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OYHKIMUTE HA YECTMIATA AJIE
BO MAKEJOHCKMOT JA3UK

Enenn byxaposcka
Yuusepsurert ,,CB. Kupnun u Metonuj, Cxomje
elenibuzarovska@t.mk

Bo oBaa ctatuja ce nuckyTupa 3a Moau(yHKIHOHATIHOCTA Ha djge BO MAKeJOH-
CKHOT pa3roBopeH jasuk. lllupokara pacnpocTpaHeToCcT Ha OBaa TypcKa 3acMKa
BO yCHaTa KOMYHHKallja Ha CUTe OaJKaHCKU jasHUM ja W3IUra 1O CTaTyc Ha
GankaHu3aM. 3a 1a TH yTBPAUME ANCKYPCHHUTE (DYHKIIMM Ha YECTHIATa ajge BO
TOBOPHHTE YMHOBU BO KOM Taa ce yrnorpeOyBa, aHaJM3HUpame NPUMEpH OJf 1Ba
(YHKIMOHAIHU CTHJIA: YMETHHYKATA 1po3a U TenedoHckuTe pasroBopu. Caka-
Me Jla JoKaxeMe JeKa Moau(yHKIMOHATHOCTA Ha gjge ce JNO/DKU Ha Heroara
3aBHCHOCT OJI KOHTEKCTOT: I10J] IPUTHCOK Ha KOMYHHKaIlMcKaTa (pyHKIHja Ha
TOBOPHUTE YWHOBH, MPBOOMTHOTO XOPTaTHBHO 3Ha4eHe M30JeyBa Ha CMETKA
Ha IparMaTu4kuTe (yHKIHN KapaKTepPUCTUYHM 3a WHTEPIEPCOHAIHU TUCKYP-
CHU MapKepu. Bo IMpeKTHBHUTE YMHOBH INTO IO 3arpo3yBaar JIMLETO, ajge ce
ynorpeOyBa Kako yOliakyBad Ha MJIOKyLHCKaTa CHila Ha MCKa30T, HO BO KOMH-
CHBHHUTE M BO EKCIIPECUBHUTE TOBOPHM YMHOBHU — Taa ja 3acuiyBa. OBaa QyHK-
LMOHAJTHA KOHTPAANKIM]a — 3aCHIyBavyKa 1 yolakyBauka (GpyHKIHja — MOXeE 12
ce o0jacHH co crIOcOOHOCTA Ha ajge J1a OTIEPHPa BO PAMKUTE Ha CTPATCTHUTE 32
TIO3UTHBHA YYTHBOCT, TOJIKY KapaKTepPUCTHYHA 32 OAIKAHCKUTE ja3UIH.

Kayuynu 300poBHM: KOHTEKCTyajM3aMm, MOJIMCEMHja, JUCKYPCHH MapKepH,
OajKaHCKa 3aeMKa
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FUNCTIONS OF PARTICLE AJDE IN MACEDONIAN

Eleni BuZarovska
Ss Cyril and Methodius University, Skopje
elenibuzarovska@t.mk

The paper deals with the multifunctionality of the particle ajde in the Macedonan
colloquial language. This Turkish loan is deeply rooted in all Balkan languages
where it performs a wide range of functions in everyday oral communication.
In spite of its undisputed status of a Balkanism it remains an understudied sub-
ject in typological literature. To explore the communicative potential of ajde we
conducted an analysis of its discourse functions in various speech acts using a
sample of collected examples from fiction works and telephone conversations.
We suggest that the multifunctionality of ajde can be attributed to its contextual
dependency: the original hortative meaning of ajde accommodates to the illocu-
tionary force of the speech act it prefaces whereby acquiring properies character-
istic of interpersonal discourse markers. 4jde acts as a hedge in directives but as
a booster in commissives and expressives. The opposing fucnctions of ajde can
be accounted for by its ability to operate in strategies involving positive polite-
ness, a frame so characteristic of Balkan languages.

