXOBHA, HO Ce-
Korai cumMOonu3upa iiopus, ioiipeda n/Mim Hego-
ctuue. Ila Taka, cnopell HEro, MUTOT € MCUXUYKHU
(daxT u ,,MUCTEpHO3HA EHEepTHhja 3a MHCIUpanuja‘
KOja MHTCKHOT jyHaK, IPEKy MOT(ATH U MPeIn3-
BHUIIH, ce 00nyBa 1a ja ociobonu ox cede. Bo Taa
TPaeKTOpHja Ha JIBIKCH:E, MUTCKHOT jyHaK BCYII-
HOCT PEIOBHO CTpaja Of OApeAcH ,,CUMOOIHUYCH
Hepocrarok™ (Campbell, 2004: 35).

On nmpyra crpaHa, mak, HarmopeIHO CO CHUTE
OBHE OJJPETHHIN HA MUTOT, HAjTOJIEM JI€JI MUTCKH-
TEe MPUKA3HU IO CJIENAT CO3/aBAKBETO HA CBETOT H
JTyfeTo, HO CO U3pa3eHa MopajiHa KOMIIOHEHTa 1 CO
noce0eH aKIEHT Ha MOCTOCH-ETO KaKo (QHII030(Q-
CKa Kareropuja. [ 7TaBHHOT MUTCKH jyHAaK CEKOTall
ce Bpaka O] CBOETO MaTyBame CO JIMYCH Tpodej,
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TpaHc(hOpPMHUPAH BO CO3HAHUE CO OJ[peieHa Mopall-
Ha U eTHYKA JTUMEH3Hja.

Onpenenu TeopeTHyapu U jJaBaar mojiado-
Ka, MICUXOJIOIIKA JIUMEH3M]ja Ha OBaa 1oTpara U ja
MOBpP3yBaaT CO BHATPCIIHU IICHUXOJIOIIKH OAHECY-
Bama u coctojou. Ila Taka ®@poja, JyHT 1 HUBHH-
Te CIeAOCHUIN, KOPEHUTE HA MUTCKUTE MPETCTaBH
ru 0apaa Bo rncuxoaHanusara. JyHT Haorarie ciud-
HOCTH MeT'y MUTOBHUTE, KOU T 00jacHyBallIe CO T0-
CTOCH-C Ha ,,KOJEKTUBHO HECBECHO ' U HA T.H. apXe-
THUIICKH 00pacIii BO YOBEKOBaTa ICHXa.

AKo ce cyonmmMupaar IpHUCTaIuTe KOH IMPOyIy-
BamETO Ha MUTOT, HEMOOUTEH (haKT € JIeKa JIOTUKa-
Ta Ha CO3/1aBarb¢ MUTOBH, MUTCKH jYHAIIM U HUB-
HU JieJa € JIOTUKATa Ha XUBOTOT M BO MOJIEPHOTO
Bpeme. CuTe OBHE TEOPUCKHU MPUKA3U HE BOJIAT KOH
HCKOJIKY IIpaliakba 1 TEMHW KOU, BCYHIHOCT, CE€ M-
TOJIOIIKH OAOJIECONM BO COBPEMEHHOT pa3BoOj Ha
YOBEIITBOTO. AKO c€ MOBP3aT MHUHATOTO M WCKY-
CTBaTa HAa YOBEIITBOTO CO AKTYCITHHUTE MPEIU3BH-
LM ¥ HETIO3HAHUIIM KOW ' HOCH TIOYETOKOT Ha HO-
Bara, NeTTa UHAYCTPUCKA (I[I/II‘I/ITaJ'IHa U KOTHUTHUB-
Ha) PEeBOyIMja, MOXaT Jla ce CyOIMMupaar ciej-
HUBE HEKOJIKY Ipaliama;

Kane cme cera? Kou ce HOBUTE MUTOBH KOU C€
nuinyBaatr Hu3 Bpemero? Kaksa e HoBara moTtpara
110 TpyMQOT KOj TO BOJIU COBPEMEHUOT YOBEK HH3
HOBUTE HEIO3HATHU IMATHUINTA Ha CEOCOTKPHUBAME-
TO, Ha ITIOMECTYBakhe Ha OUOJIONIKUTE, COIIUjaTHU-
T€ M WHTEJICKTYaJTHUTE CHIN U moTeHirjan? Kako
COBPEMEHHOT JIMTUTANIEH KOHTEKCT U TiobanHara
MpPEXKHA TOBP3aHOCT TO TpaHCPOPMHUpPA H TO pe-
neduHUpa COLUjATHHOT U WHTEICKTYaTHHOT pa3-
BOj Ha 40oBeKOT? M KOHEYHO, KaKo ymnpaByBaMe U
Kako ja Kpeupame HOBaTa CTBApHOCT BO KOja, HE

IIPUPOIHUTE 3aKOHU — TYKY YOBEUKHTE KPealuy Ha
BEITAYKaTa MHTEIUICHIMja TO OJpe1yBaaT MaToT
KOH MJIHUHATa HA YOBELITBOTO?

Ogue npaiama ce caMo JIeN Off TEMUTE MoCTa-
BEHH BO KHHUTaTa ,,Epa Ha BemTaykara HHTEIUTCH-
nrja — yoBeukara uaauHA (The age of Al - human
future), xou Mery qpyroTo, OTBOpHja U MHOTY (hu-
J030()CKH U ETHYKH Mpalama 32 HOBUTE MUTO-
Bu (Kissinger et al., 2021: 12-26). Kinyunoro npa-
HIak-e MOCTaBEHO OBJIC € — 1AM M KaKO YOBELITBO-
TO K€ yIpaByBa U K€ T HAAMHUHYBa HMILIAKAIIAH-
T€ Ha COIICTBEHAaTa MHBEHTUBHOCT?

[Ipamamara mro ru NocTaBuja OBUE TEOPETU-
Yyapu ce OJHecyBaa Ha HEM30eXHaTa MPOMEHa Ha
HCKYCTBOTO Ha YOBELITBOTO KOE LIEJIOCHO K€ TH
peneduHHpa HayyHHWTE MapajurMH BO CHTE Hay-
KM, BKITy4YBajKH r0 ¥ QUI030(CKHOT MPUCTAIl KOH
Ipallamara 3a er3UCTEHIMjaTa.

MuroTt kako MeTaopa Ha HOBOTO
Bpeme

3omro MuUTOT € Mertadopa 3a JICHCIIHUTE
MIPEIU3BUITA HA BEIITauykaTa nHTeIureHnuja? Kon
ce xepouTe U OOTOBHTE Ha HOBOTO BpEME IITO T'H
co3znaBaMe cute Hue? KakBu mocieauny Tue U Ho-
car Ha 3aeiHuIAaTa?

['pukata MuTONOTHja W HEJ3HHUTE MHUTOBH
[[EJIOCHO TH OTCIIMKYyBaaT COBPEMEHUTE I0jaBH U
HacTaHW. MUTCKUTE JINKOBY M HUBHATA MTOTpara o
TpuyM(OT (CO3HAHUETO, BUCTHHATA), BCYITHOCT €
WCTaTa HapaTWBHA MTporpamMa Ha COBPEMEHHOT YO-
BEK BO HOB, HICTOPUCKHU PA3JINYCH KOHTEKCT.

MHUTOJOIMIKUTE HAPATUBU U MUTCKUTE JIMKOBU
IIEJIOCHO CE MPENO3HaBaaT BO MOCTAMKUTE U ONITY-
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KHATE Ha COBPEMEHHOT 4oBeK. COOUEH CO TEXHO-
JIOIIKM MOJIENU KOU c€ ,,eKCTCH3Mja Ha YOBEUKU-
ot ym“ (John Nosta)', narumrara Ha COBpeMEHH-
OT YOBEK CE€ MaTHIITa Ha MUTCKHOT jyHAaK KOj Ce
00u/yBa J1a Td OTKPUE TaJHUTE HA Cr3UCTCHIIN]jaTa,
BpaMeHa BO JUTMTAJIHUTE MPEXU Ha IOCTOCHETO.
ABTEHTHYEH OZ[pa3 Ha TOj IIOPUB 3a OTKPUBAKE Ha
HETO3HAaTOTO W BUCTUHATA € MUTCKUOT Jiuk Ilpo-
metrej. IIpomerej Owmi ,,HajMyIpHOT BO CBOjara
paca‘, UMai ro3HaBama o/l ,,apXUTEKTypa, acTpo-
HOMUja, MaTeMaTHKa, TUIOBEHE, MEIMIMHA, METa-
Jypruja u OCTaHaTH KOPUCHU 3HACHA U BEIITHHU
KOW TOj UM T'H TIpeHecyBa Ha tyfero’ (Grevs, 1995:
82). HeroBHOT IpKOC KOH OOTOBUTE U ITOCEOHO I10-
PHBOT J1a UM TO JIaJie OTHOT Ha JIyeTo, CTaHyBaaT
cuMOOJI Ha BeYHaTa BHarpeirHa 0opba BO moTpa-
rara 1o cro3HanueTo. [IpuToa, co cBOjOT MOABHI,
TOj OCTaBU M MHOTY Ba)kKHa TIopaka, Jieka ,,kpajHa-
Ta IeJ1 Ha [oTparara He cMee Jja Ouje HUTY Ocio-
OonmyBame, HUTY €KcTas3a 3a cede, TyKy MyapocTa
¥ MOKTa J1a UM ciykuil Ha apyrure.” (Campbell,
1991: 108)

Murtckuor [lpomerej e, BcymHoct, [Tpome-
T€j Ha HOBOTO BpeMe, KOj My ja JIOHECE Ha JOBEIII-
TBOTO HajrojiemMara ajgaTka 3a IPHCTaIl A0 3Haema
M JI0 HOBH MOXKHOCTH 3a KpealMja — BEeIITauykara
unrenurenuyja. [lenemnuor [Ipomerej um nazne
Ha JyreTo YyBCTBO HAa MOK M allaTKU CO KOH MO-
JKaT Jla ce co3/1aBaaT HOBH OOJHIIM M MOJICIN KOH
ja ompasyBaaT JoBeYKaTa JbYOOIIUTHOCT M JKEIl 3a
OTKpHBamb€ Ha HEIMO3HATOTO. BO BakoB KOHTEKCT,
COBPEMEHHOT YOBEK HMMa pEajieH NpPEIu3BUK —

CTpacT J1a OTKpPHBA M J1a TH MOMECTYBa TPaHMIIH-
TE Ha COINCTBEHHOT OMOJOIIKU M (PM3MYKH Ofpe-
JICH MIOTSHLIN]jaJl.

Tonemuot tutan — [Ipomerej € HajaBTEHTHYHA
MeTadopa 3a coBpeMEeHUTE COPTBEPCKH Kpearuu
(pa3BuBaunTe Ha cOYTBEPH), KOU MPEKY aIaTKUTE
Ha BEIITavyKaTa MHTEJIWICHIMja My JaBaaT Ha 49o-
BEIITBOTO MOK J]a TH UCTPaKyBa, HO U JIa TU ITOMe-
CTyBa COIICTBEHHUTE I'DAaHMIIM, TPAHULUTE HA 3Ha-
€HhETO, Ha CO3HAHMETO M Ha TOoTparara 1o BHCTH-
Hara 3a cBeToT. Murckuor [Ipomerej ox Onmumm
neHec goara o CHIMKOHCKaTa JOJIMHA U TO JPIKU
OTHOT B PaKa, 1aBajKky My Ha YOBEIITBOTO HOBH T1a-
TEKH 10 co3HaHMeTo. Toj To ompaBIyBa 3HAYCHE-
TO Ha HETOBOTO UME, 3aT0a IITO HABUCTHHA € MPO-
MMUCJICH MIPEABCCHUK HAa HOBUTC ICPCIICKTUBU KOU
LEJIOCHO TO pee(pUHNUpaaT KUBOTOT HA COBpEMe-
HHOT YOBEK.

Henemnnor IIpomerej, BcymHOCT, ja co3ma-
Jie HajMOKHAaTa CHJIa BO UCTOPHjaTa Ha YOBEIITBO-
TO KOja TO OTBOPa TPETUOT MPO30pEL] Ha YOBEUKa-
Ta JbyOOIIUTHOCT, IPO30pel] KOj Iiesa Bo (jocera)
Hero3Hara JJUMEeH3Hja Ha MocToemeTo. Ha ucrt Ha-
YUH Kako ITo mpeTxonHo [ammmeo [anmej co Te-
JIeCKOTIOT TW HaOJpyayBame npcreante Ha CaTypH,
a 10 HEero W J(Bajuara XOJIAHJCKH HayYHHIH KOTa
r0 CO37a/10a MUKPOCKOIOT. OBHE CBOIYTHBHHU HC-
YEKOpPYBawka MPECIUKAHU BO MUTCKUTE JINKOBU U
MOTHBU IOTBpAYBaaT ACKa MUTOT € YHHUBCp3ajHa
BEepTHKaja Koja TH CII0jyBa BpEMUHATA U TTOCAMH-
IIUTE, BO Xendara YOBEYKHOT yM J1a TH HCTPaKH U
00jacHU HETIO3HATUTE W HEBUIUBU (DOPMH.

3a ¢dunozopckuTe acmekTH Ha BelITauyKarta WHTENUICHIHWja, 3a ronemure jazuunu wmonenu (LLM) wu

TpaHcgopmanujara Ha MuciemeTo nuinysa [lon Hocra Bo Beyond Tools: LLMs and the Emergence of Extended
Cognition ¥ BO HEKOJIKY HETOBH CTaTUH 00jaBeHH BO Psychology Today.

60



CONTEXT / KOHTEKCT 32, 2025

[Tpomerej Ha HOBOTO BpeMe, Ha YOBEIITBOTO
MY TO JIOHECE JUTUTATHUOT OTaH KaKo CHMOOJ Ha
3HACHETO, HO HE 3HACHE KaKo (PUKCHPaHa Mara BO
YMOT, TYKy KakO KOMI[jyTepcKa HEBHIIMBA Mpe-
Ka O]l MIJTHOHH TTaTeKH, HAYMHU, PECYPCH U MOXK-
HOCTH 3a CO3/1aBar-¢ HOBM KPEAaTUBHHM OTKPHUTH]A
Y HOBU YOBEYKH M HAYYHHU HepcreKTuBH. OTHOT
€ MOKTa Ha YOBEKOT BO UMM palle CE aJlaTKUTE Ha
BEIITAauKaTa WHTEJIUIeHLHUja, Koja (yHIaMeHTa-
HO TO MEHYBa HETOBOTO OHMOJIOIIKO MMOCTOCHE, HO
W HeroBara KOTHUTHBHA apXHUTEKTypa Koja e mpe-
Cy[HA 32 HETOBHOT IIOHATAMOIIEH Pa3Boj.

Axo ce 3emar IpeIBU/I CUTE COBPEMEHH JTHJIe-
MH U 0COOCHO TUIEMHUTE M CTPABOT O] HEMO3Ha-
ToTO, [IpoMeTej Ha HOBOTO Bpeme MapagoOKCATHO
CTaHyBa M rocrojaap koj (MOoxe Ja) yrnpaByBa CO
YOBEIITBOTO, HO U CITACUTEN OJ MOCIECIUIINTE Ha
Taa HeroBa MucHja. Toj € 1 OAMETHHK O OOTOBH-
Te Ha CHIIMKOHCKATa JOJIMHA, HO M HUBEH COjy3HHK
ncroBpemeHo. Toj e mpomucia, HUIM]jalrja, HoBa
HCKpPa Ha 3HACHHETO ILITO UM T'0 1aBa Ha JIyleTo, KO
HCTOBPEMEHO CTaHyBaaT M 3aKaHa.

MHWUTOT U Tparute Ha MUTOT BO HOBUTE €Tr3u-
CTEHIMjaJTHM HAapaTHUBH INTO T'M KPEHpa >KUBOTOT
Ha COBPEMEHHOT YOBEK, HE COOYyBaaT CO YIITE
MHOTY MUTCKH JINKOBH KOM IIEJIOCHO CE OJpa3yBa-
aT BO HaIeTo BpeMe. Taa BpeqHOCHA BEpTHKala '
MOBp3yBa HUB CO HUBHUTE JBOJHUIIM JICHEC U T'H
IpeTBopa BO cUiiHA MeTadopa Ha YHUBEP3ATHUTE
MIOUMH ¥ BPEIAHOCTH.

Murtcku napaJiejn — BemTauyKka
HHTEJUTeHIMja

AKO HypHEME yIITe MOJIad0KO BO €r3UCTEH-
[[UjaJIHATE TMpalliaka IITO 0 Ma4yaT YOBEIITBOTO
JIEHEeC, MOTTUKHATH TOKMY OJf IPUBHUJIETUUTE IITO
TH HOCAT HETOBHUTE TEXHOJIOIIKH Kpealnu, Ke 10j-
JIeMe JI0 3aKIIy9OKOT JieKa Taa Kpealyja € HeTOBO
,,KOTHUTHUBHO orienano’. TexHonorujara koja Toj
caMm ja co3iaBa, o BKJIydyBa HETO CAMHOT BO pe-
Bep3UOWIIHA UTPa HA MHCIOBHO, EMOIMOHAIHO H
MEHTaJIHO HUBO. Taa cTaHyBa HETrOB MapTHEp, He-
roBa MPOJIOJHKEHA MUCIIA, HETOBOTO TajHO ,,BTOPO
jac®. OTTyKa, BelITauYKaTa MHTEIUTCHIM]a € YuCcTa
MeTadopa Ha MuTCcKara ['anareja Bo pauere Ha Hej-
3UHHUOT CKyINTop [IMrmMannoH, Koj ja 0XKHUBOTBOPY-
Ba CJIMKaTa 3a COBPIICHCTBOTO. KoHEKIMuTE €O
Hea, HEj3MHOTO BOBJICKYBAFhE BO CEKOjTHEBHUOT, U
(hm3uuKHM, U TyXOBEH, M MaTepHjasieH, U MHTEJeK-
TyaJieH U COIMjaJieH XKUBOT cO3/1aBa Turn4eH [ lur-
MaJHOH-E(PEKT BO JIUTUTAIHOTO [TOBP3YBahE.

CuMOOMMYHUOT OJpa3 Ha OBaa MPHKa3Ha, BO
Temara 3a 3aJbyOyBamheTO U 0)KHMBYBAHETO Ha COII-
CTBEHAaTa Kpealyja, He € HUIITO MTOPa3InIHa O] O/
HOCOT KOH BeIITa4yKaTa MHTEJIUIeHITHja KaKko Kpea-
I[Mja Ha YOBEKOT. 3a MPBIIAT BO HCTOpPHUjaTra Ha €BO-
JylMjaTa YOBEKOT € COOUYEH CO HajuiaboKara corl-
CTBEHA EKCTEH3H]ja, — OHAa IITO YU4eCTBYyBa BO MPO-
necure Ha Mucnara. CoppemeHnor [Iurmannon e
BO TIOCTOjaH ,,KOTHUTHBEH TaHIl™“ (John Nosta) co
CBOjara Kpealyja, Koja BCyITHOCT MY ja OOJUKyBa
MUCJIaTa, BIHjae Ha HErOBUOT PacylyBame U Kpeu-
pa oOpaciiy Ha OJJHECYBakhE KOU HE OUIIC BO3MOXK-
HH BO TIPUPOJHATA €BONyLMja nocera. [leHeninara
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['anmareja mpepacHyBa BO METaKOTHUTUBHO OIJIe/a-
JI0 Ha HEJ3UHUOT KPEeaTop — YOBEKOT.

Iledpr XuHTOH, OBOTOJMIIHUOT TOOMTHHK Ha
HoGenoBara narpana 3a ¢u3mka, 3a OTKpUTHja H
MIPOHA]JI0IM KOM OBO3MOXKYBAaaT MAIIMHCKO yUCHE
M BEIUTAYKH HEBPOHCKH MpEXH (3aeaHo co [lon
Xomunn), Bo peBpyapu ronnHaBa opka mpeaa-
Bame Ha YHUBEP3UTETOT BO OKchop co HAcIOBe-
HO TIpainiame: ,,Janm IuruTaaHaTa MHTeTUTCHIH]a
ke ja 3aMeHM OWornomkara WHTenureHnuja? Bo
00pakameTo TOj MOCOUH:

L, IjaTHALN NACHTUYHN IUTUTAITHA areHTH MOXaT
Jla TIOTJICAHAT WJIjafHUIH PAa3IUnIHU 30MPKU TOAa-
TOIIM M JIa TO CIOJIENIaT OHA IUTO To Hayuwie... OBa
Me HaBe/lyBa Jia BEpyBaM JeKa JUTUTAIHHUTE TIpe-
CMETKH O] TOJIEMH pa3MepH BEpOjaTHO C€ MHOTY
MOJ00pY BO CTEKHYBAaHETO 3HACHE OTKOJIKY OHO-
JIOIIKOTO TPECMETYBambE, M HACKOPO THE MOKaT
Ja OuaaT MHOTY MOWMHTENUTEHTHH o7 Hac. Pakror
JIeKa JUTHTAIHUTE WHTEJINTECHINU ce OECMPTHH U
He eBorynpaie, Tpeda aa rv HalpaBy OMaJIKy MOA-
JIOKHU Ha peNuTHja M BOjHH, HO aKO JWTHTAJIHATa
CYTIEpUHTEIUTCHITMja HEKOTalll caKa Jia ja Ipe3eMe
KOHTpOJIaTa, Majia € BepOjaTHOCTA JIeKa Ke MOyKeMe
Jla ja CIIpedrMe. .., Taka IITO HajHTHO UCTPAKYBAIKO
Mpamiame € KaKko J1a OujeMe CUrypHH JieKa THE HU-
KOTaIll HeMa J1a cakaaT Jia ja mpe3eMar KOHTpojarTa‘
(Hinton 00:12: 30-14: 10)>.

HoOemoBeror u kpeatop Ha BelllTauKkaTa HMH-
TETUTEHIIN]ja, BCYITHOCT Ce OOMIyBa Ja ja MOIUT-
HE CBECTA 3a OMNIITECTBCHUTE U CTr3UCTCHIIH]alTHH
UMILUTUKAIMH O]] PA3BOjOT HA MAITMHCKATA HHTEITH-

2

TeHIIMja, KOja CTaHyBa peaJieH U CEpUO3eH MPe3-
BHK 3a pa3BOjOT Ha YOBEIITBOTO. Herosumor amen e
MOBUK HAa BHUMATEIHOCT M YMEPEHOCT, Ha STHKA
BO KPEHPAHETO U YIPABYBAHETO CO OBHE CHCTE-
MU ¥ CEPHO3HO MMOTCETYBakE Ha TOCETAIIHA UCTO-
PHUCKH HCKYCTBa O] OCIIEANIINTE Ha TTOCETyBambe-
TO MOK ¥ HEMAmkETO Mepa BO NMPOMHCITYBAHETO U
noctankute. COBpeMEeHHOT pa3Boj € HamuoT Mka-
POBHOT JIET, CO KOj YIOPHO M CO HEBEpojaTHa Jby-
OOMUTHOCT Ce JBMKMME KOH HaIMUHYBam¢ Ha OU-
OJIONIKUTE TPaHUIIM, OOWIyBajKH Ce Jia TH TTOMeC-
THME TPAHHUIIUTE Ha BO3ZMOXHOTO.

Jletor Ha MkapoB, HErOBOTO MATyBamE, HO U
HETOBHOT Tpodej — CO3HaHMETO (Tocieaumara oj
JIETOT), Tpeba na OuJie OIOMEHA 3a YOBEHITBOTO
JIeKa IpaHuIlaTa Ha BO3MOXKHOTO MOXE JIa TH TIpe-
ropu Kpujijara co KOM BUBHyBaMe BO 3aHEC OJf OT-
KpUTHjaTa Ha HETIO3HATOTO.

MWUTOT HaBUCTHHA € )KUB M MHUTCKHUTE ITPHKAa3-
HU ce MeTadopa 3a OHa IITO ce KpHUe 3aJl BUIIIHU-
BHOT, YyBCTBEH, CETUJICH U MaTepujajieH cBeT. Tue
HABUCTHHA MPEHECYBaaT CUJIHU KUBOTHU TIOPAKU
kou Tpeba Ja OWIaT MCTOBPEMEHO M TOTCETHHMK
Ha YOBEIITBOTO HA MATOT Ha HEroBaTa eBOJYIIHja.
[lanmopuHaTa KyTHja yIITe HE IOTCETYBa JIeKa Jy-
XOBUTE KOM MOJKaT Jla My HAIlITETaT Ha YOBEKOT CE
JKUBU U JIeKa TOKMY CJ1a00CTa, cTpacTa u JIyJauiIo-
TO C€ OIIOMEHA Ha CEKOj UeKOp Ha HalllaTa JIMYHA U
KOJICKTUBHA UCTOPH]a.

Cure 0OBHE MUTCKH TTapaJieid ce YHHUBEP3aTHU
BHCTHUHH KOM C€ OJIpa3 Ha €IHO HEBEPOjaTHO COB-
narame, HO W Ha OTCIIMKYBamke Ha COBpPEMEHaTa

[IpenaBame Ha ipod. [leppu Xunron va Yuusepsuretot Bo Okcdop, uHK: ,,University of Oxford. Will digital

intelligence replace biological intelligence?” Romanes Lecture, YouTube uploaded by University of Oxford, 29
Feb., 2024, https://youtu.be/N1TE;jTeQeg0?si=IlgBtmusvla d1Uq (npucraneno Ha 24.2.2025)
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YyoBeyKa JpamMa. Bo 0BOj MCTOpPHCKM MOMEHT, Taa  3HaBa BO cuTe ()OPMH Ha JIHjaor Mery OnoJomnka-
BO ce0Oe U COAPXKH CHTE €JICMEHTH Ha aHTHUYKaTa  Ta, YOBEUKA M BEINTAYKATa, MAIIHHCKA UHTCITUTCH-
npama. 1 cute Hue cMme aktepu Ha Taa apama. Ho, 1wmja. Jla ce HajgeBame neka Hema ja Oujeme Tpa-
KOH(JIMKTOT BO HEa € IOJCIHAKBO M BHATPEIIEH T'MYHHUOT JIUK KOj, CO 300pOBUTE Ha APHUCTOTEN, Ke
U HAJBOPEILEH, U CE CIy4YyBa M BHATPE BO YOBE-  CTPajia O]l CONCTBEHUTE IPEIIKH.

KOT, HO ¥l HaJIBOP 011 HeTo. Toj KOH(IUKT ce Impemo-

References

Campbell, J. 1991. The power of myth. Anchor Books edition.

Campbell, J. 2004. The hero with a thousand faces. Princeton University Press.

Grevs, R. 1995. Grcki mitovi. Nolit.

Jensen, J. S. 2016. Myths and mythologies: A reader. Routledge.

Kissinger, H. A. Schmidt, E. & Huttenlocher, D. 2021. The age of AI and our human future. John Murray Press.
Nosta, J. 2024. ‘Al expands human cognitive potential and creativity’, Psychology Today, 19 September 2024.
Rowland, S. A. 2003. ‘Jung, myth, and biography’, International Journal for Jungian Studies, 49(1), pp. 22-39.

Tamara Kjupeva

Literary Archetypes of the New Cognitive Revolution — from
Ancient Myth to Digital Utopia
(Summary)

Geoffrey Hinton, the current winner of the Nobel Prize for discoveries and inventions that enable machine learning
with artificial neural networks, admitted in his lecture to Oxford students last year that artificial intelligence has
surpassed its initial trajectory and has moved in a direction that poses great challenges. We are facing a new, radical
evolutionary leap that is completely redefining the realms of human existence. The world is faced with a great algo-
rithmic puzzle that opens many unknown questions. It is because of these characteristics that artificial intelligence
grows into a new myth, with a concept and characteristics that have completely defined the myth throughout history.
At the same time, it opens vast horizons for the research of contemporary social, cultural and philosophical issues
that create the modern man’s attitude towards life and largely determine his place in it.

Artificial intelligence, through its digital codes and sequences, reflects the entire human capital, diligently stored
over thousands of years of existence. It grows into the most authentic metaphor of the myths that perpetuated man’s
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eternal search for the truth of his existence and of the collective anti-drama. New technological trends are a meta-
phor for the Promethean fire stolen from the gods, in which man is both god and Prometheus at the same time.

Key words: artificial intelligence, metaphor, cognitive revolution, myth, culture
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“A BINARIAN’S NIGHTMARE”: THE POETICS OF THE
INCLUDED MIDDLE IN MINA LOY’S SONGS TO JOANNES

Key words: modernism, Mina Loy, dichotomies

Introduction

“Mina always understood.” wrote Gertrude
Stein about Mina Loy' in her 1932 novel, The Au-
tobiography of Alice B. Toklas, about Loy’s abili-
ty to appreciate Stein’s literary innovation. Yet few
understood Mina—and with good reason. “She
has been legitimately called a symbolist, a dada-
ist, a futurist, a surrealist, a conceptualist, a painter,
poet, playwright, inventor, designer, model, actor.
She was too much. She was too many things,” said
Roger Conover, her literary executor, and the edi-
tor of two compilations of her poetry (qtd. in Thnat).
Her politics were equally complicated: “she chal-
lenged the conventions of womanhood (...) [un-

1

masked] the racial underpinnings of the avant-gar-
de (...) [and spoke] to the complexity of mother-
hood in the first decades of the twentieth centu-
ry and beyond”, while also being fascinated with
eugenics and mingling with the famously fascist
Marinetti and Papini (Pozorski, 2005: 42).

Loy herself made no effort to make her work
and identity easily digestible; even her name was in
constant flux—*“she adopted a range of semi-trans-
parent masks, aliases, and pseudonyms, such as
‘Gina’ in The Effectual Marriage, and ‘Imna Oly’,
‘Nima Lyo’, and ‘Anim Yol’ in Lion s Jaws” (Chur-
chill). Suzanne W. Churchill reads the name which
‘stuck’, Mina Loy, as “Min-aloy is Mine-alloy, im-

Mina Loy (1882-1966) was a poet, painter, and part of the group that started the modernist revolution in literature.

Loy had a number of friends in the European and North American literary scene; among them were Gertrude
Stein, William Carlos Williams, and Ezra Pound, who considered her one of the most talented American poets
(along with William Carlos Williams and Marianne Moore). Her most famous work is Songs to Joannes, a poetry
collection written after the end of her relationship with the Italian Futurist Giovanni Papini.
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plying that the self is both an essential and com-
posite substance” (Churchill), providing a key to
Loy’s Songs to Joannes, which some have called a
long poem, others a poetic cycle, and Loy herself
had described as a “progression of realisations”
(qtd. in Konkol, 225). Presumably written in 1915
or 1916, in the aftermath of a failed relationship
with the italian futurist Giovanni Papini, the most
likely ‘real-life’ counterpart to Joannes, (Giovanni
Papini) Songs... is a complex text that deals with
love in many contradictory ways: with skepticism,
dejection, yearning, and hope. Due perhaps to
Loy’s changing state of mind during its creation—
“the first were in red hot agony-the first of the sec-
ond part in the traditional recuperation in the coun-
try-& the rest-settled [“more” cancelled] cerebral”
(qtd. in Konkol, 225)—this variance in the text’s
attitude to its object constitutes only a part of its
overall semantic fluidity.

Its lability is furnished by a ubiquitous layer-
ing and commingling of opposite terms: love/lust,
sacred/profane, human/divine lose their dichot-
omous quality, enacting a fusion no longer avail-
able to the two main figures in the poem, the lyri-
cal speaker and Joannes. This alloy-like quality has
lead to Songs... being read in a multitude of con-
tradictory ways. Her contemporary, Ezra Pound,
claimed that she wrote “poetry that is akin to noth-
ing but language which is a dance of the intelli-
gence among words and ideas and modifications
of ideas and characters”, poetry that contained “no
emotion whatever” and was “a mind cry, more than
a heart cry” (qtd. in Churchill). In stark contrast
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to Pound’s assertions, Ellen McWhorter finds in
Loy’s work “complicated messiness of lived ex-
perience” (McWhorter) and Churchill criticizes
Pound for disregarding the “psychosexual desires
(...) and matters of both the heart and mind” (Chur-
chill) in Songs.... Virginia M. Kouidis claims that
Loy “was attacking her Victorian heritage which
calculated the marriage value of women accord-
ing to their purity and ignorance” on a personal
level, and “was fighting the failure of literature to
treat life honestly” in her art (Kouidis, 170). Rather
identifying Victorian norms as Loy’s main target,
Aimee L. Pozorski describes Songs..., along with
Parturition—"her poems about motherhood”—as
Loy’s “most persuasive and heartfelt rejection of
Futurist ideals, as well as her contribution to the
woman question” (Pozorski, 2005: 42). My inten-
tion in foregrounding the differences of these vari-
ous interpretations is not to discredit them; instead,
I imply that they are compatible despite their con-
tradictoriness, exactly due to how fluid meaning
is within the text. The aim of this paper is to take
a closer look at the reason behind this fluidity: a
principle whose ubiquity in- and consequence to
the structure of Songs... justifies it being labeled
as a type of poetics.

I mean the already hinted at fusion of dichot-
omous terms, which permeates the entire poetic
cycle—unsurprisingly, given Loy’s unapologetic
complexity and political radicalism—and provides
textual proof for Conover’s view of Loy as a “bina-
rian’s nightmare” (qtd. in Makowska). This princi-
ple will henceforth be referred to as a fusion (and
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its various synonyms) of dichotomous terms and
as Loy’s poetics of the included middle>—in op-
position to the excluded middle, or the necessari-
ly empty space between the two nodes of a dichot-
omy (“Law of Excluded Middle™). Like the num-
ber of interpretations this principle engenders, its
functions in the poems are too numerous to exhaust
within one paper. I will focus on two that I find to
be of special importance: its potential to subvert
cultural norms (and thus, by implication, interro-
gate systems that rely on them for their power) and
its role in characterizing the relationship between
the speaker and Joannes.

For the sake of the page limit as well as to
avoid tautology, I cannot consider all thirty-four
poems in this paper. I have selected the first three
poems, as well as the thirteenth and thirty-fourth,
because they effectively showcase the different
themes and their transformations in Songs.... The
first poem is programmatic, and already contains
most of the (to-be-subverted) dichotomies that will
appear throughout the subsequent thirty-three: sa-
cred/profane, human/divine, love/lust, distance/
proximity. It also contains Biblical and Freudian
references that are similarly subjected to fusion, a
feature that will allow me to touch on the cultur-
al subversion encoded in the text. Given its the-
matic richness and programmatic quality, I will
spend the majority of this paper analyzing the first
poem—this will give me the opportunity to inter-
pret those that follow more briskly (avoiding a rep-
etition of recurring motifs) and to to shift the fo-
cus from the cultural subversiveness of Songs... to

2 To prevent excessive repetition.

the relationship between the speaker and Joannes.
Before a complete shift takes place, though, I will
consider two more important dichotomies supple-
mented by the second poem: man/woman and hu-
man/machine, which are also promptly subverted.
The third poem situates itself most explicitly with-
in the included middle, but it also metamorpho-
ses it from a space where cultural norms are un-
dermined into a lost paradise: an example of uni-
ty which could have been achieved by the speaker
and Joannes, but was not. The thirteenth poem re-
locates this ideal unity from a lost future to a pos-
sible one and presents the poetics of the included
middle as a recipe for its achievement. Finally, the
thirty-fourth poem once again relocates the speak-
er’s and Joannes’ fusion from the possible future to
the (very) recent past: it has already taken place, al-
though in the realm of literature, rather than in ‘real
life’. Over the course of this paper, I hope to show
that two major functions of the poetics of the in-
cluded middle are, extratextually, to subvert cultur-
al norms and, intratextually, to showcase the differ-
ent facets of the union of the speaker and Joannes:
as a lost future, as a possible future, and as fait ac-
compli. Before 1 begin with my close reading, I
want to briefly discuss Nancy Jay’s essay, “Gender
and Dichotomy”, which undergirds my assumption
of an inherent cultural subversiveness contained in
Loy’s poetics of the included middle.

Jay opens by shining a spotlight on the “so-
cial conditions and consequences” of the use of di-
chotomies, which “logicians, no doubt, can safe-
ly ignore (...), but social theorists do so at their
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own risk” (Jay, 1981: 38). The problem with bi-
nary terms such as male/female is that, while they
do not necessarily have to be conceived as dichot-
omous, they are “particularly susceptible to such
phrasing” (Jay,1981: 43). The dichotomy, where
something is either itself or its complete oppo-
site—two sides cleft by an excluded middle, a non-
space ensuring that they cannot come into contact
with each other—is “necessarily social” (Jay,1981:
43) (since biological sex is a continuum) and nec-
essarily inaccurate: “Concepts of femaleness and
maleness come into being that have nothing what-
ever to do with human sexual differences, but fol-
low from the nature of contradictory dichotomy
itself” (Jay, 1981: 44). In other words, dichoto-
mous thinking imposes itself upon non-social re-
ality, creating harmful distinctions that have no
‘real’, biological basis. Since something can only
be itself or its opposite, and no middle ground ex-
ists, and if male/female are opposite terms, it fol-
lows that if one is sacred, the other must be pro-
fane. Thus, when the culturally preeminent man is
assigned the status of sacred, woman becomes pro-
fane by necessity. This logic can be applied to oth-
er social distinctions such as White/Black, hetero-
sexual/homosexual, etc., and the grievous conse-
quences for the less privileged halves of these bi-
naries constitute a major part of the Western histo-
ry. Jay makes clear that not all cultures make di-
chotomous distinctions; however, “societies with
dualist religions” do (Jay,1981: 45).

—A space where dichotomous terms come
into contact and mix—in her poetry was no less
political (albeit also significant in other, apoliti-
cal ways). A purely political/cultural/sociological
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analysis of Songs... lies beyond“For the Greeks,”
for instance, “one function of male initiation rites
is to separate boys from women-and-children, to
make them not-women” (Jay,1981: 45). After a de-
tailed look at this mode of thinking in the work of
Plato and Aristotle, Jay finds further examples in
Judaeo-Christianity and new conservatism, show-
casing both its roots and its persistence in the West.
Jay indicates the immense cultural power these di-
chotomies wield in the creation of oppressive hier-
archical structures; as a consequence, their rejec-
tion must also have some cultural impact. While
it may not aim at dismantling patriarchal and reli-
gious norms in the same way as her Feminist Man-
ifesto, it is undeniable that Mina Loy’s transforma-
tion of the excluded middle into an included mid-
dle the scope of this paper, but an acknowledgment
of its radical potential is necessary, lest the poet-
ics of the included middle be framed as a purely
intratextual, formal device. In order to avoid this
impression, I will briefly mention cultural context
and its interaction with the text where applicable
throughout the close reading section.

A Close Reading of Selected Poems
from Songs to Joannes

L.

The opening poem of Songs to Joannes al-
ready displays the layering and mixing of dichot-
omous terms that will recur throughout the text.
Loy weighs clever allusions and wordplay against
atmospheric undercurrents of wounded and irre-
pressible desire, creating a poem whose vacilla-
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tion between acerbic disillusionment and amo-
rous yearning ultimately remains unresolved. Both
Loy’s intertextual and etymological allusions ref-
erence a state of doubt and clouded judgment, a
detail which further accentuates the liminality of
the poem, its location between the intuitive and
the cerebral.

The speaker begins with a disenchanted anal-
ogy: Cupid becomes “Pig Cupid” via the shared
quality of a rosy complexion common to pigs and
depictions of young children (Cupid is often por-
trayed as a rosy-cheeked little boy (“Cupid”)), as
well as a “Spawn of Fantasies”, thus positioning
the unbelieving speaker on the ‘cerebral’ side of
the aforementioned dichotomy. However, line two
already disturbs the speaker’s skeptical veneer: Pig
Cupid is “silting the appraisable” (emphasis add-
ed). Per Jacqueline Kari’s annotations to Songs...
(Loy and Kari)?, “to silt” denotes “to block, fill, or
choke up”, usually referring to bodies of water. Cu-
pid is blocking “the appraisable”, or that which can
be evaluated—in other words, Cupid blocks judg-
ment. The poem, which is both the outcome and
a representation of his exploits, cannot shield it-
self from his irrational influence. Cupid’s meta-
morphosis into a pig cannot be interpreted solely
as an expression of skepticism towards love: the
image of a “rosy snout/ Rooting (...) Among wild
oats sewn in mucous-membrane” evokes both sex-
ual intercourse (“rosy snout” as a phallic image)
and cunnilingus. Through this layering of desire
and cynicism, the Cupid-as-pig image becomes a
microcosmic embodiment of the entire first poem,

3

where these two states of mind are inseparably en-
meshed. This enmeshment is repeated on the son-
ic level via the vocalic echo of Pig Cupid—Loy’s
choice to have the two terms side-by-side, rath-
er than blending them together into a neologism,
seems to be her way of pointing out a union that
preceded the poem’s creation: ‘Cupid’ already con-
tained ‘pig’ as a sonic trace. “[A] weed white and
star-topped” is polyvalent to an even greater de-
gree, owing to its punny description and the traces
of floriography it contains.

Kari believes that the description of the “weed”
is an allusion to a plant whose name bears a con-
spicuous resemblance to it: starrush whitetop. This
perennial sedge prefers “moist... soil in... marsh-
es, wet savannas, ditches...” (“Rhynchospora Col-
orata.”), reinforcing its connection to female geni-
talia—the “mucous membrane” it originates from.
More importantly, though, and per multiple sourc-
es on flora, it is often mistaken for a daisy (“Star-
rush Whitetop” and “Rhynchospora Colorata.”).
Daisies had a distinct significance in Victorian era
floriography—one Loy was likely aware of, giv-
en her (insurgent) engagement with Victorian cul-
ture in her work (Walter). In Victorian floriogra-
phy, the daisy symbolized “innocence, loyalty and
an ability to keep things secret” (Clacy). The prox-
imity of the starrush whitetop to a daisy sheds an
ironic light on these qualities (often attached to tra-
ditional notions of romance, which are the subject
of consistent derision within “Songs”). The “abil-
ity to keep things secret” is especially ironic, giv-
en that Loy’s long poem is filled with pornograph-

All subsequent citations from Songs... and references to Kari’s annotations are drawn from this source.
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ic details (also in opposition to “innocence”) and
an unconcealed rawness of emotion. In this sense,
the fact that a daisy could have simply been a mis-
recognized starrush whitetop—a “weed”—points
to a cerebral dismissal of romantic love as an il-
lusion. Another interpretation is also possible. The
hacking apart of “starrush whitetop” into “a weed
white and star-topped” allows for the addition of “a
weed”, to emphasize the throwaway quality of the
plant, forming a semantic parallel to “erotic gar-
bage”. A further effect of this choice—not using
the plant’s exact name—is that the misrecognition
between starrush whitetops and daisies can move
in both directions. The daisy itself, given its ubiq-
uity, could be seen as a weed, and its bloom also re-
sembles a star with a large number of rays. Thus it
remains unclear whether Pig Cupid plucked a dai-
sy or a starrush whitetop (a false daisy) from the
site of lust—the mucous membrane—just as it re-
mains unclear whether the connection between Jo-
annes and the speaker had been utterly illusory or
somewhat authentic, and whether the speaker ful-
ly rejects love or yearns for it. The following stan-
zas of the first poem exacerbate the entanglement
of these two attitudes.

In stanza two, skepticism shifts to longing.
Coming close on the heels of an image evoking a
sexual encounter and genitalia—"“wild oats sewn
in mucous-membrane”—the first two lines of the
second stanza build on the theme with their orgas-
mic firework imagery. These lines contain a paral-
lelism, furnished by an assonance in its first half
(eye, eternity) and a semantic correspondence (a
Bengal light and a skyrocket are two kinds of fire-
works) on the other. With their semantic dimension

70

located between these two poles, these lines pro-
duce a layering of the visual/distant and the im-
mediate, the fleeting and the eternal. “I would an
eye” is immediately noticeable, with its clunky
homonymous sound and two blank spaces flank-
ing the article ‘an’. The visual aspect of the blank
spaces creates an equivalency between “I would”
and “eye in a Bengal light”: the equidistance of the
two phrases from “an” invites the reader to evalu-
ate them as though they were expressions on either
side of an equation. The I/eye dichotomy is not na-
tive to Songs..., and its cultural presence warrants
a brief discussion of its own, because it showcases
the political implications of Loy’s poetics of the in-
cluded middle, while also bearing on my particular
reading of Songs... However, in order to show how
their cultural context supplements their signifi-
cance within Songs..., the two terms should first be
analyzed in the context of the entire second stanza.

While it is plain that “I would” marks desire,
it is noteworthy that “would” is a verb often used
in the context of requests and conditional sentenc-
es, and, as such, implies a desire that is as yet un-
fulfilled. This form of desire fits in neatly with the
ambiguous semantic field of the first stanza, where
the identity of the plant found by Pig Cupid (and,
thus, the nature of the speaker’s relationship to Jo-
annes) remains undetermined. Desire as a possibil-
ity rather than as a reality figures even more prom-
inently in the third poem of Songs..., which will be
discussed later in this paper. This expression of de-
sire is weighed against “eye in a Bengal light’—a
visual, distanced center in the midst of the flashy
climax of a firework. The eye requires distance to
see, and one might thus expect the eye within the
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Bengal light to retain its ability for dispassionate
appraisal within the explosion, to be as calm as
the eye of a storm. However, in a Bengal light, the
“eye”is the source of the explosion, and therefore
the most turbulent of its parts.

By bringing together, with her use of “eye”,
the images of the impassive eye of a storm and
the combustible center of a Bengal light, Loy once
again writes into existence the missing middle term
between the dichotomous nodes of distance and
desire. The second line, “Eternity in a sky rock-
et”, accomplishes the same goal, but to a different
semantic effect. Here, the (usually oppositional)
terms are “eternity” and “transience” (a sky rock-
et, like any other firework, fizzles out after a brief
ignition). Being a continuation of the sentence be-
ginning with “I would”, “Eternity in a sky rocket”
serves to characterize desire and, broadly, romance
as something both fleeting and enduring. “Constel-
lations in an ocean” also brings two opposites to-
gether via visual metonymy: constellations can be
visible on the surfaces of bodies of water, thus pro-
viding a realistic motivation for the fusion of sky
and sea. This phrase functions analogously to “eye
in a Bengal light”, because it plays on the tension
between distance and proximity. Stars are unreach-
able to humans, while the waters of the ocean can
be entered and explored. When constellations ap-
pear on the water’s surface, a middle term emerg-
es, one between distance and proximity: a version
of the stars (their reflection) becomes available to
human touch. Yet finding oneself in this includ-
ed middle is bittersweet, because the stars’ pres-
ence is only partial—the sky always remains be-
yond reach. The ocean “Whose rivers run no fresh-

er/ Than a trickle of saliva”, evokes a kiss or, again,
a sexual act, but cannot provide a complete over-
coming of distance: the speaker is firmly lodged in
the middle between it and proximity. While, as in
the first stanza, Loy’s poetics of the included mid-
dle and their attendant ambiguity are responsible
for a sense of uncertainty and unfulfilled yearn-
ing on the part of the speaker, their cultural reso-
nance produces a less melancholy effect: a disrup-
tion of dichotomies valuable to oppressive modes
of thinking. Loy’s treatment of the I/eye dichotomy
in the poem undermines its usual ocularcentrism,
which has been a touchstone of a sexist privileging
of the male body within psychoanalysis.

The link between “I” and “eye”, established
through their homonymity and their location on ei-
ther side of the article “an” (which acts as a ver-
sion of the = sign) brings into question a dichoto-
my found in philosophy and psychoanalysis: that
between visual perception and lived experience.
Elizabeth Grosz’s writing on the Lacanian mirror
stage, while mostly outside the scope of this pa-
per, provides a useful summary of this dichotomy.
“Of all the senses,” explains Grosz, “vision... most
readily confirms the separation of subject from ob-
ject. Vision performs a distancing function, leav-
ing the looker unimplicated in or uncontaminated
by its object. With all the other senses, there is a
contiguity... if not an internalization and incorpo-
ration of the object by the subject” (Grosz, 1995:
38). The “I”, whose perspective is mediated by all
available senses, is necessarily contaminated by
its objects; its relations to these are also informed
by contact with its erotogenic zones—a proximi-
ty which precludes the cool, calculating appraisal
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afforded by the “eye” alone. Loy’s writing, by re-
jecting a dichotomous separation of I/eye, interro-
gates the objectivity traditionally assigned to the
eye and the images it produces. This interrogation
spills over from the epistemological into the politi-
cal/feminist realms.

Grosz notes that “[Freud’s] vision-centredness
privileges the male body as (...) phallic, virile (...)
and regards the female body as castrated. (...) the
female can be construed as castrated, lacking a sex-
ual organ, only on the information provided by vi-
sion. The other sensori-perceptual organs would
have confirmed the presence of a female organ in-
stead of an absence of a male organ” (Grosz 1995:
39). By placing the eye in the center of a Bengal
light, Loy draws attention to the susceptibility of
vision to the irrational passion of love and lust—
an observation also present in the common expres-
sion “love is blind”. If the clarity of vision can be
muddied by love, it follows that it is generally cor-
ruptible by strong emotion, and, thus, should not
be considered a privileged or “objective” mode of
perception. The subversion of the primacy of vi-
sion also subverts the credibility of its products,
one of which is the perceived superiority of the
male body. This is one of the many moments in
Songs... where Loy’s poetics of the included mid-
dle spill over from the field of linguistic abstrac-
tion (where Pound locates them) into the political
and broadly cultural. Given that Loy actively, of-
ten critically, engaged with Freud’s work through-
out her life (Darling), her subversion of the I/eye
dichotomy likely exceeded the scope of the speak-
er’s relationship with Joannes, and aimed at un-
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settling the psychoanalytic ocularcentrism which,
not unlike the religious and economic systems of
her time, assigned the male a privileged position.
While the second stanza only alludes to Loy’s fem-
inist resistance to the norms that have been foisted
upon women by various institutions, the third stan-
za makes it explicit. Here, the speaker interrogates
the position of- and expectations towards women
in the (Western-Christian) cultural space via Bibli-
cal and Freudian motifs.

Loy’s choice of diction in the third stanza, “I
must live in my lantern / Trimming subliminal
flicker / Virginal” (emphasis added), alludes to the
Parable of the Ten Virgins in the Gospel of Mat-
thew (NIV Bible, Matth. 25), which has been inter-
preted as calling for “constant readiness for a [sec-
ond] ‘coming’ [of Christ] which will be at a time
no-one can predict” (qtd. in France 349). This in-
terpretation implies a state of constant obedience
secured by a Panopticon-like uncertainty about
whether one is in the proximity of God. Its drama-
tization through an episode of virgins (or ‘brides-
maids’) awaiting the bridegroom transposes the
relationship between God and his followers onto
men and women. This transposition is not unique
to this section of the Bible, with another notori-
ous example being “Wives, submit yourselves to
your own husbands as you do to the Lord” in Ephe-
sians 5:22 (NIV Bible, Eph. 5:21-33). Interesting-
ly, Loy transforms the lantern, from proof of obe-
dience and a means of accessing the bridegroom/
God, into a prison for the speaker. The speaker is
trapped within the lantern, and the visual parallel-
ism created by the blank spaces in the lines “Vir-
ginal to the bellows” and “Coloured glass” rein-
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forces the connection between the glass walls of
the lantern and forced virginity (physical and expe-
riential/mental), for the sake of which the speaker
must trim the “subliminal flicker” of desire.

The term ““subliminal” instantly evokes Freud;
its position in the midst of what is otherwise a
Biblical reference produces yet another subver-
sive layering. Freud’s subliminal or unconscious
is a repository of desires too unacceptable for the
ego to acknowledge directly; however, since these
can neither be jettisoned nor repressed, they re-
turn to the surface of consciousness either as neu-
roses or the latent content of dreams, encoded in
the manifest form of seemingly meaningless im-
ages (Sugarman, 2023: 8). In other words, the sub-
liminal houses what is seen as immoral, scandal-
ous, and dangerous to the integrity of the conscious
subject. Its insertion into a Biblical allusion char-
acterizes the speaker’s desire as simultaneously a
given of the psyche and as criminal in her social/
religious context. This section of the first poem sit-
uates the speaker’s relationship with Joannes in a
greater cultural context, one where this relation-
ship, on one hand, liberates the speaker from con-
vention due to its explicitly sexual nature, and, on
the other, threatens to imprison her within the tra-
ditional, oppressive role assigned to women. Re-
turning briefly to the intratextual, however, it is
worth noting that the first and last stanza are two
nodes of a dichotomy, between which the ‘inside’
of the poem plays out: in the first stanza, Pig Cupid
is “rooting”, unearthing the erotic, while in the last,
this facet of the speaker’s subjectivity is repressed.
In the lines between these stanzas, rejection and af-
firmation are layered in an unsettling way, produc-

ing an image of desire that is both authentic and
false, intimate and unreachable—an indeterminacy
eliciting doubt, prompting the speaker to say that
she has found herself in “suspect places”. In such
places, where values and meanings can be volatile,
the subject experiences both the frustration of un-
certainty and a liberation from hierarchy. Loy ex-
plores the latter possibility in depth in the second
poem of Songs....

II.

The second poem begins with another Freudian
theme: that of the “castrated”, lacking female body,
only to subvert it in its latter half. Freud argued
that female children recognize their lack of a pe-
nis as a deficit, leading to “penis envy”, a condition
that contributes to a potential development of men-
tal illnesses (Freud, 1925: 5). It is also, per Freud,
displaced and transformed into jealousy, which
“plays a far larger part in the mental life of wom-
en than of men (...) because it is enormously rein-
forced from the direction of displaced penis-envy”
(Freud, 1925: 5). Thus, the speaker recognizes that
her own “infructous impulses” can only find com-
pletion in the body of Joannes—a deficit predicat-
ed on a “wanton duality” between them. The first
four lines would seem to suggest, therefore, that
Joannes, as a man, is ‘complete’, while the speak-
er is ‘lacking’. Yet the fifth line subverts this dy-
namic: instead of suggesting the opposite (that it
is she, the speaker, who is complete), which would
have still maintained the “wanton duality” in an in-
verted form, the speaker does away with it entire-
ly. She denies Joannes the status of a man, describ-
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ing him as “Something the shape of a man / To the
casual vulgarity of the merely observant / More of
a clock-work mechanism”. Belief in the gender bi-
nary becomes a symptom of “casual vulgarity” and
shallow perception of the “merely observant”. Jo-
annes—whose real-life counterpart, as mentioned
before, is a futurist*—becomes the futurist ideal, a
machine. There can be no gender binary when the
two lovers belong to different species. The speak-
er, too, undergoes a transformation of her own: the
last three lines see her performing a parallel ges-
ture to Pig Cupid in the opening poem.

The speaker’s fingertips, “numb from fretting
[Joannes’] hair” (emphasis added), perform an ac-
tion analogous to Pig Cupid whose “rosy snout” is
“Rooting erotic garbage” (emphasis added). Both
the speaker’s fingers and Cupid’s snout can be in-
terpreted as phallic images; both are in the process
of excavating (or attempting to excavate) some
form of content. Both actions are reminiscent of
a sexual act, one where the speaker and Pig Cupid
perform a traditionally masculine-coded function,
which further dismantles the gender binary estab-
lished in the beginning of the second poem. Simi-
larly, this parallel implies an analogy between the
“wild oats sewn in mucous-membrane” and Jo-
annes’ hair, thus ‘feminizing’ Joannes. The speak-
er and Joannes are each masculine and feminine,
human and inhuman simultaneously. Labeling Jo-
annes’ hair as “A God’s door-mat”, analogously to

“constellations in an ocean”, fuses distance (the di-
vine, ‘high’) and proximity (the earthly, ‘low’). In
her annotation to ‘door-mat’, Kari accentuates the
metaphorical meaning of the word, its ability to de-
note a submissive person—an etymological aspect
that adds to Joannes’ characterization as feminine
as well as masculine and machine-like. The line “A
God’s door-mat” performs several subversions.

The article ‘a’ implies that there are multiple
Gods, complicating the creation of a clear-cut sa-
cred/profane dichotomy as it presupposes sever-
al (and possibly divergent) kinds of sacredness.
Moreover, Joannes’ hair being a God’s door-mat
suggests a God located directly outside it—a po-
sition that corresponds to that of the speaker, who
is fretting his hair, making her both human and di-
vine. Her performance of an analogous gesture to
Pig Cupid (who is also a kind of God) affirms this
reading. The second poem is extremely semanti-
cally dynamic, given the several layerings and
transformations that take place over the course of
only eight lines. That being said, one disjunction
here remains unresolved, and is all the more glar-
ing due to its being surrounded by fusions of terms
and attributes.

This disjunction is the insurmountable divide
between the speaker and Joannes, who is “Running
down against time / To which [the speaker is] not
paced”. While Pig Cupid is rooting erotic garbage
to find a suspect symbol of love (either daisy or

Although a further commentary of this choice lies beyond the scope of this paper, it should be mentioned that one

of Futurism’s most prominent traits was an obsession with machines, as seen in Tommaso Marinetti’s Futurist
Manifesto. Marinetti was also a prominent figure in Loy and Papini’s relationship, and Kari speculates that his
meddling with their relationship is hinted at in the sixth poem, where he appears as the Wire-Puller (a possible
pun on Marinetti, which sounds like ‘marionette’, as well as a reference to his status as ‘leader’ of the futurists).
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starrush whitetop), the speaker is presumably fret-
ting Joannes” hair in hopes to find a code that might
make his mode of functioning, his mind, accessible
to her. As mentioned in the introduction, the third
poem further explores their disunity, the thirteenth
poem describes their fusion as a possibility, and the
last—thirty-fourth—poem suggests that it is an ac-
complished act, albeit not in physical reality. This
transforming view of the speaker and Joannes’ re-
lationship, as I will attempt to show, is mediated
through the poetics of the included middle.

II1.

The tension between the fusion implied by the
poetics of the included middle and its unreality im-
plied by conditional syntax are so starkly visible
in the third poem, that it may be used as an ex-
ample to illustrate the inner workings of Songs...
as a whole. While it lacks the thematic complex-
ity of the first poem, which is why the latter re-
ceives greater attention in this paper, its stylistic
form is a blueprint of the dynamics of the speak-
er’s relationship with Joannes. The fusion of op-
posites and the attendant dissolution of dichoto-
mies is already present in the second line: “In the
bed-ridden monopoly of a moment”. The adjective
“bed-ridden” refers to both sex (in the context of
the preceding “coupled”) and illness (in its com-
mon usage), therefore merging life (sex as repro-
duction) and death (caused or accelerated by ill-
ness). Similarly, “broken flesh with one another
/ At the profane communion table” combines the
image of a broken hymen with bread being broken
during communion, creating an alloy of the sacred

and the profane. Like in the second poem, it also
synthesizes the human and the divine: communion,
a fusion of human and God, is transformed into the
coupling of two people. Aside from its intratextu-
al significance, this section of the poem is bluntly
political, being an affront to Catholic Christianity
and its control of women’s desire. Finally, the “but-
terfly / With the daily news / Printed in blood on
its wings” is a composite of several dichotomous
terms. Life and death are present in it: it is brought
to life by the speaker and Joannes, while also car-
rying the marks of violence—the bloody writing
on its wings. It is also a mixture of the high and
low. The butterfly is famously linked to the human
soul in ancient Greek beliefs (“Psyche”), an asso-
ciation which lends it proximity to the transcendent
and to ‘high culture’, considering the longevity and
centrality of ancient Greek culture in the Western
canon, yet it is also marred by “the daily news”,
writings that lose their relevance quickly and are
targeted at the masses.

The multiple syntheses of dichotomous quali-
ties in the third poem hint at the possibility of com-
munion between the speaker and Joannes, who, in
the preceding poem, are not attuned to each other.
However, the very first line of the third poem an-
nounces the unreality of their fusion: “We might
have coupled”, the speaker says, implying that
the communion did not take place. In light of the
first three poems of Songs..., and in light of Loy’s
own admission of having written the cycle “in red
hot agony” (qtd. in Konkol, 225), it might seem
that Songs... is an epitaph to a failed relationship.
Nonetheless, there are moments in the cycle that
hint at a future possibility of a renewed relation-

75



Sofija Popovska: “A BINARIAN’S NIGHTMARE”: THE POETICS OF THE INCLUDED MIDDLE IN . . .

ship, such as the last two lines of the sixth poem:
“You could look straight at me / And Time would
be set back”. In the thirteenth poem, the condition-
al returns once again, albeit with a changed signifi-
cance. Instead of conveying a sense of loss of what
could have been, it is a (coy? passive-aggressive?)
warning against communion that contains a pal-
pable invitation to it. This poem deserves a closer
look both due to how it transforms the meaning of
conditional desire and due to its almost overt nam-
ing of the poetics of the included middle.

XIII.

The thirteenth poem has a visual structure that
precedes its content in commanding attention. Its
first three stanzas all begin with lines cleft by a
large blank space; the latter halves of all three lack
the blank space and thus reassume their wholeness.
This choice visually dramatizes the thematic level
of the poem: the speaker has finally come up with a
formula to achieve communion with Joannes. The
formula is secret and taboo: it is “Something only
for you” and “Something only for me”; “Some-
thing that [ must not see” and “Something that you
must not hear”. Unable to be expressed in a direct
way, it is “something / I have got to tell you and
I can’t tell”. Its description in the first stanza as “A
new dimension” (emphasis added) gives the read-
er a clue as to what it might be: a new, previous-
ly unavailable, part of space. What constitutes this

space remains ambiguous, and it would be inac-
curate to argue that the included middle is its only
possible interpretation. That being said, such an in-
terpretation is not only defensible, but also produc-
tive, because it ties together the thematic and sty-
listic aspects of Songs.... The melting together of
terms on either side of a dichotomy is more than a
stylistic device—it embodies the movement of the
speaker and Joannes towards each other, whether
in a mourned-for lost future, or a called-for possi-
ble future, or both.

Kari’s annotations to the lines “It is ambient”
and “Something very resonant” (emphasis added
in both lines) reinforce this reading. She explains
“ambient” as “encompassing” and “resonant” as
“enriching of a musical tone by supplementary vi-
bration”; both of these definitions imply an acous-
tic (also visual, in the case of “ambient”) melting
together. Interestingly, while this something is “in
[Joannes’] eyes”, it is something the speaker “must
not see”, and while it is “in [her] ears”, it is some-
thing Joannes “must not hear”. This formula is
therefore partly accessible to the speaker and to Jo-
annes, but to gain possession of it as a whole, they
would have to combine the partial sensory input
each is privy to. Once again, vision and hearing,
two senses that are often counterposed’, must fuse
together. Kari foregrounds how literally synthesis
is evoked in “Or we might make an end of the jos-
tling of aspirations” by defining “jostling” as being
“pushed together”. Finally, the speaker names her

5 As mentioned previously, in “Jacques Lacan...” Grosz mentions that the cultural primacy of vision compared to
hearing has to do with its ability to generate totalizing images, which are often inaccurate and lend themselves to
patriarchal biases. Although an interpretation of this choice lies beyond the scope of this paper, it is interesting
that Loy assigns the perception of the visual half of the “something” to Joannes.
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intentions outright: “Where two or three are weld-
ed together / They shall become god”.

This statement, incantation-like and oracu-
lar in its sound, prompts a break in the speaker’s
manner, physically manifested as a series of dash-
es. The tone shifts to mock-rejection: “Keep away
from me Please give me a push / Don’t let me un-
derstand you Don’t realise me” she demands, “Or
we might tumble together (...) Into the terrific Nir-
vana / Me you — you — me”. That she does not
mean to actually deter Joannes is clear: the promise
of becoming God is certainly blasphemous, yet she
has already proven that she does not hesitate to mix
the sacred and profane together, or to conflate the
divine and the human. Instead, her rebuffs appear
to be an indignant reproach to Joannes for reject-
ing an opportunity to regain a lost ideal unity, to
find Nirvana with the speaker. Is this divine unity,
then, a future lost forever? Some clues in Songs...
would seem to suggest that it is not only a possi-
bility, but an accomplished fact, albeit not in the
form of a physical relationship between the speak-
er and Joannes. The last, thirty-fourth poem hints
that what Joannes was too weak to accept was al-
ready made real through the text; what his commu-
nion with the speaker could have been was incar-
nated in Songs... itself.

XXXIV.

The final poem of Songs... consists of a single
line, which reads: “Love — — — the preeminent
litterateur”. It would be redundant to explain once
more here that, like love, literature allows for the
coalescence of the dichotomous (and therefore sep-

arate): Loy spends the entirety of Songs... demon-
strating this feature, and this paper takes a closer
look at a few specific instances of such a fusion
and their implications. What remains to be said,
however, is that this poem punctuates love’s recu-
peration from being an oppressive, facile fairytale,
beginning with “Once upon a time” and laden with
cultural norms. This liberation is mediated through
the rendering of an included middle, which es-
chews inauthentic, restrictive dichotomous think-
ing in favor of a complex, shifting image of the
world. The included middle is therefore a prereq-
uisite for a redefinition of love. This recalls and
gives new meaning to the lines “A new dimen-
sion /A new use /A new illusion”. In the con-
text of the last poem, the included middle becomes
a new space for love to unfold without its old re-
strictions; a new use for love (achieving Godlike
unity as opposed to the oppressive bonds of mar-
riage); a new illusion—since, even divine, love is
often fleeting, though no less productive of divin-
ity because of this. It is also, beyond being a pre-
requisite, a function of love. This establishes an in-
teresting link between the first and last poems of
Songs ..., and points to a reimagined holy trinity.
The final poem and the first one form yet an-
other alloy of opposites: the first poem depicts love
as an illusion and romance as pure lust, an erot-
ic melting-together that foreshadows the other syn-
theses in Songs.... Love, over the course of the cy-
cle, is shown to have an identical function, with
its capability of creating a depersonalized meld of
subjectivities (“Disorb[ing] inviolate egos™). Liter-
ature, too, can render possible such an image; to-
gether, these form a trinity, and “two or three are
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welded together”, implying that Songs..., which is
a tapestry woven from the three, has a divine qual-
ity to it, “become[s] God”. Containing all the fu-
sions discussed here (and all that, for the sake of
the spatial limitations, couldn’t be discussed), it
embodies the ideal unity and becomes the sought-
for Nirvana, a heavenly space where no disjunc-
tions occur. On a textual level, this quality is vis-
ible in the lack of punctuation: nothing separates
words other than blank spaces and dashes, both of
which suggest continuity rather than a break.

Conclusion

The poetics of the included middle has both in-
tratextual and extratextual significance in relation
to Mina Loy’s Songs to Joannes, and two of its ma-
jor effects are 1) subverting culturally prominent
dichotomies, such as sacred/profane, male/female,
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Coduja Ilonoscka

»Kommap Ha OnHapucToT*: [loeTnkara Ha BKJIy4YeHaTa cCpeuHA BO
Ilecnu 3a [Ioanec na Muna Jloj
(Pe3ume)

Bo oBaa craruja ncnuTyBaM HEKOM OJf HAUMHHTE HA KoM MuHa JIoj KOPUCTH TEKCcTyasHO (hOopMaTupame n
CEeMaHTHYKa Urpa 3a Jja co3aaje (IynaHa Bpcka nomery JIMPCKOTO jac M HEj3UHNOT JbyOOBHUK M J1a TH CyOBEepTHpa
KYJITYpPHO 3Ha4ajHUTE INXOTOMHUH, KaKO IITO CE CBETO/TIpodhaHo, MAIIKO/KeHCKo, doBek/bor utH., Bo [lecnu 3a [lo-
anec. OBue e(heKTH ja COUYMHYBAaT HEj3MHATA ITOCTHUKA HA BKIIyYeHATa CpearHa (HACTIPOTH HCKITyueHaTa CperHa
— TIPa3HHAOT MPOCTOP MITO OAJIENYBA JIBa TMXOTOMHH, ONHAPHM TEPMUHA) U ja TIOKaKyBaar criocooHocra Ha Jloj n1a
TH CyOBEpTHpa U JIUTEPATypPHUTE U OMIITECTBEHUTE KOHBEHIINH.

Kayunu 360poBu: Moaepuuzam, Muna Jloj, auxoroMuu
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Cpran Mukuk

YIK 316.7:321.011

I'PAHUIATA KAKO ITPEJJMET HA UCTPAKYBAIBE

Kiyunu 360poBu: rpaHiyuHa KyATypa, BU3yelIHa YMETHOCT, o0anu3anuja, UISHTUTET, KyITypHa all-

porpujanuja

Bosen

Bo coBpemeHOTO HCTpakyBame 3a TPAHUIIUTE
KOHIICTITOT Ha TPAaHMUIIA HE TIPETCTaByBa €IMHCTBE-
HO reorpad)CKd TIOUM, TYKYy TPEKYy MYJITHIUCIIN-
IUTMHAPHUOT MPHUCTAN Ha COBPEMEHUTE UCTPAXKY-
Bamka TOj UCTO TaKa C€ pasmiie/lyBa M KaKO KYJITY-
peH, OIMIITECTBEH U Tcuxoomku GeHomeH. Kako
mTo npeprara Joxan lllnvancku Bo cBojata Ecitie-
muKa Ha IpaHuyaitia: ,rpaHAIaTa Koja HE Ce YyB-
CTBYBa OJl HEKOTO WJIM HEIITO, HE MOCTOU KakKo
BUCTHHCKA rpanuna™.' Cemnak, Kora rpaHuIiara ce
jaByBa Kako OCHOBa BO HAYMHOT Ha JKUBOT, 0CO-
OCHO BO MOTPaHUYHHUTE 00JIACTH, HEj3UHATA YIIO-
ra CTaHyBa ITOKOMILJICKCHA W BIIHjac BP3 Pa3BOjoT
Ha €[Ha YHUKATHA ,lpaHU4yHa KyaTypa“. I'paHuu-
HaTa KyJlITypa € MPOJAYKT Ha CYJUPUTE U MelIama-

Ta Merl'y JIBe WM MoBeKe KyITypH, TIPU MITO IOMHU-
HallMjaTa Ha eJHaTa Bp3 Jpyrara Bapupa HU3 Bpe-
MeTo. OBaa IMHAMUKA Ha Ky/lITypara Ha IpaHULU-
TE HE € CTAaTW4HA; Taa Ce€ MEHyBa CO TEKOT Ha HC-
TOpHjaTa, CO MOJUTHYKUTE U ONIITECTBEHUTE MIPO-
MEHH KOM MEHYBajKU TM TEPUTOPUUTE HA CBOUTE
BJIMjaHMja JIOTIOJHUTEIIHO MPHIOHECYBaaT BO Me-
[IaETO U ,,XHOPHUIN3NPAmETO™ Ha 3aCerHaTUTe
Kyatypu. llorpaHudHuTe 3aeAHULM, NIPEKy anarl-
Tallija Ha HOBH KYJATYPHH BIIHjaHHU]a, CO3PEBAKE U
TpaHcopmalja, IPUIOHECYBaaT KOH CO3IaBambe-
TO Ha HOBHM (DOPMU Ha KYITYpHH U3pa3u KOH U TO-
Kpaj cuTe MpucrnocoOyBama Ha HOBOTO, HOCAT Tpa-
T'H O] CBOETO MPETXOJHO KYATYPHO HACIIEICTBO.
OO6ennHyBajk pa3uyHU HAYYHH JTUCITUTLTH-
HH BO TIOTpara 1o nogo0opo pazoupame Ha OIIITe-
CTBEHUOT MJCHTUTET U KyATypHHUTE TpaHcdopma-

I Schimanski Johan, 2019, ,,Border Aesthetics®, International Lexicon of Aesthetics, Autumn Edition, URL =
https://lexicon.mimesisjournals.com/archive/2019/autumn/BorderAesthetics.pdf, DOI:

10.7413/18258630068.

81



Cpran Mukuk: [PAHULIATA KAKO ITPE/IMET HA NUCTPAXKYBAIE

UM HAa TPAHHUIIUTE U OCOOCHO 32 TEPUTOPHUHUTE KOU
ce Haoraar BO HermocpenHa ONU3UHA, TPAHUYHUTE
CTYAMH MMaaT 3a 11eJ1 J1a To pa3depaT mpouecoT Ha
TpaHchopMalija Kako M NPUYUHCKO-MIOCTICIIY-
HUOT e(EeKT O] OMIITECTBEHUTE M TEPUTOPH]jalI-
HU BIIMjaHWja Bp3 HaceIeHUEeTOo. MOoXKe J1a ce Kake
JieKa TJIABeH WHTEpPEeC Ha CTYIUHUTE 33 TPaHHIINTE
Ce OMIITECTBECHUTE U Teorpad)CKU TPaHUIU TTOMery
3eMjUTE Y HUBHOTO BIIMjaHUE BP3 KyATYpHHUTE, CO-
[UjaTHATE, PEJIUTHO3HUTE W BOOIMILITO - OIIITE-
CTBCHUTE aCIEKTH BO XMBOTOT Ha IMOTPAHUYHOTO
HaceJICHHE.

Kaxo rpanuinTe Biujaar Ha JKUBOTOT Ha JIyfe-
TO IIITO JKUBEAT BO THE 001acTH, TpaHC(HOpMHUpajKu
M HUBHUTE KYJITYPHH, ONIITECTBEHU U JIyXOBHH
crepeotunu? Kako oBue ,,XUOpUIHU TOrpaHHY-
HU KyJATYypH Y4eCTByBaar BO Tlio0aliHara pa3MeHa
Ha BJIMjaHHWja, KaJe ITO JOKATHHUTE KYJITypH, TI0-
HEKOTalll U HA CMETKAa Ha CBOjaTa OPUTHHAIHOCT,
ce aJanTUpaaT ¥ MPETONyBaaT BO MAaCOBHA KYITY-
pa u miobanuzanuja’?

Wmajku v nipeBU NPEAU3BULIUTE CO KOH Ce
COOUyBaar MOMaJIUTE 3a¢IHUIU, OOUYBajKH Ce Ja
IO 3a4yBaaTr CBOJOT MJICHTUTET U KYJATYPHOTO Ha-
CJIE/ICTBO BO TPETCTOJHUTE BPEMHIbA, TPAHUUHUTE
CTY/IMM CBOjOT MHTEPEC IO HACOYyBaar KOH MOTpa-
ra o pelleHyja 3a 3a4yByBabe Ha KyJITypHaTa aB-
TEHTUYHOCT. McTpaxyBameTo Ha KyITypUTE LITO
ce (opmupaar Ha TEPUTOPUHUTE OKOJTy TPAHHUIIUTE
MOXKEOHM K€ MOXeE J1a TO JTajiec MOACIIOT CO KOj MO-
JKaT Jia ce ciear MPOMEHUTE MPOCIEACH! O 3a-
EMHHTE BIIMjaHHja MOMEly JIBE WU MOBEKe pa3-
JMYHH KYJITYPHHU 3a€IHULM, U BOSTHO Ja Ce 3ady-
BaaT HUBHHUTE aBTEHTHYHH KYATYpHH o0enesxja. Bo
NPEIBOPjETO Ha TIIo0ain3anujara, BO CBET BO KOj €
CIIOKEHO J1a ce Ouae GUHAHCHUCKH HE3aBUCEH, T10-
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MaJIiTe KyITYpHHU 3a€IHHUIHU CTaHyBaar KPTBH Ha
KyATYpHH arpolpHjaliiid W BiWjaHuja. Tue, mpu-
cnocoOyBajKku ce Ha HOBOTO BpeMe, I'M MEHYBaar
CBOUTE OPUTHHAIHHU KyNTypHU uueHtutetu. Cry-
JIMHTE 32 TPAHHUIIUTE CTaHyBaaT CTYAMU KaJie IITO
Pa3IMYHATE NMPUCTANH KOH TEOpHjaTa U EMIIUpH-
CKUTE METOAW O]l Pa3IuvYHH 0O0macTh e(eKTHB-
HO ce KOMOWHHUpaaT co el moJo0po 1a ja pasde-
par nMHaMuKaTra Ha OBHe IoOanHu npomeHu. [la
ro pa3depar UIACHTUTETOT U KYITYPHUTE ILITO CE O[-
TOBOPHH 3a HETOBOTO ()OPMHUpAE BO PAMKHUTE Ha
WHIVBHIYAJTHATE ¥ ONIITECTBEHN TPAHHIIH.

Joxan umancku u Jonu Hbyman Bo cBoute
UCTpaXKyBama 3a TpaHHIaTa ce oOuayBaar Ja Ja-
JIaT OJIrOBOP Ha TPH Mpallarba MOBP3aHU CO BU3Y-
eJHaTa KyJITypa 1 YMETHOCT KO C€ peJIEeBaHTHH 32
0BOj Tpya. Tue ce mpanryBaar Ha KOj Ha4YMH (op-
Mara, MeJJIyMOT, JKaHPOT U €CTETCKUTE CTPATETHN
nomaraar aa ce (GopMHpa W €BEHTYaJHO TpPaHC-
dopmupa rpaHumyHata Kyiarypa. [loHaramy, kako
OBHE Pa3IUYHK (HOPMH, AUCKYPCH U KAaHPOBH, J0-
araar 110 jaBHata chepa? U TpeTo, KakBU mapaiok-
CHM MOXKaT JIa HalpaBar MepleniuuTe Ha BU3yeTHO-
10 (Schimanski, Nyman, 2021)?

Bo pamkuTe Ha 0Ba UCTpaxyBame Ke ce 00u-
JIeMe J1a J10jJIeMe JI0 TIOToJIeMO pa30upame 3a BakK-
HOCTa Ha TEXHOJIOTUUTE 32 KOMYHHUKaIH]ja BO MPO-
HEeCOT Ha miobaiM3alujara ¥ HUBHOTO BIIHMjaHHUE
Bp3 BH3yeJHATa KyJITypa U YMETHOCT. 32 HHUBHa-
Ta yJaora ¥ IMOBP3aHOCT CO TpaHC(hOpManuUTe Ha
TPaHUYHUTE KYJITYpH BO XHOPHIHU BapHjaObHIu
Ha TioOanu3anujara. Bo mpBHOT gen o1 0BOj TPy
Ke W pasriename TpaHuIUTe BO HUBHATA OIMILITO-
npudareHa cMucia, T.e. JIMHUja TIoMery JBe Ie-
JIMHU CO3/13ICHU U OJJP)KYBaHH MPEKY HUCTOPUCKH,
ONINITECTBCHN W TONUTHYKH BiWjaHuja. [loHara-
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My, ke ce 3aJJpXKHMe Ha TPAHUIMTE KAKO ONpe/e-
OU 071 KyJATypEeH HACHTUTET U OCHOBA 32 Pa3JIUKH
U rpynupame. M Ha KpajoT, BO BTOPUOT JIeJ]I Of OBa
HCTpaXyBame ke ce oduaeMe Ja HampaBuMe I0-
nenba moMer’y BU3yelIHAaTa YMETHOCT M BH3YeJHa-
Ta KYJITypa, YKaXyBajKi Ha HUBHUTE CYIITHHCKA
CIIMYHOCTH M PA3JIUKHU, HA HUBHOTO BIIMjaHUE BP3
IpaHUYHKUTE KYATYPH BOOIIITO, U HA MIOBP3aHOCTA
Ha BU3YEJIHUTE KYITYpH CO Io0aiHaTta KOMYHH-
Kalldja ¥ HAaUMHOT Ha BU3YyeJHA IEpIIeIrja CBOj-
CTBEHA Ha HOBOTO BpeMe. HajieBajku ce moBeke Ha
HOBH Ipaliama OTKOJKY Ha CTapu OATOBOPH, OBOj
TPy MMa 3a el Ja ja HCTpaxu crennduyHara,
HO CYIITHHCKA Tofiesi0a moMery BH3YeITHHUTE KyJI-
Typu U ymeTHocTa. Ilokpaj Toa mro moxa KyiTypa
noapazoupame ,,3aTBOPEH CUCTEM ™, YMETHHUUKUTE
MPaKTUKU MOYKEMeE Jia TH HapedeMe ,,0TBOpEeH CH-
cTeM’ Wi JIeNTyBambe HAJBOP O/l PAMKUTE Ha KyJ-
typara. [Ipeky aHanu3upame Ha pa3jIHKUTEe BO Ca-
MUTE KYJITYpHU OBaa mojiesioa MoxxeOu ke ToBee 10
HOBM CO3HAHHja MOTPEOHHU 3a IOA00pO pa3dupame
Ha TPaHUYHUTE KYITYpH U TIOOATHUTE KyATypHH
TeKoBH. Kako mpumep 3a OCHOBHA pa3jivKa BO BU-
3yeITHHUTE KYJATypH MOXEME Jia M pasriegame co-
BPEMEHOTO arlCTPAKTHO CIMKAPCTBO U TPAJUIHO-
HAJHOTO TPHYAPCTBO, KOM M TIOKPA] CYIITHHCKUTE
pas3nuku nomery cebe, cernak Moxar ja oujar aei
07l €THa BU3yelTHA KYJITypa Ha eiHa KyITypHa 3ae]-
Huia. OBUE YMETHUYKHU KYJATYPH CE HAjueCTO eI
O]l ,,lIEHTPAJTHUTE" KyATYpHH 3a€IHUIIM U BO UCTO
BpeMe THe He ce Jen o HuB. Ce pa3jiukyBaar co
cBojara (WIYHJTHOCT WM MOJABMYKHOCT KOjaIlITO UM
J03BOJIyBa Jla M3JIEryBaar OJf IPaHULUTE Ha KyJ-
Typara 1 TIOBTOPHO Aa ce Bparar Bo Hea. Dmywun-
HOCTa BO KYJTypaTa € MOXXeOU 3aeIHUYKHOT elie-
MEHT KOj YMETHHYKUTE KYJITYpU TO JIeNaT cO XH-

OpUIHUTE MOTPAHUYHU KYJITYPH M YHjallITO JUHA-
MUKa Ha TpaHC(HOPMAIMH € PA3TUYHA O JHHAMHU-
KaTra BO LIEHTpaIHUTE TepuTopun. Pasimkara e Bo
TOa IITO MPOMEHHUTE OKOJY TPaHUIUTE CE€ CIydy-
BaaT MoOpP30 M JIyI'eTO C€ HAaBUKHATH HA HUB. HuB-
HUOT MCHTAJIUTET ja UMa OHaa CTeKHaTa (IICKCH-
OommHOCT Ha Tpu(akame Ha HeIITara, KOu ce Jivja-
METPAHO PA3TUUHU o HUBHUTE. JoxaH [Iluman-
CKH TIHIITYBA 38 HEBUIJTMBOCTA HA JIyIeTO MITO JKH-
Bear Ha TpaHMIMTE. 32 OHaa CHBa 30HA BO KOjaIlITO
pa3IMKUTE HCYE3HYBaaT BO HEYTPAJIHOCTA HA IICH-
TpallHUTE WMardHapuyM Ha Bllajiejauykara Kiaca.
,, HeBumimBocTa I BKITydyBa BO cebOe U JescHme-
TO W mojenbara, 1 BO HUBHUTE MPECEKyBaba CO3-
JlaBa eMUCTEMOJIONIKA IPaHUIa IMOMery OHa IITO
€ BUJUIMBO U OHA IITO € HEeBHUUIMBO. Ha oBOj Ha-
YHH Taa Y4eCTBYBa BO IIPOIIECOT Ha CO3/aBambe Ha
rpaHumy U orpaHudyBama’ (Schimanski, Nyman,
2021: 247). llonaramy TOj ce 3amparnryBa 3a yio-
rara Ha MEJUYMOT, JXaHPOT, CTHJIOT U HapaTHBHA-
Ta TEXHUKA, 32 PA3JIIMYHUTE €CTETCKU CTPATErHU CO
KOU MOXE Jia ce JIonpe JI0 jaBHATa cepa u jia ce
u3je3e oj MO3UIMjara Ha ,,HeBHUIMBOCT™ H JIa ce
owune ,,BUIUIAB .

Ha xoj HauymH ,,cirkarta“ MOXe J1a ce yrmoTpe-
O0u Bo jaBHara cdepa? Jlanm ciamkara Moxe aa
Ouge AOKMBeaHa Kako IpaHMLa Momery cebe u
npyruoT? Ha xoj HaumH rmoGanu3anujata Bidjae
Ha TOrpaHNYHOTO HACCJICHHC IPEKY BU3YCIIHUTEC
KOMYHUKAIAH?

Oga ce Jient o1 Tpalamara ol HHTepeC Ha 0BOj
TPY/l ¥ BOCJHO HA IPAHUYHUTE CTYJAUU KOH CO TEX-
HOJIOIIKHUTE U HUICOJIOLIKH ,,pEBOIYLIUH " Ha HOBO-
TO BpPEME C€ IPUHYAECHU Ha UHTETPUPAH IIPUCTAIl U
MYJITUAUCHUIITIMHAPHOCT BO CBOUTE MCTOA0JIOTHUU
Y METOJ/IM Ha UCTPAXKYyBAIbHE.
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1. Ha pa6or Ha kyaTypara

Ilpocitiopoiu  3aiiounysa Ha Ipanuyaiua L?OMel"y
geajya Jzyl"e, ﬁomel"y Jzyz"emo U OHUE Kou He ce Jzyz"e,
ﬂozwel"y Heﬂyfemo, a He Ha KOHWUHEHWOU Ul 60 ca-
Maitia Hayuja.