Keywords: contextualism, polysemy, discourse markers, Balkan loan
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1 Bosep,

Bo oBaa craruja cakame 1a ' IPETCTABUME PE3YJITATUTE OJI HAIIETO UCTPAXKYBAbE
Ha QYHKIIUNTE Ha ajge BO MAKEJOHCKUOT ja3uK. Llenra Ha HCTpaxKyBameTo € J1a ja
onpenennme (yHKIHOHAIHATA 30HA HA ajge TIPEeKy TOBOPHUTE YHHOBHU BO KOU THE
ce ynorpeOyBaar. CmMeTame JieKa caMo €IHa MMparMaTHYKyd OpUEHTHpaHa aHalln3a
3aCHOBaHA Ha (PyHKIMHUTE HA gjge MOXeE Ja 1aJIe LIeII0CEH OMHC Ha OBOj TOJIKY YeCT
300p BO TOBOPHHOT MaKeJOHCKH ja3HK.

Bo TumosnomkuTe cTymum ajge ce cMeTa 3a XOpTaTHBHA (opMma Io3ajMeHa Of
TYPCKHOT jaszuk Bo Oankanckute jasuiy (Friedman and Joseph 2023).! Bo Typcku-
OT ja3WK TOKpaj haydi ce ynorpeOyBaar KOJOKBHjaJIHUTE BapujaHTu hadi v hade,
noneka hayda e U3BUK 3a Tepame JOOUTOK (ajga BO PyCKHUOT U BO YKPAHHCKHOT ja-
3UK). Ajge € MHUPOKO 3acTalleH BO Pa3rOBOPHUOT ja3HK BO CHTE OAKaHCKHU ja3ULIU:
Xajge (CpIICKU, XPBATCKH, CIOBEHEUKH, Oyrapcku, andaHCKH, POMCKH), ajge (Ma-
KEJIOHCKH), age (IpUKH), ajou (apoMaHCcKu), ajga (pomaHcku). Toj e mpeTcTaBHUK
Ha moceOeH BHJ OaJKaHU3MH HACTaHATH KAaKO pe3yliTar Ha TECHH U MHTCH3MBHU
Meryja3uyHu KOHTaKTH Mery OalkaHCKUTe Hapoau. bujejku ce ymorpeOyBaar BO
YCHHOT ceKkojaHeBeH roBop, @punman u [lozed (Friedman and Joseph 2017) ru
HapeKyBaar ,,3a¢MKH BKOPEHETH BO KOHBep3anujara’.’

On dyHKIMOHAIHA IEPCIEKTUBA, ajge ce TPEeTUpa Kako UMIepaTuBHa (opma BO
eJIHUHA, IITO TIPUJIOHENIO 33 CO3/IaBahC aHAJOTHU JTMYHOIIATOJICKH ()OPMHU BO MHO-
KHMHA KaKko xajgemo (cpicku), hajdeni (anbanckn), (h)aideti/(h)aidem (apoman-
CKkH), haydin (Typcku) U ajgeiue/ajiie (MakenoHckn). [lokpaj ajge, BO MakenoH-
CKHOT TOBOPEH ja3uK ce yrnoTpedyBa CKpaTeHOTO dj, HO BEPOjaTHO IBETE BapHUjaHTH
HE CE CEeKoralll 3aeMHO 3aMEHIIUBH, Ha 1Ip.: Ajge 9ojou itiyKka ce UHTEPIIPEeTHPa KaKo
HapenOa, noneka: Aj gojou iiyxa 1noBeke JIMYM Ha Moj0a, ako M JBaTa HUCKas3a ce
M3rOBOPEHU CO MCTa HEMapKupaHa HHTOHALK]ja.

Co omren Ha GakTOT AeKa AUPEKTUBHUTE TOBOPHU YMHOBU THUIIMYHO CE€ yIia-
TEHU KOH COTOBOPHHUKOT, @jge 4ecTOo ce ymoTpeOyBa BO KOMOMHAIMja CO APYTH
ja3W4YHU €JIEeMEHTH IITO T0 MOAU(PHUKYBaaT UCKA30T. THe eIeMEHTH ce perpyTupa-
aT o] PeJOBUTE HA U3BUIMTE U HA YeCTHLUTE (ge, abe, bpe, ila, Mopu), Na 1ypu
Y O] IOJTHO3HAYHUTE 300pOBHU CO M30JeACHa CeMaHTHKa (ce2a, majkaiua). Ha T0j
Ha4YMH ajge Tpaayl 3aTBPJICHH N3pa3H, KAKBU LITO C€, HA IIP.: abe ajge, ama ajge,
ajge bpe, ajge ge, e iia ajge, ajge uao. KOMOMHUPAamETO HA MOBEKE AUCKYPCHU
YECTHUIM BO €JICH M3pa3 € THIOJIOIIKA O/yinka 1 Ha apyru jasunu (Fraser 2015).
Bo momren Ha 3acTaneHocTa, 4eCTHLATA ajge JOMHUHHUPA BO yCHaTa He(opMaIHa
KoMyHHKanuja. Taa e 11aboKo HaBlIe3eHa BO rojieM Opoj HApOJHH TIECHH, HO UCTO
TaKa, 1 BO COBPEMEHHOT >KHBOT.> TOKMY J71a00KOTO HABJIETYBambe Ha djge BO CUTE