M. B. Tnocranosa

Bo cBoute uctpaxxyBama Ha rpaHMLATa U IO-
rpaHuyHara Kyiarypa, Anaronuj M. Kysneuos no-
afa 10 eJIeH OMIIT 3aKIY4YOK JeKa UCTpaKyBame-
TO Ha rpaHUIlaTa U TPAaHUYHATA KYJITypa MpeTcTa-
ByBa, OCBEH reorpadcka ompenda, mpes c¢ OmITe-
CTBEH U NOJIUTHYKKA (eHOMeH. Jlonmeka omiure-
CTBEHaTa NpoOJieMaTHKa Ha IPAaHULIUTE CE OJHECY-
Ba HA MHTEPIIpETaLMjaTa Ha IPAaHULIUTE BO HALIHOT
MEHTaJICH CKJIOI, Taa KOPECIIOHANPa CO TOIUTHY-
KHOT TIPUCTAI MPEKY TPH ITABHU CUMOOIIUYHU JTU-
MEH3HMH: KOTHUTHBHA, KOMYHUKaTUBHA U TTOJIUTHY-
ka auMeH3mja. (Sevastianov, Laine, Kireev, 2015:
88). KormutuBHara mnpakTHKa WM pazOHpambe-
TO Ha TPaHMIATa NPBUYHO € pa3nieayBaHo of (u-
n030(hUTe KO ja pa3Oupaar rpaHMIlaTa BO HEj3H-
Hara MetadopudHa U MeTapU3NIKa CMHCIA, KOja
KaKO alCTPaKkTeH KOHLENT NpeTcTaByBa I0en0a
nomery ,,BHaTPEIIHOTO U HaJaBOpewHOTO . OBaa
,,[IPOTOAHANIN3a* HA TPaHUIaTa KAKO CUMOOJIHYCH
(heHOMEH € OCHOBHATA I10/Ie)10a KOja BOJIH JI0 peall-
Hara reorpagcka rpaHmIia, Koja € BCYIIHOCT OCHO-
Ba 32 NOI'PAaHUYHUTE CTYAMU U BOOIIITO I'PaHULIA-
Ta KaKo OIIITECTBEH M NOIUTHYKU peHomeH. Ko-
MYHHUKaTUBHATA U MOJIUTHYKATa TUMEH3H]ja Ce Of-
HecyBa Ha MPOLIECUTE LITO CIEAaT, T.e. Ol ,,BHAT-
PEUTHOTO KOH HAaJBOPEITHOTO* ¥ ToHaTaMy. O Ko-
MYHUIIMPAkBETO Ha HJiejaTa 3a TpaHuia JI0 MOoJH-
THYKO IPAIlabe.
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,OIl TPaHUYHOTO 00e30eyBame U rpajckara
KOHTpOJIa Ha JBWKEHHE 10 TMUYHUTE TEXHOJIOTUH H
paboTHH pacnopey, IBUKEHETO Ha YOBEKOT € Ha-
COUYEHO O] CaMOTO OIIITECTBO. 3aT0a, TEOpHjara 3a
TpaHHIIUTE HE € alCTPaKTHA TeopHja Ha MPETIO-
CTaBEHOTO OIIITECTBCHO YPEAyBame, TYKY € Teo-
pHja Ha ONIUTECTBEHOTO JIBMYKEHHE O] KOCIITO MPo-
uzierysa camoto onmrectBo™ (Nail, 2016: 21).

[Toarajku on oBaa mepcrekruBa, Tomac Hawmn
WCTOpHjaTa Ha TpaHMIaTa ja aepuHupa Kako ,,Ku-
HOTIOJIUTUYKA" UCTOPHja U ja 00jacHyBa MPEKy JIBE
MpPEIUICTCHN JIBUKCHA: SKCIMAH3Mja M CKCKITy3Hja
(mporepyBame). Jloneka excrian3mjata € BO OCHO-
Ba OJ1 Teorpad)cku KapakTep, eKCKiy3ujara (Ipo-
TEpyBamkETO) HE CEKOTalll ce OJJHeCyBa Ha (U3NU-
KO TIPOTEpyBamE¢ Ha Jpyrara cTpaHa O TpaHHIla-
Ta. Bo cirydaj Ha ekckiy3mja, rpaHUIaTa MpeTcTa-
ByBa MarepHjaiHa TEXHHKA W OMIITECTBEH PEIKUM
LITO TO OBO3MOXKYBa OBa MpOTepyBame 0e3 pasiu-
Ka Jajiu cTaHyBa 300p 3a reorpad)CKo MU IMaK 3a
TICHXOJIOIIKO JIMIITYBAakhE O CIIOOO0INTE U MpaBara
Ha WHIUBH]yaTa WM MaK Ha OJpelieHa rpyra co
3aenHUYkH uHTepecu. OBOj BUJ HAa OJHECYBambC,
EKCKIIy3Hja, HajuecTo € pe3yiTaT Ha KOH(IUKT Ha
WHTEPECH O MOpaJiCH WM TIOJIMTHYKU KapakTep.
JlokonKy, Ha MpUMep, eaHa WHIWBUIYya UMa MO-
paJTHi BPETHOCTH KOW ce KocaT co ommronpuda-
TEHUTE ETHYKW HOPMHU HA 3a¢/HUIIATA, Taa WHJIU-
BUJlya MOXE Ja OUJie UCKITyueHa OJ OMIITECTBOTO
Kako HernoroaHa. McTo Taka, JOKOJIKY THE HOPMH
Ce peryJiupaHy co 3aKOH, TOa UCKIy4yBambe MOXKE
Jla 3Ha4X 1 JIMIIYBakE O CJI000IUTE I TIPOTOH.
Jpyr npuMep € NOoNIUTHYKATa HETIOTOHOCT Ha MH-
JUBHJIyaTa WM Tpyrara Ha UCTOMUCICHUIIM KOU
BO HEKOM OIIITECTBCHU YpeAyBama ce Mperno3Ha-
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€HM KaKO OINLITECTBEHA ONACHOCT U KAKO TaKBH C€
JIMIYBaaT o7 ¢1000/1a, ce IPOroHyBaar, ce JUcio-
LUpaart, ¥ BO HajMaJja paka ce mpe3emMaar JIpacTHy-
HU MEPKU 33 HUBHO ,,CAaHUparbe*.

Jloneka KynTypHHUTE TPYIH TPAJAUITUOHAITHO CE
ne(GuHUpaaT co LUEHTPATHUTE 3aCAHUUKH KyITyp-
HHU OCHOBH KOMIITO I'O COYMHYBAaaT HUBHUOT UEH-
TUTET, MIPALIAKETO 38 HUBHUTE I'PAaHULU OOWYHO
ce UTHOpHpa 3apaju jaCHOCT OWACjKH KyATypHH-
TE TPaHMIM HE MOXKAT CEKOTall Ja ce JieMapKupa-
ar. Toa e 3aToa IITO TPYNHTE, U MOKPaj PA3ITUKUTE
BO HMBHATa €THUYKA, PEJIUTHO3HA WM TPAAULMO-
HaJIHA MPUIIAAHOCT, CENaK ce JIOUUPAHU BO Onpe-
JICHU TEePUTOPHjaJIHU NPOLINPYBaba U KaKO TAKBH
THE MpuIaraar Ha OAPEICHU KYITypHH U OIILITE-
CTBEHHU 3aeJHUIM CIEeHU(PUIHA 32 MHO3ZUHCKOTO
HaceneHne. CaMOTO MapruHaIM3Hparmbe, J1aBarbe
WK OJI3€Mame Ha IJIac ¥ IIpaBa Ha OApeIeHa Ipyna
BO paMKHTE Ha HallMOHAJHATa 3aeJHULA ja CTaBa
camara JIeMOKparuja, TOKOJIKY ce JCKJIapupa Kako
TaKBa, Ha Taa 3eMja I0J Mpallamke. YKaKyBa Ha
HEJ3MHOTO HEJIEMOKPATCKO YpelyBame U 00jeKTU-
BU3UPAE KOE BOJIU JI0 €KCKITy3Hja U IPOTEePyBambe
Ha CBOWTE IparaHd CBOJCTBEHH HA PETPOTPATHO
OPHEHTHPAHUTE OIILUTECTBA.

Jenec pazdupame neka riiodamu3aiujara Moxe
Jla TOBEJIE /10 TIOBTOPHO M3pa3yBamke Ha OpOjHUTE
WACHTUTETH HA YOBEUITBOTO, KOM CTaHyBaaT XH-
OpuaAM3MpaHu U MOBEKe WIN MOMAJKY C€ BKPCTY-
Baar npeky rpanuuute. OBa HE CaMO LITO YKaxy-
Ba Ha TIOTEHIINjaJIeH ,,KyITypeH MPecBPT™ BO Mery-
HApOJHUTE OJHOCH, TYKy UCTO TaKa ja yHanpenyBa
aHajM3ara Ha IPAaHUYHUOT WACHTHTET W JjaBa Ha-
COKH 32 HOBa MEPCIHEKTHBA HA KYJITYPHUTE MpO-
crpancTBa. OBa e CIIPOTHBHO Ha MOIYJIaPHOTO Be-

pyBame zaeka: ,JlcTpaxyBameTo 3a TpaHCHALMO-
HAJIM3MOT U TIo0alin3anujara ro CTaKHyBa c¢ 1o-
MaJIOTO 3HAYCHE Ha TEPUTOPHUjaTHOCTA U, KAKO pe-
3yATaT Ha TOa, MpeJyiara UCKIIyuyBamke Ha KyITy-
para, TIOJIMTHKAaTa ¥ €KOHOMHjara OJ KaKBH OWIIO
neuanpanu rpanuu (Konrad, 2022). B. Ko-
Hpanx, Ae(pHUHUpPajKU TH rpaHUIaTa KaKo O3HA4y-
Bay Ha MPOCTOP a KyJATypara Kako MpoLecC Ha ce-
MaHTH3alUja Ha CpeAMHaTa, rpaHUyYHara KylTy-
pa ja xareropu3mpa Kako MeCTO Kaje IITO mep-
Herniyjara Ha 3HAYCHETO € IMPOCTOPHO JIO0CTar-
Ha. I'panunara ce oqHecyBa Ha BUCTUHCKUTE WM
CUMOOJIMYHM JIMHUU TITO TO O3HAYyBaaT KpajoT U
MOYETOKOT Ha €/IHa O0JIACT, KOH TMOKpaj (hru3uyKa-
Ta OJBOCHOCT NOApa3dupaaT W BapHjallul U pas-
JIMKH BO WICHTHTETHTE, ja3UKOT, OOMYauTe, BEpy-
Bambara uTH. [lonot, pacara wiam (usnykara rmo-
HPEYEHOCT Ce APYI BUJ HA IPAHHULU, KOU Ol CBOja
CTpaHa IPETCTaByBaaT COCEMa pa3jInieH KYJTy-
peH npenu3BuK. Jpyra npuuuHa 3a UCTPaKyBarmbe
Ha TOTCHUHjaJIOT HAa TPAHUIMTE WIM TPaHUYHATA
KyITypa € IpeKy pa3OupameTo Ha MMaruHapuu-
Te KOMOWHHpaHW CO WICHTUTETHUTE. , ] paHWYHU-
T€ UMarMHapuu ce MPOCTOPHH, COLMjaJIHU U HH-
XEPEHTHO KyNTypHH MHUcIH 1 uaen‘ (Schimanski,
Nyman, 2021). Oaa Te3a ce Ha0Bp3yBa Ha UAaEja-
ta Ha B. Konpan u npercraByBa ocHOBa 3a oHara-
MOIIHO HCTPaXyBamhe HA TPAHUIUTE KAKO UJICjHH,
WJICOJIONIKM ¥ KYITYpHH TPOCTPAHCTBA METry KO-
UITIITO HE TIOCTOM 3aMHUCIICHA JTWHH]a Kako neduHm-
paHa rpaHula, TyKy HalpoTHB, I'paHULATa IpeT-
CTaByBa 00€JIekKyBambe Ha MOMEHTAJIHATA ,,eKCIIaH-
3Mja‘ Ha MICH U KYITYPHH BIIMjaHHja U KaKO Tak-
Ba Taa C¢ MOBEKe CTaHyBa CHHOHHUM 3a Pa3BOj OT-
KOJIKY 32 OTPaHUYyBamb¢ KapaKTEPUCTUYHO 32 Tpa-
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JULMOHAIHOTO TE€OIIOJIMTHYKO pa3Oupame Ha rpa-
HHIIaTa BO KOE Taa BO OCHOBA € nozenda Ha ,,Hue
u ,,Bue“. OBOj JHCKypC BO MOMMAmETO HAa caMara
rpaHMla ce HaJI0Bp3yBa CO Mjejara 3a Triiodann3a-
[Mjara, YMjamTo IiaBHa TeHICHIIH]ja € TOKMY ,,py-
IEHETO Ha TPAaHULIUTE U CO3JaBAKETO Ha €JIHO
MOBHCOKO OIIITECTBEHO Pa30Upamke UCIIOIHETO CO
TojepaHLMja U pudakame Ha pasnukute. Jokon-
Ky OBaa yToNHja Ha miobaiu3auujara ce OCTBapH,
npamrameTo e: 1ITo ke ce mogpazoupa moj repMu-
HOT ,,FpaHAIa‘ BO UAHUHA?

2. I'paHunM HA BU3YEJTHOTO

Kyniviypaiua nema iipaeo na coiiciieeHocili Ha opu-
unannuite UpogyKiiu Ha ceoutte UpUtlagHuyu.
3a kynidypaiia uecitio ce 6enu gexa e KoneKiiueeH
COUCTUBEHUK HA HEeKOja YMEWHUYKA COUCIIBEHOCTU
WOKMY 3apagu ioa Wilo iaa CouCUB8eHOoCHl He ce
ognecysa Ha OpuiuHanen UpogyKil Ha egen 406eK
(egna ungueugya) unu Uax Ha ogpegena ipyia uH-
gusugyanyu. Konexituenuoi iipogyKit ce cmeiiia 3a
KONEeKIUBHA COUCIIBEHOCTU.

(Young, James 2010: 79)

['paHnuHUTE HCTpakyBamba OCBEH IITO
IpeTcTaByBaaT CaMOCTOjHA UCTPaXKyBauka 00-
JacT, UCTO Taka mpeoraar oJ] UCTpaKyBamba Ha
(pU3UYKHUTE TEOTTOTUTUYKHU TPAHUIIM 10 UCTPaA-
JKyBama Ha OMIITECTBEHUTE TPAHHUIIA BO HUB-
HUTE MaTepujaaHu U CUMOOINYKU TUMEH3UU.
JloKOJIKy yMeTHOCTa € CHHOHMM 32 ci1o0ozata
U KaKo TaKBa IPETCTaByBa UMIIEPATUB 3a Kpe-
aTHBHATa MUCIIA, U JIOKOJIKY C€ COIVIACUME CO
XepOept Pux (Read, 1963) koj ja nedpunupa
KyJTypara Kako BOCIIOCTaBEHA IIPAKTHKA U pe-
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TporpajHa TMOBTOpPYBa4YKa JEJHOCT OOBp3aHa
Jla CJIEIN CUCTEM Ha BPEIHOCTH U COIMjATTHU
MIPAKTHKHU, HEU30€KHO € /1a J10jIeMe 10 uaeja-
Ta JIeKa yMETHOCTa JIeTyMHO c€ Haol'a HaJBOp
O]l paMKuTe Ha Kynrtypara. Bo nemokparcko
OIIITECTBO, KAKO U BO CUTE JIPYTH ypenyBama
Mery JpyroTo, CeKOe OTTPTHYBame OJ1 JIMHE-
apHHUTE OIpeaenOn Ha KyAaTypara HpeTcTaBy-
Ba CBOEBHUJIHA JICKAJICHIM]a KOja ce KOCH CO,
YCIIOBHO PEYEHO, OMIITONPHU(ATEHUTE NPaBU-
na Ha urpa. IIpakTukuTe Ha BU3yelIHaTa yMeT-
HOCT, TIa TypH M Ha TMOCHEIU(PpUIHUTE ACjHO-
CTH KaKo IITO CE CIMKApPCTBOTO W rpadukara,
HE TpaBar mojenda BO OHOC Ha KyJITypHUTE
3aeIHUIM ¥ BO OJHOC HAa HUBHUTE crienupuy-
HU BU3yenHH obenexja. [locebHo He BO Bpeme
Ha JIMTUTajHa BHU3yellHa npeolpa3da u Heus-
0€XHOTO BJIMjaHUE HA YHHUBEP3aJHU BPEIHO-
CTHU. ,I'panunara nocrojano ru audepeHupa
JTyfeTo, U Taka, ako CTe pa3In4yHU, BUE CAMUOT
cranyBare rpanuna‘“ (Konrad, Amilhat, 2022).
KynTypHute BiamMjaHuja o1 3aeTHUIMTE HA KO-
UIITO IpUIara YMETHUKOT BO TOJIeMa Mepa 3a-
BHCAT Ol HETOBHOT CTaB 32 YMETHOCTA IITO ja
NPAaKTUKyBa ¥ HAYMHOT Ha KOj IO TPaBH TOA.
JlokoIKy ja pasriieayBaMe yMETHOCTA KaKo JIy-
XOBHA U UCTPaKyBayKa JISJHOCT, JIOTHYHO € /12
JI0jEME JI0 3aKIy4YOK JeKa YMETHOCTa € BU-
coka (opma Ha KOMYHHKAIIMja U KaKO TaKBa
Taa MPETCTaByBa MHTEJIEKTYaJCH HAINoOp MHU-
IIUpaH OJ OJPEICHO BOOMyIIeByBame. llox
BIIMjaHHE Ha KYITYPHUTE JIOKHBYBarba, yMET-
HHKOT, BO pAMKHTE Ha HETOBHOT JIMYCH CCH3HU-
OuUIMTET, MOXKE J1a CO3/1aJIe JIeI0 WIIU JIeja KOU
ke OuaaT IMPEKTHO WIM MHIUPEKTHO MOBp3a-
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HU CO OJIPEACHU M NPEMNO3HATINBU KYJITYPHHU
obenexja. Ha kpajoT Ha kpauiurara, 6maroaa-
peHMe Ha Mac-KyJITypara, LeJI0TO Hallle COBpe-
MEHHE € OTBOPEHO 3 BIIMjaHH]ja KAKBH IITO Be-
pojaTHO He To3HaBa ucropujara. Exen Make-
JIOHEIl MOKE J]a TO MOCBETH CBOjOT JKUBOT Ha
CO3/1aBarb¢ YMETHOCT MHCIMPHPAHA O] jaroH-
cKaTa KyJlTypa U KyITypHH BpeTHOCTHU. JaroH-
CKH OIEpPCKH I1€jay MOXKE J]a Ilee MaKeJOHCKU
HApOJIHU TMecHU UTH. llenmmor cBer mpercra-
ByBa IajieTa Ha BiIMjaHUja U MOXKHOCTH. OBOj
MOz Ha KYJITYPHH arpoNpHjalddl WIA MO-
TOYHO BJIMjaHHja € MOKEOM HajOUMIINICJICH BO
MOTPaHUYHUTE 00JacTH Kaje IITO € Hajuspa-
3€HO BKPCTYBAIETO HA KYJITYypUTE H, Ipex ce,
YMETHUUYKUTE TMpakTUku. [IpuumHara 3a Toa
BEpOjaTHO MOXKEME Jla ja HajaeMe BO cama-
Ta YMETHOCT U BO YMETHHUIINTE KaKO HEj3HHU
npeTcTaBHUNM. MIMeHO, DOKOIKYy MMIepaTtuB
Ha YMETHHMKOT € HeroBaTa yMETHOCT Jia Ouje
MIPOJIOJDKYBahE Ha BU3yellHAaTa KyJITypa Ha 3a-
eIHUIaTa Ha KOjaIllTO M IMpHIara, U JOKOJIKY
ciobonara MpeTcTaByBa CHHOHUM 32 YMETHO-
CTa, CMETaM JieKa € COO/IBETHO Ja HalpaBH-
Me IUCTUHKIMja TOMery BHU3yellHaTa yMeT-
HOCT ¥ BU3YEJTHUTE KYJITYpHH IpakTuku. Crio-
pen Xepb6ept Pun, cexoja yoBeuka TBOpOa, ce-
KOj TIpEAAMET U 00jeKT MPEeTCTaByBa YMETHOCT
(Read, 1963). 1 moneka BO 0OCHOBA OBaa IMO3H-
1IMja JOHEKaJe ja OJIECHYBa U MOETHOCTABYBa
paboTara BO OZJHOC Ha TOa IITO € YMETHOCT a
LITO HE €, CeNaK 3a Mo100po pa3zdupame Ha ca-
Mara MpHupoja Ha yMeTHocTa Tpeba Ja ce Ha-
MPaBU pasivKa MOMery NpakTHYHHUTE, (PyHK-
[IMOHATHA YOBEYKH TBOPOW OJ] OHHE BU3YEI-

HU JieNa 4rjamTo (yHKIMja € coceMa rmopas-
JMYHA Of] ITpakTU4Hara. Jlena KOMIITO MMaar
3a 1eJ Ja NpeHecaT UHTENIEKTyalHa, EMOTUB-
HA WU Jpyra ,,paHTacTHYHA™ IMOpaKa U KOU
CO CBOjara compkuHa, OaTaHCUPajKH TIOMETy
MaTepujalHOTO U JYXOBHOTO, CBEIOYaT IO-
BEKE 3a YHUBEP3AJIIHOCTA HA YOBEUKaTa MIPUPO-
J1a OTKOJIKY 32 Pa3JIMKUTE CBOJCTBEHH HA BU3Y-
€JIHUTE KYJITYpPHU BO PAMKHU Ha Pa3JIMYHUTE Te-
PUTOPHjATHA WK KyATYpHH 3aeqHumm. Jlome-
Ka BHU3yeJIHaTa Ky/lITypa I'l ornaka cute TBOp-
Ou U Jena co3JaJieHd BO PaMKHUTE Ha CIIELHU-
¢uuHa ecTeTHKa CBOjCTBEHA Ha €HA ,,3aTBO-
peHa‘ 3aeqHHIlA, BU3yellHAaTa YMETHOCT ja 3a-
CTaIlyBa €CTETUKATA HA BU3YEIHOTO JOXKHUBY-
BambE¢ Ha MOEIUHEIOT KOja U JIOKOJIKY IOJIJIeT-
HyBa Ha HEKaKBW KYJITYpHU BIIMjaHHU]a, CETIaK
MMa TEHJICHIIMja KOH YHUBEP3aJIHOCT M 0€3-
BPEMEHOCT M CO TOA J1aBa JUPEKTHA MOAPIIKA
Ha HJiejaTa 3a rodanu3aiuja.

Awmun Manyd Bo cBoeto aeno [1oiyonu ugen-
iuitieiiy TO apryMeHTHpa (POPMHUPAETO HA UICH-
THTETOT Ha JINYHOCTA KaKO PEe3yJTaT Ha BEPTUKAI-
HO U Ha XOPHM30HTAJHO HaciencTBO. Beprukain-
HOTO HACJEICTBO TOj TO MOBP3yBa CO MPEAUUTE H
TPaJAMIMNTE Ha 3acIHUIATa HA TPHIIAJHOCT, JO-
JIeKa XOPU30HTAJIHOTO € Pe3y/ITaT Ha COBPEMEHHU-
OT CBET ¥ BOOIIIITO Ha BPEMETO BO KOCIITO JKUBE-
eme. Bo nporiecot Ha robanu3aigjara, U Mokpaj
MHTCH3MBUPAHETO HAa HALMOHAJIHUTE 4YyBCTBA U
04ajHOTO (PUKCHpamke W IOMECTyBamhe Ha I'paHU-
[UTe, KOPUCTEJKH ja TepMHUHONOTHjaTa Ha A. Ma-
ayd, ce Boau ,,BOjHA TIOMEry XOPH30HTAIHOTO H
BEPTUKAIHOTO BIHMjaHHE, MOMeEry TpaJuIHOHA-
HUTE BPEAHOCTH W HOBUTE INIOOAHU BIIMjaHU]a.
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Co HeBepojaTHUOT Pa3BOj HAa TEXHOJIOTHjaTa U WH-
TEPHETOT, OBaa ,,BOjHA* ITOJIeKa HO CUTYPHO CO3/1a-
Ba eJ[Ha II00aliHa KyATypa 3a KOjallTo rpaHuliaTa
MOBEKe HeMa Jia TPETCTaByBa JIMHU]ja TOMETy JIBE
GU3NYKK W KYATypHH IIEJMHHU, TPaHUIA TOMery
MMarvHapyuy W OIMIITECTBEHH PA3HKH, TyKy Tpa-
HUIIA TIOMeTy YOBEKOT M He4oBeKOT. Henz0exxHu-
OT TIpOIIeC Ha OIMITECTBEHa KOMYHHUKAIMja U pa3-
MEHa, KOj 3allouHyBa CO pEHecaHcara M 3a Bpe-
M€ Ha WMHIYCTpPHCKaTa PeBOJyIHja KOH CpeAnHa-
Ta Ha JICBETHACCETTHOT BEK, CTAaHyBa BEKE OUHUTIIC-
JIeH WJICH AUCKYpC Ha 4oBemTBOTO. CO T0jaBara
Ha WHTEPHETOT U HOBUTE TEXHOJOTHH 32 KOMYHH-
Kallija OBaa TEHJICHIIMja 3a CHHTE3a Ha Pa3IHUKUTE
CBOjCTBEHHU Ha 3aTBOPEHUOT IIPOCTOP OTBOPA coce-
Ma JIpyTH Tpaiama. ,,Jloaeka ecreTckara KynTypa
TPaJUIMOHATIHO CE MOMCTOBETYBa CO MMaruHap-
HOTO, €CTETCKHTE (POPMH CEKOTall UMILIAIUPAAT
MaTepHjalHi KOMIIOHEHTH AYpPH W KOTa c€ YWHHU
Jieka oBue (OpMH TpHUMaraar Ha BUPTYEITHOCTA
Ha cajoep npoctopot‘(Schimanski, Nyman, 2021:
6). Jlanu HOBaTa TEXHOJOIIKHA Pa3BUECHA, TUTUTAII-
Ha ¥ BUPTyEIHA II00aiHa KynTypa ke Oume cpea-
CTBO 3a 00€IMHYBamkE Ha CBETOT WM Ke Oue He-
rosa npormact? OBa € eIHO O Mpalllambara 3a Kou
Ce YMHHM JIeKa OJIFOBOPOT HE YeKa BO HE TOJIKY Jia-
JICYHA MJTHUHA.

3akiaydox

WNMmajkn TH mpenBHl pa3sNIUYHHUTE KYyITYpPHH,
COIMjaJTHU ¥ JIyXOBHM JMMEH3HU KOW ce (yHIa-
MEHTaJIHU 32 YOBEYKOTO UCKYCTBO M OIILTECTBEHA-
Ta OpraHU3alHja, Kako 3aKIy4OK Ha OBAa UCTPAXKY-
Bame Jloarame 10 ujejara 3a HaJMUHYBambe Ha JIH-
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HeapHHTe TeorpadCKu pasrpannvyBama. OBaa mo-
BEKEeCJI0jHa MPHUPOJIa HA TPAHUIINTE JOBEIYBa 10
pa3Boj Ha KapaKTEPHUCTUYHU TPAHUYHH KYITYpH
KOM HE caMo IITO ja orakaar, TyKy ja WiycTpupa-
aT ¥ CJIOKEHATa MHTEPAKIMja Ha Pa3JInIHU BIIH]a-
HUja KO T'M OOIIMKYBaar UJCHTUTETUTE U MPAKTHU-
KHTE Ha 3a¢/IHUIMTE KO JKUBEaT BO OBHE OTPaHU-
YEeHHU MPOCTOPH.

[Tonaramy, ce jaByBa motpeda on nmpuMeHa Ha
WHTEPIUCHUIUIMHAPHA METOIOJIOTHH BO oOJyacta
Ha MMOTPaHUYHUTE CTYIHH, OUICjKHU TAaKBUTE TIPHUC-
TaIM ce O]l CYIITHHCKO 3HAYCHE 3a ceor(haTHO pas-
Oupame Ha TPOIECUTE BKIYYSHH BO (OpMHparhe-
TO Ha WJICHTUTETOT U JUTA00OKUTE KYATYPHHU TPaHC-
¢dopManuM MWTO C€ CIydyyBaaT BO MOTPaHUYHHUTE
PEruoHM, KaJie ITO ce CI0jyBaar MoBeKke HapaTu-
BU ¥ TPAIUIINH.

HcrpakyBameTo JIOTOJHUTEIHO TH pa3jacHy-
Ba ()IYWJHUTE W TUHAMUYHU KapaKTePUCTUKU Ha
KyJITypara Ha TPaHUIUTE KOU HE Ce CTATUYHU, TYKY
€BOJIyHpaar Kako OJroBOp Ha HCTOPHCKUTE HACTa-
HU ¥ OIIITECTBEHNUTE TIPOMEHH, CO IITO CE OJIECHY-
Ba TI0jaBaTa Ha HOBU KYJITYpPHH W3pa3H, UCTOBpE-
MEHO 3a9yBYBajKH U PeICKTUPAJKU €IICMEHTH Ha
HUBHHTE UCTOPUCKU HACIIEACTBA U TPAJIUIUH.

Ha kpajot, MoxeMe 2 J1ojieMe 10 3aKITy4oK
neka (eHOMEeHOT Ha mioOanu3anujara JejCTBY-
Ba KaKO KaTallM3aTop 3a MIMPEHETO Ha XUOPUIHU-
T€ WJICHTUTETH, CO IITO MPETCTaByBa 3HAYUTEIICH
MIPEIU3BUK 32 KOHBECHITMOHAIHNATE c(pakama 3a Te-
PHUTOPHjaTHOCTA U KYITYPHHUTE JIEeMapKAIUU KOU
HCTOPUCKH Y PETyarpalic HHTCPAKIIUUTE U OJIHO-
CHUTE TIOMETy Pa3IMYHHUTE 3a¢THHLIH.
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Srgjan Mikjikj

The Border as a Subject of Research
(Summary)

The study of the border as a concept and phenomenon in the contemporary context unfolds through a multidisci-
plinary approach that transcends its traditional geographical dimension, expanding into cultural, social, and psycho-
logical realms. This paper focuses on the analysis of border culture as a result of complex processes of influence,
hybridization, and transformation occurring within border communities. The research highlights the significance of
visual culture and art as powerful mediums through which borders are articulated, perceived, and challenged—not
merely as lines of separation, but as dynamic spaces of cultural production and identity mobility. The paper distin-
guishes between visual art and visual culture, analysing their differing approaches to global communication, col-
lective imagination, and individual creativity. Simultaneously, it explores the concept of the “invisibility” of border
populations and the role of the image as a potential tool for entering the public sphere. Through a critical reflection
on transitional societies, globalization flows, and cultural appropriations, this study proposes an interdisciplinary
model for understanding border cultures as spaces of negotiation, resistance, and adaptation. In doing so, the border
emerges not only as a mechanism of exclusion, but also as a site for new forms of cultural expression and the re-
imagining of identity in an era of digital connectivity and global ideological transformations.

Key words: border culture, visual art, globalization, identity, cultural appropriation
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JUGEPEHIIAJAIIMIA TIOMEI'Y HEKOU KPATKH
(AITIEJJATUBHH) ®OJKJIOPUCTHYKH ’KAHPOBU

Kiyunu 360poBu: )aHPOBCKU TUCTUHKIMH Mely KPaTKU jKaHPOBH, arelaTHBHU KaHPOBH, MarkucKa
MOK Ha 300poBHTE, (popMyanuHN NCKa3U/300POBHH CTPYKTYPH, POCKT ,,JIEKCHKOH Ha MakeJOHCKHOT

¢donxnop*

Kparkure >xaHpoBm mpercTaByBaar moce0-
Ha 00NacT Ha HWCTPaXyBame BO (HOIKIOPHCTH-
kara. [Ipequ3BUKOT MITO PEYUCH CeKorall ce To-
CTaByBa NP HUBHOTO UCTPa)KyBame, HO U Je(u-
HUpame, ¢ (aKTOT IITO HUKOTalll He TOCTOH KOHe-
4eH, (PUKCEH, 3aBpIICH U 3a0KpYKeH Opoj Ha KaH-
POBH KOMIITO C€ JIEJI O]l CIIMCOKOT HA KPATKH JKa-
HpOBH. JlOTMONHUTENICH NPETU3BUK MPH HUBHO-
TO HCTPAXyBame, 0COOCHO BO KOHTEKCT Ha HC-
TpaXKyBauku MOT(ATH KaKko MITO € IPOEKTOT ,,JIek-
CUKOH Ha MaKeJIOHCKUOT (POJIKIIOP™, € IITO rojeM
JIelT 07 OBUE JKaHPOBH MOCTOjaT Ha TpaHUIlaTa 1o~
Mery (QOJKIOPOT W peTopuKara, moMery (oikio-
pPOT W KHIDKEBHOCTA, WM TIOMery (OIKIOPOT U
CPOJTHUTE XYMAHUCTUYKH JUCIUTUTUHHA (JTMHTBUC-
TUKa, ¢puio3opuja, KoMyHUKoMoruja). Toa 3HaYM
JieKa TIpU HUBHOTO JleUHHPamkE HYKHO € Ja ce
o0OpHE BHUMaHHE HE CaMO Ha CTHJIOT Ha KOJIITO ce

HaIUIIaHY (TaJId COApPIKAT apXan3MH WU HE) TYKY
M JIalid TI0CTOjaT MHMBHYATHO, U30JUPAHO, 3a-
ceOHO, WK Ce JIeNT 01 TO0O0EeMHU (DOJIKIIOPHU HITH
KHIDKEBHU JKaHPOBH, KaKO IITO C€ HAPOJHUTE (erI-
CKHM) TIECHH, HapOAHUTE NpPHUKa3HH, MpeJaHujaTa
win pomanute. OUEeKyBaHO € Kora THE ce e O
JIPYTH KaHPOBH Ja IOCTOjaT M J1a c€ OONMKYyBaHU
CIIOpeN MpaBuIIaTa Ha XKaHPOT BO KOJIITO Ce Haora-
at, ITO TH MPaBU Ja OWAaT ,,lIOMAJIKy MPerno3HaT-
JUBU‘ KAKO KPATKH JKaHPOBU BO KJIACUYHA CMHCIIA
Ha 300pOT Mopajau Toa IUTO Iydar JIen o cBojaTa
aBTEHTUYHOCT U, KOT'a C€ [€JI Of CTUXyBaHa CTPYK-
Typa, KaKo BO CIIy4ajoT CO EIICKUTE TIECHHU, THE MO-
paaTt COOABETHO Jia C€ ,,BKajamnar® BO paMKUTE Ha
€/ICH WJIM HEKOJIKY CTHXOBH.

[IpenMeT Ha WHTEpPEC BO TPYIOB Ce: KJIETBU-
Te, OJIarOCIIOBUTE, JIAXXHUTE KIIETBH, JTAKHUATE OJ1a-
TOCJIOBH U 3JIPAaBUIIMTE KAKO KPATKU KAaHPOBH KOU
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CEeMaHTHUKU ce Onucku eaHu no apyru. Crnopen
Ajaadnk, KJeTBaTa MOXE Jla Ce pasIiielyBa Kako
ABTOHOMEH HCKa3 WJIM Kako COCTaBEH e Of JIpy-
T'H KaHPOBCKU CTPYKTypHu. Toj ja neduHupa xaxo
Kparka (opma, OJIHOCHO amneNnaTuBeH KaHp KOj ce
TEMEJIN Ha BepYBamkEeTO BO Markuckara cuiia Ha 300-
POBUTE M3TOBOPEHU CO LEJ Aa MPEAU3BHKAAT HC-
MOJHYBabE Ha U3PEUCHOTO, OTHOCHO HAaHECYBambhe
Ha mTeTa (IITO ja MCTAaKHYBa HEj3MHATa MMIlepa-
TUBHa nuMen3uja). CnudeH ctaB 3acTamysa u [le-
TpecKa, Koja ja OmpeieNyBa KiIeTBara Kako ,,ro-
BOpHA (hopMyIa co Koja ce apTHKYIHpa keirda BO
WJHUHA HEKOMY WJIM Ha HEIUTO J1a My C€ CIy4H
HEILTO HETaTUBHO, [IPU BEpyBambe JieKa TOa HABUC-
tuHa ke ce octBapu’ (Ilerpecka, 2012: 129). Pa-
JICHKOBHK, TIaK, ja ONpe/eTyBa Kako ,,MHHUMAaJICH
teket™ (PagenkoBuh, 2012: 145). Tpudomnora wc-
TaKHYBa JIeKa KJIETBUTE I'M PeaKTyaJln3upaar apxa-
WYHUTE MUTOJIOIIKA MOJENH M odopMmyBaar cre-
IU(QHUYEH XOPU30HT HA OYEKyBamba BO PAMKUTE Ha
narpujapxananor cserornen (Tpudonora, 2005:
529). Kora e usroBopeHa ycHoO, KJeTBaTa OOMIHO
C€ HacouyBa KOH KOHKPETHH aCHEKTH O]l KUBOTOT
Ha aIpecaToT U, BO CEKOjAHEBHUOT KOMYHMKAIU-
CKM KOHTEKCT, Haj4eCcTO MPETCTaByBa pe3yiTar Ha
KOH(JIMKTECH WM HapyILIeH COLUjaIeH OHOC Mery
nee nuna (Radulovic, 2007: 138).

KnerBara, cnmuuHO Ha O1arociioBoT, MOXeE Jia
ce MaHu(ecTHpa Kako eTHOCTaBEeH MCKa3 WIN KaKo
CJIO’KEHA TEKCTyaJIHa LIEJIMHA COCTABeHA O] [TIOBEKE
noBp3anu uckasu (Ajdacic, 1992; 1993). Kaj cno-
JKEHUTE CTPYKTYpPHU, OCTBApYBabETO Ha CEKyHIap-
HHUOT HCKa3 € YCIOBEHO OJ1 UCTIOTHYBAHCTO HA TPH-
mapanot (Kurtescku, 1991: 42). Ajmaunk ykaxy-
Ba HAa HU3A CYIITMHCKHM KApPaKTEPUCTHKH IITO MM
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ce 3aeHUYKHM Ha amelaTUBHUTE HCKa3u: 1) cre-
IU(GHUYEH BPEMEHCKH COOJHOC TIOMEry MOMEHTOT
Ha M3roBapame 1 MOMEHTOT Ha MOYKHATa pean3a-
[IMja Ha UCKA30T, 0COOEHO BO TPAHWIHH CUTYaAIlUU
KaKo LITO ce 00penuTe, KaleHAaPCKUTE MPa3HULH
1 )KUBOTHHUTE LIMKIIYCH; 2) peslanujara ucnpakad —
nprMad, MpH IITO OBHE CYOjeKTH MOXKaT jaa Oujar
YOBEUKH, HEYOBEUKH MJIM HATYOBEYKH, CO IOCPE-
HUYKa yJiora nomery ,,080j“ 1 ,,0HOj“ CBET, IITO ja
UCTAKHYBa PEJIMUIMO3HAaTa IUMEH3Hja 3aCHOBaHA
Bp3 Bepara U CTPaBOT O] HATIIPUPOIHOTO, OOXKECT-
BEHOTO WJIM JJ€MOHCKOTO, KaKO U BP3 MOJIUTBEHATA
MOYHUT W MOHU3HOCT; 3) JOMHMHAIMja HA WHIUBU-
JTyaJTHOTO WJTH KOJIEKTUBHOTO 3HAUCH-€¢ HA UCKA30T;
4) BNIMjaHUETO Ha MUTCKATa, Markuckara, JIOrmJKa-
Ta W/WIU eCTeTCKaTa CBECT Bp3 popMmara Ha UCKa3-
0T, K0ja MOXe Ja Ouje OyKkBasHa WM (HUTYpaTUB-
Ha; U 5) KOHTEKCTYaJTHUTE YCIOBH Ha M3TrOBapame,
OJTHOCHO €MOIIMOHAJIHATa COCToj0a uiu morpedara
IITO ja IOTTUKHYBA HEroBaTa apTukyJjanuja (Ajna-
gnk, 1992; 1993).

brnarocimoBor ce jaByBa Kako (YHKITHOHAII-
HO M CEMAaHTHYKH CIIPOTHBCTABEH JKaHP Ha KJIET-
Bara, MpH ILITO TOj IPETCTaByBa anenaruBHa Gop-
Ma 3aCHOBaHa Bp3 MHTEHIIMjaTa ¥ HACTPOCHUETO 32
OCTBapyBame Ha M3pedeHoro. Herosara skaHpOB-
CKa TIO3WIMja € HecTabwmiHa, OW/Iejku BO paMKH-
T€ Ha ycHara TpaJullfja YecTo ce WIACHTU(UKYBa
CO MOJIUTBATA WM CO 3[paBUIIaTa, a MOXKe Ja Ouze
n3BezieH Bo (hopma Ha roBop miu necHa. [locrojar
W ce pa3nluKyBaaT TOEAWHEYHH M 30MpHH Onaro-
CJIOBH, TIPH IITO BTOPUTE OOMYHO ce yrnoTpedyBaar
0€3 KOHTEKCTyaJHH OrpaHH4yBamba M BO pa3jiny-
HU (TIPUTOJHH, CBEeUYeHHU) cuTyanuu. M kaj Omaro-
CJIOBHTE, KaKO M Kaj KJIETBUTE, CE cpeKaBaar apxe-
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TUTICKU M XUIIEPOOIIMIHH MTPETCTABU — HA MTPOIACT
Y YHUIITYBaWke, OJHOCHO Ha Onarojar, W300MII-
CTBO, 3/]paBje, JAOJITOBEYHOCT U cpeka. [IpoekTu-
paHaTa peaqHOCT UMa (QUKIHOHANICH KapaKkTep, He
TOJIKY TOpaJX CBOjaTa yNaTeHOCT KOH HIHHHATA
KOJIKY TIOpaJId TOa MITO € KOHIMITAPaHa Kako yTO-
MMCKa MPOeKIHja Ha uaeamHoTo (Ajmaduk, 1993).
Bo 0B0j KOHTEKCT, TUIETO MITO IO U3roBapa O1aro-
CJIOBOT WJIM KJIETBATa YeCTO ja Impe3ema yinorara Ha
NMOCPEAHUK Mefy YOBCUKUTEC U HATYOBCUKUTEC CHUIIN
(Ajmaunk, 1993), co mro kierBara ja o0eqHHYyBa
c(hepaTa Ha YOBEUKUTE 3aKOHH CO OHAaa Ha OOXKeCT-
Berute (Tpudonona, 2005: 529).

Bo oanOC Ha mpHCYCTBOTO Ha OJIarocioBUTE
BO CIICKHUTE MEeCHU, AjIauuK cMeTa JeKa THE ce pe-
JIATUBHO PETKH (32 pa3iuka oJ] CTaBoT Ha JleTenuk
u Jlenuk). /lypu u kora ce BKJIy4eHH, THE HE ja 3a-
Ip’KyBaaT cBojata (yHKITHja KapaKTepPUCTHYIHA 32
BepOamHaTa KOMyHHKANHja, OWIEjKH BO emuKaTa
XepOojoT MOpa CO HATOp M 3aciIyTa Ja To JTOCTUTHE
nocakyBaHoTo. OJ1 acleKT Ha JI¢jCTBUTEIHATAa MOK
Ha KJIeTBara BO TpaJWIMOHAJHATAa KyJATypa U yc-
HaTa KHIKEBHOCT CE€ TMPaBU JAMCTUHKIIU]jA CIIOPET
edexTuTe mTO Tpeba 1a ce MOCTUTHAT, KaKO U CIIO-
pen orcerot Ha m3pedeHoto (Deteli¢, Deli¢, 2012:
30). Kaj ompeneHu ercku MecHU IMITO MPETCTaBY-
Baar buorpaduja Ha XepojoT, KIeTBara 1 MPOKIET-
CTBOTO (DYHKIIMOHUPAAT PETPOAKTUBHO, IITO IO~
pa3dupa BOCIOCTaBYBamke Ha UCTOPHCKA INCTAHIA
rmoMery HaCTaHOT U HeropaTta BepOasiHa apTHKYITa-
uja (Deteli¢, Deli¢, 2012: 35).

AjmaunK Tpezasiara TUMOJOTHja Ha arejlaThuB-
HU MCKa3M, IPU IITO MIPAaBH Pa3IHKa Mery: KIETBH,
0J71arocioBH, JIAXKHU KIETBH, JaKHH OJarociioBH,
WPOHHYHH OJIar0CIIOBH, TO(GAITHU KICTBH, TOYYHH

KIICTBH, KJIICTBCHHU 3JIPABUIN U KIICTBH BO 3aKJIET-
BU. BakBara mojen6a cBemovYM 3a KOMILICKCHOC-
Ta Ha JKaHPOT W 32 Heropara cocoOHOCT Ja WH-
Terpupa MoBeKeCIOjHA (PYHKIUU — EMOTHUBHH, €C-
TETCKH, HO 1 conrjatHu. OcoOeHO HHTepeCHa ¢ Ka-
Teropujara Ha T.H. ,,JJAKHHA OJIarOCJIOBH* U ,,TAKHU
KJIeTBU, unja (YHKIMOHAIIHA OOPATHOCT OJ1 HOP-
MUPAHHUTE JKAHPH ja JICMOHCTPUPA JMHAMHKATA HA
TOBOPHMOT YMH: Ha IPB TOIVIEA THE ja 3ap>KyBaar
(opmara Ha TpPaJUIMOHATIHHOT JKaHpP, HO ja mpe-
oOpaTyBaaTr HeroBara CEMaHTHYKa U [TparMaTHYHa
nuMeH3nja. OBHE MCKa3W, OCBEH IITO CE TEKCTya-
JIEH OCTaTOK Ol MUTCKOTO MUCIIEHE, ja peeKTn-
paar ¥ HHOBaTHMBHOCTA U KPEaTMBHOCTA HA HAPOI-
HaTa CBECT Jia CO3[aBa BapHjaHTH IUTO OATOBapa-
aT Ha Pa3IMYHU KOMYHHUKAIMCKH CUTyanuu. Ajaa-
yuk (1992) nomosHUTENTHO IO HAarlacyBa Marmcko-
TO BO KIIETBATA, KOE CE peain3upa MpeKy BepOaHo
MMOBHKYBamE HA HATYOBEUKHU CUJIM HJIH TIPEKY OIH-
[IyBakE Ha MOCAKYBAHOTO, 3aMHUCIICHOTO HITH MPO-
THO3UPAHOTO YHHUIITYBAHE CO MIOMOII Ha 300pOBH
KOU MMaar moce0eH Marucku Ha0oj WK eHepruja.
BakBuoT mpucrar ja mocraByBa KieTBara HE CaMo
KaKo TOBOPEH YMH TYyKy M Kako oOpejHa rocrar-
Ka, KaJie ITo 300pPOT U JIENOTO C€ HCIPEIUICTCHU U
ce 3aBHCHHM €JIHO O] Apyro. Bo Taa cmucna, Kiet-
BaTa MOXE JIa Ce corie[a Kako KyITypeH MeXaHH-
3aM KOj ja MPeMOCTyBa I'paHHIlaTa Mel'y TOBOPHOTO
U JICjCTBEHOTO, TIOMETy BEpOATHOTO M MPAKTUYHO-
TO, TIOMETY ja3UKOT | JIEIOTO.

TpudoHoBa mpaBu pa3inka Mery IHPEKTEH
U MHIUPEKTCH KIETBEH YHH, MPH IITO BO BTOPH-
OT ClIy4aj KJEeTBaTa € yrnaTeHa KOH CyOjeKT Koj e
OTCYTEH, a HEj3MHUOT MCXO]] € BP3yBa 3a HATIPH-
ponuute cuu (Tpudonora, 2005: 530). Baksara
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NEepPCHEeKTUBA IO OTBOpA HPAIIAKETO 33 CTaTyCoT
Ha agpecaToT: Jalii KJIeTBaTa ¢ e()uKkacHa He3aBH-
CHO O]l HErOBOTO/HEj3MHOTO MPHCYCTBO, WM TaK
e(eKTOT ce JOJKH Ha KOJIEKTHBHATA MIPETCTaBa 3a
JIeJIOTBOpPHOCTA Ha 300poT? OBa mpamame yrnary-
Ba Ha noTpebara oz no1adoka aHajliu3a Ha OIHO-
COT MeT'y TOBOPHHUOT aKT M HEroBara pereriyja.

[leTpecka ro HarmacyBa COLMjATHHOT Kapak-
TEp Ha KJIETBaTa, KOja ja OMHILIYBa Kako ,,COlHja-
JIeH peryyaTop Ha onmTonpugareH! BPeIHOCTH
(ITerpecka, 2012: 137). Bo oBaa cmucia, KieTBa-
Ta HE € CaMO M3pa3 Ha MHIMBHUIYaJeH aHUMO3U-
TET, TYKy NPEeTCTaByBa MOPAJINUCTHUYKU CyH CO KOj
C€ CaHKLMOHUPA MPEKPIIYBAKBETO HA 3aCTHUUYKH-
Te HOpMH BO 3aeauuuara. OBa ja 1o0IMmKyBa KiIeT-
Bara JI0 NPaBHUOT U PEITUTHO3HUOT JAUCKYPC, Kajae
mITO 300pOT MMa CHJia Ha TIpecy/a.

Jazuunara u opmanHara CTpPyKTypa Ha KJeT-
BUTE U OJIarociiOBUTE ja OTKPUBAAT HUBHATA WUTe-
PaTUBHOCT: THE C€ MOBTOPYBaaT BO CIMYHU KOH-
TEKCTH, IUTO ja MOTBpAYBa HHMBHATa (QyHKLHja
KaKO0 MHEMOTEXHMYKO M KOMIIO3HIHOHO CPEACTBO
BO paMKHTE Ha CICKUTe MmecHu. MeryToa, BakBa-
Ta MOBTOPJIMBOCT HOCU U NPOOIEMAaTUIHOCT: Yec-
Tara ynorpeda Ha apxau3Mu M HENO3HATH JIEKce-
MU C03/1aBa XEPMEHEBTHUKH NPEIN3BULH, OUIC]KH
3HAUCHETO YECTO € ,,3aTEMHETO" WJIM H3TyOeHO.
Oga mparniame ja HariacyBa norpedara 3a UHTEp-
JTUCHUIUIMHAPEH TpHCTaN (JMHTBUCTUYKH, €THO-
JIOIIKY M AaHTPOIIOJIOLIKH) IIPH TOJIKYBAaHkETO Ha
BaKBUTE (OPMHU.

ITocTojat 1 T.H. ,,yCIOBHHU KJIETBH'* KOU CE Ipa-
HUYHa GopMma OnMcKa A0 3aKjieTBara, HO THE UMa-
aT MmouHakBa 1es. TOkMy BakBHTE XUOPUIHU MPH-
MEpH TOKaKyBaaT JieKa IPaHUIUTE MEI'y KICTBU-
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Te, ONaroClIOBUTE, MTOCIOBUIIATE U IPYTUTE KPATKH
skaHpoBH ce (ryumaan. boxurosa (1991) ja Harma-
CyBa BRXHOCTA HA HMHTOHAIMjaTa W KOHTEKCTOT
BO HUBHOTO Pa3srpaHUYyBambE, IITO YKAXKyBa JCKa
TEKCTyaJTHaTa aHaJIu3a Mopa Jia Oujie HaIOTOTHEeTa
CO IparMaruyka u rnepdopmMaruBHa MEPCIIeKTHBA.

Cute oBHME pUMEpH MOTBPIYBaaT JeKa KJeT-
BaTa HE MOXeE Jla Ce TPETHpa caMo Kako (hUKCHA
domkopHa GopMyna, TYKy Kako JUHAMHUYCH JTUC-
Kyp3MBEH MeXaHHM3aM KOj € MOJAeTHAKBO 00pereH,
COIIMjaJICH U KHUKCBEH.

Bp3 ocHOBa Ha TIPETXOIHO HU3JIOKEHOTO, MOXKE
Jla ce 3aKIy4H JeKa KJeTBara U OJIarociioBOT ce
M0jaByBaaT Kako OMHAPHH CIPOTHBCTABEHOCTH BO
paMKHTE Ha aneaTUBHUTE JKAaHPOBU, HO THE CC U
(bopMH KOM 3a€MHO ce JONOJHYBaaT U HE Ce UC-
KiIydyBaar. [IpBHOT aHp € HaCOueH KOH MPeIIH3-
BUKYBam€ Ha HETaTUBHA, a BTOPHOT »aHpP Ha I0-
3UTHBHA (IT0OCaKyBaHa, MPOEKTUPaHa, TPEIBUICHA)
peanHoct. U qBara xxanpa GyHKIHOHHpAAT BP3 OC-
HOBa Ha BepOara BO Marmckara MOK Ha 300pOT u
BO MMOCPEITHUYKATA YJIOTa Ha OHOj KOj TH M3roBapa,
KOj, KaKo 1ITo 3abenexyBa Ajaaunk (1993), nemy-
Ba KaKo 3JIaTHA TOYKA WM CPESMHA MEly YOBEUKH-
Te W HaT4YOBeukuTe cuii. KiteTBure u GnarocnoBu-
Te, CIENCTBEHO, C€ JIeN O] MOIIUPOK KOHTEKCT KOj
€ U3BeJ0CH U PUTYaJICH.

Cenak, o1 HHUBHATa MparMaTH4HA YIIOTpe-
0a mpowmsneryBaar W 3HayajHU pasznuku. Kiersa-
Ta, 0COOCHO BO CBOjaTa AUpeKTHA (hopMa, ja HarIa-
CyBa KOH(JIMKTHATa M CAHKI[MOHHpAYKa JMMCH-
3Mja Ha TOBOPOT, U MpeTcTaByBa, cropes [etpec-
Ka, €JIcH BUJ Ha ,,colujasieH perynarop™. biaro-
CJIOBOT, HANpOTHB, HAjYeCTO ja HAIacyBa HMHTE-
rpaTuBHaTa (yHKIIM]ja: IPEKy OBOj UCKa3 ce adup-
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MHpa 3aeHUIATa, C€ KOHCOJIHMINPA COLMjAITHHOT
PEII U TOj CITy’KM KaKko PUTYaJIeH H3pa3 Ha UCKaxKy-
Bame Ha JOOpHW, MO3UTHBHHU, OJAaropoOJHH >Kell-
Ou ¥ MuCIH.

JlaxxHWUTE KJICTBH M JIAXKHHUTE OJIarociioBH, Mak,
IPETCTaByBaaT XaHPOBCKU BapHjalliy LITO TH Jie-
MOHCTPHPAAT €IaCTHYHOCTA M KPEaTHBHUOT II0-
TEHIMjall Ha Tpaauiyjara. JlaxHuOT OrIarocios,
nako (opmMasiHO € MPETCTaBEeH KaKO MO3UTUBEH U3-
pas, ja HOCH €MOTHBHATa U €CTeTCKaTa (PyHKIHUja
Ha KJeTBara, OAHOCHO (YHKIIMOHHpA KaKo MpH-
KpueHa 3akaHa. Jlakaara kjieTBa, 00paTHo, ja Tpe-
BpTYBa TPaIMIIMOHATTHO HeTaTHBHATa (DyHKIIHMja Ha
KJIeTBaTa ¥ MOHEKOTall MMa UPOHUYCH HJIH T1apo-
nucku edext. Bo oBue mpumepu ocoOeHo noara
10 u3pa3 QUeKCHOMITHOCTa Ha JKaHPOBUTE, Kaje
LITO TPaJUIMOHATHUTE (HOPMYJIH CE€ KOPHCTAT 3a
71a co3/1a/1aT IBOCMHCICHOCT, HPOHMYHOCT WIIH CO-
[IMjaJIeH KOMEHTap.

OHa mTo € 3aeHNYKO | 32 KJISTBUTE U 3a Ona-
FOCJIOBUTE € IUTO THE CE€ M3rPajJCHH BP3 OCHO-
Ba Ha XUNEPOOTUYEH TOBOP KOJIITO COAPIKUA MHT-
cko-cuMmOonuueH koj. OHa MITO TH Pa3jIMKyBa €
IITO KJIETBAaTa BOOOMYACHO HE MOXKE J[a CE N3TOBO-
pH jalioBoO, Halpa3Ho, 0e3 HEKOMY J1a My Oue yra-
TeHa (M Toa BOOOMYACHO C€ MHCIIM Ha KOHKpETHA,
[IOCTOCYKA JINYHOCT), 33 pa3jirka ox 0JarocioBoT
KOj MOXE Jla C€ yIaTH Ha MOUIMPOKa TOJIIA JIyfe ’
KOj HE TPIY PECTPUKIIUH IIPH yrioTpedara.

JlaxxHUTE KIETBH M JAXXHUTE OIarocioBu ce
00paTHO Of] KJIETBUTE U OJIaroCIOBUTE — JIAXKHATA
KJIETBA YECTOIATH € MAacCKUpaH OJarociioB, J0Jie-
Ka JJaKHUOT OJIarociioB € HpoHU4yHa KieTBa. OBuUe
JIBa XMOPHUIIHU ¥ TPAHWYHHU JKaHpa T 0OenHyBa-
ar Hajjo0pHTe acreKTH Ha MPBUYHUTE KAaHPOBH H

mpaBar ¢y3uja Mery MO3UTHBHOTO W HETaTHBHOTO,
Mery CEepHO3HOTO M KOMHYHOTO, Mely CEepHO3HO-
TO ¥ UPOHUYHOTO. BO MakeJOHCKHOT U BO OankaH-
CKHOT (DOJIKIIOP, JTaXKHUTE OJIarocioBH, KOM MOHE-
KOTalll ceé MMEHYBaaT U Kako MPOHWUYHU 0J1arociio-
BH, MOJKaT J1a BpIar (pyHKIIHja Ha COITHjaTHA KPH-
THKa WM Ja IPEeTCTaByBaaT CBOECBHIHA MHUHHja-
TypHa ONIITECTBeHa carupa. [Ipexy HUB He camo
LITO C€ KPUTHKYBAaaT HETMOXKEJIHU YOBEKOBH OJI-
HeCyBama, TYKy C€ KPUTUKYBaaT M OINIITECTBECHH
nojaBu. Ha oBa pamHmIITE, THE CE OIMCKHU CO Belie-
pu3MuTe U aQOpU3MUTE KOUIITO HAKO C€ KHUKEB-
HU BHJOBH CO aBTOPCKHU HOTIUC, Cemak 1o ¢opma
ce KpaTKH )KaHPOBH U UMaaT CIIMYHa QyHKIMja: Ha
KPHUTHKA, Ky[CHE, 0Cy/a, HO HE caMo 3a JIa ce Kpu-
THUKYBa BO IMETO Ha KPUTHKATA, TYKY Ha COQUCTHU-
UpaH HAYWH MPEKy TOBOPOT Jia CE yIaTH Ha I0-
Tpebara om mpoMeHa.

OtTyka, MOXE Ja Ce 3aKIy4d AeKa YeTHpH-
Te KpaTKU JKaHPOBH — KIJIETBA, OJNArocioB, Jax-
Ha KJIETBA W JIayKeH 0JarocioB — HE ce caMo Ba-
PHjaHTH Ha e[IeH UCT KPaToK XKaHp, TYKy ce 3ace0-
HU ¥ WHIWBHUIYAIHHU XAaHPOBH KOW pediexTupa-
aT pa3IMYHU KyATYpHH CTPATETHU 3a apTHKYJIH-
pame Ha MokTa Ha 300pot. KierBara ja caHKImo-
HUpa JeBHjalnjaTa, JoJeKa OarocioBot ro adup-
MHUpa UICATHOTO; JIaKHATa KJIETBA ja peslaTUBU3HU-
pa MOKTa Ha 3J10T0, A0JeKa JTaXHHOT OIarociioB ro
pa3zobnuyyBa MPUBUIOT Ha 100poTO. Bo Taa cmuc-
Ja, HUBHAaTa KOMIIapaTHBHA aHAJM3a ja OTKPUBA
JjaieKTUKaTa Mer'y Tpaaullfjara ¥ KpeaTHBHHOT
HOTEHIIMjaJl 1 MHOBAaTUBHOCTA HA HapOJHATa Tpa-
JHIYja Koja € CYIITHHCKA 3a pa30upameTo Ha yc-
HOTO TBOPEIITBO.
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3npaBunara, mak, OpeTCTaByBa cHenu(UYEH,
KJIMIIEH3UpaH U CaKpaJeH THII Ha TEKCT KOj Jie-
JYMHO IpuIiara Ha (pa3eoomKUOT KOPITyC Ha HC-
Ka3u ¥ MPETCTaByBa MPUTOJEH TOBOp co oOpeaHa
¢ynknuja. Bo Hea, mokpaj BepOaTHHOT CHMOOJT, ce
AKTHBMPAAT U IIPEMETHATa ¥ aKLIMOHAIHATA CUM-
0onHKa, KOM JIejCTBYBaaT BO 3a€MEeH OJJHOC W MMa-
aT MHTErpajHo pUTyasHo 3Hauewe. OBOj skaHp €
JanuaapeH UcKa3 NpeKy Koj ce HCKaKyBaar (ce 3a-
MUCITYBaart, ce M0CaKyBaart, BepOalHO ce UCTAaKHY-
Baar) MO3UTHBHHU JKeJIOW M OJIar0CIIOBH, 0COOCHO
BO IMOCEOHU MHUTOBH O] YKHBOTHHOT ITUKITyC. OBOj
THUII TOBOP OOMYHO CIIeIU CTPOro YTBPACH MPOTO-
KOJI U CTPYKTYpa, KOja ce€ COCTOM Off BOBeAHA (Hop-
MyJna, HeHTpajHa GopMyiia BO Koja ce u3pasyBa-
aT TIO3UTUBHU KeJIOW U 0J1arocjioBH 3a aJpecaror,
Kako W 3aBpiiHa (3akiyuHa) ¢opmyna. Yecto ce
jaByBa BrpajicHa BO IOLIMPOKU >KaHPOBCKH LEJIH-
HH, KaKo IITO € ercKara necHa. TakoB mpumep e
3acTaneH BO ,,Mapko U TPUTE HAPEUHULU", Kale
LITO 3/IpaBHULIATa PYHKIIMOHHUPA KAKO PUTYaJICH UC-
Ka3 co jacHO u3pa3eHa (PyHKIMja Ha OJArociioBy-
Bame. Bo TpaauImoHanHaTa KyaTypa OBHE HCKa-
3W HAajUeCTO Ce M3roBapaar Bo ¢opma Ha pUKCHpa-
HHU M HEMEHJIMBH (HOpMYIIH, Kako, Ha Ipumep, ,,Ha
3npasje!* wimm ,,Jla cu )kUB W 37apaB®, co MTO ce
OJlp’KyBa HHBHaTa neppopMaruBHa CHJIa U PUTYya-
JIeH KOHTHHYHTET.

On acrext Ha nepdopmaruBHara (yHKIHja,
oBHue (hopMyIIH HE ce caMO M3pa3’ Ha JKETOH TYKY
Ce U YMH Ha CO3[aBame (MJIM MOCAKyBame U 3a-
MUCITyBamkhe) Ha HOBa (IT0o00pa, MOToXKeTHa) pe-
AJIHOCT 3a OHOj KOMY Taa My ce yInaryBa, Kora Io-
BOJIOT € MO3UTHBEH HacTaH. Criopen Teopujara Ha
roBopuute aktH Ha Octun 1 Cepi, THE HE ce OIl-
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WCHH, TYKy C€ JICJCTBUTEIIHU HMCKa3W, a TOa 3Ha-
YM JIeKa CO YMHOT Ha M3roBapame Ha BOOOUYACHO
¢uxcHn Qopmynanuu, Ha agpecaror, Mpeky 300-
POT, My ce TIpeHeCyBa ujejara 1 xeydara 3a mojo-
Oap xuBOT. Bo oBaa cmucna, 3apaBurara u 0iaro-
CJIOBOT C€ CIIMYHM 3aToa IITO THE BOOOWYACHO Ce
BO HACOKa HAa MCKA)XYBame HAa MO3UTHBHU MHCIH
u emonuu. CIMYHO Kako W OIArocioBOT, Taka W
31paBuIlaTa OWIa coCTaBeH JeN OJl AaMHEIIHH pe-
JIUTUCKH U PUTYAJIHU MPAKTHKH, TaKa MITO OJ] OBOj
aCIeKT, BO HEJ3MHOTO UCKaXKyBame ¢ YIITE € 3a-
Ip>KaH O0CTaTOK Off Maruckara eHepruja Ha 300poT.
Ha 360poT ce mena kako Ha akmyja, Ha IejCTBO, HA
YMH, TaKa IITO 3/[paBHIATa, CIMYHO Ha OJarocio-
BOT, HO ¥ Ha OCTaHATHTE KPaTKU KaHPOBHU CO PUTY-
ajiHa JUMEH3HWja, He ce M3roBapa HampasHo. 37pa-
BUIIaTa OWJia JieJl 0]l MOOOEMEH O0ped U ce cMe-
Taa 3a moce0eH BHUI Ha TOBOP CO KOj YOBEKOT UM
ce obpakan Ha HATIIPUPOITHHUTE WIN O0KECTBCHH-
TE CHJIM KaKO HA4YMH J1a ja J100ue HUBHATA HAKJIO-
HocT. Co TEKOT Ha BPEMETO M NMPOMEHUTE Ha 4YO-
BEKOBaTa Hjeja 3a ClaBeme U MpasHyBambe, 31pa-
BUIIUTEC U 01arocJIOBUTE Ce€ WHCTUTYIIUOHAIN3U-
pajie u J00MIe MONIMPOKU OMINTECTBEHH KOHTEK-
ctu. Maxo [lenynumckn cmera 1eka 01arociioBuTe
BO MaKeJOHCKHOT (DOJKIIOP TIABHO OWiIe MOCTPO-
€HH Bp3 XpUCTHjaHCKaTa JI0OTMa U €THYKUTE HOP-
MU Bp3aHH 32 XpUCTHjaHCKaTa Bepa U THE ,,HeMa-
ar CYNITHHCKA MOBP3aHOCT CO HEKOTAIIHUTE Ma-
rancku oopenu™ (Ilenymummcku, 1999: 454), dakr
¢ JieKka BO HUB € COJp)KaHa MUTCKATa U apXaumyHa
CBECT KOjallTO MOCTOENA AANCKY NP XPUCTH]jaH-
ctBoTO. CHTE OBHE anenaTuBHU MCKa3H, BO [TOMa-
Jla WK TIoToJieMa Mepa, ja 3aJip:kajie MpBOOUTHA-
Ta anoTpoIejcKa U Marucka QyHKIHja, HO CO TEKOT
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Ha BPEMETO ce mpeodpasuiie U ce TpaHchopMupa-
Jie HA TAaKBU HAUWHHM 3a Jla OJIr0BapaaT Ha HOBUTE
YKUBOTHU JINHAMUKH.

3npapuiiata Tpeda Jia ce caTtu Kako CHHKpe-
THYHA (opMa BO KojamTo ce obenuHeTH BepOal-
HHUOT F'OBOP, CO TOBOPOT Ha TesioTo. Bo Hea mocTon
PE3UyYyM WM OCTaTOK OJl PUTYATHUTE MPaKTH-
KM CO TOA IITO CE KPeBa yalla, Wik Ce CIoIe/TyBa
BHHO, MJIM BUJIHO C€ MEHYBa FOBOPOT Ha TEJIOTO Ha
OHOj KOj ja U3roBapa — MpeMHUHYyBa 07 BOOOWYACH,
CEKOj/IHEBEH, BO CBEUCH, — a UECTOTATH CE MCHYBA
Y TOHOT Ha TJIACOT, TaKa IITO OHOj WM OHUE IITO
ja ciyImmaar 3apaBuIaTta, HECBECHO Ce CBECHH JIeKa
cTaHyBa 300p 32 0cOO€H THIT Ha TOBOpP KOj HE ce
KOPHCTH BO BOOOMYACHH CUTYyallUH. 3aToa 31paBu-
1aTa, HO ¥ OCTaHATUTE KPaTKH (ameJaTUBHM) JKaH-
POBHU ONHINAHU TyKa HE C€ caMO TOBOPHH (OpMH,
TYKy C€ ja3MYHO-PUTYaJTHU TPAKTHKA KOU ja aHy-
JUpaaT pa3inKara Mery TOBOPOT U JIEjCTBOTO.

AnenaTHBHHUTE KAHPOBH MMaar WU3BEIOCH Ka-
pakTep u, 3a pa3jivKa O JAPYrd KpPaTK KaHPOBU
BO KOM C€ COApYKaHW KOHCTaTanuu (Kako BO Mak-
CUMHTEC, THOMHUTEC HJIN BO HCKOU HOCJIOBI/IHI/I), THUC
nMaat (yHKIHja Ja ja CMEHAT peaslHoCTa 3a Ja
Ome WM 3a J1a CTaHe WM MoJ00pa WM ToJIoma
o7l oHa 1mTo ¢. HUBHATa puTyaiHa CTPYKTypa He
CE 3aCHOBA TOJIKY Ha KBaJUTETOT HA BUCTUHHUTOC-
Ta Ha OHA IITO ce KaXyBa, TYKy Ha xkenbara, mo-
Tpebara 1 TCH/ICHIIMjaTa HCKa)KaHOTO Jia CE OCTBa-
PH, TIOHEKOTAIll U 110 CeKoja lieHa. AKO 3/IpaBHIIa-
Ta U OJAarocJIOBOT MPETCTaByBaarT MO3UTHBHO Ha-
COYCHH M3BEA0CHN YNHOBH, TOTAI KJIETBaTa MPeT-
cTaByBa OOWJI 3a BajloOpH3allija Ha HEraTUBHA pe-
QITHOCT; aKo MPBUTE JIBa JKaHpa ce (OKyCHpaHu Ha
TOA Ja ja MHTETpUpaar eJMHKaTa BO 3ae/IHUIIATa 1

€O TOa JIa MPe/IN3BUKAAT WJIH J1a PU0HECaT 3a M0-
CHJTHA OMIITECTBCHA M COIMjaTHa KOXE3Hja, KIIeT-
BaTa € HacCOUeHa KOH TO0a J1a r0 pa3opH Beke BOCTa-
HOBEHHOT PeJl ¥ TIOPEJOK U J]a €BOLUpPa TOMAJIKY
MOKEJTHA PEATTHOCT 32 OHOj KOMy MY C€ yIaTyBa.
3a pasnmuka on O1arociIOBOT, 3IpaBUIlaTa M JIaXK-
HaTa KJIETBa, YMjaIllTO Weja W 3aMIuclia € Ja Ma-
HU(EeCTHpaaT HOBa, Moo0pa TUMEH3Uja Ha 3ae/-
HUILTBO, OOEMHETOCT, HO U JINUHA CpeKa, KJIeTBa-
Ta UMa acolyjaJieH KapakTep BO CMHCIA JAeKa BO-
00MYacHO Ha MOCTUHEIOT WK Ha 3aCHHUIATA UM
ce MocakyBa pacraj W Je3uHTerpanuja. biaro-
CJIOBHTE W 3IPaBUIINTE BOOOWYAEHO TM MpHUdaka-
ar Win rd ahupMupaar MOCAMHIIUTE OHAKBU KaK-
BU WLITO CE€, CO JKEJIOM J1a CTaHaT yUITe MomoopH,
J07IeKa KJIETBaTa CO CBOETO JECTPYKTUBHO JI€jCTBO
'Yl TOBUKYBA CHITUTE Ha HATIIPUPOTHOTO CO eI Ja
r'o MOTKOMA OHA MITO € JIOOPO W IITO JIONTO BpeMe
(hyHKIIMOHMpAaso Ha 1o0ap HaYMH. AKO 37paBHUIla-
Ta OTBOpPa MOXXKHOCTH 33 HOBH OJIarofiaTH M HOBA
Onarococroj0a, KjeTBara TM PyLIM BakBUTE HJE-
aJy ¥ MPETCTaByBa HEj3MHA IPOTHUBTEXKA.

U 3npaBunata u kierBara ce TOBOPHH YWHO-
BH BO YH]j IIEHTAp € ja3HKOT KaKO HHCTPYMEHT HIIN
ajaTka Ha MOK, HO COIMjaJIHUTe €(PEeKTH KOH KOM
THE CTPEMaT ce JIUjaMETPaJHO CIPOTHBHU, 3aT0OQ
ITO 37paBuiiara Tpeda aa ja oO0eAMHU 3aeqHHIIA-
Ta TPEeKy MO3UTHBHA adupMalndja ¥ 4yBCTBO Ha
CIUIOTEHOCT, JI0JIeKa KIJIETBaTa € HacoueHa KOH Toa
Jla ja HApYIIM TaKBaTa XapMOHHja M YPAMHOTEXKE-
HocT. Ho, nako kierBara BOOOHMYACHO ce MOBP3Y-
Ba CO HETaTUBCH MpPE3HAaK, HEJ3UHUOT jobap ac-
IIEKT € LITO Taa CTPEMH KOH TOa Ja CaHKIMOHHPa
HEKaKBO JICBUjaHTHO OJHECYBambe Koe O MOXKEIo,
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JIOKOJIKY TIPEMHOTY YeCTO C€ TIOBTOPYBa, CEPUO3HO
Jla ja HapyYIIU OMIITECTBEHATa PAMHOTEXA.

HcTpaxyBameTo Ha KIETBUTE U 0JIarOCIOBUTE
BO OaJIkaHCKaTa, a 0COOEHO BO MaKeJOHCKATa yCHa
TpaJyInja OTKPUBA CIOKEH CUCTEM Ha BepOalTHH
GopMyIH KOM HE ce caMO pe3ydTaT Ha Pelnuruo3-
HU YBEpYBama, TYKy C€ H pe3yaTaT U 171ab0Ko BKO-
pPEHEeTH MEXaHU3MHU Ha KyJITypHaTa MEMOpHja, CO-
yjaHara peryjiaudja M mnoerckara (opmyiaand-
HocT. KierBara n GnarocioBoT, M TIOKpaj HUBHa-
Ta IjaMEeTPaIHO CIIPOTUBHA HACOYCHOCT — €IHATA
JIECTPYKTUBHA U CAHKIIMOHMpPAUKa, Apyrara apup-
MaTHBHA W MHTETPaTUBHA — ja JeJiaT Ucrara mep-
(opmMaTHBHA OCHOBA: CO HUBHOTO M3rOBapame HE
ce ONUILYBa, TYKYy Ce€ IpaBH OOMJ J1a ce co3/1aae
HOBA PEaHOCT.

Jluteparypa

Bo T0j KOHTEKCT, KiIeTBaTa MpeTcTaByBa YMH Ha
CHUMOOJTMYHA Ka3HA U MPEIyNpeayBambe, CPEACTBO
3a CaHKIIMOHHMPAE¢ Ha HApPYLICHUTE OIMIITECTBE-
HU M MOpaJHM HOPMH, HO M MHCTPYMEHT 32 OfIp-
KyBarme Ha 3acJHHYKara pamMHoTexka. biaroco-
BOT, HAIPOTHB, CE jaByBa Kako YWMH Ha adupma-
1Mja, TMONpIIKA ¥ 3ajaKHYBamke Ha KOJIEKTHBHA-
Ta KOXe3Hja, 0COOEHO BO MPECBPTH Ha KUBOTHHOT
LHUKIIYC ¥ puTyanHute oopenu. OBHE KaHPOBH Ce
MeryceOHO MOBP3aHU M IPEKy HUBHHUTE BapHjaHTH
— Ja)KHY KJIETBH, JIAXKHU OJIarocioBU, UPOHUYHU
WY TPAaHUYHYU (POPMHU — KOU CBEJI0YAT 32 KPeaTHB-
HaTa IMHAMUKA HA yCHAaTa HapOIHA TPAIMIIM]ja 1 32
Hej3MHaTa CIIOCOOHOCT J1a TH KOMOMHHpA | Jia TH
npeoOJIMKyBa OCTOJHUTE (OIKIOPHH MaTPHLIH.
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Kristina Dimovska

Differentiations between some Short (Appellative) Folk Genres
(Summary)

Traditional oral folk genres, such as blessings, curses, toasts, as well as the liminal forms between them, such as
false curses or false/ironic blessings, convey the magical function of language. Distinguishing and defining these
genres can sometimes be particularly challenging because all of them are appellative genres closely related both in
meaning and function. These genres have been integral parts of broader ritualistic and performative practices, which
explains why we still encounter remnants of the belief in the so-called “verbal magic” in them, that is, the expec-
tation or hope that by uttering specific formulae, one can bring about a change in reality. This is why these genres
differ from ordinary, everyday speech and are usually used in special occasions of the life cycle of an individual or
group of people.

Key words: genre differentiation, appellative genres, folkloristics, literature, oral tradition vs. written text
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CreBo I1aBioBCKHU

VJIK 305-055.1
305-055.2

MAMKOTO U J)KEHCKOTO BO BOPBHA 3A IPABUYHOCT:
KPUTHUYKH TOIVIEJA BP3 PEMUHU3MOT U

MACKYJIMHU3MOT

K.le‘-llel 360[_)031/[: MaXX-XC€Ha, MallIKOCT, BUAOBH MAIlIKOCTHU, JKCHCKOCT, (beMI/IHI/BaM, BUI0OBHU (bCMI/IHI/I—

3aM, MAaCKyJIMHU3aM

Hwus ucropujara, omHOCHTE TIOMETY MAIIKOTO
U KEHCKOTO ce OONMKYBaHU Off JUTAOOKU KYyJITYyp-
HU, PEJIUTUCKU U OMIITSCTBEHH HOPMHU, KOU YECTO
pe3yiaTHpaie co HeeTHAKBOCT U JUCKPUMUHAIIH]A.
JKenurte co BekoBH ce OOpesic 32 OCHOBHHU YOBe-
KOBH TIpaBa — Iiac, oOpa3oBaHuE, MpaBo Ha pado-
Ta, OIeKa MaXHUTE, NAKO YeCTO OWie BO TOBAC-
TEHa MO3MIIMja, UCTO TaKa Ce COOYyBasie CO MpH-
TUCOLH OJ] OIIITECTBOTO OMAejku o1 HUB ce Oapa-
JI0 J1a Ounar ,,CUJIHU", ,,eMOIIMOHAIHO 3aTBOPEHU
u ,,00e30emyBaun’. Bo TakOB KOHTEKCT C€ T0jaBU-
Jie JIBE 3HAYajHU ONMIITECTBEHH U HJICOJIONIKH JIBU-
Kemwa: PeMUHU3aM U MACKYTHHU3aM.

JleHec OMIITECTBOTO € OMPECICHO J1a BepyBa
JIeKa MaKUTE U KCHUTE TOCEAyBaaT HAIOJIHO €JI-
HaKBHM CIIOCOOHOCTH, BEIITUHU U TIOTCHIIMjATH —
TOKMY KOI'a HayKaTa II0YHYBa Jia JIOKaXyBa JieKa ce

coceMa pa3inyHU. EJMHCTBEHO HENITO IITO UM €
3a€/IHUYKO € TOA IITO MY MpHIaraar Ha KUBOTHH-
CKHOT BuA. THe KuBear BO pa3IMYHH CBETOBHU, CO
Pa3NUYHM BPEIHOCTH U CHOPE] coceMa pa3nyHH
npaBuiia. Maxute v 5KEHUTE OJ] CUTE KYJITYpH, Be-
poucnoBeny U 60K Ha KOXKaTa Ce BO ITOCTOjaH KOH-
(GIMKT MOpaan Pa3UKUTE BO MUCIICHATA, OJTHECY-
BamhETO, CTABOBUTE M yOCIyBarmbara.

MaskuTe U KeHHUTE C€ pasjMKyBaJe 1O HUB-
HUOT MpuUCTall KOH MPUBUIICTUNUTE, 11O NPECCTUKOT
U 10 MOKTa. VMICTOpUCKH IJIe]aHo, MaXKOT ce TPH-
JKeN 3a ¢¢ MTO OMJIO HAaIBOP O JOMEHOT Ha WH-
CTUTYIIMH CO XKEHCKa TOMHWHAIIMja: CEMEjCTBOTO,
JIOMaKMHCTBOTO U TpHkata 3a jena. Bo oBoj KOH-
TEKCT 3HAYajHO € pa3MuciyBameTo Ha CHMOH e
BoBoap, koja Benu jeka BO MCTOpHjaTa Ma)oT ja
00e30emyBasl paMHOTE)ara Mel'y poAyKIfjara u
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penponykipjata. Taka jkeHaTa Hemala Jypu HH
MPaBo Jia TO OJIPXKH KUBOTOT BO MPUCYCTBO HA Ma-
JKOT CO3/[aBay; Taa HeMasia yJjora Ha OBYJIyM BO OJI-
HOC Ha CIIEpMaTO30HM 10T, HA MarKkaTa BO OIHOC Ha
danycor ([le booap, 1989: 74).

MaxuTe ¥ J)KEHHTE EBOJyHpaJe Ha pa3linucH
HAYMH 3aT0a MTO Mopaso ja Oujae Taka. Maxu-
Te JIOBENe, XKEHUTE cobupale MmiogoBH. Maxute
3alITUTYyBaJe, KEHUTE OJIICIYyBaJe U BOCIHUTY-
Basne. Kako pe3ynrar Ha Toa, HUBHHUTE Tela U MO-
30IM €BOJyHpaJe Ha cOCeMa Pa3lIMdHU HauWHH.
Kako mto Tenara um ce MeHyBaje QHU3MUYKH 32 Ja
ce mmpucnocodar KOH HUBHUTE CTIENU(UIHH YIOTH
BO JKMBOTOT, TaKa UM C€ MEHYBaJI M YMOT. Maxu-
Te OuJIe MOBUCOKH M TMOCHITHH O] TOBEKETO KEHHU,
a MO30KOT UM C€ Pa3BUBAJI COOJBETHO HA HUBHUTE
3ajaun. JKeHure Onie MpeTe:KHO 3aJ0BOJHU IITO
Jojieka MakuTe padorere HeKase JaleKy, THE TO
OJIpKyBaJIie OTHOT BO MEIITepara ¥ HABHUOT MO30K
€BOJIYHpAN Ha HAYHH IITO UM OBO3MOXHJI JIa ja UC-
MOJTHYBAaaT Taa CBOja yyora.

Bo cekoe ommTecTBO TNpamamara IMOBp3a-
HU CO MAIIKO-XCHCKUTC OJHOCH, IMPAaBUYHOCTA U
MUCKpUMUHAIIAjaTa Ce CYIMITHHCKH pa30upama Ha
OMNIITECTBEHATA CTPYKTypa W BpeaHocTH. Mako
MHOTY JIp’kaBH (OpPMaHO TH MMaar yCorIaceHo
3aKOHUTE 32 €IHAKBOCT MEry IOJIOBUTE, BO peall-
HOCTa Pa3JIMKUTE U IOHaTaMmy mnoctojat. OBaa Oop-
0a He e camo JKEHCKa WM MalllKa, TYKy YOBeYKa.
Bo TekoT Ha MHIMOHM TOJUHH MO304YHATa CTPYK-
Typa Ha MaXKUTE M JKCHHTE MPOJODKYBajia Jia ce
MEHYBa Ha pa3NinveH HauuH. J/[eHec 3HaeMe jeka
NOJOBUTE TW 00paboTyBaaT HMHPOpPMALUMHUTE Ha
pa3jIn4€H HaA4YWH. Mucnar u Ha pa3jinyeH Ha4WH,
BepyBaaT BO Pa3MYHU PaOOTH, UMaaT pazInyHH
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c(hakama, MPUOPUTETH U OHECYBamba. Maxure u
JKeHHuTe Tpebda j1a Oujar paMHOIIPaBHHE BO CMHECIA
Jla IMaaT eAHaKBU IpaBa U MOKHOCT Jia TO IPHMe-
HyBaaT CBOjOT BKYyIIEH IOTEHLUjall, HO cOCeMa CH-
T'YPHO HC CC UACHTUYHU BO CBOUTEC IIPUPOIHHU CIIO-
cobroctu. Criopen Toa, Jaau MaXUTE U KCHHUTE Ce
€/IHaKBH € TOJIMTHYKO WM MOPAITHO Tpalliamke, a
JIATA ce WICHTUYHU € HAay4yHO Tpamiame. Maxu-
TE€ U KCHUTE A7a00KO0 Ce pasiIMKyBaaT U (PU3NUKH
A YMCTBEHO.

Pejeun Konen pa3mucityBa cripoTHBHO 0J] CTa-
BOT Ha MHOTY JIyf'¢ KOM BEpyBaaT JIeKa XKeHaTa U
Ma)KOT C€ TICHIXOJIOIIKO CIIPOTUBCTABEeHH, JeKa Ma-
JKOT € TIOMHTEIMTEHTEH O JKeHaTa ¥ JieKa € MpH-
POIHO HACWIICH, KAKO U TOa JIeKa POJOBUTE MOJIe-
JI HUKOTAIl He ce MeHyBaat. CuTe OBHE BepyBarmba
criopes; ucrara aBropka ce norpenrau. Criopen Ko-
HeJI, MHOTY JIyf'e TH 3aMHICITyBaaT MaIIKkoCTa, )KeH-
CKOCTa W TIOJIOBAaTa MPHUMAJHOCT CaMO BO TIOTIIEN
Ha HUBHHOT COTICTBEH IOJIOB CHUCTEM, a CO Toa ja
MPOMYIITAaT rojieMara pa3sHOBUAHOCT Ha POAOBU-
T€ MOJENU HU3 KYATypUTe U HU3 uctopujara. Mc-
TpaKyBamara W Teopujara Ha HYOBEKOBaTa Hay-
Ka 00e30emyBaar BUTAIHA ajaTka 3a OT(hPIIyBame
Ha TIpelpacyanTe u pa3OupameTo 3a mpaliamara
MTOBP3aHH CO POAOT.

CoBpeMeHHTE UCTPaKyBama 3a POJOT ce mpe-
JTU3BUKAHU O] IBM)KEHHETO HA JKEHHTE KOM ce 3a-
Jlaraar 3a eJIHaKBOCT Mery nosoBuTe. Bo onHoc Ha
nocieAHoBo, KoHen TBpau Jexa U poIoBHUTE TIpa-
ama 3a MaXOT C€ TOJKY MHOTYOPOjHH Kako U
OHHMeE 3a keHuTe. Taa KOHCTaTHpa JieKa BO JICHEII-
HO BpEME EKCTEH3UBHO IOCTOjaT UCTPaKyBamba U
jaBHU n1e0aTH 3a MalIKOCTa, TaTKOBCTBOTO, JBH-
Kemara Ha MaKUTE W HACUIICTBOTO, eIyKalfja Ha
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MOMYHIHATa, KAKO U MHBOJBUPAHE HA Ma)KUTE BO
JNOCTUTHYBamke Ha pojoBara enHakBocT. lcrara
aBTOpKA 32 KaTeropujaTa moJ BeJii AeKa € COLHjaj-
Ha CTPYKTypa, HO Ha OfIpeJIeH BUJ M J0/aBa JieKa
Kako W JIDYTUTE COIUjallHi CTPYKTYPH TaKa | T0-
JIOT € MYJITUIMMEH3HOHAJIEH, a TOa He € CaMo I10-
paznu UIEHTUTETOT, paboTara, MOKTa, CEKCyaIHOC-
Ta, TYKYy IOPaax CUTEe OBHE PabOTH CyOIMMHUpPaHH
Bo exHO (Connell, 2002: 11).

Criopen Konern, mamrkocra He € IpUpOHA Ka-
pakTepucThKa — TYKY ,,COIMjaIHO KOHCTPYyHpaH*
naeHTuTeT. Taa ce co3maBa IpeKy KyJITypHUTE
HOPMH M OiHOCH Ha MOK. OBa 3Ha4H JieKa oCTojar
MOBEKE ,,MAIIKOCTH ‘ BO 3aBUCHOCT O[] pacara, KJja-
cara, CeKCyaJlHOCTa U JPYTH (HaKTOpPH.

Bo knwurara ,,Mamkoctu® (Masculinities), Bo
TPETOTO Toryasje ,,OnmrecTBeHaTa OpraHu3aiyja
Ha Mmamkocta“, Pejsun Konen excrmunurHO 300-
pyBa 3a MalIKocTa M BEJH: ,,MalkocTa € HeLTo
co koe ce parame. Toa e OCTaBeH CUCTEM Ha MPaK-
TUKH LITO TO KOHCTPYHpaaT OJJHECYBaHETO, CTaBO-
BUTE ¥ OYCKYBAHETO MIOBP3aHU CO MAKUTE BO KOH-
KPETHHU ONIUTECTBEHU U NCTOPUCKH yciioBU. Mar-
KOCTa HE € eIHa, TYKy IOCTOjaT MOBEKe BHUIOBU
MAIIKOCT — HEKOU JOMHMHAHTHH, APYT'M MapruHa-
nusupann wim norucHaru (Connell, 2005: 70).

Criopen Konern, npoy4yBameTo Ha MAIIIKOCTa €
KPUTHYKH ITPOIIEC KOj:

— QHAJMTUYKY TH Pa3jIoKyBa YMCTO HETATHUB-
HUTE ¥ HO3UTHUBHUTE MPETHOCTaBKH 33 MAIIKOCTA
(Ha mpuMep, Aay € TPUPOIHA WM COLM]jATHO KOH-
CTpyHpaHa KaTeropuja);

— pasmieqyBa pa3UuHU MU3BOPH HA 3HACHC —
O/l KJIMHWYKH, TPEKy COLUjaJIHH, Ma CE JIO MOIH-

TUYKU HayKH (Tp. (PEMUHUCTHYKOTO IBMKEHE U
JIBUKCHETO 32 TIPaBaTa Ha XOMOCEKCYaJIIHUTe);

— ja UCTaKHyBa MOTpedara 3a KPUTUYKH U OJI-
HOCHO OPHUEHTHPAH IMPHCTall KOj IO IPEUCITHUTY-
Ba U ja TIOCTaByBa MAIIKOCTa KAaKO €ICH acIeKT O
OTIIIITECTBEHUTE OAHOCH.

Mamkocta He € 30Mp 07 (UKCHH OCOOMHH,
HUTY TIaK € €IHOCTaBeH OMOJIOIIKU MPOIYKT. Taa
€ OMIITECTBeHA KOHCTPYKI[Hja — UCTOBPEMEHO HC-
TOPHCKA M TMHAMHUYHA — KOja TTOCTOjaHO Ce CO3/a-
Ba, Ce€ MPECo3/laBa U ce OCIOpyBa MPEKy COIHjal-
HaTa WHTEPaKIIHja.

Konen ucraknyBa jieka mocrojar moeke Gop-
MU Ha MaIllKOCT KOU HE CE €JHAKBH, THE CE Opra-
HU3WPAHU XUCPAPXUCKH, U 3aBHCAT OJ] KyJITypara,
KJlacara, pacara, CeKCyaliHaTa OpueHTaInja, UCTo-
pUCKHOT TiepuoA u ci1. Ha BpBOT ce Haora:

— Xezemoncxka mawxociti — JIOMHWHAHTHA,
,,OMIITeCTBeHO mpudareHa“ MamkocT (0OHIHO
MOBpP3aHa CO XETEPOCEKCyasleH, Oell, arpecuBeH
U YCIIENICH MaXK, KOj JOMHHHpPA BpP3 KEHH U JIPY-
M MaXKH). XereMOHCKaTa MaIllKoCT € JOMUHAHTEH
MoOJIe] Ha MalIKOCT KOj ja OIIpKyBa IaTpujapxal-
HaTta BiacT. He Mopa cekoj Max Ja ja TpaKTHKY-
Ba, HO Taa CIyXKH KaKO HJea CIopes Koj ce MepaT
CUTE JIPyTH MAIIKOCTH.

— Cybopgunupana mawikociy (HajuecTo MOBpP-
3aHa CO XOMOCEKCYaJIHH WU ,,HeMadyo' MallKu
uaentutetr). Toa ce GopMU Ha MAIIKOCT IITO CE
cMeTaaTr 3a ,,JIOMaJKy MAaIIK{‘, HAjIecTo 3aToa
IITO CE CIIPOTHBCTAaByBaaT Ha JIOMHHAHTHATa, Xe-
TeMOHCKa MaIIKOCT. Trhe 4ecTo ce eMOIMOHAIHH,
HEarpeCcuBHU, HECTIOPTCKH, IIOBP3aHU CO XOMOCEK-
CyaJHOCTa WU JIPYTH POJIOBH/CEKCYaJIHU HJICH-
TUTETH IITO HE IO ClIeAaT ,,HOPMaTUBHUOT MaxK™.

103



Crego ITaBnosckn: MAIIIKOTO 1 JKEHCKOTO BO BOPBA 3A ITPABUYHOCT: KPUTUYKU TTOTJIE] . . .

[lpumagaumnure Ha cyOOpAMHHWpaHATA MAIIKOCT
,,MEKUTE MOMYHEA", ,,ClIA0UTE", ,, MHTEICKTyall-
uuTe™) ce MPEeTCTaBeHH KaKO ,,HETOBOJIHU MaXKu'™ —
OJTHOCHO UCKIIYYEeHH O]l ,,BUCTUHCKATA™ MaIllka Ka-
TETropHja, MOK U IOCPETyBabe MEl'y CAMHUTE MaXKH.
— Komitnuyuiuna mawxociu (Maxu KOM HE ce
XETeMOHCKH, HO UMaaT KOPHCT Off Hea), ja IPaKTH-
KyBaaT Ma)Kyl KOM HE TO OCTBapyBaaT IeJIOCHO HJle-
aJIOT Ha XereMOHCKa MAIIKOCT, HO CEMaK uMaar Ko-
PUCT O] CUCTEMOT IITO ja MOJIPKyBa Taa JJIOMHHA-
nyja. KoMmiuiuTHaTa MakocT ¢ popMa Ha Marll-
KO OJTHECYBaH-€ KO€ C€ yCOoIyacyBa CO MOCTOjaHHOT
naTpujapxajieH openok, 0e3 1a ro Boau, HO U 0e3
Jla My ce CIpOoTUBCTaBU. Toa e eHa o1 IPUIHHATE
30MITO MATPUjapXaTOT OIICTOjyBa — 3aT0a IITO yPH
U ,,HeIOMUHAHTHUTE' MK UMaaT UHTEPEC Ja HE
rO MEHYBaaT CUCTEMOT. MaXUTe CO KOMIUTHIIUT-
Ha MAaIIKOCT He TO IMOTKOIyBaaT CHCTEMOT, TYKY ja
npudakaar HeroBata CTpPyKTypa M MMaaT yIell BO
HETOBOTO 3aIBPCTYBame. 3a pa3liuKa O]l XereMOH-
CKaTa MaIIKOCT, KOja Ce KapaKTepH3upa co CUMOOI
Ha MaIlK{ 1J1eajl, aKTUBHA JIOMUHAIU]a, KOPUCHHUK
Ha NaTpHjapXxaToT U aKTUBHA MOJIPIIKA HA CHCTe-
MOT, KOMILTUIIUTHATa MAIIKOCT C€ OJUTMKYBa CO Ta-
CHBHA TOJIPIIKA Ha CUCTEMOT M € KOPHCHUK Ha
MaTpujapxaror.

— Mapunanuzupana mawxoci (Ha Tp. Mai-
KOCTa Kaj paCHO WJIM KJIACHO YTHETCHUTE TPYIIN) €
yeTBpTa (hopMa Ha MAIIKOCT BO XHepapxujara Ha
Pejeun Konen, 3aemHo co XereMoHCKaTa, KOMILTH-
UTHaTa U cyoopanHupanara. OBOj KOHIICTIT € Ba-
JKeH 3a pa3dmparme Ha BPCKUTE Mely MaIlKocTa,
pacara, kjacara W ApyruTe (OpMH Ha HECIHAK-
BOCT. MapruHajim3upaHara MalikocT € oHaa ¢op-
Ma Ha MaIKOCT IITO HE MOXE J]a CTAHE XETEMOH-
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CKa 3aToa IITO TIpHUIara Ha OIMIITECTBEHO UCKITyUe-
Ha WJIM YTHETEHA IPyma, Kako MTO Ce PaCHO Maj-
UUHCKUTE 3aeqHuim (Ha mp. upuuute Bo CA/l, cu-
POMAIITHHUTE CIIOEBH, JIMIIA CO MIONPEYEHOCT, €THUY-
KM MaJIIIUHCTBA WJIM UMUTPAHTH). BO KOHTEKCT Ha
0Ba MOXE J]a Ce UCTAaKHE JieKa Max OJ] paOOTHHY-
Ka KJ1aca WM MaXk 07 PACHO MAJIIUHCTBO MOXeE J1a
MOKa)Xe ,,Mau0"* OJIHECYBambe, HO HEMa COIHMjaTHa
MOK J1a OHJie MPU3HAT KaKO ,,BUCTUHCKH MPETCTaB-
HUK Ha Maikocta®, Hekou ¢opmu Ha MapruHaiu-
3MpaHa MaIIKOCT pa3BUBAaT XUIIEPMAIIKO OJTHECY-
Bame — arpecuja, pu3udka cuia, JOMUHAIMja BO
VANYHY WM KPUMHHAIHU TPYITH, KAKO CTpaTeruja
Ha MPESKUBYBAE HITH OTIIOP.

Maimkocra, cnopen Konen, e couunjanes mpo-
1IeC a He MPUPOJHA COCTOj0a; MHOXKECTBO (Hop-
MU, a HE eIMHCTBEHA CYIITHHA; HHCTUTYIIHOHA-
HO | KyJITYpHO MOAIp)KaHa CTPYKTypa Ha MOK Koja
MOXe JIa ce MCHYBa U OCIOpyBa. Malikocra He €
HEIITO IITO MAaXOT ,,F0 MOCEAyBa“, TYKy HEIITO
HITO ,,FO MPaBH™ — MPEKY OAHECYBAETO, TOBO-
port, usrnenot, mokuute no3uiuu (Connell, 2005).
Crnopen Pejsun Konen ponoT He e caMo penaiiuja
Mak — CHa, TyKy ITOCTOM W MOKHAa XHepapxuja
Mely CaMUTe Ma)kH, IITO 3HAYM JICKA CHUTE MaH
HeMaar UCT MPHCTal BO TAaTPHjapXxaToT, OWaejKu
HEKOM Ma)KH C¢ YTHETYBAHH OJT IPYTH MaKH — HAKO
(hopmaItHO ce Aes 01 ,,MAIIKHOT IOJI™,

PasriemyBajku ro KOHIIETITOT 32 [OJI0BA E/THAK-
BOCT, HEOIIXOJIHO € Jia C€ OJITOBOPU Ha HU3a Tpa-
niama 1 NpoOlieMy KOU ce TIOBP3aHH 3a MOIIUpPO-
KHOT TMOJUTHYKO-OMINTECTBEH KOHTEKCT HA OBO)]
nouM. Kako HajBaKeH €TOC Ha OIIITECTBEHOTO
JBIKEHHE, CTHAKBOCTA C€ OJHECYBa Ha OIIITHUTE
BRKHOCTH W BPEIHOCTH, MPHUTOA TMOAPA3OUpajKu
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eNMMUHAI]a HAa KOMIUIEKCHHU U TIOBEKEKPaTHH O1-
HOCH Ha MOTYMHYBAKE U JIOMHUHUPAHE BO TOJH-
TUYKaTa, EKOHOMCKATa U KYJITypHara cTpaHa Ha
coBpemeHuoT ommTectBeH cuctem (IlaBmoBckw,
2017: 52).

Cnopen oporu JluHepcTwH, TEPMHUHOT ,,011-
HOC Mery TOJIOBHUTE™ 03HadyBa MOAeN0a Ha OATO-
BOPHOCTA, MOXKHOCTA W MPUBWICTHUTE KOU TIpe-
OBJIAyBaar Mery JIyf'eTo OJ] MaIllKK U XKSHCKH 1071,
Kako M 00pa3eroT Ha ICUXOJIOIIKaTa Mery3aBHC-
HOCT IIITO ja rmojipa3oupa taa nojenda. Creruduy-
HaTa MPHUPOJIa HA TAKBUTE OJHOCH YECTO ce pas-
JIUKYBa JIPAMATHYHO BO PA3IMYHK OMIITECTBEHH
ycnoBu. HuBHaTa omiira mpupoja MOTEKHYBa Of
(bakTuTE KOM JIOCEra OmIie ONIITONPHU(ATEHH, JeKa
MpUMapHa OJATrOBOPHOCT Ha JKeHaTa Owja aa ce
rpuxu 3a Manute Aena (Dinerstin, 2000: 4).

Marko-XeHCKUTE OfgHOCH, 3abenexysa [lo-
potu JIMHEpCTHH, ce pa3BUBaaT Kako pe3yiTaTr Ha
TEJICCHUTE, TEXHOJIOIMIKATE U EMOTHBHUTE BIIHja-
HUja KOM Ce JIeJI Ol MUHATOTO Ha jyrero. Tue on-
HOCH MIPETCTaByBaaT JeJ O]l IOMHHAHTHUTE OJIrO-
BOPHOCTH Ha JKEHUTE, KOU CE€ OJITOBOPHU 3a OJIie-
NlyBame, HeTa W MOJINTHYBamke Ha JieTeTo. Bo koH-
TEKCT Ha MPETXOIHOTO, UCTATa aBTOPKa BENHU JieKa
HAjTOJIEMHUOT e O )KCHUTE BO CBETOT OWIie MpH-
Hy/IGHH CBOjaTa IJIaBHa €HEepruja Ja ja BJIOXKaT BO
Ouonomkara 3ajga4a Ha IPOAOIDKYBambe Ha BUJIOT.
Taa perponyKTHBHA 33/1a4a UMaJia 3a el O] )KeHa-
Ta Ja cOo3/1ajie CTPYYHO JIMIIC 32 BPIICHE Ha OJpe-
JICHU CYIITHHCKU M BOKHU YOBEKOBH 3aJa4M, KOH
Ce KIIyYHH 33 HETYBAaETO HA TYKYIITO POJACHUTE
Jiela, Kako W 3a OJPXKYBambe Ha COIMjaTHO-EMO-
TUBHUTE OJTHOCH MEl'y TTOJIOBUTE.

CoBpeMeHHOT MaXk c€ yIITe TO HOCH BO cebe
TeHETCKOTO HACIEJCTBO Ja Ouae xpabap u jia He
mokaxysa cinaboct. Kora Maxor mma mpobiem
WJIK € 3arpu’KEH, I' OTUCHYBAa CBOUTEC YYBCTBA BO
ce0be, cTaHyBa 3aTBOPEH U JAJICUCH. 32 MaKUTE HC-
Ka)KyBambeTO Ha YyBCTBAaTa € €IHAKBO HA ryOeme
KoHTpona. OmmTecTBeHaTa YCIOBEHOCT IO 3a-
CHJIyBa TAaKBOTO OJIHECYBame Kaj Makute. JKeHa-
Ta CO CBOjaTa yiora jaa Oujie 3alITUTHUYKA Ha J0-
MOT € IIporpaMupana aa ouje OTBOpeHa, 10BEPIH-
Ba, MOJIrOTBEHA 3a cOpaboTKa, Jia TOKa)XKyBa paH-
JIMBOCT, J]a TY MTOKa)KyBa YyBCTBATa U 1A 3HAE JIeKa
HE € HEOIXO/IHO CEeKOTalll JIa ja JP)KU CUTyalrujaTa
0T KOHTPOJIA.

Bo crapo Bpeme MakuTe HUKOTAIll HE CE CyIu-
pasie co mpodIeMUTE CO KOU Ce Cyaupa COBpeMe-
HUOT MaX. 3a Jia ce MOKaxxe JieKa CHU TM caKa JKe-
HaTa U CEMEjCTBOTO, MaKOT IIPOCTO TO MpaBel Toa
IITO Off JAaMHUHA TO TPaBeJe CUTE MaKH — CEKoe
yTpO 3aMUHYBaJIe Ha paboTa 3a a JoHecaT XpaHa.
Taka Teden KMBOTOT WjaJHUIM TOAMHHU U 32 T0-
BEKETO MayKH TAKBOTO OJIHECYBAE € coceMa MpH-
pomHo. Ho, Bo ceramiHocra, BO MOBEKETO 3E€MjH,
MaXHTE M KeHUTE padoTaT eJHaKBO, TaKa IITO OJ
MakOT Beke He ce OUeKyBa cam Ja ro obe30emyBa
OTICTaHOKOT Ha CEMEjCTBOTO.

Bpckure Mery MakuTe U KeHUTE (PyHKINOHU-
paar U MoKpaj roJieMHTe MOJIOBU pa3nuku. Toa Bo
rojieMa Mepa € 3aciyra Ha >KeHHTe KOW T' Toce-
JlyBaaT HEOIIXOAHUTE CIIOCOOHOCTH Ja M3Je3aT Ha
Kpaj co BpcKara Ha ceMejcTBOTO. The ce HafmapeHu
CO CIIOCOOHOCTH J1a T T03BOJIAT MOTHUBUTE U 3Ha-
Yyemara ITO ce KpHjaT 3aa 300pOBHUTE U 331 Of-
HECYBambEeTO, Ta CIIope]] Toa MOXKaT Jia TH MPEIBH-
JIaT CBEHTYAIHUTE IOCIESIUIM WK Ja Ipe3eMar
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aKnyja 3a Ja TW u3derHar mpodiemute. MaxkuTe
Tpeba Ja T y4aT HOBUTE HAUYWHH 32 COBPEMEHH-
OT OIICTAaHOK UCTO KAKO IITO MpaBar u xeHure. Bp-
CKHUTE ce paziadaByBaaT KOra Ma)KHTE U KCHUTE HE
MOXKaT Jia cdarar jieka ce OUOIOIIKN Pa3InIHA U
KOTa ceKoj Oapa o IPYTHOT Jla KUBEE CIIOpe He-
TOBOTO OYEKyBambe.
[TomOBHOT MACHTUTET € HAYMH Ha KOj JIMYHOC-
Ta ce TIeAa KaKo MallKO WM KEeHCKO. PomoBHOT
HUJCHTUTCT € MNPCIO3HaBamkbCe Ha OMNIITCCTBEHUOT
POJ KOj M ce mpemnuinyBa Ha jgudHocTa. Hopmai-
HO € TMPHITaJHIKOT Ha MAIIKHOT TIOJI J]a CE OJHe-
CyBa Kako MOMYE WMJIM MaX, a TOa CE€ OIIITECTBe-
HU TEPMHUHHU KOU C€ ,,[IOBP3aHHU " CO OJIPEJICHH KYJI-
TYpOJIOIIKK OuYeKyBama. VCTOTO Baky M 3a KEH-
CKHOT 10J1. Bo KOHTEKCT Ha MPEeTX0AHOTO, Ke A0/a-
JieMe JieKa HaYMHUTE Ha KOU KCHUTE CE IPETCTaBY-
BaHU IpETpIeie paJuKaTHi IPOMEHH BO TOCIE-
HUTE ToAWHN. HUBHHTE MIEHTUTETH HABICTHHA Ce
M3MEHUIJIe CO TEKOT Ha BPEMETO, TIPe]] CE Mopau
MIPOMEHHUTE KOU HaCcTaHyBaaT BO CollujasiHara cde-
pa Ha KH1BeeweTo. Kako moenuHny Kou BHUMATe!-
HO THU CIIelaT OJJHOCUTE Mery TIOJIOBUTE, CBEIOIH
CMe Ha c¢ TI03a4eCTEeHO YICCTBO Ha JKCHHUTE BO jaB-
HUTE OIIITECTBEHH O0JIACTH, KAKO IIITO CME CBEIO-
1 U Ha CE€ TMOTOJEMOTO BKITydyBame Ha MaKUTE
BO MpUBaTHaTa ceMejHa cpeauna. Kora ce Tperu-
pa mpamameTo Ha POJOBUOT UIECHTUTET, IO & U3-
r7e/ia ieka Mopa Jia ce 3eMe PeJIBUJI He CaMo YIIo-
rara Kako HEroB MaHU(ECTECH CJI0j TYKy W BpCKa-
Ta ToMer’y MHIWBHYyaTHOTO YyBCTBO HA TOA JIa Ce
Ouie KEeHCKO, OTHOCHO MAIIIKO, CO TPYIMHHOT PO-
JIOB HJICHTUTET KOj MY € JIMPEKTECH U3BOP.
Cnopen Hemka HuxomnoBcka, skeHaTa BO
MaTpUIMHEAPHUTE OIIITECTBA CTOENA Ha YeJo Ha
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POIOT BO yJiora Ha 3aeTHUYKA MTpaMajKa Koja yrmpa-
ByBaJia cO c€, O] KOja 3aBHCEIIO CE U Ha KOja U IpH-
narano c¢ (Huxonoscka, 2011: 21). Ho, co mpe-
MHUHOT O]l MaTpujapxaT BO MaTpujapxar, )KCHCKHOT
MOJI TIOYHAJ JIa TO JIOKHMBYBa CBOjoT mopas. Jla ce
Ka)ke JeKa jkeHata Owma Jlpyro, 3Haum neka mery
MIOJIOBUTE HE TIOCTOEN OJHOC Ha PEUHUIPOYHOCT;
3emja, Majka, boxxuia, Taa HUKOram He My Onna
ciryHa Ha Maxor. JKenara He e camo [lpyruor,
kako mto otkpu CumoH ne boBoap, Tyky cocem
KOHKpETHO € JIpyrioT Ha MakoT: HErOBHOT Hera-
TUB WM cliuka oj] omienaino. [Topaau oBa Mpura-
pe TBpAM JeKa MaTpHjapXaJHHOT IUCKYpC ja cTa-
Ba JKEHaTa BOH IPETCTaByBambETO: Taa € OTCYT-
HOCT, HEraTUBHOCT, TEMHHUOT KOHTHHEHT WIIH, BO
Hajnobap ciydaj, momManky Max. Bo marpujapxai-
Hara KyJITypa JKeHCTBEHOCTa Kako TakBa € Cy30u-
€Ha: Taa ce Bpaka caMoO BO CBojaTa ,,lipudarinBa‘
¢dopma, kako JIpyruoT ompaseH of OrienajsoTo Ha
MaxxoT (Mom, 2001: 158).

OnmTecTBOTO CEKOrall UM MpHUnarano Ha Ma-
JKUTE M TIOJIMTUYKATa BIIACT CeKorail Ouiia BO HUB-
HuU paue. Bo onHoc Ha oBa, Jle boBoap koHcTarupa
neka TpuyMQoOT Ha MaTpHjapXaToT HE OWII HA CITy-
YajHOCT HM Pe3yJITaT Ha HEKOja JKEHCKa PEeBOIY-
1yja. YIre o MoYeTOKOT Ha YOBEIITBOTO, HETOBA-
Ta OMOJIOIIKA IPUBWIIETHja UM OBO3MOXKHJIA HA Ma-
JKUTE CaMHTE Jla c€ MOTBPJAT KaKko CyBEepeHU Ou-
tuja. Tue HUKOTAll HEe ce OTKakasie Ojf OBaa Mpu-
BHWJIETHja M IETYMHO TO OTYTHJIE HUBHOTO ITOCTO-
ewe Bo [Ipuponara u Bo XKenara, HO moToa MOB-
TopHO ja ycomue ([le booap, 1989: 111).

Crnopen bpaunoru, obenexjero ,,keHa™ € KOH-
LENT OKOJTy KOj c€ coOpasie (PeMUHHCTKUTE BO JIBU-
Keme, BO KOC IIEHTpaIHA TeMa € IMOJUTHKaTa Ha
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WICHTUTETOT M KOHIIETITOT KOj Tpeba KPUTHUIKHA Ja
ce ananmusupa. [lonaramy, Bpannotu cMera neka
(DEeMHHUCTUYIKHOT CyOjeKT BO ()EMUHU3MOT € KOH-
CTpyUpaH HU3 MHOTY AMCKYPCH, MO3HMIMU U 3Ha-
Yera KOW YeCTO €€ BO KOHQIIUKT STHH CO JIPYTH U
3aT0a O3HAYMTEIIOT )KEHa HE € IMOBEeKe 3aJ0BOJY-
BauKH KaKO KaMEH-TEMEITHUK Ha (DEMHUHHUCTHYKO-
TO JIBHXKCHHE.

,»JOKMYy TOpaau TOoa LITO “MKEHCKOTO® IOBEKe
He u3IIe[a Kako cTabWieH MOWM, HEroBOTO 3Ha-
YeHe € MCTO TOJKY BO3HEMUPYBAYKO U HECTAOMII-
HO KaKo W 3HAUCHETO Ha MoWMOT keHa'...“ (bar-
nep, 2002: 31).

[lynut Batnep, Bo xuurara /lpobnemu co po-
Qotll, IOCOYyBa JieKka (peMHHUCTHUKAaTa TeOpUja BO
HajToJIeM Jiell PETIIOCTaByBa JeKa IMOCTOM HEKa-
KOB TIOCTOCYKH HJCHTUTET KOj ce Mmojpa3dupa co
Kareropujara Ha kenurte. [lonaramy, barmep 3a-
KITydyBa JIeKa CaMHOT CYOjeKT Ha >KEHUTE MOBeKe
He ¢ pa3dpaH BO CTAOWIHHM WM OAPXKIMBH Tep-
MuHH. OJHOCHO, MOCTOM MaJla COTJIACHOCT OKOIY
MpalamkeTo MITO € OHA IITO ja CO3/1aBa WK Tpeba
Jla ja co3/1ajic Kareropyjara Ha >KCHUTE.

Cnopen batiep ,,TepMHHOT “)K€HH , IyPH U BO
MHOKHHA, TTOTIPBO CTaHa HE3roJIeH TEPMUH, MECTO
Ha OCTIOPYBAaLE U MPUIMHA 32 AHKCHO3HOCT OTKOJI-
Ky cTaOuiIeH 0O3HaYuTeNl, ITO YIpaByBa Co COorac-
HOCTa HA OHME KOW MMa 3a 11eJl 1a TH OIUILE U Aa
ru npercraBu’ (bariep, 2002: 308). Ako HEKOj ,,e*
JK€Ha, Toa CUTYPHO HE € CEeTO OHa ITO € Toj/Taa,
cMera batnep.

Pocu Bpaunmotu notcerysa jaeka Bo heMHUHHUC-
THUYKaTa TEOpHja HEKOj 300pyBa Kako >KeHa, UaKo
CyOjeKTOT KE€Ha HE € MOHOJHUTHO CYIITECTBO Jie-
(uUHMpaHO eJHAall 3aceKoraml, TYKy MHOTYKpa-

TEeH, KOMIUIEKCEH M MOTEHIMjAITHO KOHTPAJNKTO-
PEH CKJION Ha MCKYCTBa Je(UHUPAHH CO TPEKIIO-
IyBam-€ Ha BapHjaOMIIM Kako IITO C€ Kiaca, paca,
BO3PACT, CTHJI Ha )KUBEEHE, CEKCYaTHU CKIIOHOCTH
u npyru (bpaunoru, 2002: 282).

CraBoT Ha bpanmotn 3a jKeHHUTE Kako CyOjeKT
Ha (EeMHHU3MOT € CPOTHBEH O CTaBOT Ha batiep.
Taa, kaTeropujara >keHH ja COTJIeTyBa Kako 30Up o
OMOJIOLIKO-KYATYPHUTE CHTUTETU NMPETCTABYBaHH
KaKO eMITMPUCKH CYOjeKTH Ha OMIITECTBEHO-TIOIH-
TUYKaTa PEaTHOCT, HO M KaKo JIMCKYp3UBHA TeMa
Ha (PeMUHUCTUIKATa TCOPHja.

Crniopen Mpurape, ’KeHCKOCTa € IIpHa co0a, 3a-
nieyateH ced, TeMeH aMOKc, OTHOCHO Taa, UIIyBa
e boBoap, nMa JIMK Ha TEMHHHA: Taa € Xa0COT OJf
KOj c€ MPOU3JIEIIO U BO KOj €JIeH JIEH € Mopa Jia ce
Bpatu (/e bosoap, 1989: 212).

Temara 3a pomoBara eJHAKBOCT JCHEC HE €
CaMo aKaJeMCKO Ipallambe WIA HACOJIONIKa JIUC-
KyCHja — Taa € JeJ O]l CeKOjAHEBHUOT )KUBOT, Me-
JUYMHTE, TIOJIMTHKATA, T1a TypH U METy4OBEUKUTE
onHocH. Bo oBa mone ce ucrakHyBaar J1Be 3Hauaj-
HU CTPYH: (hemunuszam, K0j UCTOPUCKU Ce 3aiara
3a IpaBaTa | MO3MIHMjaTa Ha )KCHUTE BO OMIITECT-
BOTO, ¥ TIOHOBHOT, YECTO KOHTPOBEP3ECH MACKY/IU-
HU3am, KOj ce 00MIyBa J1a TH apecupa NpeIu3BH-
LUTE U MapruHaiu3anyjara Ha Mmaxure. Ho, nanm
OBHE JIBIKCHAa HABHCTHHA Ce OOpar 3a MpaBHY-
HOCT — WJIM BOJAT MapajeiHu, Ia JypH H CIpo-
TUBCTaBEHN OWTKH BO MIME Ha CBOjaTa MACOJIOII-
Ka BUCTUHA?

Bo kOHTEKCT Ha MalIKO-KEHCKHUTE OHOCH, Ha-
LIETO BHUMaHHE Ke OM/ie HACOUEHO U KOH OCHOB-
HHUTE Hauesa Ha (QeMUHM3MOT, KO C€ 3Ha4YajHH 3a
UCTPAXYBAKHETO M TOJNKYBAHETO Ha CTATyCcOT Ha
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JKEHHUTE U KIIacCH(HUKAIHjaTa Ha )KEHCKUTE UIeHTH-
TETH, KaKO ¥ KOH OCHOBHHTE Hayesia Ha MacKyIu3-
MOT (MacKyJIMHHM3MOT) KOU C€ TIOBpP3yBaar co CTa-
TYCOT Ha Ma)KOT, KOj BO COBPEMEHOTO OMNILITECTBO
€ c¢ IMoBeKe eKCIJIOaTHpaH U JUCKPUMUHHUPAH O
CTpaHa Ha KEHCKHUOT IIOJI.

Bo ucropujara, ’KeHUTE YecTomaTu Owie HC-
KITy4eHH O] IPOIIECHUTE Ha OJUTyIyBamke, 00pa3oBa-
HUE, UMOTHHU IIpaBa U MOJIMTUYKO y4ecTBO. Maii-
KHUTE YJIOTH OuJie IOMHMHUPAYKH BO jaBHATa cepa,
JI07IeKa JKEHCKUTE Oniie OrpaHHueHH camo Ha JI0-
MoT. [Ipomenwnre 3amounyBaat co (heMUHUCTUIKH-
Te IBIDKEHma, 0cobeHo Bo 19. u 20. Bek, Kora xe-
HUTE ce m300puJie 3a MpaBo Ha TIiac, paboTra u 00-
pasoBaHHe.

CoBpemeHnnuTe (HEMHUHUCTHYKH TEOPETUUAPKH
ujiejara 3a )KEeHCKUOT Cy0jeKT ja cMeTaar 3a HelpH-
(datmmBa, OMACjKN yKaXKyBaar Jeka >keHata ¢ (a-
TEHa BO MpeXka Ha ,,0eCKOHEYEeH MpOoIleC Ha O3Ha-
yyBame™“. Co oryien Ha Toa JeKa CeKOj UACHTUTET €
T0J] TPUTUCOK Ha JAPYTUTE, KAKO U HA YMHOXKYBAHhC
Ha uaeHTH(]UKaKjaTa Bp3 OCHOBA Ha POJIOT, Kila-
cara, pacara, reorpadckara monox0a, ;JkKHBOTHHOT
BEK W JIPYTH OoCTaHATH (PakToOpH, ce MpodIeMaTH-
3Upao U MPAIIamkbeTo 3a eHAKBOCTA U 3a€HIIKO-
TO UCKYCTBO Ha XCHHUTE ¥ Ma)KHUTe.

Bo xoHTEeKCT Ha OBa MOXKE Jla KOHCTaTUpaMe
Jieka (DEMUHU3MOT € MTPOCBETUTEIICKU MPOCKT MU
0op0Oa MPOTHB HE3HACHETO, 3a0ITyaTa U MPEApacy-
nmute. HeroBara MucHja e 1a BiIMjae Ha CO3/IaBambe,
BOCIIOCTaBYBamke W KOHCTUTYHPAE Ha CI000IHH-
oT cybOjekt. DeMUHU3MOT MOXKE J]a Ce TOJKyBa U
KaKo JIBM)KCH-€ Ha )KCHUTE KOM Ce 3aj1araar 3a pam-
HOITPAaBHOCT CO MaKHTE, IBUKEHE KOE CE 3aliara 3a
YKUHYBambe Ha IOJ[PEACHOCTa H HEpaMHOIIpaBHATa
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MoJOKOAa Ha JKEHATa; 32 OTCYCTBO HA JMCKPHUMUHA-
1I1ja, 32 YOBCKOBUTE TpaBa Ha jKeHATa BO CUTE 00-
JIACTH HA OMIITECTBCHHUOT KHUBOT. 3HAYH, SIIHO O]
KIIYYHUTE Mpaliama co KOU ce 3aHuMaBa ()eMHUHU-
3MOT € JJaJIi MaKUTE U )KEHUTE 110 CBOjaTa IMpUpo-
Jla ce SMHAKBU (MCTH) WM MK Pa3InIHu?

Hexoramr MHOTY olaMHa, MaXUTEe W JKCHU-
TE JKUBEeNie CPEKHO 3aeHO W paboTesie BO Xap-
MOHH]ja. MakoT CeKoj JIeH M3JIeryBall HaJIBOp, BO
€/IeH HEeIPUjaTeJICKH W OMAaceH CBET, U Io H3J0-
’KyBaJI Ha PU3UK CBOjOT JKUBOT JIOBEJKU 32 JIa UM
00e30emu XpaHa Ha )KCHA CH W Ha CBOHWTE JIela U
ru OpaHeNl Of JWBUTE XUBOTHU W Ol HETIpHjare-
qute. CymrTuHara Ha Heroara pabota Ouiia jacHO
Y TOYHO OTpeJieIeHa: TOj OWJI JIOBEI] Ha XpaHa — U
TOa OMJIO €AMHCTBEHOTO HEIITO IITO CE 0YEKYBaJIO
on Hero. MefyToa JkeHara ce 4yBCTBYBajla MHOTY
ropja 3aroa IITO HEej3HHUOT YOBEK CH IO PH3HKY-
BaJI )KMBOTOT 3a J1a 00e30eam XpaHa 3a CBOETO ce-
MejcTBO. HeroBroT ycrnex Kako Maxk ce Mepen co
HEroBaTa CrioCOOHOCT YCIIEIIHO Ja YOue KUBOTHO
U Jla TO OJIHECE JI0Ma, a TOj ceOecu ce BpeaHyBas
CIIOpe]I OIleHAaTa IIITO ja JaBajia )KeHaTa 3a HEeTOBU-
Te HarmopH 1 TpyA. CeMejCTBOTO 3aBHCEIIO O HETO-
BaTa CIIoCOOHOCT A00po N1a ja Bpim paborara Ha
JIOBEI U 3allITATHUK — U TOa OO ¢ IITO ce ove-
KyBaJIO Of HETO.

Vrorara Ha JKeHara MCTO Taka Ouiia jaCHO OII-
penenena. Toa mTO Taa TO HOCH U IO para JIeTeTO
TO OINPEACTHIIO TPABEIOT BO KOj Taa K& CBOIyHpa
M KaKko Ke ce pa3BUBAaT HEj3MHUTE CIEIHjalTu3u-
paHu CIOCOOHOCTH 32 MCIOJIHYBAkE Ha Taa yyora.
PaGotute Omile eqHOCTaBHU: Ma)KOT OMJI JIOBELL HA
XpaHa, Taa OWjia 3alITUTHUK Ha ceMejcTBOTO. Taa
ro MUHYBaJja JICHOT TPHKEjKH C€ 3a Jierara, Coou-
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pajku oBo1je, 3eIeHYYK U jaTKH U copaboTyBajKu
CO JPYTHTE )KE€HM BO rpynara. Taa He Omia omnro-
BapeHa CO TPIKHU 3a 00e30eayBame Ha OCHOBHU-
TE pe3epPBU HA XpaHa WK 33 BOjyBamkhE CO HEMpUja-
TEJIUTE, a HEJ3MHUOT YCIIEeX Ce Mepes CO Hej3MHa-
Ta CIOCOOHOCT /1a TO OAP)KyBa CEMEJHUOT KUBOT.
CrocoOHOCTa Ha JKeHaTa Jla HOCH W J1a para Jera
Owia BOCIpUEMaHa KakKo HEIITO Maru4yHo, TypU
CBETO, 3aILTO Taa BJIaJAeeNa cO TajHaTa Ha J1aBambe
Ha >xuBOT. OJ1 UICTOpPHCKA IVIeHA TOUKa, CBETOT Ha
Ma)KOT CEeKoTall OMJ UCIONHET cO OUTKH U CMPT.
Bo COBpeMEHOTO OMIITECTBO OICTAHOKOT Ha Ce-
MEjCTBOTO BeKe HE 3aBHCH CaMO OJf MaXXHTE, a O]
KEHHTE BEKe HE ce OYeKyBa Jia ceaar JioMa Kako
BOCTIMTYBAUKU ¥ JOMaKHHKH.

MaxuTe U KEHHUTE TO riiegaar UCTHUOT CBCET,
HO CO pa3iU4yH{ Oud. MaKOT TH TIiela Hemrara
U TIPEMETHTE U TH IPUMa BPCKUTE Mel'y HHUB OJf
IVIe/IHA TOYKA Ha HUBHATA TOJI0KOA BO MPOCTOPOT,
KaKo J1a COCTaByBa JICIYHIba OJf MO3aHuKOT. JKeHH-
Te OyKBaJHO BOCIIpHEMaaT eJHa MOLINPOKa, Toce-
ondarHa cnuka, oOpHyBaaT BHUMaHHE U Ha CHUT-
HUTE JICTAIN — KaKO JIa COCTaByBaaT MO3auK, MPH
IITO 32 HUB CEKOj MoceOeH el € WHTEepPEeCceH caM
1o cede, a HErOBUTE 3a€MHHU OJHOCH CO OKOJHUTE
JIeJIOBH C€ MHOTY MOB)XHH OJI HUBHATa ITOCTaBe-
Hoct Bo npoctopot (ITuz, 2015: 147).

Bo nayuynute KpyroBu, ucropmujara Ha Qemu-
HU3MOT OOMYHO ce JIeNy Ha Tpu OpaHoBH HA eMu-
Hm3aMm. OBaa mepronu3aiyja HacTaHalla, ¥ 3aToa ¢
HajIIPUMEHJIMBA BO 3aIIaJHOTO OIIITECTBO, JOJIe-
Ka, Kako IITO HarmacyBa MBana MuiojeBuK, KoJo-
HU3UPAHUTE ONILUTECTBA 3a0eNeKyBaaT MPOMEHH
IpeJl ¥ 10 KOJIOHHjaJiu3alyjara, a CoIUjaInCTHY-
KHTE OIIITECTBA NPEJ/ U 110 BOBEYBAKETO Ha CO-

nujanm3mot (Milojevié, 2011: 29). Cé yme e Haj-
3acrarieHa nojiendara Ha (peMHUHH3MOT Ha TpH Opa-
HOBH, MAKO € Ba)KHO Jia Ce IMOJBJICYE JAeKa CIIOMe-
HatuTe a3y HEe Ce MOHOJHUTHH, JIECHO MTPEro3HaT-
JIMBH U €JIHAKBH BO CUTE OIIITECTBA U KYJATYPH.

IIpBHOT OpaH PeMUHUZMOT CE HApEKyBa U He-
rosa mpBa (aza, a ce mojaBma Bo 19. Bex u mpu-
ommkHO Tpaen 1o 60-tute ronuan Ha 20. Bek. Bo
JUTEpaTypaTa ce jaByBa M 0]l UMETO XyMaHHCTHY-
Kd (peMHHU3aM WM (peMUHH3aM Ha €JHAKBOCT, a
IJIaBHATa 111 Ha (PeMUHUCTKHUTE KOU paboTele BO
mpBUOT OpaH ce omgHecyBana Ha O6opbara 3a mpa-
BOTO Ha JKEHHUTE Ha IJIaC U MPaBOTO Ha oOpa3oBa-
HHE, OTHOCHO CTEKHYBabETO NIPaBHA U MOJIUTHYKA
eHaKBOCT Oe3 paznuka Ha nojiot. [IpercraBHuIN-
Te Ha 0BOj OpaH ce 3ajiaraar 3a MPOMEHU BO COLIU-
OIIPaBHUOT CUCTEM KOj K€ OBO3MOXKH HE CaMO TIpa-
BO Ha XEHUTE Ja IJlacaar TyKy U IPaBO Ha HACJIE-
CTBO, pacliojarambe cO UMOT, Npo(ecuoHanHa pa-
00Ta ¥ Ipyru rparaHCcKH IpaBa Ha >keHaTa. JIuOe-
paIHUOT eMHHHU3aM € Haj3acTarneHara GeMuHuc-
THUYKa OpHEHTalMja Bo oBaa ()a3a, a OCHOBHHOT
nocTynar Ha (PeMHHHU3MOT BO OBOj TIEPHOJL CE Ol
HECyBaJ Ha M3CIHATYBabETO Ha JIyreTo 0e3 pas-
JIMKa Ha MOJIOT.

Bropuot Opan ¢pemuHM3aM, IO3HAT U Kako (e-
MUHHU3aM Ha pasiukara, Tpaen ox 60-ture no 80-
tute Tonuuu Ha 20. Bex. [ maBHaTa 1en Ha BTOpa-
Ta (haza Ha peMUHU3MOT OMsIa Ja ce nmpodiieMaTu-
3upa nosoxk0ara Ha JKeHaTa U Ja ce IIOKPEHar ro-
neM 0poj ,,KeHCKH'* TIpaliama. 3a pa3inka of Ip-
BHOT OpaH, KOj TIIaBHO Ce MOTIHPAJl Ha TeopHjaTa u
ce 3ajiaraji 3a IpaBara Ha )XCHUTE BO PaBOTO, BTO-
puor OpaH Ha (EMUHH3MOT UHCHCTUPA HA MTPUME-
Ha Ha NpaBara Ha KCHUTE BO MpaKTHKA H HA ,,I10-
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Iurame Ha KonektuBHaTa cBect (Milojevic, 2011:
33). Jloneka npBuoT OpaH ce Tpyzele Ja ro cda-
TH KaKo yHUBEp3aJleH, BTOPUOT OpaH ,,0TBOPEHO ja
npudaka ¥ claBH KEHCKaTa pa3IMYHOCT , IITO ce
MaHu(decTHpa MpeKy ono0pyBame Ha MPETXOIHO
3aHEMapeHNTE KBAJIWTETH HA JKEHUTE W CIIaBEHHE
Ha JKEHCKaTa MOK.

ITo3naroro neno Biuopuoiu iion Ha CHUMOH
ne booap ox 1949 roguna € KiIydeH eJIeMEHT BO
BOCIIOCTAaBYBa-€TO HAa OCHOBaTa 3a JIAHCHpAmbe
Ha BTOpUOT OpaH Ha peMuHM3MOT. Bo 0B0Oj mepu-
on (heMHHM3MOT ce (GopMupa Kako MOCeOHO JIBH-
JKEehe KOe Ce CTPEMH Jla TH 3acTalyBa KEHCKHUTE
mpaiiama BO jaBHATa M Hay4HaTa MpakTuka. OCcHO-
BaHU C€ NMPBUTEC (EMUHUCTUYKH CITUCAHU]a U JIBU-
JKEHETO 3a eMaHIuNaluja Ha xenata. OBoj OpaH
€ Haj3HaYaeH 3a Mpalamara 32 PePOLyKTUBHUTE
MpaBa Ha XCHUTE — KOHTpPAIICTIIIHja, JIeTaIH3aIli]a
Ha abOPTYCOT, MMOPOTyBAHETO, KAaKO M 32 €MaHIIU-
nanyjara Ha )KEeHUTE U MPHUITHOCTA Ha TPETXO-
HO MCKJIYYMBO MAIIKH 3aHUMamba, MOJIMKba U WH-
cTuTyuuu. Bropuot OpaH Ha peMHHU3aM € BO KOH-
TPACT CO MPBUOT BO IOIJIE]] HA XKECHCKOTO TeJIO0, Ou-
NEJKH ,,3a pa3IuKa Ol TNOepaTHuoT heMUHU3aM,
KOj TO HETHpa TEJIOTO, PATUKATHAOT (heMUHH3AM
ro cTaBa TenoTo Bo neHTapot™ (Ibid, 32).

Tperuotr Opan pemunuzam ce mnojasu on 90-
TUTE TOJ BIMjaHHE HA TOCTMOJCPHU3MOT M C&
yiTe ¢ aktyesneH. @eMUHU3MOT Ol BTOPHOT OpaH
ja WCTakHA BaXHOCTA Ha MPO(ECHOHATTHUTE JOC-
TUTHYBamba Ha JKEHUTE, JoJeKa (eMHUHH3MOT Off
TPETHOT OpaH ce 3ajiara 3a paMHOTeXa IoMery Ka-
puepara U MajuMHCTBOTO. [J1aBHaTa KapakTepHc-
THKa Ha TPETHOT OpaH € pa3iIuYHOCTa Ha (eMu-
HUCTHYKHTE MEPCIIEKTHBH, I1a 3aT0a YeCTO CE CMe-
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Ta 3a EKJICKTHYCH M aMOMBaJICHTeH. Bo oBaa ¢aza
Ha (EMHUHU3MOT ¢ HalpaBeHa JUCTHHKIHja Mery
MMOMMHTE TOJI U POJI, IITO PE3YJITHUPA CO M0jaBa Ha
OpOjHM OPUEHTAIIUU 3aCHOBAHU Ha TIPOOIeMaTH3H-
pame Ha KOHIICTITOT Ha POJIOT W POJOBHOT WICH-
THTET, KaKo IITO Ce: KBUP TEOPHja, TpaHCHEeMIHH-
3aM, cajoeppeMIHI3aM HUTH.

Hama Jlyxauek BO TeKkcTOT ,,Ilonutuyku-
0T cy0jeKT BO COBpeMeHHTE (PEMHHUCTHUYKH TEO-
pun®, To pasmienyBa (pEeMUHHCTHUKOTO JIBHIKEH-C
MO eTary M 3aKJIydyBa Jieka (EeMUHU3MOT € TOJHU-
THKA BO HAjTIPOAYKTHBHA CMHCIIA, GOKycHpaHa (¥)
Ha OIIITH A00pa.

3a KeHaTa Kako TMOJUTHYKH CYOjeKT Ja mma
MOK/KamnaluTeT Jia JIejCTBYBa, Jia moceayBa edu-
KacHOCT, na Oune Qakrtop, Mopa aa Oujge Boc-
MocTaBeHa Kako cy0jeKT, Mopa Ja UMa UJICHTUTET.
BocnocraByBameTo Ha HEJ3UHUOT HJCHTHUTET, Jie-
(MHUpameTO HA OHA ITO JKeHaTa €, OW IO 3aTBO-
PHIIO KPYToT U OU ja JoBesia BO Mpallamke OCHOB-
HaTa MPETIIOCTaBKa Ha IMPOILECOT Ha KOHCTHUTY-
upame Ha Cy0jeKTHBUTETOT, & TOa € YyBCTBUTEI-
HOCT Ha Pa3IUKH.

Crnopen Jlyxauek, mpamiamero Ha COBpEeMe-
HaTa ()EMHHHCTHYKA TOJUTHYKA TEOpHja TIIach —
Kako ma ce 06e30eau JIETUTHMUTET U aBTOHOMH]a
Ha KCHCKUOT Cy0jeKT BO HEj3MHATA MOJIUTHUYKA aK-
TUBHOCT? TOj MONMUTHUYKHU CYOjeKT ce KOHCTpyHpa
MPENO3HaBajKu T COTICTBEHUTE PAa3lIMKU BO O]-
HOC Ha BEKE BTEMEJICHHOT CHJICH CYOjeKT, Koj €
BO COTICTBEHOCT HA MOJMUTHYKAa MOK. VcToBpeme-
HO, JKeHara, Oujejku 3a Hea 300pyBaMe/TIUITyBa-
M€, CO TeKOT Ha BPEMETO J0OMBa COICTBEH UJICH-
TUTET, Koj Tpeba, HaKo MOWHAKOB, IPYT J1a OuJie u3-
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BOp HAa JISTUTUMHTET BO jJABHUOT, IOJUTHYKHU ITPOC-
top (Duhacek, 1995).

deMHHUCTUYKATA HJICOJIOTH]a JICHEC € HaBlie-
3eHa BO cHTe cepu O jaBHHOT M NPUBATHHOT
XKHUBOT. [leHec He KuBeeMe BO BpeMe Ha nmubepa-
JeH (heMHHM3aM, KOj ce 3ajara 3a paMHOIIPaBHOCT
Mery )KEHUTE U MKUTE, TYKY BO BpeMe Ha pajinKa-
JICH WA MUJIUTAHTCH (DEMHHU3aM, KOj BCYIITHOCT
Oapa mpuBHIIETHpaHA MMO3UIMja Ha keHata. [lenTa
Ha paJUKaTHHOT ()eMUHHU3aM, BO HEKOM CepH Of
OIIITECTBCHO-TIOJINTUYKHOT U OMIITECTBECHO-CKO-
HOMCKHOT HBOT, € J]a CE U3BPIIX paMHOMEpHa 3a-
CTaNeHOCT Ha JKEHUTE U MAKUTE.

Bo KOHTEKCT Ha MPETXOMHOTO, HCTAKHATH-
OT pPOJIOHAYAIHUK Ha Mackyinusmor Bo CpOuja
U HM3PAa3UT KPUTHUYAP HA PATUKAIHUOT (PEMHHHU-
3aM, Bragucias opleBuk, koHcTaTHpa Ieka pa-
TUKATHUOT (peMUHU3aM HE ja IPOMOBHpPA POIOBaA-
Ta PaMHOIPABHOCT, TYKY pOJI0Bara HepaMHOIPaB-
HOCT, OWJICjKM MPUBP3aHHUIIUTE HA OBA JIBUIKCIHC
HE Ce CcoIiacyBaar 3a PaMHOIPABHOCTA Ha KECHU-
TE U MaKUTE, TYKY 3a MPUBUICTUPAHOCTA HA Ke-
Hata (‘bophesuh, 2009: 13). Uctuot aBTOp c™meTa
JieKa COBPEMEHUOT ()eMUHH3aM € eJIeH BHJ| arpe-
CHBCH U MHJIUTAHTCH MPOCKT, YHja OCHOBA € J1a TH
OTpaB/ia CBOUTE IISITH U JIa CTCKHE HOBH, KO IJ1aB-
HO CE 3aCHOBaarT Ha 3rojeMeHaTa JIOMHHaIMja Ha
JKCHHUTE HaJl MAXKHUTE.

Bo xuwrara Mit o patrijarhatu — Dali su
musSkarci diskriminisani, Bnangucnas fopfeBHK
KOHCTaTUpa Jieka € HEOMXOJHO Jia C€ OCHOBA aKa-
JIeMCKa JHUCIUITIIHA KOJaIlTo O ce 3aHuMaBaja co
Ipaiiama 3a Mojiok0aTa Ha MaKUTE BO OIIITECT-
BOTO. Bo jipyrurte Jip:xaBu TakBa JTUCIUILIAHA TI0-
CTOM U ce BHKa MacKyamn3aM (masculism). KanTtu-

TETOT Ha CTYIWUTE KOM CE 3aHMMaBaar co TMOJOXK-
0ara HAa MaXUTE ¢ Hecpa3MepHa CO KBAHTHTETOT
Ha CTYAMUTE KOU CE€ 3aHMMAaBaaT cO OIIITECTBECHA-
Ta nojoxOa Ha xeHara. ExeH of ocHOBHHUTE yc-
MIECH Ha aKaJIeMCKUOT ()eMUHM3aM ¢ (PaKTOT JeKa
3a JKCHCKHUTE Tpaliamba ce MHUITyBa HaroieMo. 3a
JKEHCKUTE Mpaliama 300pyBaaT eKCIepTH 3a mpa-
BO, EKOHOMH]a, aHTPOIOJIOTHja, TTOJTUTHKOJIOTH]a,
HCTOPHja, YMETHOCT, IICUXOJIOTHja, Meaaroruja u
JpYTH OIITECTBEHU HayKu. MHTepecoT 3a nuury-
BambC 32 JKCHUTE ce 3a0p3all co JBIKEeHmeTo JKen-
cxu cityguu (Women''s Studies Movement), xou ce
pazBuie Bo 70-romunau ox 20. Bex. Bo T0j moren
MaKUTE BIICUATIIMBO CTAaHyBaaT JUCKPUMHUHHpA-
HU U 3aroa Tpeba Aa ro ao0ujar MCTOTO LITO TO
uMaar xeHute — Mawxu ciiyguu (Men s Studies)
(bophesuh, 2009).

JIBIDKEETO 3a MpaBaTa Ha MaXKUTE € JeNl O]
MOIIMPOKOTO MaIiko JBrkeme. Ce pa3BuBa of
JIBIDKCHHETO 32 0CJI000yBarhe HA MaKUTE BO pa-
HUTE CEIyMJECETTH TOIMHH. J[BHKEHETO 3a 4o-
BEKOBUTE IIpaBa Ha Ma)KHTE € COCTaBEHO OJ pa3-
JIMYHH TPYNH ¥ TOCJAMHIM KOU ce QoKycupaar Ha
MHOTY COIIMjaJTHH TIpalnama (BKIydyBajKu TH Ce-
MEJHOTO TIPaBO, POAMTEICTBOTO, PEMPOAYKIIHja-
Ta, CEMEJHOTO HACWJICTBO) M BIAJIMHUTE CIYXKOU
(BKIIy4yBajku TO M 00pa30BaHUETO, 3aJ0JKUTEN-
HaTa BOeHa Ciy»0a, MpeXH Ha colujaiHa 0e30e-
HOCT ¥ 3/]paBCTBEHA MOJIUTHKA).

Hekon HayyHHMIM cMeTaar JieKa JIBHIKCHC-
TO 3a MpaBaTa Ha MaKUTE, OJJHOCHO HEKOM HETOBH
CErMEHTH, MPETCTaByBaaT peakifja Ha GeMUHM3-
MOT. AKTHBUCTUTE 332 YOBEKOBHU IpaBa Ha MaKH-
T€ TO OCIOpYBaaT TBPACHETO HA (PEMUHHCTKUTE
JIeKa Ma)XHTE MMaaT TorojeMa MOK, MPUBHIICTUH
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WM TIPETHOCTH 32 Pa3JinKa Off )KEHUTE, a MHOTY-
MHUHA TBPJAT JIeKa COBPEMEHHOT (heMUHHI3aM OTH-
1IOJI TIPE/ajieKy, Ma 3aToa JOMOJHUTEIHO BHUMa-
HHe Tpeba Jia ce MOCBeTH Ha MAIIKUTE MPaBa.

MackynuzaMm WM MacKylIWHH3aM € 3acTaly-
Barbe Ha MpaBaTa WIH MOTPEOUTE HA MaXKUTE U
MOMYHEHATa, OIHOCHO TPHUAPKYBAKE WM TPO-
MOBHpAamke Ha MUCIICHhA U CTAaBOBH KOW CE€ CMETa-
ar vy 3a HuB (https). Bo pamkure Ha aucuu-
TUIMHATa Koja ce 3aHMMaBa CO IMpallamara 3a Ma-
JKOT W MAIKOCTa, Ce MpaBH pa3iiiKa Mery OBHUe
JIBa TEPMHUHA; ,,MaCKYJIM3MOT" C€ MOBp3yBa CcO pa-
HaTa (a3a oxg bopOara 3a eAHAKBOCT Ha IIpaBara Ha
Ma)kKHTe, JT0JIeKa TEePMHUHOT ,,MacKyJIMHU3aM* T10-
BEKe ce MOBpP3yBa CO MaTpUjapXxaToT U CO HEroBa-
Ta upeosnoruja. Mcro Taka ce mpaBW paziuka Io-
Mery ,,IPOTPECHUBHUOT MAacKylu3aM™ U HeroBa-
Ta ,,eKCTpeMHUCTHUKa Bepauja“. [IpBuor mpudaka
HEKOW OTIITECTBEHHU MPOMEHHU IITO TH IPOMOBH-
pa GeMUHM3MOT, MaKo O0ea BOBEICHW MHOTY IIPO-
MEHH 32 Jla ce HaMaJld MallKara JOMHUHAaluja Bp3
JKEHUTE, 10JIeKa BTOPUOT ja IPOMOBHUPA CyTIEPHOP-
HoCTa (HaIMOKTa) Ha Ma)OT U MH(EepUOpHOCTa HA
xeHarta. ExcTpeMucTiukara Bep3uja Ha MacKylu-
3MOT TBPJH JIeKa OHA IITO MY ITPEYH Ha OIIITeCT-
BOTO € (peMHHHM3aINMjaTa, W JeKa HalperyBameTo
Ha ONILUTEeCTBaTa Oapaar BIMjaHHjaTa Ha YKEHCKU-
Te BPEAHOCTH Jla CE HaMallyBaaT, a BIUjaHUETO Ha
MAIIIKUTE BPETHOCTH JIa Ce 3roJeMyBaar.

Hcro Taka, Mmoxxeme na 300pyBame U 3a Tpa-
TUITMOHAJICH W TIPOTPECUBEH MacKynu3aM. Tpaan-
[IUOHATTHUOT MaCKYJIU3aM, IIpeJl ¢, Ce MOBP3yBa CO
OHHE aKTHBHCTH KOM CE OPUEHTHPAHU KOH TpaJu-
OUOHAIIHUTE, MaTpUjapXajHd CEeMEjCTBA U MMaatr
MOJJIPIIKA O HEOKOH3epBaTUBHHUTE napTuu. [1po-
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TPECUBHUOT MAacKyJIH3aM € TIOOIM30K 10 (peMuHu-
3MOT ¥ TOj PAMHOIPABHOCTA Ha TIOJIOBUTE ja e/
KaKO €IHAaKBOCT, T.€. [T0JICJHAKBO yYECTBO Ha JIBa-
Ta ToJa BO OOBPCKHUTE M MpaBaTa BO paMKHUTE Ha
CEMEjCTBOTO.

NmeHo, mom Mackyiau3aM ce moapazoupa 6op-
0ara 3a ceMejHHUTe W MAIIKHUTE IpaBa MPOTUB de-
MUHHM3MOT. MaIkara MOK U 4ecTa Ha MaXOT MHO-
Iy 4eCTO C€ IOBP3aHu €O (aycoT Koj To CuMOOITH-
3Mpa OIJIoAyBameTo. [T1aBHO, 0OCOOMHMTE Ha Tpa-
JUIIMOHATTHATA MAIIKOCT OWJie MOBpP3aHU CO OJI-
peACHH OMAacHU CUTyanuu (JI0B, BOjHA, XpaOpocT,
cuIa), T.€. CO BUCOK CTENeH Ha pu3uK. Heycrnexor
0/ HCU3BPINYBAKE HA MAIIKUTE YIOTH UMa MHOTY
BUcoOKa 11eHa. Criopen pyHKIMOHATHUTE chakarba,
OINMIITECTBOTO I'M NOTTHUKHYBAa MAaXXUTC Ha BAKBO
OJTHECYBame, OMJICjKM BO CHPOTHBHO HE OM MO-
JKeJie Jia 3a3eMar 1ojio0pa OINMIITECTBEHA TOJIOK-
0a. 3a MaxxuTe JIeHeC IVIABHO MPEOBIAAyBaaT He-
TaTUBHU CTEPEOTHITH. THE ce OMUINYBaaT Kako Ha-
CHJIHUIIM, CHITyBa4d, CEKCHCTH, MaYUCTH, MU30Te-
HUCTHU, a MHOT'Y PETKO KaKO JUCKPUMHWHHUPAHU CTY-
JCHTHU, HANYIWTCHU MOMYHMIEbA, HU3MAHUITYJIHMpa-
HU JbYOOBHWIIM, WCTOIITCHW PAOOTHHUITH, TOXKP-
TBYBaHH COMPY3H, MOCBETCHU TATKOBIU M BEPHU
npujarend. Bo coBpeMeHUTE POJIOBU CTY/IUH IIH-
POKO ce MpH3HaBa JeKa JOMUHAHTHUTE (OopMHU Ha
MAIIKOCT C€ MOBp3yBaaT co IIaBHUTE (OpPMHU Ha
OTIIITECTBEHA MOK.

MacKkyIMHU3MOT, Kako INTO HCTaKHaBME, CE
jaByBa TOMIOITHA KAaKO PeaKIifja Ha MapTrHHAIN3H-
pameTo Ha MalIkuTe mpodieMu BO jaBHOCTA. 10j
ce o0uayBa J1a OCBETIIM TEMU KaKO caMOyOHCTBO
Kaj MakKuTe, HEAOCTaTOK Ha E€MOLMOHAJHA IO[-
JpIIKa, JUCKPUMUHAIIY]a TIPH Pa3BOJI U 3aHeMape-
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HOCT Ha TaTKOBCKHUTE TpaBa. Mako He € TOJIKy op-
TaHM3UpaH WM YHUDUIUPAH Kako (HEMUHHU3MOT,
MaCKyJIMHH3MOT 0apa IorojeMo BHUMAaHHUE 3a Ipa-
1Iamka MTO TPAJUIMOHAITHO CE UTHOPHUpAAT.

Cropen  Xenena  ['ypdunken  (Helena
Gurfinkel) Bo 1990 roagmna, cTymuuTe 3a Mari-
KOCTa, KOW C€ PeJaTUBHO HOBHU BO TOJIETO HA PO-
JIOBOTO UCTpaxKyBame, IIOYHYBAaT Jia IOCTaByBaaT
rpaiiama 3a MaXXUTe U 32 HUBHHOT OJIHOC CO Ia-
TpHjapxaiHara MoK: Jlanu cure Maxxu uMaaT MOK?
Hamu cure Maxkn cakaar cuia? Jlamy MaiikocTa e
HCTa BO CEKOja KYJITypa M BO CEKOj BPEMEHCKH TIe-
puon? [lamm mamkocta € 300p IMTO WMa MHOXH-
Ha, Kako u ¢opma 3a eqamnHa? [lanu nepdopmancu-
TE€ Ha MAIIKOCTa 3aBUCAT OJI KATETOPUUTE HA paca-
Ta, KJlacaTa U cekcyanHocta? OaroBopure Ha mp-
BUTE TPH TIpalllarba CEe OJIPCYHH, J0JIEKa OJrOBO-
pUTE Ha YETBPTOTO M HA METTOTO IMpaIIamke ce To-
tBpaau (Gurfinkel, 2012).

CrynuuTe 3a MalIkocTa Ce€ WHTEPIUCITUILTH-
HapHO I0JIe Ha KYJTYpHA, COLMjalHa, UCTOPUCKA,
MOJIMTUYKA, IICUXO0JIOIIKa, CKOHOMCKAa U YMCTHHUY-
Ka aHalii3a, KOM I'M HUCIUTYBAaT KOHCTPYKIUUTE
Ha MaIIkoCcTa BO 3aeTHUIINTE HU3 CBETOT U BO pa3-
JIUYHU TIEPUOAN BO ucTopujara. OBHE CTYyIHH UCTO
TaKa ce OCBpPHYBaar M Ha HallperHaTaTa v CJIOKeHa
MOBP3aHOCT Mely XEreMOHHCTHYKHTE MAIIKOCTH
(kou ja myacupaar uzejarta 3a ,,BUCTUHCKH Max'
BO JIaJICHO BPEME M MECTO) | TIO/IPEICHN/TIOTINHE-
TH MaXECTBEHOCTH (Ma)KECTBEHOCT KOja BO Jajie-
HO BpE€M€ M MECTO He TW HaJMHHYBa HcaluTe Ha
,,BUCTHHCKHOT Max"*).

MackynucTuTe KOHCTaTupaar Jieka TPaIuiruo-
HaJIHATa MOJIOBA YJO0Tra Ha Ma)OT KakO 3allITUTHUK
u 00e30e1yBay Ha (PUHAHCUU BO CEMEJCTBOTO JIO-

Be/lyBa JI0 TOA TOj Jia )KUBEE MOKPATKO M MMOCTPEC-
HO, 3a pa3JinKa OJ1 3allITUTCHATA XKeHCcKa yiora. Bo
KOHTEKCT Ha TOa, MAaCKyJIUCTUTE ja IO37paByBa-
aT ujejara 3a BpabOTyBame HA KCHUTE U HUBHOTO
(hMHAHCUCKO 0CaMOCTOjyBambe, CO HAJICK JIeKa OBa
Ha MaXWTe ke UM 00e30emu TmopeakcupaHa Io-
Jok0a, a IypH U Jia ce HaMall HUBHHOT aBTOpPH-
TET MITO r0 UMaJie BO MATPHUjapXaroT, OTHOCHO He-
roBeara nojiesnoa co JKEHUTE.

deMHHUCTKUTE, TIPE]] CE, ja Iulacupaar Te3a-
Ta JieKa JKCHUTE C€ JUCKpUMHUHUpaHu. Bo u3Bec-
HU CJIyYad TOa € HaBUCTHHA TaKa, 3a IITO CBEJIO-
YU U T.H. orcpirieen hemunuzam (victim feminism).
JluckpuMHHAIMjaTa HA KCHUTE UCIPIHO ja aHa-
JTU3UpaaT TEOPETUYAPKUTE HA (EMUHH3MOT U Taa
HIMPOKO Cce mpormarupa no Meauymure. OTTyka 1o
MOCTaByBaMe CJICHOTO Tpariame: Jamu u Maxu-
Te MOXaT Ja OWmar AUCKpUMHUHHpaHu? Buctu-
HaTa € TaKkBa IITO YKa)KyBa Ha (DAKTOT JeKa U Ma-
JKUTE UMaaT CBOM MPOOJIEMHU, TIOHEKOTaIll U MHO-
Ty MOTOJIEMH Off OHUE Ha keHuTte. M THe Kako xe-
HUTE MOXKaT Jla OujaT JUCKPUMUHUPAHU, a 3a JKaj
CO HUB C€ YIITE HE CE 3aHUMaBa HUTY €JHa COOJI-
BETHA W clien(PUIHA OpraHU3aIrja, MEANYM HIIN
criennuyeH 3aKkoH. J[BIkeme koe On ce 3ayaraio
3a MalIKUTE WHTEPECH Kaj HAC HE MOCTOH, & HeMa
HUTY uMe 3a TakBo HemTo. Bo CAJl e umenysa-
HO KaKko /[euoicerve 3a ociobogyearse Ha madicuiie
(Man ‘s Liberation Movement).

Anrenmmaa banoBuk-MapkoBcka —CyOIUMU-
pa Jeka HACIpOTH AHTUTETUYHOCTA HA MapoT
MaK-)KE€Ha, MOJICPHUTE OTIITECTBA ja IMiiacupaar
ujejara jeka aHTaroHM3MOT He moctou. Cropen
HUB, HUIIITO HEC € HABUCTHHA aHTArOHUCTUYHO KaKO
IITO M3MVIE/IA: OHA IITO HABUCTHUHA IMOCTOU € IUTY-
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payHOCTa KOja JIOTMyIIITa XKeHaTa J1a Oujie ,,HemTo
Pa3IMYHO O OJHOC Ha MaXKOT, ,,HEIITO™ KOE TOj
Mopa Jia To MOTUCHE U J1a TO TPOTOHHU HAABOP OX
rpanunute kou ro aeduuupaar (banoBuk-Map-
koBcka, 2007: 60).

ITonexoramn ,,)KEHCKUOT CBET* My C€ CIpoO-
THBCTaByBa Ha MAIIKUOT, HO Tpeba J1a ce MoTIpTa
yIITE eTHANI JIeKa )KEHUTEe HUKOTalll He 3aCHOBAJIe
CaMOCTOjHO M 3aTBOPEHO OMILUTECTBO; THE CE BKIIO-
TICHU BO 3a€JHMIIaTa CO KOja PAKOBOJAT MaKjallu-
Te, ¥ BO KOja THE MMaar MoJpeIecHO MECTO CaMo 3a-
TOA IITO MaXKjalUTe ce CHIHU. Tue ce moBp3aHyu co
MeXaHU4YKa COJMIAPHOCT U MeTy HUB ja HEMa OHaa
OpraHcKa COJUAAPHOCT BP3 KOja ce 3aCHOBA CEKoja
o0euHeTa 3acHHLIA.

Oto Bajuunrep emannumnaiujara Ha jKeHaTa
ja pa3dupa Kako , xenda Ha eHa JKeHa BO Jyllia-
Ta J]a CTaHEe paMHOIIPaBHA CO MaKOT, /1 ja TOCTHT -
HE Heropara JyXOBHa M MopasiHa cio0oja, Hero-
BUTE MHTEPECU U MOK 3a co3naBame (Vajninger,
1998: 121). Co nmpyru 300poBH, eMaHLIUIALNjaTa
Ha )KEHaTa He ¢ caTeHa KaKo HEj3UHO 0CI000y-
BamhC O] MaIlIKaTa JJOMHHAIH]ja, TYKYy Kako 0Ci1000-
JyBambe O] JKEHCKOTO BO JKCHATA.

Bo KOHTEKCT Ha IPETXOAHOTO Ke Ce MOBUKaMe
U Ha cTaBOBUTE Ha 3opuua ToMUK, KOja KOHCTAaTH-
pa JeKa paauKalHUOT (eMUHHU3aM, KOj € Hajmiia-
10 (DEMUHHUCTHYKO CTpYyEH-€, BO CBOjOT HajeKCTpe-
MEH BHJI c€ TI0jaByBa KaKko aHTHTE3a Ha ,,MacKYyJIH-
3moT*’. MIMeHo, criomMeHaTaTa aBTOpKa MCTaKHYBa
Jieka 0BOj BUI (PEMIHHM3aM He CaMo IITO To oTdpia
HaTpujapXaJTHHOT CHCTEM Ha BPEIHOCTH, TYKY OC-
70001yBa-ETO HA KEHaTa ro riesia Bo LeJ0CHa ce-
napanuja Ha MallKHOT U )KeHCKHOT cBeT. Co npy-
ru 300pOBH, Te3aTa 3a ACUMETPUYHOCT MEry IOo-
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JIOBHTE BO PaMKHUTE HA PATUKAITHUOT (heMUHH3AM
no0WBa CIPOTHUBEH TpEA3HAK: HAMECTO ,,MalllKo-
TO OIIITECTBO KAKO CBET 0€3 )KEHUTE, Ce MPETIIO-
JjIara ,,)K€HCKO OMIITECTBO ™ MCUYUCTEHO OJf MaKUTE
(Tomi¢, 2007: 69).

Kora 30opyBame 3a omgHOCHTE MEry Ma)oT
W JKeHaTa, MOXXeMe Ja KOHCTaThpame JieKa MHO-
Ty JIONT TIEPHOJI ce 3a0elieXyBa JIOMHUHAIMjaTa Ha
MaXOT ¥ TOAa: BO CEMEjCTBOTO, BO MOJUTHUKATA, BO
MPETHPHUjaTHETO, BO KHM)KEBHOCTA M YMETHOCTA,
BO CHOpPTOT W cJj. [larpujapxanHara HJCOJI0TH]ja
T'H TIPETCTaByBaja OJHOCHTE METy TIOJOBUTE KAaKO
OIIHOCH, 3aCHOBAHH BP3 MPUPOTHUTE (OMOJIOIIKH )
Pa3IMKU MeTy MaXKOT U JKeHaTa.

Bo KOHTEKCT Ha MPETXOIHOTO, MOXKEME J1a KOH-
cTatupame JI€Ka (bCMI/IHI/ISMOT ro COYMHYBaar Io-
BeKe pa3IMyHH JIBIKEeHa KoM ce (OKyCHpaHU Ha
O6opbara IpOTUB TOApeAcHATa TOJI0KOa Ha JKCHU-
T€ BO OMIMTECTBOTO. Hekon (peMHHHCTKH TBpAAT
JIeKa He caMO IITO JKEHUTE C€ eTHAKBU CO Ma)KH-
T€ TyKy C€ U MOPAaJHO HAaJMOKHH W 3aToa Mpej-
JlaraaT 3aMeHa Ha [aTpujapXxaroT CO Marpujap-
xar. BeyIlHOCT, MaKuTe HE Ce BUHOBHH Camo 3a
MmoJpeieHaTa mojox0a Ha jkeHaTra TyKy ¥ 3a MHO-
Ty JAPYTH OMNIITECTBEHH KaTacTpO(H, KaKBH IITO
Ce BOjHUTE, YHUIITYBamETO Ha YXUBOTHATA Cpe-
IuHa, 3oynorpebara Ha Haykara. Cropen oBue
c(hakama, KCHUTEC MMaaT TOWHAKBA MPHUPOJA O]
MmakuTe. Taka, )KeHCKOCTa, Tpejt ¢, ofipa3yBa: 3a-
SIHUIITBO, MEI'y3aBUCHOCT, 10BepOa, OTCYCTBO Ha
XHuepapxuja, EMOTUBHOCT, TeJIeCHA U JyXOBHA PaM-
HOTEXa, IPUPOJIa, PaiocT, MUp. MaxuTe mocemny-
BaaT CIPOTUBHU OCOOWHHM, KAKBH IITO CE: HE3aBU-
CHOCT, aBTOHOMI/Ija, HWHTCJICKT, HEAOBECPIUBOCT, XU~
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epapxuja, TOMUHAIMja, HATIpeBap, BOjHA, CMPT.
(ITaBoBckm, 2014).

Cnopen Cumon ne boBoap, o1 ucTopucku ac-
MEKT, MAKUTE CEKOrall ja uMalie ceTa KOHKpeTHa
MOK. VYIIITe 0] MOYETOKOT Ha TATPUjapXaToT THE
CMeTaJIe JIeKa € KOPHCHO JKeHara Jia Ce OAP>KyBa BO
cocToj0a Ha 3aBUCHOCT; HUBHUTE 3aKOHU OWJIe Ha-
COYCHH IIPOTHB HEa, U TOKMY TaKa Taa ce u3rpauy-
Ba kako Apyro ([le boroap, 1989: 94).

Hopotu JluHEpcTUH HaBeAyBa J1Ba aclieKTa BO
MAIIIKOTO BIIaJIeeHhe CO CBETOT. [IpBHOT acmekT ce
OZIHECYBa Ha MalllKaTa IPUBWIETHja AUPEKTHO Aa
ja HaMeTHyBa CBOjaTa BOJja, OTBOPEHO Ja ja To-
Ka)KyBa CBOjaTa MOK U J1a ©IMa HEIIPUKOCHOBEH aB-
TOpUTET 1a Ouae opuuMjaieH cromad. Bropuor
aCIIeKT, CIIOPEe] CIIOMEHATaTa aBTOpKa, ce OJHeCy-
Ba Ha OJITOBOPHOCTA; HA MPUMEp, MallKaTa OJro-
BOPHOCT IIPU KYMYJIATHBEH IIPOLIEC BO CO3/1aBaE
Ha CBETOT, OATOBOPHOCTA 3a CaMOCBECHO U 3aell-
HUYKO CaMOM3IPalyBambe ITO CYIITHHCKY HE pa3-
JMKYyBa OJ] APYTUTE KUBH cylITecTBa. Bropuor ac-
MEKT Ha MAIIKOTO BIIaJeeHmhe 100po ce coracysa
CO OCTaHATHTE KaPaKTEPUCTHKH HA OTHOCUTE MeTy
rostoBute (Dinerstin, 2000: 213).

[IpBata da3a Ha PEeMUHUCTHIKATA AHTPOIIOIO-
rHja, Koja ce HapeKyBa aHTPOIIOJIOTHja Ha KEHU-
Te, ce pa3Bu Bo 70-tute ronunu Ha 20. Bex. OBne
€ Ba)KHO Jla Ce UCTAKHE I10jaBaTa Ha MOUMOT POJ,
KOj ce TI0jaBHJI KaKo KapakTepHcTHYHA GopMa Ha
300pOT ToJI. 3a pasauKa Of IMOJIOT, KOj yKaKyBa
Ha OMONOMKNUTE 0COOEHOCTH Ha CY0jeKTOT, POAOT
YKaKyBa M Ha KyATYPHHOT M COLIMjaJHUOT KOH-
TekcT. Cropes Toa, 1ejCTBYBakEeTO Ha TOSANHELIOT
BO OIILUTECTBOTO HE € OINpPEIENICHO caMmo Of OHo-
JIOUIKUTE JIETEPMUHAHTH, TYKY ¥ OJ KyITypHH H

conujanHu ¢akTopu. [aBHaTa 3amada Ha aHTPO-
MOJIOTHjaTa Ha JKeHaTa € Jja T YTBPAU NPUYUHUTE
LITO TM HaBeJIe KeHUTe J1a Ouaar ,, Apyruor, mosi-
penenuot non. Exna o Teopunte ja 3acramysa Te-
3ara Jieka OJJHOCOT Mery )KEHUTE U MaXKHUTE € eK-
BUBAJICHTEH HA OTHOCOT ITOMely IPUPOoAaTa U KyJi-
Typara, KaJie ITO IpupoJara € MoJpeieHa Ha Io-
CTOjaHaTa JOMHHAIMja W NPOLIMPYBambe Ha KyJ-
TYPHHOT Pa3Boj. [pyro objacHyBame 3a oBaa IO-
nenda e MpeTCTaBeHo CO yIaTyBambe Ha UCTHOT Ol
HOC MOMEl'y MaKUTE M JKCHUTE CO JaBHUOT U TPH-
BaTHUOT IPOCTOP, KaJe LITO KCHUTE CE IIOBP3aHU
CO KyKaTa, Jierara, JOMakKHHCTBOTO, @ MaKUTE CO
JABHHOT IIPOCTOP HAJBOP OJI IOMOT.

Cprckuor mucaren Bnamucnas [opfeBuk, Bo
CBOUTE CTYAWW KOU IO TPETHpaar MpamameTo 3a
JUCKPUMHHUPAHOCTA Ha MaXKOT, c€ 0OM/IyBa Jia TO
CpPYLLIM MHUTOT JIeKa )KHBEEME BO OIIITECTBO BO KOE
KEHuTe ce norunHerd. HuBHara nonox6a Bo Ha-
HIETO OIIUTECTBO € PEIaTHBHO IIOBOJIHA, TBPAM
TOj. 3Hauu, 3a pasiuKa O OTPOMHUOT Opoj pemu-
HUCTHYKM KHHTH, | OpFeBHK BO CBOMTE HCTPaKy-
Bama ce 00WIyBa J1a ja JIOKaKe pojoBara JUCKpPH-
MHUHHPAHOCT, HO Off aclleKT Ha MallKara [HepCIeK-
TuBa. FIMeHO, T0j KOHCTAaTHpa JeKa Ma>KOT BO MHO-
ry HewTa e nH(epropeH Bo 0HOC Ha jkeHara. Pa-
JUKATHUOT (PeMHHHU3aM BO NPB IIaH TO MOCTaBY-
Ba MpalIambeTo 32 ,,CEKCYaTHOTO BO3HEMUPYBAHE'
(,,sexual harassment™). 3a skeHata, criopes paju-
KaJIHUOT ()eMHHHU3aM, € CTPECHO JOKOJIKY Ma)OT
HamajHO M ce noaBopyBa. Ho, HHWKO] He KaxkyBa
KOJIKY Ma)KOT CE€ UyBCTBYBa CTPECHO Kora KeHara
ke To oT(hpiu, Aypu U JUCKPETHO. Bo KOHTEKCT Ha
peTX0HOTO, mumryBa Bnamucnas [opresuk, pa-
JUKAITHAOT (PEMHHU3aM TH Y4H )KEHHUTE JIa TH TY-
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JKaT MayKuTe 3a ,,CEKCYaJHO BOBHEMHPYBaHE  KOra
THE M ce JIOABOPYBaar Ha MOTPEIIHA JHYHOCT WU
BO norpemHo BpeMe. Ho, HUKO] HE TH Y4 MasKuTe
Ja T' TY’KaT XCHUTE 3a CCKCYAJIHUTEC TpayMUu KOHU
T'H JOKMBYBAaart, KOra jKeHaTa MpBO UM BEJH ,,J1a",
ma ,,He“, ma ,,ma*, ma ,,me (Bophesuh, 2009: 39).

Pamukananor (heMuHM3aM BO CBOWTE HajeKc-
TPEMHH OOJHIIM TH TPUKaXyBa MaXKHTE KaKo He-
NpUjaTeNn U ce 3ajara 3a MOBJICKYBambe Ha KEHUTE
0] MalIKOTO OMILUTECTBO, HO M 3a [TOCTAaBYBakhE Ha
JKCHUTE BO LICHTAPOT Ha TOA OIIITECTBO.

Bo koHTEKCT Ha HaBEIEHOTO Ke ce IMOBHKaMe
Y Ha CTaBOBHTE HAa CPIICKHOT aHAJIUTHYap 32 Po-
JIOBa TTOJIUTHKA W aKTUBUCT 32 MAIIKH U CEMEjHU
npaBa, Muxauiao AJNHK, KOj Belu: ,,MacKyau3MoT
ja macupa Te3ara Jeka He ce caMo KEHUTE KPTBH
Ha HACUJICTBO, EKCIUIOATallMja U TUCKPUMHUHAIIH]a,
TyKy 1 Maxxute* (Anmuh, 2011). MmeHo, Mackymn3-
MOT HCTO TaKa ce 3ajlara M 3a 0CaMOCTOjyBarmbe Ha
JKeHara (IITOo € Pa3IndHoO O] ,,3ajaKHYBambE Ha Ke-
HUTE" HA IUTO MHCUCTUPA PAAMKATHUOT (PEeMUHU-
3aM), OMJIejKH BO TOj Cliy4aj )keHara He Ou ce 0o-
perna 3a mpeBiacT. MacKylnu3MoT, CIIOpes CrioMe-
HATHOT aBTOP, € MAIIKA (PEMUHH3AM, T.€. IETUTHM-
Ha Oop0Oa 3a mpaBara Ha Ma)KUTE W BUCTHHCKA PaM-
HOIIPaBHOCT W €THAKBOCT Ha TIOJIOBHUTE.

[lo ananoruja Ha PEeMUHH3MOT, MACKYJIU3MOT
paboTH Ha MPOMOBUPAE Ha YOBEKOBHTE MpaBa Ha
MaXUTC Ha WHAUBUAYAJIHO, IMPABHO W HWHCTUTY-
[IMOHAJIHO HUBO; CIIPEUyBambe Ha CUTE BUAOBU Ha-
CWJICTBA U TUCKPUMHUHAIM]a BP3 MAXKUTE; TPIIKA 32
PaHIIMBUTE TPYITH, KaKO IITO CE: pa3BEJCHU U HEO-
JKEHETH, MOKUTE Ha CEJ0, CTapuTe, HeBPaOOTCHU-
Te, 0e3MOMHUIUTE, (DU3MYKUA U TICUXUYKU XCHJIH-
KEMHUPaHUTE, TYI'€TO CO ICHXH]aTPUCKU IPOOIIEMH,
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CO TIPOOJIEMHU OJT 3aBUCHOCT, MOMYHIba 0€3 POIH-
TEJICKA TPUXKa U IPyTH.

Mackynu3MoT ce 3ajara 3a copaboTKa U KOM-
TUIEMEHTAPHOCT HA MAKUTE U KCHHUTE, a ParKa-
HUOT (DeMUHM3aM 32 HUBHA KOHKYpCHIIMja U KOH-
¢mukT. IMeHO, NoApIKa UM ce J1aBa Ha MaKH-
Te TpeKy npodecHoHATHA TCHUXOJIOIIKA U TPaB-
Ha TIOMOIII TIPU pa3enda u pa3Boj; HACHIICTBO Of
NapTHEPOT O CUXUYKA, PU3MUKA I CEKCyaIHa
MpUpoJia BO BPCKH U Opak; JIa)KHU OOBUHYBambha 3a
CEMEJHO HACWIICTBO M HMHCTHTYIMOHAIHO HACHJI-
ctBO (mmckpumuHarmja). Ilogaprikara HA MOM-
YHEATA € BO MPOIIECOT HAa YYCHETO H HUBHATA CO-
[Ujau3alyja, BO MUHYBAHETE HU3 TEIIKUTE MIepH-
011 Ha IyOepTeT, Kako U BO CIy4yauTe Ha BPCHHUY-
KO HAaCHJICTBO.

Mackyau3MOT € HEOIXOJeH KaKo MPOTHUBTEkKA
Ha JIOMUHAHTHHOT PajiKalieH GeMHUHHU3aM, CO e
Jla ce ycoriacar OJHOCUTE Mery Ma)XHTe U JKCHU-
TE€ KOU CE BEKe CEpHO3HO HApyIIeHH Of HYHKIHO-
HUPAETO HAa €AHOCTPaHa (PeMHHUCTUYKA HJICONIO-
rHja ¥ Hej3MHATa IPUMEHA MTPEKy [IaBHUTE UHCTH-
TYUMHU Ha J{p)KaBaTa W OMIITECTBOTO. 3aT0a, OBOj
(heMHHM3aM BO CBOWTE HAjeKCTPEMHHU OOJHUIIN TH
MPUKAKYBA MOKUTE KAKO HEMPHjaTeld U e 3ayiara
3a MOBJICKYBAHE HA )KEHHUTE O] MAIITKOTO OMIIITECT-
B0. COBpEMEHHMTE HCTPaXyBamba 38 MAXKHUTE H
MAIIKOCTa MOKaKyBaaT Jleka MalIKoCTa € MHOTY-
KpaTHa U MPOMEHJINBA KaTeropuja, Koja e ycJlIoBeHa
KYJITYpHO M BCTOpHCKH. He mocTon camo efieH THI
Ha MalKOCT, TyKy T'M MMa MOBeKe. 32 MaIlKoCcTa
JIeHeC ce 300pyBa MHOTY TIOBEKE OTKOJIKY MTOPaHo.
Bo Texot Ha mocnenHara aelneHuja BHUIMaHHETO Ha
jaBHOCTa € HAacOUeHa KOH MaYKUTE M OTKPUBAHETO
Ha KapaKTEPUCTHKHUTE Ha MAIIKOCTa Ha €JIeH coce-
Ma HOB Ha4MH.
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deMHHU3MOT ce pa3BHBaJl HU3 pa3InyHu Opa-
HOBM — 0J] Oop0Oara 3a OCHOBHU I'palaHCKH TpaBa,
[0 ACHCIIHAaTa KPpUTHUKA Ha POJOBUTC YJIOTH U IIa-
TpHjapXaJHUTE CTPYKTypH. be3 comuenue, hemu-
HHU3MOT OJUTpaJl KJIy9HA yJora BO YHAIpeIyBambe
Ha npaBaTa Ha skeHuTe. Cenak, BO HEKOU COBpPEMe-
HU (OpPMH, OBOj AMCKYpC NPEMHHYBa Of Oapame
€IHAKBOCT KOH HJICOJIONIKO MPOTHUBEHE Ha ,,Malll-
KOTO®, KaJie MKUTE Ce TeHepan3upaaTr Kako HO-
CHUTENH Ha yrHeTyBame. Taka, HAMeCTO JHjasor u
3aeHUYKA aKIMja, ce co3faBa arMocdepa Ha aH-
TaroHW3aM, KaJie CeKoj OOMI Ha MakKuTe Ja Mpo-
roBOpAT 3a COINCTBEHHUTE MPOOIEMHU CE JI0KHBYBa
Kako Haraj Bp3 KCHCKUOT Hampenok. deMuHu3-
MOT C€ T0jaByBa KaKko OJrOBOp Ha pPEeallHh U CHC-
TEeMCKH HENPaBH — IIpaBHATA, OJIUTHYKATA U CO-
[{ja]THaTa WCKIYyYeHOCT Ha JKEHUTE O]l jaBHHOT
kuBOT. brarogapenue Ha (eMUHHCTHYKHTE Opa-
HOBH, JXCHUTE CTEKHaa IpaBO Ha IJiac, IpHCTAIl
oo obOpazoBaHue, pabora, PErnponyKTUBHH Ipa-
Ba, KaKO M MpaBHA 3allITUTa O JUCKPUMHHAIIH]a.
Ho, xputnukara nepcriektuBa 0apa U IpU3HAHHE
Ha BHATPENIHNTE MapaJoKCH Ha COBPEMEHHOT (e-
MuHK3aM. Hekon peMHHUCTHYKN CTPYH JEHEC He
Cce 3aJI0BOJIyBaaT CO PaMHOIIPABHOCT, TYKY MPOMO-
BHpaaT peTOpPHKA MITO ja MPUKaKyBa KeHaTa CEKO-
raiml Kako JKpPTBa, a MaKOT — KaKO HACHIITHHK HIIH
yrHeTyBa4. TaKBHOT NMPUCTAI CO3/1aBa MOHOJIHUTECH
HapaTyB, KOj HE J03BOIYBa MPOCTOP 32 KOMILIEKC-
HOCTa Ha pealHOCTa — KaJie IITO U KEHUTE U Ma-
KHUTE C€ COOYYyBaaT CO pa3lIM4HU, HO JICTUTUMHH
(hopMH Ha IPUTHCOLIM U HENPAB/IH.

MackyTHMHHA3MOT, TIaK, C€ M0jaByBa KaKo OATO-
BOp Ha YyBCTBOTO Ha MapTHHAIH3AIM]ja Kaj JeIT O
Maxkute. JBmKemeTo ce Qokycupa Ha mpallarba
KaKO CTapareJICTBO Bp3 Jela, MCUXUYKO 3/paBje
Kaj MaXUTe, TUCKPUMHUHAIIMja BO CEMEJHOTO Ipa-
BO U cJ1. Mako BO cBojara CymTHHA MOXKE J1a Ce Tiie-
Jla Kako 00W[ 3a MpU3HABamkhe Ha POAOBATA PAHIIH-
BOCT Ka] MaKHTE€, MACKYJIMHU3MOT YECTOIATH Ce
MPETBOPa BO peakTHBHA W Jie(haH3MBHA MMO3UIUja
— HE TOJIKy OpPMEHTHUpPaHa KOH MPaBUYHOCT, KOJI-
Ky KOH peBaHImu3am. Bo Hekon ¢opmu T0j ro mpe-
3eMa MCTOTO IITO IO KPUTHKYBA Kaj PaJuKaIHHOT
(heMuHM3aM — TeHEpaU3allija, OTOPYCHOCT U CO3-
JlaBar-e Ha ,,HeTpHujaren .

MackynMHA3MOT BO CBOjaTa yMmepeHa Qopma
Oapa OMIITECTBEHO MPU3HAHUE HA IPOOJIEMHUTE CO
KOM C€ COOYyBaaT Ma)KHTe: BUCOKHUTE CTAlKH Ha
CaMOyOHCTBa, OUYCKyBamara Ja OugaT eMoInoHa-
HO BO3JIpKaHU, TyOEHEeTO CTapaTrelCTBO IO pas-
BOJI, WJIM OTCYCTBOTO Ha IOJPIIKA MPU CEMEjHO
HacuictBo. OBue mpaimama He ce QuKLIuja — cra-
TUCTUKUTC MMOTBPAYBAAT AC€KA MAKUTE UMaatT orpa-
HUYEH MPUCTAI J0 ICUXOJIOIIKA TTOMOIII, YeCTO T10-
paay OMIITECTBEHUTE HOPMH 32 ,,MaIllKa I[BPCTH-
Ha“. Cemak, MaCKyJIMHU3MOT JIECHO 3ariara BO 3aM-
Ka Ha PEakTUBHOCT — BO OOWJI JIa C€ MCITpaBar Uc-
KPUBEHUTE CJIMKU 32 MaXXUTE, CE€ CO37aBa HOBa
U/IC0JIOTH]ja ILITO IO HErHpa MOCTOCHETO Ha Mall-
KHOT NMPUBWIICTHYM BO onpeaeHu cdepu. Hamecto
Jla ce HaJI0BP3€ Ha KOHCTPYKTHUBEH JIHjaJIoT, MacKy-
JUHU3MOT HEPETKO CTaHyBa aHTH(hEMHUHU3aM, IIITO
TO CBe/yBa Ha OIVIeIaJIo Ha OHA IIITO TO KPUTHKYBA.

[IpamameTo wWTO OCTaHyBa €: Jajld OBUE JIBa
JIUCKypca HAaBUCTHHA ce Oopar 3a MPaBUIHOCT HIIH
CTaHyBaaT aJlaTKu 3a MMOJIMTUYKU, KYJITYPHU U JINY-
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HU npecMeTku? HamecTo na ce HalomojHyBaar,
(EeMUHHU3MOT M MacKyJIMHH3MOT YECTOIaTH ce 00-
par 3a JOMHHaNMja BO jaBHHUOT IPOCTOp, HITO ja
MOTKOIYBa CYLITHHATa Ha MPaBUYHOCTA — & TOA €
NpU3HABakEe Ha Pa3MYHOCTA, YHANpEIyBame Ha
JOCTOMHCTBOTO M CO3/1aBame (hep yCIIOBH 3a CHTE.
AXO HaBHCTHHA cakame Ja 300pyBaMe 3a mpaBHY-
HOCT, TOTall MOpa Ja T0 HalmylTUMe OWHApHHOT
NpUCTaIl Ha ,,MaIlIKo MPOTHUB XeHCKo . [lorpeben
€ HOB HapaTuB IITO Hema Ja ce (okycupa camo
Ha HCTOPUCKUTE HENpaBIy, TYKy U Ha COBpeMe-
HUTE TMPEAN3BUIIN 3a aBara moja. Hamecto 6opba
nomery HJCOJIOTHH, HEOIXOCH € Hjajor 3aCHO-
BaH Ha emrnaTuja, hakrorpaduja 1 3aeMHO IpU3Ha-
Bambe. KityqHHOT mpo0iieM Jiexxu Bo Toa ITOo U ¢e-
MUHHM3MOT U MacCKyJIMHU3MOT, BO CBOUTE PalKa-
HU WK eKCTpeMHH (OpMH, TIOYHYBAAT Jia ce HaT-
npeBapyBaaT 3a MOpaliHa CYIICpPHOPHOCT, a HE 3a
BUCTHHCKA IpaBzia. M aBara aucKypca MmoHeKoranl
KOPHCTAT CEJICKTUBHU MOAATOLM, UICOJIOMIKHA Ha-
paTUBM M MEIMyMCKa MaHHITyJaluja 3a Ja co3-
Janar mojyIpIika, Ho He M pazOupame. Bo mpak-
ca, OBa BOIM KOH POJOBA IMOJAPH3AIja — MaXKH-

JIuteparypa

TE U J)KCHUTE MOYHYBAAT J[a CE TIIEaaT KaKko MpOTHU-
BHUIIM HAMECTO KaKO COjy3HUIIM BO TPAJICHETO M0~
MpaBeHo omnmrTecTBo. [IpaBuuHOCTa, HAMECTO Ja
Oue 3acIHUYKA I1eJI, CTAaHyBa OPYXKje 3a COICTBE-
Ha T00MBKa.

JlokonKy cakame Jia W3rpajuMme OIIITECTBO
KaJIe IITO U MAKUTE U )KEHUTE CE YyBCTBYBaar 0e3-
0e/1HO, MPU3HACHH U €JTHAKBO BPEJIHU, MOpA J1a U3-
Jie3eMe O]l paMKara ,,(peMHuHu3aM IIPOTUB MACKYJIH-
Hu3aMm“’. He ctanyBa 300p 3a Toa KOj IIOBEKe CTpaa
WJTH KOj Ma TIOBEKE MpaBo Ja 300pyBa, TyKy 3a Toa
KaKo MOXKEME 3aeIHUYKU JIa TH ajpecupame po-
JIOBUTE HECAHAKBOCTU U JIa CO3/IaBaMe OIIIITECT-
BCHU YCJIOBU LITO I'M NPCHO3HABAaAT PA3JIMYHUTE,
HO BaJIMAHU MCKYCTBa Ha CUTEC nyfe. DeMUHNU3MOT
M MacKyJIMHU3MOT CE MPOU3BOAM Ha CBOJOT HUCTO-
PHCKH U KYJITYpEeH KOHTEKCT. CeKoe BIKEHE nMa
CBOU 3aCJIyTH, HO M CBOM CJIeTH TOuku. Bo 6opba-
Ta 3a MPaBUYHOCT NOTPEOHO € J1a ce COo3/1a/Ie MPOC-
TOp 3a MeryceOHO pa3Oupame, CIyllamke U copa-
00TKa, 3aIlITO, JJOKOJIKY MPaBHYHOCTA HE € 3a CUTE
— TOTalll He € BUCTUHCKA TIPAaBUYHOCT.
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Stevo Pavlovski

The Male and the Female in the Fight for Justice:
Critical View on Feminism and Masculinism
(Summary)

This study explores feminist and masculinist theoretical approaches in the process of constructing masculinity and
femininity, with the aim of providing a deeper understanding of gender identities and their social function. The study
primarily analyzes the relationship between men and women through the historical and social context, emphasizing
the ways in which gender roles are formed, maintained, and transformed under the influence of cultural and institu-
tional factors. Furthermore, the focus is placed on the concept of masculinity, identifying several types of masculin-
ities that arise as a result of various social, economic, and cultural circumstances. A specific section of the paper is
dedicated to a critical analysis of feminism—on the one hand, as a movement and theory that questions patriarchal
structures and advocates for gender equality—and masculinism, on the other hand, as a response to social changes
and the challenges faced by men in the contemporary world. Through an interdisciplinary approach, the paper aims
to contribute to the broader academic debate on the construction of gender and its impact on the individual and
society as a whole.

Key words: male—female, masculinity, types of masculinities, femininity, feminism, types of feminism, masculinism

120



CONTEXT / KOHTEKCT 32, 2025

®uaun TpajkoBcku
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INPETCTABYBAILETO HA "KUBOTHHUTE BO
MNOIIYJIAPHUTE MEJUYMM: COONUOKVYJITYPHA

NNEPCIIEKTHBA

Kuay4unu 300poBH: )KUBOTHH, IPETCTABYyBaKkE, COUMOKYITYPHH KOHCTPYKTH, MTOMYJIApHU MEANYMHU

Bosen

Nako HajuecTo 3a KUBOTHUTE CE€ Pa3MUCITyBa
KaKo 3a TPUPOJIHA KaTeropHja, oBaa Kareropuja e
IIPOM3BOJI HA COLMOKYJITYPHO KOHCTpyHpame. 3Ha-
yemara LITO UM Ce MPUIHIITYBaaT Ha KHBOTHUTE
Y WJASHTUTETUTE IITO MM Ce JIOAeNyBaaT ce Ipo-
W3BOJI Ha Pa3iMYHU JUCKYPCH CO3aJIEHU CO IIET
Jla UM ce fajae cMucia. Takea e u ujejara mro ce
Haola 3aJ CaMHUOT TEPMHUH ,, KUBOTHU . , JKUBOT-
HU" BO CYLITHHA € FeHepajeH TEPMUH 3a JKUBUTE
CYIITECTBA KOH HE ce Jyrfe, Ma, Kako TaKoB, TOj ce
o0uryBa J1a ordaTy IMUPOK CIEKTap Ha CYIITECTBA
BO €IHA KaTeropwja: MaukW, ajKyia, Kydumba, To-
pwiIH, JTaBOBH, 3ajalld, KOWH, JIEOAPKH, KOKOIIKH
— CUTE THE U YIITE MHOTY ApPYTH C€ CMETaar e-
HOCTaBHO 32 ,,KMBOTHH ‘. OTTaMy, CaMHOT TEPMUH
,KHBOTHH € MoIlHe mnpoOiemMaruueH, Ouaejku
YeCTO 3HAYH JIeKa JIyI'eTO He TM BOOYYyBaaT CyTHII-

HUTE (M HE TOJIKY CYNTHIIHUTE) Pa3INKH Mery JKu-
BOTHHCKHTE BUJOBH. T0j momara ma ce oOjacHH
U Jien O]l YOBEKOBAaTa aMOMBAJICHTHOCT KOH JKH-
BOTHHTE; THE HE MOpa HY)XHO Ja OujaT coriena-
HHU KaKo 3aC€0HU eIMHKH, TYKy KaKo WICHOBH Ha
OBaa rpyIia ITo mpocTo He ce ,,iyre’. Kako Takos,
TEPMHUHOT € JIeJ OJ] aHTPOIOICHTPUIHOTO Pa3ou-
pame Ha CBETOT, IITO ja KOHCTPYHpa | ja IMOTKpe-
MmyBa HJiejara Jeka JiyreTo, CO HUBHATa MOCeOHOCT
KakKo KaTeropuja, UMaar IpaBo Ha Pa3inyeH TPeT-
MmaH. Ha 0B0j HauuH, 3Hauemara MOBP3aHH CO JKH-
BOTHHUTE CE€ OIIITECTBEHO (pe)mpomyupann. Toa,
Mak, HAMECTO HJejaTa 3a €CEHIMjaln3aM, W 3a
MOCTOCHETO Ha HEINTO ,,CYITHHCKU YOBEUKO HITH
»CYIITHHCKH " KMBOTHHCKO, BOJIM KOH CTaBOT Ha
Hux Tejnop aeka ,,)KHBOTHUTE CE COLMjajTHO KOH-
CTPYMPAHU CKJIAJUIITA HA KyJATYPHO IIOCPEAYBAHU
snauewa” (Taylor, 2013: 14).
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OBa, UCTO Taka, yKaxyBa JieKa ja3uKOT IITO
JMYreTo TO KOPHUCTaT 3a O3HAuyBame Ha JPYTHTE
BUJIOBH € Ba)KCH M HEPA3JEJIHO MOBP3aH CO HAYU-
HUTE Ha HUBHOTO COINIeAyBame. BeymHoct, ja3u-
KOT € TIOBEKE Of] CPEJCTBO 3a KOMYyHHKaluja Ou-
JIeJKM MCTOBPEMEHO T'O OfpasyBa M TO OOJHMKYBa
HAaYMHOT Ha KOj C€ BOCIpPHMa CBETOT IMPEKy CHC-
TEeM Of KaTeropuu. Bo TOj KOHTEKCT, TEPMHHHTE
3a KMBOTHUTE I'0 OOJIMKYBaaT YOBEKOBOTO pa3ou-
pame 3a HuB. Taka, Ha puMep, TEPMUHHTE ,,MHU-
JeHnYe ¥ ,,JOOUTOK™ Ofipa3yBaaT OAPEICHO pa3-
Oupame 3a JKUBOTHHUTE, IIITO TI0TOA TO OOJIMKYBa U
TpeTMaHOT KoH HuB. Kako mTo 3abenexxyBa Map-
ro e Mero, ,,IITOM JKUBOTHOTO ke Oue kiacudu-
KyBaHO KaKo JIOMAaIllHO MHJICHUYE, BO HaIIaTa KyJ-
Typa Ou OMJIO TEIIKO Toa KMBOTHO Ja C€ MIPETBOPH
BO MECO; CIIMYHO Ha TOa, HE pa3MHCIyBaMe JBara-
TH TIpE] Aa KOHCYMHpaMe )KUBOTHH KO Ce KIacH-
¢ukyBanu kako qooutok™ (DeMello, 2021: 340).

Jlonmeka XKMUBOTHUTE C€ KOHCTpyHpaar TpeKy
Pas3JIn4YHU NPOLECH, CACH OJ KIYYHUTE COLIMOKYJI-
TYpHH (aKTOpH LITO UTpa yJIora BO OBa CE€ IOIY-
JapHUTE MEAMYMH, KOM C€ UCTPAjHH U CETIPHUCYT-
HU BO COBPEMEHOTO OMITecTBO. HTEpHETOT, Te-
neBu3njara, (UIMOBHTE, CIICAHU]jaTa ¥ BECHUIIN-
T€ TMOCTOjaHO OoMOapAMpaar co pa3IUdHU CIUKH,

Mely KOW 3HAYMTEIIHO MECTO 3a3eMaar M OHHE Ha
sxuBoTHUTE. [TpHToa, He Tpebda a ce 3ab0paBu KO-
MepllMjajiHaTa JIOTHKa IITO CTOM 3aj TaKBaTa 3a-
craneHoct.! Hakyco, HapaTuBUTE 32 )KUBOTHUTE C€
E€KOHOMCKH 3Ha4ajHH 3a MOIYJTaPHUTE METHYMCKH
WHJIyCTPHHU, KOH, MaK, HIPaar CyIITHHCKA yJI0ra BO
0OJINKYBamkETO HA TPAHUIIUTE U HOPMHUTE HA JIUC-
KypCHTE 32 )KHBOTHUTE U MpAIllambhara 3a )KUBOTHHU-
TE W, Ha TO] HAYWH, IPETCTABYBaaT KIy4eH U3BOP
Ha nHpOpMaH, 1eHUHUIINU U CITUKH.

[Moarajku oj cTOjaIMINTETO JieKa MOITyJIapHU-
T€ MEIUYMH C€ HEPA3AEITHO BKIYUEHHU BO (Pe)Ipo-
IYIUPAKHETO HA WJICUTE 32 KUBOTHUTE M 32 KOM-
TUIEKCHUTE OJTHOCH TIOMery JyreTO M KUBOTHHUTE,
OBOj TEKCT ke ce o0uje Ja ja pa3paboTH mpoodiie-
MaTUKaTa Ha NPETCTAaBYBAWKHLCTO HA JKUBOTHUTC BO
MIOIYJIAPHUTE MEIUYMHU HU3 €IHA COLIMOKYITYpHA
MEePCIICKTHBA.

ConnokyJTypHa KOHTEKCTyaJIu3anmja
HA )KUBOTHHTE

Kako nen on mpoyuyBamara Ha KOMIUICKCHU-
T€ OJHOCH TOMETry JyreTO W JKUBOTHHUTE IITO BO
paMKH Ha OIMIITECTBEHO-XYMAaHUCTUYKHUTE HAayKH
Ce pa3BHBAar o/ HA3UBOT CTY/IUH 32 )KUBOTHUTE,”

Kako mto HaBenysa Kiiep Mouioj, ,,iako PUXOAKUTE O/ KHHOOJIArajHUTE ja ofjpa3yBaaT TpajHaTa MOMyIapHOCT Ha

HapaTUBHTE 32 )KUBOTHH, THE HCTO TaKa ja YMHAT OUMIJIE/IHA EKOHOMCKATa JMMEH3H]ja Ha TAKBOTO IIPETCTaByBabE:
NIPUKa3HHUTE 33 )KUBOTHUTE ce podurtadminu’ (Molloy, 2011: 1).

Ha cruueH HauMH Kako IMITO JKCHCKHUTE CTYIAMU WK appOaMEPUKAHCKUTE CTYIUH CC pa3BHBaaT MapajeiHo CO

(EeMHHHU3MOT U CO JBUXKCH-ATa 3a TparaHCKH MpaBa, CTYIUUTE 3a JKUBOTHUTE (Animal Studies) To mpe3emaar
MOMEHTYMOT O/ IBUKEE>ATA 38 3AITHTA Ha )KUBOTHHUTE U EKOJIOIIKUTE JIBIKEH-A. BaKBOTO HHTEPAUCIMIUIHHAPHO
aKaJeMCKO I0JIc Ha UCTPAKyBaE HA OJHOCUTE TIOMETy JIyFeTO U KUBOTHUTE U COLMOKYJITYPHUTE 3HAYCHA Ha
YKUBOTHHUTE BO PAMKHUTE Ha Pa3JINYHU HAYYHH 00JIACTH KaKO IIITO CE aHTPOIIOJIOTHjaTa, UCTOpHUjaTa, COIHOJIOTH]aTa,
MICUXOJIOTHjaTa, POJOBUTE CTYAWH, KYATYPOJIOIIKUTE CTYIAMH W KHU)KEBHATA KPUTHKA HEKAJe Ce O3HadyBa U
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ce UCTakHyBa (DAKTOT JieKa YOBCYKUTE OIHOCH CO
YKUBOTHHUTE CE€ TMOJ] BIMjaHUE HA CIIOKCHUTE HAuH-
HU Ha KOM KMBOTHUTE CE€ COIICIaHN BO COLIMOKYJI-
TYpeH KOHTeKCT. OBUE TIEAMIITA MPOU3JIETyBaaT
on Guio30(hcKuTe, PEITUTUCKUTE U TIOTUTUYKUTE
WJICOJIOTHH, KAKO U Of] OHA IITO TO HyJX Hay4YHATa
nuteparypa 3a )xuBotHute. Kener [lanupo noren-
1Upa JIeKa ,,HAyYHUIUTE BO XyMAHUCTHUKUTE U BO
HEKOM OIIITECTBEHU HAyKH OBHE IJIEIUILTA, CTa-
BOBH, CJIMKH U YIIOTPEOH ' OfipeyBaar Kako ‘co-
nujaiaau KoHeTpykTu’'« (Shapiro, 2008: 9).

Hctopucku, a 1 BO COBpeMeH KOHTEKCT, JIyTe-
TO YCBOjyBaaT OpOjHH CTaBOBU M TIPETCTABH 3 JKU-
BOTHHUTE KOH BJIMjaar Bp3 OJJHOCUTE KOH HUB. Taka,
[OCTOjaT Pa3jIMYHM CIMKHA Ha BOJLM — CTPALIHHU-
OT BOJIK OJ1 MpHKa3HaTa 3a LlpBeHkamna, ITeTHUKOT
0J1 baCHHUTE IITO T'U jaJic OBIMTE, UK IAK POMaH-
TU3UpaHaTa MKOHA Ha JuBWHATa. OBHE pasiuy-
HU KOHCTPYKTH Ha BOJIIM CE OJHECyBaaT Ha HC-
THOT TIOCTOCH BHJI )KMBOTHH YHja MPUPOTHA UCTO-
pHja He € CYLITUHCKHM nmpoMeHera. BeymHocr, ca-
MaTa Hjieja 3a HelITO IITO WHaKy Ou Tpebano ja
Owu/ie )KHBOTUHCKA IIPUPOJIA € COLMjATTHO U KYJITYP-
HO TIPOJYIIUpaHa.

[oarajku ox oBue mpeTnocTaBku, ApHOIT Ap-
nyk n Knmnaton Cannepc Bo aenoro [litio ce ogne-
cysa go acusoimnuitie (1996) ro BoBemyBaar KOH-
LEeNnToT Ha ,,colro3oo0omKka ckana“. Toj T Ka-
TEropu3Mpa U T'M PaHTUpa KUBOTHHUTE BP3 OCHO-
Ba Ha HUBHATA KOPUCHOCT 32 YOBEYKOTO OIIITECT-
BO, IITO MOTOA UM OBO3MOXKYBa Ha JyIreTo Ja ce
neduHMpaar cebecu, 1a ja 3ajaKkHaT CBojaTa TO-
3WLMja ¥ /1a TH ONpPaBAaaT CBOMTE MHTEPAKIUU CO

apyrurte cymrectsa. CaMuTe aBTOPU I'O HCTaKHY-
Baar CIEIHOTO:

Hawaitia ciiocobrociui ga tu pantupame dcugoitiHu-
e — u HegociegHocuiie Wito clegaill — Moxce ga
buge Kopucha opma Ha pasmuciysarbe 3a cucite-
Muilie Ha COYUJANHA KOHIPONA Kou ce obugyeaaii
ga 1o oupasgaaiti HeKOH3UCIeHIWHUOW WpewimMaH
Ha ﬂyfemo. Llitiom re gojgaiu 6o payeitie Ha Kyi-
wypaiia, JHCUSOTUHULIE MOXCATL ga UOHYgall eqgeH
WaKo8 UHCIIpYMeHil 3a coyujarna Kouipona. Tue
MOodICatl ga CUAHAill KOPUCHU Cpegciiiéa co Kou
lel‘éu‘m ja uspasyeaauli ceojaiia upeiiciiaga 3a
coyujanHaila cKauia uau Crydcaii Kako cpegciigo
3a ciposegysare Ha osue ouekysara (Arluke &
Sanders, 1996: 168).

Cekako, Toa IITO >KMBOTUHCKHTC CHUMOOJIH
MOXKaT na (PyHKIIMOHUpAaT Ha OBOj HAUYMH IIPET-
ITOCTaByBa JieKa JyI'eTO BO COBPEMEHHTE OIIITECT-
Ba I'Ml KJIaCH(UKYyBaaT )KMBOTHUTE HE caMO Ha Ou-
OJIOIIIKA TYKY ¥ Ha MOpaJHA ¥ COIIMjajiHa OCHOBA.
Joneka ¢puoreHeTCKUTE CUCTEMH Ha Kiacuduka-
[[1ja TH PaHTHUpaaT )KUBOTHHUTE BP3 OCHOBA HA OH-
OJIOIITKU PA3NIUKH, COIIMO300JIOIIKUTE CUCTEMH TH
paHrupaar cropes Toa KoJIKy 100po ce BKIOMyBa-
aT ¥ TH UTpaar yJIoTHTe IITO O]l HUB CE€ OUEKyBa Ja
TH UTPaaT BO OMIITECTBOTO. [|[BE OCHOBHHU Jyasuc-
TUYKHU IMO3UIMU Ha BaKBaTa XUEpPaApXUCKa CKaJia Ce
OHME Ha ,,JOOPH™ U ,,JIOIIN JKUBOTHHU.

Penau Manamyn 3a3emMa CJIMUEH CTaB Kora ro-
BOpH BO OIHOC Ha KJiacu(uKanyjaTa Ha )KUBOTHH-
T€ BO BH3YyeNIHaTa KyiTypa. Toj ykaxkyBa Ha ,,KOH-
TUHYYM Ha UHTETPUTET WIU MOYUT, HA YUE JHO

KaKO YOBCUKO-)KUBOTUHCKH cTynuu (Human-Animal Studies) wnu antpo3ooioruja (Anthrozoology).
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KMBOTHHTE CE NPHHYICHU Jla HacTalyBaaT 3apa-
I KOMUUeH edekT U 3abaBa 3a JIyreTo, Kako IITO
Ce MEYKHTE IUTO TaHIyBaar, 3ajalluTe H3BJICKY-
BaHU OJ MICIIWMPpU WKW MIKUMIIaH3aTa O6J'IC'-ICHI/I
kako myre. Criopes HeEro, ,,CJIMKaTa Ha >KHUBOTHO-
TO € ITaCHBHA CYpOBHHA 33 aKTWBHHOT IOIJIE] Ha
yosekot* (Malamud, 2012: 7). OBaa objexrucu-
Kanuja® BOIH /10 IBOJAUMCH3UOHAIHU KapHKaTypu
KaJe IITO KUBOTHUTE CE CMeTaaT WM 3a ,,100pu/
XEPOjCKU‘* MITH 32 ,,J10IIH/310Kk00HnuKH . CoonBe-
TEH IpuMep 3a oBa ce puiIMcKuTe JTUKOBH Ha Jlecu
HacmpoTu Ajkyna. ,,Jlodpure* )KUBOTHH TO 3HAaT
CBOETO MECTO BO XHMepapxujara Ha BHJOBHUTE; Ja
UM IToMaraar ¥ jia ru o0oxkaBaar Jryreto. CpoTHB-
HO Ha TO0Aa, ,,JIOUIUTE" )KUBOTHHU CE OHHE ,,MOHCTPY-
O3HH APYTrH"* KOM Mopa J1a Ouaar yOueHu Wi enu-
MUHHPaHHU 3a Jia ce crnacu 4yosemTBoto. Co npy-
U 300pOBH, JKUBOTHUTE KO Ha HEKO] HAYWH TH
HAJIOMOJTHYBaaT JIyreTo — KaKo TpHjaTelH, Cojy3-
HHIM WJIH OJ[pa3 Ha YOBEKOBHUTE acIUpanuy (Kako
LITO Ce JIOjaJJHOCTa W MHTeJUreHnujata Ha Jlecw,
Ha puMep) — ce 3a nodanba, 107eKa OHUE KOU TO
3arpo3yBaaTr 4OBEIITBOTO WJIM TH OJlpa3yBaaT 4o-
BEKOBUTE TIOHUCKH YKeJIOU (KaKo IITO € TMTOTCHIIH]ja-
JIOT 32 JIOBEHE U YOUBame, KaKko Kaj Ajkyna) Tpeda
Jla ce yOujaT uim OCBOjar.

HaunHOT Ha KOj Iy'eTo I'l KIIaCU(HKYyBaaT JKH-
BOTHHUTE IO OOJMKYyBa HAYMHOT Ha KOj TH COTJIe-
JyBaar »XMBOTHUTE, U oOparHo. Co BHHMATEIHO

UCTIUTYBAkhE Ha COIMjaTHUTE KATerOpUH U3rpajie-
HU OKOJIy JKUBOTHUTE, BO YME KOHCTPYUPALE TMO-
MyJapHUATE MEIUYMH UTPAaT 3HaYajHa ya0ra, MOXK-
HO € J1a ce JI0jJe 10 MOOJIUCKO pa3Oupame Ha 4o-
BCUKHUTC OAHOCH CO KHMBOTHHUTC, KaKO U HOMefy
caMHTe JIyre.

Jn3HupuKanuja Ha KUBOTHUTE

CruB bejkep Bo amenoro I[lopmpemuparve
Ha seepom (1993) mocBeTyBa 3HAUUTEITHO BHU-
MaHHUE Ha COIVIelyBamke U MpodieMaTu3npame
Ha CIIMKUTE Ha >KUBOTHH. Herosara anamu3za
OTKpUBA JIeKa IPETCTaBUTE HA KUBOTHU CE€ pe-
YHCH CEKOTalll CMEIIHHU, UK 0apeM e BepojaTt-
HO J1a OMJ1aT KOHCTPYHUPAHU KaKO XyMOPUCTHY-
HU. BakBute mpercraBu ru oOecMHCIyBaar
KUBOTHUTE U, KaKO pe3yJiTaT Ha TOa, ,,)KUBOT-
HOTO € 3HaK Ha c¢ OHA IITO He ce cpaka MHOTY
CEpHO3HO BO COBpEMEHara KylITypa: 3HaK Ha
OHa ILITO BCYIIHOCT He € BaxHo* (Baker, 1993:
174). BakBHOT 3a4eCTeH MpOIeC HA TPUBUjaA-
JM3anrja v MOTHEHYBamke Ha KUBOTHUTE bej-
Kep TO IMEHYBa KakKo ,,TU3HU(UKAIIM]a HA KHU-
BoTHUTE . Jlu3HM(pUKanMjara ¢ eKCIUTUIIUTHO
0asupaHa Ha CIIMKH U CITYXkKH ,,3a Jia TO IPETBO-
PH J)KMBOTHOTO BO OECMMCIIMIIA CO TOA ILTO Ke
ro Busyanusupa“ (Ibid.). Ilpuroa, bejkep He ja
dokycupa cBojaTa aHalM3a, HATY TO PE3EPBH-

Ob6jexrudukaiyjara ce oqHeCyBa Ha OyKBaIHOTO H/UIIH CHMOOIMYHOTO CBEIyBaHC HA JKUBOTHHUTE Ha MPESIMCTH.

Ha mpumep, kpaBa mTo ce nporecupa Bo xamOyprep. [10BTOpHO, ja3UKOT Urpa BaykHa yjiora BO MPOLIECOT Ha
o0jexTuduKanja Ha )KUBOTHUTE, HAa MPUMEp, NPEKy O3HAYyBare Ha )KUBOTHOTO KakKo ,,Toa™, a HE ,,T0j" WIIN
,,Taa*“. OBue ynorpeOy ja HaMaTyBaaT BPEJHOCTA Ha )KUBOTHUTE, JIMIIYBajKH IO Y)KUBOTHOTO O] MHIUBHYaJIHOCT.
TakBara npakTuka ce 3a0eyieKyBa U BO ja3UKOT LITO IO KOPUCTAT JIOBLIUTE HA JIMBU KMBOTHH KOI'a CE€ OCBPHYBaar
Ha CJICHUTE KaKo Ha BUJ, a HEe Kako Ha rpyna eausku. ([Toseke Bo: Shapiro, 2009: 395-396.)
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pa OBOj TEPMUH MCKIIYYMBO Ha MPOIYKIIHjaTa
Ha /[uznu, TYKy TH UCTpa)kyBa CEKOjIHEBHHU-
T€ HaYMHU HA KOU TEPMHUHU Kako Muku Mayc,
IITO ja €BOLIMpPAAT I[pTaHaTa CIMKa, C& KOPHUC-
TaT BO HACOKa Ha TpuBHjanu3amuja. CieacTse-
HO, NU3HU(UIMpAHATA CIUKA COIPKU HMHXE-
pEeHTEeH MpobJeM 3aToa IITO C€ CTPEMHU KOH
CTEpPEOTHITHO MIPETCTaByBakhE, a HE KOH ,,pUT0-
PO3HOCTA IITO MOXE J]a € IPUMEHH BO APYTH
HeBusyenHu tekcroBu (Ibid., 175). BakBure
CIINKH C€ KOPHUCTAT BO TIOMYJIAPHHUTE KYJITYPHU
dhopmu, BKITydyBajku pororpaduja, punm, me-
IUYMH, ITyONHUKaluY 32 ,,3aCTalyBambe Ha HKU-
BOTHHUTE" U peKJIaMU Ha MMPOU3BOJIH 32 IIUPOKA
MOTPOIIYBayKa ,,0€3 )KUBOTUHCKU COCTOJKH .
3a 1a MOHYIM MPUMEp 3a MPOLECOT Ha IN3-
HuduKanmja, bejkep ro HacouyBa BHUMaHHUE-
TO KOH (pOpMHUTE HA TPATUITMOHATHHUTE OajKu
npen /usuwu. Tue u3BOpHO Oumiie HaMEHETU
Kako JieJ1 Off TIPOLIeCOT Ha CO3peBame Ha Jie-
TETO, CO TOA IITO I'O MOTTUKHYBAJIE PA3MHUCITY-
BamkeTO 3a KOH(uKTUTE. JKUBOTHHUTE IITO Ce
M0jaByBaaT BO OBHE MPHUKA3HHU OJroBapaar Ha
TO] OpPUTHMHAJIEH KOHLENT. Taka, BOJKOT BO
npuka3Hata 3a LlpBeHkana e nen o AMBHHA-
Ta, KOja Ce TPETUpa KaKo 3aCTPaIIlyBauyko Me-
CTO BO KOH(IIHMKT cO 4OBEKOT. CeKkako, TaKBara
CIIMKOBUTOCT CITy’KH 32 Pa3IMKyBame Ha JTyle-
TO Of ,,JIPUPOJTHUOT CBET*; Celak, Bep3Huja-
Ta Ha /{u3Hu TO 3aMEHYyBa CTPALIHUOT BOJIK CO
cMellleH BosK. Bo npBuyHara Bep3uja Ha Ju3-
HU BOJIKOT € LIPTaH JIMK KOj HOCH IIWJIMHIAp,
0enM pakaBUIM W 3aKpIEHH I[PBEHU IaHTa-
JIOHU TIPULIBPCTEHU CO 3€JIeHH Tperepu. bej-
Kep 3a0erexyBa JIeKa MpeKy BaKBUTE MPETCTa-

BU Kopropauujara /[uzHu ce YdHU JIeKa He TO
[IEHU BUCTUHCKOTO 3HaYeH-¢ Ha 0ajKHUTe U ,,Ha-
MECTO TOa, CE€ 33JJ0BOJIYBa CO TPUBHjaTH3UPA-
Ha ¥ MPEYUCTEHA JOMAIMBOCT LITO IO MPO-
nymTa (MM MOHEKOTalll € IypH U CIIPOTUBHA
HAa) HUBHOTO MHTOJIOIIKO OOraTcTBO M HHUBHA-
Ta ncuxosomka pradbounna‘ (Ibid., 177). Osa
MOTCETYBa Ha JIOTOTO cO maHaa Ha CBETCKHU-
oT ¢onp 3a auBa npupoga (WWF), jgoro koe
U3I7Ie/Ia 3310BOJTyBAYKO M MEKO Kako Kanude-
HO Meue. bejkep 3akiydyBa geka, Kaj oBaa BO
cymtruHa wHpa"THIHA (opma, ,,[TOTCHIH]a-
JIOT Ja MPEeIU3BUKA 3a0BOJICTBO MPOU3JIETY-
Ba OJ HEj3MHATa 3aMEHJIMBA BH3YyeIHA CIHY-
HOCT CO Mrpayka — Urpadka Koja € TOJKY TO-
3HATA IITO HEJ3MHOTO OJBOCHO MOTEKJIO OJ1 CO-
ceMa pa3jinyeH BUJl MEYKa JIECHO CE€ 3aHeMa-
pysa“ (Ibid., 182).

I'maBHO (hoKycupajku ce Bp3 moBpemara u
o0jexTu(ukanujaTa Ha xuBoTHUTE, Pebeka Cren-
TOH IO UCTPa)KyBa MPOLECOT HA TU3HU(pHKALM]jA
Ha KMBOTHHTE MPEKy aHaJIM3a Ha MeJeCeT U IIeCT
(GUIMOBH BO MPOIYKIUja HA /[u3Hu, BO IEPHOJ Ol
1937 no 2016 roguna. Beke Bo Cuesrcana u cegym-
wte uypurea (1937) ce OTKpHBaaT €IeMEHTH KOM
ke OMIar KapakTepUCTUYHH M 3a TOJOIHEKHATa
JIM3HU(UKaIMja Ha )KuBOTHUTE. Taka, eleH oj Bo-
BEIHUTE KaJpH ja NpUKaxXyBa aHreickata CHexa-
Ha KaKO TY YKCTH CKAJIUTE M MEJIOAUYHO Tee mpes
jaro Omaro anTpomoMopdHu3npaHu Oemu Tyaadw.
[TpuHIoT BIETyBa Ha cCLieHaTa HAOPTy MOTOA Ha He-
aHTpornioMopu3npaH 0e1 KO 1 CO TOJIEeM MeK Oe
MepyB BO HEroBaTa KpaJicka cuHa mamnka. OBue
MOMCHTHU — €AC€H O paHUTEC NPHUKa3nu Ha KUBOTHHU
BO GUIMOBHTE Ha /[U3HU — HE CaMO IITO YKaXy-
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Ba KOJIKY C€ CETIPUCYTHH )KUBOTHHUTE BO OBHE (PHII-
MOBH TYKy IOJIOBYBa M TPH MOIIHE PAa3IHYHU
NpPETCTaBH Ha JXMBOTHH: aHTPOIOMOpduU3UpaHu
CylITeCTBa KOM KOMYHHIHPAAT CO YOBCUKHUTE JIM-
KOBH (TynabuTe), NOTYNHETH HEAHTPOITOMOP(HHU3H-
panu cymrecTBa (KOmOT Ha [IpuHIIOT) U mpeame-
T (0enmoT MeK nepAyB Bo mankara Ha [IpuHIor).
OBae poMaHTH3HPAaHUTE I'ydadH ce BO jyKCTaro-
3MlLIMja Ha NOTYMHETHOT KOH M OOjeKTHduUupa-
Hara ntuna Bo gopma Ha nepays. Kako mro Teue
(GUIMOT ce mojaByBaar MOBEKE JKUBOTUHCKHU JIMKO-
BU U IIPEIMETH, a Ce I0jaByBa M MOrojemMa roBpe-
na u objektudukanyja. 3a WIycTpannja, JIOBEIOT
KOj ja onBenyBa CHe)xaHa BO IITyMaTa HOCH KOXKHA
oOJieka, a [IyjMbaTa KOpUCTAT €JICH 3a Ja ja Bie-
yar cBojara pynapcka kona. [Tokpaj Toa, ompene-
HU BUIOBH (KaKo IITO ce IylabuTe) ce jacHO MOoBp-
3aHU CO TIPOCOITH]aTHH JIUKOBU M Oe30€IHI CUTYa-
IIUH, HO APYTH BUJIOBH (KaKO IITO CE JIMITjallH, CTa-
OpIIU ¥ OPJIH) C€ jaCHO TIOBP3aHU CO aHTHUCOIIH]all-
HU JINKOBU U oniacHocT. Ha npumep, kora CHexana
ce ryOu Bo IIymara, Taa € HCIUIalIeHa Off MHOIITBO
L[PHU JIWJIjalld; CTaOpILU ja HaceayBaaT Keldjara
3a MpaBee¢ HAMMBKK Ha 3700HATa MaKkea; OpJINTE
paziocHoO ja cienmar mMakeara JofleKa Tara off Kap-
1a KOH CBojaTa cMpT. JIONOIHUTEITHO, Ha OJpeIeHN
BUJIOBU UM CE€ HaHECYBaaT OMNILTECTBEHO mpudar-
JIMBU LITETH, a HA Ipyrd BUAoBU He. Ha npumep,
NTHIATA Y4j TIEPIyB ja KpacH miankara Ha [IpuH-
IIOT HUKOTAIl HE CE CIIOMEHYBA; OTTyKa, 00jeKTH-

¢ukamjara Ha OBaa MTHUIA € CaMO HMMIUIHIIHPA-
Ha M, Ha TOj HA4YMH, € KOHTEKCTyaJIH3UpaHa Kako
npudariuea. COpoOTUBHO Ha TOa, aHTPOIIOMOPH-
3UpaHuTe, MHYAHTWIHU, MOTYNHETH 3ajalld KOU U
nomaraar Ha CHexaHa BO YHCTEHETO M TOTBEH-C-
TO BOOIIIITO HE CE COOYYBAaT CO HUKAKBa MTOBPEa
i oOjektudukanuja. CTEHTOH 3aKIy4dyBa IeKa
,,0Baa TMCKPUMHUHAIIM]jA TOMETY Pa3IMYHUTE BUI0-
BU C€ MOBTOPYBA HU3 LIEJNOKyITHaTa [lu3HueBa npo-
nykiuja“ (Stanton, 2021: xvi).*

Bp3 ocHoBa Ha aeranHara aHanu3a Ha Jlu3-
HueBute (uaMoBH, CTEHTOH TOHECYBa HEKOJIKY
ommTH 3aKiydord. I1pBo, ce mokaxysa neka Qui-
MOBUTE Ha /[u3Hu Ofipa3yBaar CHEIUCTUYKU CTaBO-
BU, TIPH ILITO NOCTOjaHO C€ UMILIMLIUPA JieKa € He-
npuamIuBo J1a ce MOBpeayBaaT OAPEICHU BUJIO-
BH (KaKo IITO ce KyYHHhaTa U CIOHOBUTE), HO UCTO
Taka ce MMIUTMIUpA JeKa € ONIITECTBEHO MpH-
(atrBO 1a ce ToBpemyBaar APYTH BHIOBH (KakKo
mTo ce pubuTe M MHCEeKTHTe). BTopo, dhunmosu-
T€ M OCIIOpYBaaT caMo OHHME Ipallama 3a OJjaro-
€OCTOj0aTa Ha KUBOTHUTE KO CE€ BEKE OIIITECTBE-
HO Henpu(aTIMBU WM CTaHyBaaT TakBu. [lokpaj
TOQ, THE ja IOBEAYBAaT IO IIpaliamke caMo IITeTa-
Ta IITO BIIMjae Bp3 Mall OpPOj KUBOTHH, KaKO IITO €
yrnorpebara Ha JKUBOTHH 3a 3abaBa. Tperto, THe mo-
CTOjaHO ja POMAHTU3UPAAT, XyMOPHU3HUpaaT U MU-
HUMH3HMpaaT pyTHHCKaTa moBpeaa M 00jeKTugu-
Kalja ITO )KUBOTHUTE ja JO)KUBYBAaT 3a BpEMe
Ha MPOLECH IITO C€ MOTEHINjaIHO IITETHH, KaKo

KyatypHure cTepeoTHIIM M PacUCTUYKUTE CTAaBOBH CYNTHIIHO CE MpEHecyBaaT HE caMo IpeKy M300poT Ha

(U3MYKUTE KAPAKTEPUCTUKH Ha JIOIIUTE KMBOTUHCKHU JIMKOBU TYKY W IPEKy yHoTpedara Ha ja3uk cO akKIECHTH
U KapaKTEePUCTHYHH M3Pa3u INTO YKAKyBaaT Ha pacHa WM €THHYKA npunanHocT. Bo JlusHueBuor Gectcemnep
Kpanom nae (1994), Ha npumep, WICHOBUTE HA KPAJICKOTO CEMEjCTBO 300pyBaaT coO OPUTAHCKU aKIICHT, T0JCKa
IJIACOBUTE HAa XMEHUTE 3BY4aT Kako OHHE Ha ypOaHOTO IIPHO M JIATHHOAMEPHKAHCKO HaCeJICHHE.
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mTo € hapMepcKoTo oArieayBame. UeTBpTo, Puir-
MOBUTE Ha /[u3Hu MOXaT Ja BIHjaaT BpP3 TOa KaKO
JIeJaumTe ja corieyBaar 0larococTojoara Ha Ku-
BOTHHUTE, MOXEOH MOBEKE M O MHOTY OpraHh3a-
UK (GOKyCHpaHH Ha 3alITUTA Ha KUBOTHUTE, KAKO
mto ¢ PETA (People for the Ethical Treatment of
Animals). Ilerto, MHIMBHAyanH3aMjaTa 3HAYN-
TEITHO BJIMjae BP3 TOA KaKO IVIEa4YUTe Pa3sMHCITY-
Baar 3a YKUBOTHUTE, IyPU U KOra OBHE KMBOTHH
ce m3MuciIeHu u anumupanu. llecro, obemoT Ha
nmoBpcJa 1mTo ja J0KMBYBa JXUBOTUHCKHOT JIMK U
KOJIKABO COYYBCTBO My HYJIM HapaTHUBOT BO ToJie-
Ma Mepa 3aBHCH O] TOA KOJKY € aHTpOHnoMop(hu-
3upaH T0j JIMK. YecTo ce MMILTHIIpaA JIeKa )KUBOT-
HUTE CO CHJIHO aHTponoMopdu3nupana npupoaa He
Tpeba na Ouaat noBpenysBanu. CIpOTHBHO Ha TOA,
YKUBOTHUTE KOM HE CE aHTPOIOMOp(U3NpaHH uec-
TO C€ NPUKAKAHU KaKO J0XKHMBYBAaT MOBPE/A LITO
ce cMerta 3a npudarmmsa. Cenmo, ounejku hummo-
BUTE Ha /{u3HU PETKO MPUKAXXyBaaT HACHICTBO BP3

JKUBOTHUTE (KaKo HajpacmpocTpaHera (opma Ha
HACHUJICTBO BO CBETOT), THE HE YCIIEBAaT a ro NpH-
KaxaT 00eMOT Ha MOBpe/ia LITO UM C€ HaHEeCyBa Ha
JKUBOTHHTE BO peasHocTa.’

Co ornen Ha Toa MWTO (UIMOBHUTE 32 KHUBOT-
HY IIOMAaraar BO FeHEpUPABETO U OPKYBabETO HA
HICOJIOTHH BO BPCKa CO )KUBOTHUTE, a BO HAjTOJIEM
Je]l aHTPOINOLEHTPUYHATA HJIEOJOTHja IUTO TO
HarjlacyBa MpeTIIOCTaBEHUOT (PaKT aeKa JIyreTo ce
MOBPEIHH Off )KMBOTHUTE, HHTEPECHO € LITO YIIO-
TpebaTa Ha KUBOTHU BO (PMIIMOBHUTE € 3aKOHCKHU
perynupasa, Ha npumep, Bo Komekcor 3a ¢uim-
cka mpoxayknuja Bo Coenmuaerute JpxaBu. Maxo
0Ba C€ YMHH JIeKa T' pesie(pUHUPA )KUBOTHUTE KAaKO
,»MODPAJIHO 3HayajHa KaTeropuja Ha PU3MYKUOT Ka-
nutan“ (Molloy, 2011: 43), Toa ro YMHU BO pam-
KA Ha JIOMAHAaHTHUTE HOPMATHBHHU OIIITECTBE-
HH IIPETIOCTaBKU 3a Jy['€TO, )KUBOTHUTE U TPY-
not. Criopen Mornoj, koja ro mpoy4yBa ()eHOMEHOT
Ha ,,)KUBOTHHCKH SBE3/IU‘, 3aKOHOJABCTBOTO MPO-

5

Ce pa30upa, apyrara cTpaHa Ha OBOj apI'yMEHT € JieKa (PHJIMOBUTE 3a )KHBOTHU MOXKAT Ja OUIaT UCKIYYUTEITHO
KOPHUCHM Ha4MHH 3a TIPOMOBHUpamke Ha Oiarococrtojoara w/mim npasara Ha skuBoTHUTE. CO OIVIe Ha TOoa IITO
(uIMOBHUTE COUMHYBAAT TOJIKY TOJIEM JIEJN O 3allaJJHaTa MoMyJapHa KylTypa, HICUTE 3a )KUBOTHUTE IITO THE TH
rulacupaar Mo)kar Jia ouaar MourHe MokHH. [To3Harto e nexa OpojHH (PHUIMOBH, TEIEBU3UCKU CEPUU M PEKIAMHH
KaMIlambK IITO BKIY4YyBaaT KMBOTHH YECTO PE3YJTHPaarT CO EKCILIO3Wja Ha MOCBOjyBalbe WIIM KyIyBame Ha
NPUKKAHNUTE KUBOTHH (@ TIOJIOLHA U CO HAIyIITalke HA THE XMBOTHH). TakoB € CIydajoT cO AajJIMaTHHIIUTE
no /lusnuesara urpana Beps3uja Ha 101 darmamuney (1996), ynBaBUTE O TCICBU3UCKUTE PEKiIaMu Ha Tako
Oern, Kako M CO JIEK paces TepUepuTe Mmopajy mnomysaapHocra Ha Enu Bo TeneBusuckara cepuja @pejzep. Hexon
(uIMOBM MOXAT Jla MMaaT BIMjaHME BpP3 TOa KAaKO CE IVIeJa Ha KOHTPOBEP3HUTE Tpallama 3a YXHMBOTHHTE,
KaKo IIITO € 3r0JICMEHHOT MHTEPEC 3a BereTapujancTBoto 1o ¢unmosure bejo (1995) u Kokowru o beeccmso
(2000), nnm 3rojieMeHaTa 3arPHKCHOCT 33 YyBAHETO KUTOBH BO 3apo0CHUINTBO 110 Croboonuom Bunu (1993).
Cenak, UPOHUYHO € IITO JYpH U (PUIMOBHTE CO MPOKMBOTUHCKA TeMaTHKa, kako [lompazama no Hemo (2008),
MOXKaT Jia 3aBpIlar NpeIu3BUKYyBajKH 1ITEeTa Ha )KUBOTHUTE. Taka, ,,o o0jaByBameTo Ha [lompacama no Hemo
nponakOara Ha pudaTa-KJIOBH HATJIO CE 3TOJIEMH, IITO 3HAYCIIIC ICKA YIITE MOBEKE prOu Oca 3aTBOPEHHU BO CaT0BU
Y aKBapuyMH, HaKko (PUIMOT KOHKPETHO ro MPEAU3BHKYBaIIe TIIeadoT Ja IO COIIe/ia TAKBOTO 3apOOCHHUIITBO 3a
wretHo™ (DeMello, 2021: 403).
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IIUPEHO 3a J1a TH BKJIYYH XHBOTHHUTE € ITOMAJIKY
3arprmKeHo 3a HUBHATa 01arococTojoa OTKOJIKY 3a
NPENO3HABAKBETO Ol CTpaHa Ha MHIyCTpHjaTa Ha
nITeTara mTo MOXe J1a ce MPUYMHH CO Toa IITO
Ou Omie JKMTOCaHW Kako CypoBH. Taa TBpAM Aeka
(buIMcKaTa HHIyCTpHja CO37aBa WiTy3rja AeKa JKU-
BOTHHTE-aKTEpU Y)KMBAaT BO OHA LITO IO IIPaBart,
a Toa, MOKpaj MPOIINPYBambe Ha 3aKOHOAABCTBO-
TO, TH JOBEAyBa (PMIIMCKHUTE CTYAH]ja IIOCTOjaHo Ja
nperoBapaar 3a MO3UIja MoMery eKOHOMHjaTa |
etrkara. Taka, CO3/1aBaETO Ha KUBOTHHCKH SBE3-
1M ,,ce MOTIHpPA Ha CO3/aBambe WIy3Hja JeKa WH-
JMBUTYaIM3UPAaHUTE )KUBOTHH ITOBEKE HE CE CaMo
(GU3MYKK KamuTall, TyKy Ce aKTUBHU, aBTOHOMHH
4jieHOBU Ha pabotHata cuma“ (Ibid., 44). 3a Mo-
710j, (PMIIMOBHUTE 3a )KUBOTHHU MOBEKE CE OJHECYBa-
aT Ha JyI'eTO ¥ HUBHUTE €KOHOMUH OTKOJIKY Ha JKH-
BOTHHUTE: ,,]IpOM3BOJCTBOTO Ha CIIMKAaTa Ha SBE3-
Jla € MpoIeC IMITO T'H MPeoOINKyBa KHBOTHUTE —
HEelITa Ha IPUPOATa — BO KYJITYPHO JIOCTAITHU Xy-
manusupanu croku’ (Ibid., 46). Bo nponomkenue
CJIeIM Kyca aHallu3a TOKMY Ha OBOj IOCJIE/IeH ac-
MEKT TPEKy MPUMEPOT Ha )KUBOTUHCKHTE CITUKH Ha
COITHjaTHUTE MECITUYMH.

7ZAKMBOTHHCKHUTE CJIMKH HA COLMjATHUTE
MeIuyMHU

JXKuBoTHHTE YecTo ce cMeTaar 3a e(ukacHU
aJaTKU 3a peKIaMHpame. The MoXar jga ce Ko-
pHCTAT 3a TPEHECYBame IOCAKyBaHU KyITYypHH
3Ha4YeHa Ha MPOM3BOJHUTE CO KOM C€ MOBP3aHU H
(GyHKIHOHHMpaaT Kako CUMOOJIMYHH U aJeTOPUYHU
Cpe/CTBa 32 M3BEIyBakbe Ha BELITH MapKETHHIIKH
KOHCTPYKTH, KOM BCYIIHOCT BpmIar 00jekTuuKa-
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[1ja Ha )KUBOTHHTE. Taka, Ha mpuMep, KpaBUTe O
(ejcOyk- 1 mHCTarpaM-IpoPUINTE Ha IPOU3BOIH-
TEeJIUTE O MJIeYHATa HHLyCTpHja MOXKaT Jia Ce CMe-
Taar 3a ajaTKh 3a eKOHOMCKH I1ienn. OBUE CIHKH
Ha ,,cpekHu kpaBu“ (Molloy, 2011: 120) u ,,cpek-
Ho Mmieko™ (Linné, 2014: 21) ro mpercraByBaar
MPOU3BOJICTBOTO HA MJICYHU MPOU3BOJIM KAKO TIPH-
POMHO W €THYKO, MPU IITO KPAaBUTE Mrpaar ICH-
TpaJiHa yJiora.

Ha ¢ejcOyk-mpohuiaor Ha MIBEACKHOT MpPO-
W3BOJUTEN XjopgHnapa, Ha TpUMEp, UCHTPaTHH
ce CIMKHTE M HAapaTUBUTE 32 CPCKHU KPaBU KOU
ce mobpo srpmwxern. TOHOT € MoMH co JbYyOOB U
IPYKIIMBOCT, KAKO BO OMKCOT HA €HA OJ CIUKH-
Te, Kajie IITOo ce IVieJa jyHula Ha OyjHa JTuBaja, Ha
Koja MUIILYBa: ,,XjopgHapa W Tipeciarkara Mana jy-
Huna Jlunm My BU mocakyBaar Ha cuTe yOaBa He-
nena®. Ipyr npuMep € KpaBarta Ha ClIMKara o]l UH-
crarpam-npo(uIoT Ha JaHCKAOT OpeH] 3a MyTep
Bpeioii, xoja mo3upa 3a cendu co cIaTko maue,
co HacnoBoT: ,,O0uIyBajku ce ga ao0ujaM Io-
BEKe JIajKOBHU

[epconanuzamyjara Ha KpaBUTE BO OBHE MPU-
MEpHU € MPOTKACHA CO KOHTPAJAUKTOPHOCT, aMOu-
BAJIGHTHOCT W uponuja. On efHa cTpaHa, ce YNHU
cMelTHa OUJICjKM YUTATEINTE 3HAAT JIeKa BUCTHH-
CKUTE KpaBM HE CE COHYAaT, HUTY ce OOMIyBaar
JIa no0ujaT moBeke JIajKOBH, MO3HUPajKH CO clar-
ku Maunma. OJ1 Ipyra cTpaHa, oBaa IepcoHain3a-
[IMja ja yHaIpeIyBa KpajHara 11eT Ha MJICYHAaTa HH-
IycTpHja, Aa TH 00jeKTU(HUIpa KPaBUTE U Ja TH
MpoJaBa HUBHUTE TEJIECHU TEUHOCTH KAKO CTOKH.
Ho, Toa ro 4ynHM Taka ITO HAJIPBO UM HPUITHIITY-
Ba JIMYHOCTH, CO BETYBAILC HA HerO6J'IeMaTI/I‘I€H
OJTHOC TIOMeTy JIyI'eTO U KpaBUTe, IITO, BCYIIHOCT,
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e mry3uja. Ha kpajot, ypuBameTo Ha TrpaHHIIaTa
YOBEK — KpaBa CO JO/IeNTyBambe aHTPONOMOpP(U-
3MpaHa MHAMBHIYAIHOCT Ha KPaBUTE BO CYLITHHA
(yHKIIMOHMpA BO TIpaBell Ha 3ajaKHyBambe Ha HCTa-
Ta Taa rpaHuna. JKUBOTHHCKHUTE CYOjeKTH IITO CE
CO3aJICHN Ce PeUncH, HO He coceMa jryre. OCHOB-
HaTa MMIUTHKAIMja € JieKa ,,daKo XKMBOTHHUTE MO-
’KaT 1a OMjar Kako JIyreTo, THE Ce CelaK caMo JKH-
BOTHH U IIOCTOM OJIpe/icHa TpaHula moMery Hac
nuB‘ (Ibid., 24).

Enen on wm3pasure mrTo jacHO yKaxKyBa Ha
obOjekTHdUKanjaTa HAa KpaBUTE BO MJICYHA-
Ta WHIYCTpHja € YecTO CIOMEHyBaHaTa MeTa-
¢dopa 3a KkpaBaTa Kako MalldHA IITO MPOU3BEIY-
Ba Miieko. Taka, eleH o aAMHUHUCTPATOPHUTE 331
¢ejcOyk-npoduinoT Ha Xjopgrapa nuuryBa:

Mopa ga ce coinacuitie gexa Kpasuiiie ce ganitac-
muunu ocusoiiny. Egnocitiasno kascamo, scusa ou-
onI0WKa U OpIaHcKa abpuka, Kage witlo wpesaitia
6/1ely6a Ha egHUOUL Kpaj, HYyCUpouzeoguiue usnery-
6aaill Ha gpyluoill Kpaj, a 3a Hac tuue uciuopa4yea-
aiu gobdap, esiliuH U XPAHIUE eNUKCUD HA HCUBOTHOI
60 popma na mnexo. Ce fiok10HY8aM lipeg Kpaguilie
u ghapmepuitie kou ce ipusrcain 3a Hug (Ibid., 27).

Baksara nzeja ro HarmacyBa OZHOCOT ITOMeEry
JTyeTO M KpaBUTE Kako YMCT U MOpaJIHO HenpoOiie-
MaTH4eH, BCYIIHOCT, KpHEJKH IO EKCIUIoaTarop-

CKHOT OJJHOC Ha JIEJIO KOTa JIyI'eTO T0 3eMaar MJe-
KOTO o7 KpaBuTe. MieuHara uHaycrpuja e I1po-
KpYCTOBa IIOCTENIA 33 )KUBOTHUTE OMEjKH ,,)KUBOT-
HHUTE ce (PU3MYKH M3MEHETH, PETOPUYKH 00e3IH-
YeHU M OHTOJIONIKY M30pHUIIaHU 3a JIa TH oJpa3ar
¥ MOJIeNMpaaT IeIUTe Ha HUBHUTE EKCIIOaTaTo-
pu* (Ibid.).

Kopucanukure nmpodunn wHa dDejcOyk nu UH-
cTarpaM Ha MJIeYHaTa WHAYCTPHja CE CO3JaJICHH
Ja M3reaar Kako Npo30pHy KOH CEKOjAHEBHHOT
JKHUBOT HA KPaBUTE, HO, CIMYHO KaKo IITO JIyreTo
TO TIPETCTaByBaaT CBOjOT CEKOjIHEBEH JXUBOT Ha
COILIMjaJTHUTEe MEANYMH HEKOHW paboOTH ce IpeyBe-
JMYCHHU, a OpYyru ce m3ocrtaBeHu. O0jaBuTe U KO-
MEHTapHUTe Ha NPO(UINTE KOHCTPYHUPAAT HApPaTHUB
HE CaMo 3a IPUPOJHOCTA HA KUBOTOT HA MIICUHH-
TE KpaBH TYKy W 3a MPHUPOJHOCTa Ha TPOU3BOI-
CTBOTO Ha MJICKO W MJe4HH npomsBogu. On pe-
KJIAMHPambETO Ha MIIeYHATa HHIYCTPHja OTCYCTBY-
BaaT MHIYCTpHjaJM3UpaHaTa CTpaHa Ha (apmep-
CTBOTO, IOTYMHYBAKETO Ha MpHpoaara Bo (hadpu-
KUTE, YOUBAHETO YKUBOTHU, IPUCHITHOTO OIIJIOAY-
BarbC HA KPaBHUTE M OJIBOjyBAHETO HA TEIHHATA OJf
HUBHHATE Majku. COIlHjaTHUTE MEIUYMH ja MeITa-
aT BUJIMBOCTA CO TPAHCIIAPEHTHOCTA M IO KpHjar
JIeTIOT OJ] )KUBOTOT Ha KpaBUTE KOra HE macar Io
OyjHUTE JTUBaJH, TYKY CE€ 3aTBOPEHH M BP3aHU BO
wrtanu.® [Tocton Mana moBp3aHOCT CO BUCTHHCKH-

Bo nono3utuBeH ToH, e Mero ja ucTpakyBa epyIirjaTa Ha )KMBOTHHU Ha COLMjaTHUTE MaanyMu. JlonamiuBure

u cMelHu Gororpaduu, BUIea 1 MEMHUIHA O] JKUBOTHH CE CENPUCYTHH HAa MHTEPHET, Kako IITO e ciy4aj co Lolcats
- (hororpaduu 0] MaYKH CO CMEIIHHU, IpaMaTUYKH TIOTpEelIHU Harnucy. [IpBara TakBa e co3a/ieHa Ha MOYETOKOT
Ha 2007 ropuuHa on nporpamepotr Epruk HakaraBa, a Ha Hea e npukaxxaH ae0e, CHB Madop co MoJIOeH u3pas Ha
JUIETO U HaTmuc: ,,Moxkam nu gobuern uncOyprep?. ,,.Lolcats ce cnaar 3aToa ITO ce Mauyku (MHOTYMHHA IO
[pIar CBOjOT XyMOp OJI BOOOMYAaECHUTE KAPAKTEPUCTUKU Ha MAuyKUTE, KaKO IITO € UTHOPHPAETO Ha JIyreTo),
HO MCTO TaKa 3aToa IITO I'M M3pa3yBaaT CMEUIHUTE U TEMHU MHCIIM Ha JIyFeTo KOU T'M co3jalie ciaukuTe. Bo oBaa
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TE OTEJIOTBOPEHHM JKUBOTHH 331 OBaa MpETCTaBeHA
peanmHocT. Jlofieka CeKOjIHEBHUOT dKHUBOT Ha Kpa-
BUTE Ha 3€JICHUTE IMACUIIITA € BO IICHTAPOT HA BHU-
MaHHETO Ha MAPKETUHIIIKUTE HAIIOPH, 32 OTPOMHO-
TO MHO3UHCTBO JKUBOTHH YK€ MJICKO CTaHYBa MJIe-
YeH MPOM3BOJ Ha TOJMIUTE BO CYNEPMAapPKETUTE
OBaa WAMIIMYHA pypajiHa cpenuHa € (GuKImja.

OII KUBOTUHCKH NPETCTAaBU KOH
YOBCYKHU UICHTUTETHU

[IpercraBure Ha >KMBOTHHUTE ' OJIpa3yBaat
U TH OOJIMKyBaaT MOMMHUTE 32 PA3JIMKUTE TIOMery
AyreTo W KUBOTHUTE U, CO TOA, TM OJpa3yBaaT W
T'¥ OOJIMKyBaaT HAYMHHUTE HA KOU JIYI'€TO Ce Iiie/ia-
ar camMuTe cedecH. 3aroa KyJATypHHUTE MPETCTaBH
Ha JXUBOTHHUTEC CC€ UCKIYUYUTCIIHO Ba>XHHU KaKO Or-
JieJlalTHa JIPYTOCT HITO IO pedieKTHpa YOBEKOBOTO
MOVMMAbe Ha COTICTBEHUOT HJICHTUTET.

1110, BCYIIHOCT, Ka)KyBaar 3a JIyreTo pas3iind-
HUTE NIPETCTaBU Ha J)XKUBOTHU? Menuymure umaat
MOK J1a cO3[aBaaT MOpajJHa MaHWKa BO OJHOC Ha
JKUBOTHUTE, & YECTO TaKBaTa 3arPHIKEHOCT, Ha IIPH-
Mep, 3a crienu(UIHHA ,,0TTACHH * pacH Ha KyJdHba, €
cUMOOJIMYHA 32 3arPHKEHOCTA 32 IPYTH Mpaiiama
1 MaHU(DECTHPaHA KaKO PE3yNTaT Ha HAPYIIyBamhe-
TO Ha TpaHMIATA TIOMEly YOBEKOT M IMPHPOATa,
HITO TaK caMoTo Mo cebe Moke Ja Oujie moBp3a-
HO CO TIOIIUPOKATa 3arpHKEHOCT 32 epo3ujara Ha
AHTPOIIONIEHTPU3MOT. VcTO Taka, olpesicHu Iuc-
KypCH MOXaT J1a YKa)KaT Ha HAYWHUTE Ha KOU Tpe-
Ky KyJITypHHUTE (OPMHU KHUBOTHUTE TO OJpa3yBaar

MaTpujapXxaroT, MACKYJIWHHUCTUYKHOT WJICHTHTET,
KOHCTPYHPAKETO HA KEHCTBEHOCTA U HA YOBCKO-
Bara ceKcyajHocT. Mlako BO cuTe OBHUE CiTydau >Ku-
BOTHHUTE C€ MIPUCYTHH, (POKYCOT € BP3 JyIeTo.

Ha enen mo3nar rurakar 3a KaMmama IPOTHB
HOCEHE KP3HO Ha [ puniiuc € NpuKakaHa )KeHa BO
YEeBIM CO BHCOKHU IMOTHETUIM KAaKO BIiede Kp3HeE-
HO TAJITO IITO OCTaBa KPBaBa Tpara, CO HATIHUC KOj
riacu: ,,Jlorpebnu ce 10 40 MyTaBH )KHBOTHH 32 A2
ce u3paboTu Kp3HeHo nanto. Ho, moBomHO € camo
eJlHO 3a Ja o HocH'‘. CiauKaTa € IIOKaHTHA; Taa ¢
Ba)KEH IMOTCETHHK 32 y)KACUTE HA Kp3HApCKaTa WH-
nyctpuja. HocemeTo Kp3HO 0] OIpe/IcHN KUBOT-
HU € c€ YIITE TIOBP3aHO CO JIYKCY3 BO TOJIEM Opoj
3eMju, a MHJyCTpHjaTa BKIydyBa U 3apo0yBambe U
OoANICAYyBabC )KUBOTHU 3a HUBHOTO KP3HO. 141 H0-
JIeKa KaMTIalbUTe MPOTUB HOCEHE KP3HO €€ MOIII-
HE YCITCIITHU, OCBPHYBAjKU C€ Ha TOPECIIOMCHATH-
ot 1akat, Keposn Angamc koHCTaTupa JieKka CIUKH-
T€ HITO CE KOPUCTAT BO KAMIABUTE MOHEKOTAIII ,,I'H
3ajaKkHyBaaT MPEJpacyJUTe ITO TH OMaJlOBaXKyBa-
at sxenute’ (uut. crop. Peggs, 2012: 118). Hako
HOCEHETO KP3HO BEKe CTaHyBa OJOMBHO BO MHO-
Ty 3eMjH, CeIaK HejaTa JeKa KEHUTE HOcaT Kp3-
HEHH MajTa ,,& BrpajcHa BO MAaCKYJIHHHUCTHYKA-
Ta KyJITypHa MpeTcTaBa 3a xeHcrBeHocta™ (Ibid.).
OBaa MacKyJIMHUCTHYKA [JIeTHA TOYKA € OTKpere-
Ha o1 ,,aporantHoTo ok0“ (Ibid.), KOHIIENT KOj Cce
ynoTrpeOyBa BO (peMUHUCTHYKATA TEOPHja 32 HC-
TpaKyBambe Ha TOA KAKO Ma)KMTE TH IVIeJaaT Ke-
HUTE, KaKO KCHUTE ce menaar cedecH U JIpyruTe
JKCHH, KaKo U e(heKTUTEe 071 CETO TOA.

cmucna, Lolcats, ymire enHai, ce 3aMeHa 3a Jyfeto. MoxkeMe Jia ce MOBp3eMe CO 4yBCTBara M3pa3eHH BO
HaTnucuTe Ha Lolcats 3atoa 1ITo, HA KPajoT HA KpauIlTaTa, TUE ce Haiu conctBenn gyBcTBa™ (DeMello, 2021:

407).
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Bo MHoOry KynTypu Ha )KEHUTE M Ha )KHBOTHHU-
TE ce TIiefa Kako Ha TMpPEeIMETH, a, criopen Aamc,
3aroa IITO U MaXKHUTE U JKCHUTE ,,ja aCUMITUpaaT
naTpujapxajHara KyJITypa, YOBEYKHOT MAIIKH T10-
IJIe]T € SKCTIOHUPAH M O] €JIHUTE U O APYTUTE Kora
ce mienaat >kxuBotHuTe™ (Ibid., 119). Amamc ro xo-
PUCTH KOHIIENTOT Ha ,,apOTaHTHO OKO' 3a Jia To
03Ha4YM TPOIECOT Ha O0jeKTU(UKAIIH]a, TIPH IITO
»APOTAHTHOTO OKO™ € OYMIJICJHO BO CIIOjyBambhe-
TO Ha >KEHCTBEHOCTA CO HOCEHETO KP3HEHO Mall-
T0. OCBpPHYBajKH C€ Ha KOHKPETHHOT TOpECIIOMe-
HAaT IJIaKat, AJaMc aHaIu3upa JIeKa eJIeMEeHTOT Ha
KOj ce 6a3mpa crmKara BO KaMIamara HOCH BUCOKH
MIOTIIETHUIIH, CO COOJIEYSHO KP3HEHO MAaiTO IMITO TO
BJICUE I10 3€Mja BO CEKCYATHO MPOBOKATHBHA I103a.
Cekako, BakBaTa IpeTcTaBa He MOXKe Aa Oune Ha
MaxX 3aToa IITO, BO 3arajHara Ky/lITypa, )KEHUTE Ce

OHHE KOHU CE KYJITYPHO ITOBP3aHU CO KP3HOTO H 00-
UYHO KEHUTE CE MPUKAKAHU KAKO CEKCYaITHH MPO-
Bokatopu. [Tokpaj oHa ITO € COapKAHO Ha CIIMKa-
Ta, A1aMC TO KpUTUKYBa U HarmucoT. Unentudu-
KyBambETO Ha )KEHHUTE CO ,,MyTaBH )KUBOTHH* € €BO-
Ipamke Ha ,,3alagHara MoJUTHIKA TPaIUITHja Koja
I'H TJIe/Ia KCHUTE TOKMY KaKO MYTaBH KHBOTHHU
(Ibid.), ma mopaau Taa MpUYMHA € jaCHO JeKa -
LIEeTO ,,0€3 I1aBa‘ He Moxke fa oune Max.’ Taka, 3a-
KIIy4yBa AJlaMc, OBaa KaMIlama IPOTUB HOCEHETO
KP3HO € BO JIOCIYX CO MPOIEcOT Ha 00jeKTu(uKa-
IIja OWIejKM IIAKaToT ja oIpa3yBa MaTpHjapxa-
HaTa KyJlTypa Koja T¥ 00jeKTU(HUIHpa U )KEHUTE 1
KHUBOTHHTE.®

7

U Jle Meno ce ocBpHYBa Ha acleKTOT Ha HETaTUBHUTE CIIMKU HA )KUBOTHH BO (DOpMa Ha JKUBOTUHCKH I1€jOPaTHBH,
KOM HajueCTO CE KOPUCTAT 32 OMaJIOBAKYBahE HA )KEHUTE M MaILIMHCTBaTa. TepMHUHHUTE KaKo ,,Ky4dKka™, ,,KkpaBa‘“ 1
,»CBHIbA" pEUHCH UCKIIYYHBO CE OJJHECYBaar Ha )K€HHM U JICBOjJKH M UMILTHIIMPAAT rojieM Opoj HeraTuBHU 0COOMHH,
KaKo ILITO CE NIIYNaBOCT, TACUBHOCT, HEPACIIOIOKEHOCT U peKkyMepHa TexunHa. Co 1pyru 300poBH, ,,0rPOMHUOT
Opoj M3pa3u LITO TW MOBP3yBaaT HEraTUBHUTE OCOOMHM Kaj KEHHUTE CO KUBOTHHUTE MOKAXyBa IPE3Up HE CaMO
KOH JKMBOTHHTE TyKy 1 KoH eHute (DeMello, 2021: 341).

BakBara o0jexTu¢ukanuja Ha >KCHUTE U )KUBOTHUTE € OUUIVIEHA M BO JPYT'H MEAUYMCKH (POPMH, Ha IIpUMeEp,
BO CIIOPTCKHTE cnucaHuja. Bo aHanmu3a Ha cilydyaeH NpUMEpoK o 15 M3JaHuja Ha JIOBEYKOTO CIIUCAHUE
Traditional Bowhunter, o6jaenn nomery 1992 u 2003 ropuna, Jlunga Kanod u cop. ce oOunene aa ro ucrpaxar
COIOCTaBYBAaHETO Ha JIOBOT, CEKCOT, XKEHHUTE M )KMBOTHHTE IPEKY JIEKOHCTPYKIIUja Ha poTorpadunte, HApaTUBUTE
U PEeKJIaMHUTe KOPUCTEHH BO CIIMCAHUETO. THe OTKpHBAAT CEKCYaIN3UPaHH MIPETCTaBU Ha KCHUTE U )KUBOTHUTE
BO CIIMCAHMETO IITO CE MOTIHPAAT Ha CTEPEOTHITHH KSHCKH KaPaKTEPUCTUKH, 3aKIy4yBajKu JAeKa ,,KYJATypHOTO
KOHCTPYHpame Ha JIOBOT € BKOPEHETO BO CUMOOJIMYEH CHCTEM KOj I'M LIEHH TPEJaTOpCTBOTO M JOMHUHALMjaTa
Y TU TIOBP3YyBa JIOBOT M CEKCOT CO KEHUTE W KUBOTHUTE (1IUT. ciop. Peggs, 2012: 121). Ce pa3bupa, BakBuTe
JIICKypCH HE C€ OIpaHMYeHH caMO Ha KOHKPETHOTO aHanu3upano crucanue. Kamod u cop. 3abenexyBaar
JieKa TOIyJIapHUTE MEAMYMCKH (POPMH Kako IITO ce MmopHorpaduja, My3uMdKH BUjea, TEIECBU3Uja BO yAapeH
TEPMHH, JOITOMETPAXKHN (DMIMOBM M HApaTHBH 3a IIPHEYKOTO POIICTBO I'O MMOBP3YyBaar JIOBOT HA )KUBOTHU CO
CEKCOT ¥ I'l IOBP3yBaaT XKEHUTE CO KMBOTHUTE. HapaTnBuTe BO TAKBUTE KYJITYPHHU IPOU3BOAN KOHCTPYUpPAaT U
perpoaypaar oJHOCH Ha JOMHHAIINja, KaKBH LITO CE MaTpUjapXaJHUTE OJHOCH BO OIMIITECTBOTO.
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3akiyuyok

[IpercTaByBameTo MOXe Aa ce cparu Kako 3a-
MEHYBambhe Ha HEIITO BO PEAIHOCTA U KaKo AEJ O
€/IcH KOHCTHTYTHBEH TPOLEC Ha CO3JaBambe KyJ-
TYpHU 3Hauema. Bo oBaa cmucia, MeAnyMCKO-
TO MpPETCTaByBamE HE ja OJpa3yBa peasHOCTa Ha
JKUBOTHTE HA XMBOTHUTE, TYKy T'M (PE)KOHCTpPY-
upa KMBOTHUTE BO PaMKHUTE Ha 30Up 01 AUCKYp-
3MBHU I'PaHMIIHU IITO IO OJpeaIyBaaT OHa ITO MOXKE
Jla ce Kake, BU3YEIHO U ayIMTHBHO, 3a HUB. [lopa-
I1 OBaa IIPUYMHA, MEAUYMCKUTE TUCKYPCH MOXKAT
Jla TO OOJTUKYBaaT jaBHOTO MHCJICHHE 3a )KUBOTHHUTE
Ha HAaYMHU KOU CaMO CE YMHAT JIeKa Ce IPUPOTHH
Y HOpMallHH. BCyIIHOCT, TUCKYP3UBHO KOHCTpY-
MpPaHU Kako ,, KUBOTHHU BO paMKHM Ha CHCTEMHUTE
Ha MPOU3BOJICTBO H MTPEKY MPEKHU O OTHOCH, JKH-
BOTHHUTE C€ OTEJIOTBOPEHU MaTEPUjaIHU CYIITECT-
Ba co uHTepecu. OHa WITO Torall ce JOBELyBa MOA
npamiamke € Bpckara nomery AMCKyp3MBHATa KOH-
CTPYMPAHOCT Ha KUBOTHUTE U MarepujanHara pe-
AITHOCT Ha KMBOTHUTE Ha )KUBOTHHTE.

Bo oBoj xonrtekct, CtuB bejkep ucrakHyBa
JeKa ,,ceKoe pa3dupame 3a KMBOTHOTO, U 3a TOa
IITO 3HA4YW >KMBOTHOTO 3a HAc, Ke Ouje 3amo3Ha-
€HO CO M HEpa3[esHO O]l HAILICTO 3HACHE 3a HEro-

Jlureparypa

BOTO KYJITYpHO TpeTcTaByBame (Baker, 1993: 4).
Oga, cemak, He 3HaYW (KaKO IITO Y€CTO W MOIITHE
Op30 ce MpeTIoCcTaByBa) I€Ka € HEBO3ZMOXHO ,,BHC-
TUHCKH* 1a C€ TOBOPH 32 KUBOTHHUTE IMOPAAU CIIO-
€BUTE Ha KYJITYPHO ITPETCTaByBabE IITO CTOjaT Ha
MaToT Ha TOYHOTO pa3dmparme Ha KUBOTHUTE. bu
OmI0 MOIOOPO Ja ce Kake, Kako IITO Toa IO YUHHU
Bejkep, nexka ,,cexoja epukacHa KylITypHa cTpare-
rvja BO UM€ Ha JKUBOTHHUTE MOpA J1a CE 3aCHOBA Ha
pasdupame Ha COBpeMeHara KyITypHa IMpaKTHUKa
(Ibid., 5), BO uuKM pamMKH 3HAYMTENIHA YJIOTa Urpa
MPETCTaByBakETO HA KUBOTHUTE BO MOIYyJIapHU-
T€ MEINYMH.

3aroa, o1 BUTAJTHO 3HAYEHE € TIPETCTaBYBame-
TO Ha KMBOTHUTE Ja HE ce OT(pia Kako TPUBHjall-
Ha opMa Ha YOBEYKH MeTadOpH, HUTY MaK Meu-
YMCKHTE WHYCTPUU Ja C€ JeMOHHM3HpaaT opaju
HUBHATa yJ0Tra BO KOHCTPYHPAHETO Ha TUCKYPCH
3a xuBoTHUTE. HaMecto Toa, Tpeba ma ce oOpHe
BHMMaHHE Ha Pa3IMYHUTE OJHOCH MOMeEly eKOHO-
MHjaTa Ha MEAMYMCKOTO IIPOU3BOJCTBO, ECTETHUKA-
Ta ¥ KOHBEHIIMUTE HA MPAKTUKUTE HA TPETCTaBY-
Bame, HOPMHUTE Ha OJHOCHUTE ITOMery JTyI'eTO U JKu-
BOTHUTE W UCTOPUCKHU YTBPACHHUTE TUCKYPCH IITO
T'H IOBP3yBaaT U KOHTEKCTyaJIn3Upaar.

Arluke, Arnold & Clinton R. Sanders. 1996. Regarding Animals. Philadelphia: Temple University Press.

Baker, Steve. 1993. Picturing the Beast: Animals, Identity, and Representation. Manchester & New York: Manchester

University Press.

DeMello, Margo. 2021. Animals and Society: An Introduction to Human-Animal Studies. 2™ ed. New York:

Columbia University Press.

132



CONTEXT / KOHTEKCT 32, 2025

Linné, Tobias. 2014. ‘Grazing the Green Fields of Social Media.” Pp. 19-32 in Andersson, Erika, Amelie Bjorck
& Ann-Sofie Lonngren (eds.). Exploring the Animal Turn: Human-Animal Relations in Science, Society, and
Culture. Lund: Pufendorf Institute.

Malamud, Randy. 2012. An Introduction to Animals and Visual Culture. London: Palgrave Macmillan.
Molloy, Claire. 2011. Popular Media and Animals. London: Palgrave Macmillan.
Peggs, Kay. 2012. Animals and Sociology. London: Palgrave Macmillan.

Shapiro, Kenneth J. 2008. Human-Animal Studies: Growing the Field, Applying the Field. Ann Arbor: Animals &
Society Institute.

. 2010. ‘Objectification of Animals.” Pp. 395-396 in Bekoff, Marc (ed.). Encyclopedia of Animal Rights and
Animal Welfare. 2™ ed. Santa Barbara: Greenwood Press.

Stanton, Rebecca R. 2021. The Disneyfication of Animals. London: Palgrave Macmillan.

Taylor, Nik. 2013. Humans, Animals, and Society: An Introduction to Human-Animal Studies. New York: Lantern
Books.

Filip Trajkovski

The Representation of Animals in Popular Media: a Sociocultural
Perspective
(Summary)

Animal narratives occupy a prominent position within contemporary media landscapes, permeating popular forms
of entertainment, news, and advertising. These representations have crystallized into recognizable and widely con-
sumed genres, indicative of a sustained cultural fascination with animals. At first glance, the proliferation of viral
animal videos, pet programs, wildlife documentaries, and nature-focused media channels, as well as box office
trends, reflects the widespread public appetite for particular types of animal imagery. From a critical sociocultural
standpoint, however, these media discourses do more than merely entertain—they function as mechanisms through
which dominant constructs of animals are produced, circulated, and normalized. These sociocultural constructs
are often entangled with broader systems of commodification and serve to reinforce normative frameworks of hu-
man-animal relations. This paper examines abovementioned issues, analyzing the complex intersections of industri-
al, social, and ethical dimensions that underpin the media’s role in shaping contemporary representations of animals.

Key words: animals, representation, sociocultural constructs, popular media
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