! Tlox XxopratuB nojpa3dupaMe MojlalIHAa KOHCTPYKIIMja WK (Iaroiicka) ¢popma mro ce ynorpedysa
3a M3pa3yBarbe JICOHTUYKU FOBOPEH YHH BO KOj TOBOPHUTEJIOT IO MOTTHKHYBA COTOBOPHUKOT J1a U3BP-
M HeKoe uHo nejctBo (ByskapoBcka m Mutkoscka 2014: 22).

> Bo opurunan kparerkara ERIC 3xaun Essentially Rooted in Conversation.

* Toa ce mIena o MHOIYOPOjHH HACJIOBH Ha 0110roBU (Ajge ga yuume 3aegno), KHUrH 3a aeua (4jge
9a faitiyéame), TENEBU3UCKU eMUcuu (4jge ga ce gpysicume), nebaru (Ajge ga 360pyeame 3a ganoyu),
IIPOMOTHBHH aKIuHK (4jge ga Kyiiysame esitiuno), ONIITECTBEHO-IOIUTHYKU KaMnawu (4jge ga meny-
same dcusotit), pexinamu (Ajge ga witiegume) 1 IMHIbA Ha TparaHCKH 3apyxkeHuja (4jge!).
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chepu Ha jazuyHaTa KOMyHHUKaIlMja BO MAaKEJIOHCKHOT ja3uK Oellle eHa OJ1 IpHU-
YUHUTE 32 OBA HCTPAKYBAMHE.

Haxo ajge uecto ce ynorpeOyBa Bo cuTe OalKaHCKU ja3HIH, Taa HE € JOBOJIHO
aHalM3upaHa BO MpeIMeTHATa JUTEPaTypa, OCBEH MParMaTHuKd OPHEHTHPAHOTO
ucTpaxyBamwe Ha Oyrapckoro xajge (Tchizmarova 2005). Toa He 3Hauu neka ajge
He e JeQHuHUpaHa BO pEUYHHLIMTE Ha OANKaHCKUTE ja3WllM, HO HEKOM 00jacHyBamba
He ce 0a3zupaar Ha eMHCTBEH KPUTEPHYM.

Bo peununute ajge ce neduHupa kako yectuua (maprukyina). Meryroa, Tep-
MUHOT YE€CTHIIa TIoApa30rpa Kareropusaiyja mo MophOCHHTAKCUIKH KPUTEPUYM,
TaKa IIITO BO YECTHUIIHM C€ BOPOjyBaaT HEMOIHO3HAYHHU 300pOBH BO pa3HU (DYHKITHH.
Tue nejcTByBaaT kKako Ha pPEUYCHHYHO HHBO (32 M3pa3yBambe IPaMaTHYKH KaTero-
pMH, Ha IP.: ga, Ke, HeKa, Qanu, Hely, 3ap U CIl.) TaKa U Ha TEKCTyaJlHO HUBO, KaJe
LITO MPUIOHECYBAAT 3a CTPYKTYPUPAbE Ha TEKCTOT (UMeHO, 8ipoyem, Cellak, 6Cyul-
HOCIU) WY 32 n3pa3yBambe CyO0jeKTUBEH CTaB Ha TOBOPUTENOT (fa, 3Haeuwl, 6ugu 1
ci1.). Ce cMmeTa Jieka TEKCTyaJTHUTE YEeCTHIM HacTaHaJle 1Mo MaT Ha rpaMaTuKain3a-
1IMja Ha MOJHO3HAYHU 300POBH, JIOJICKA ,,CYOjEKTUBHUTE  Ce Pe3y/ITaT Ha ImparmMa-
tu3anmja.*

On MOp(OCUHTAKCHUKH aCIeKT, ajge crara BO MIUPOKaTa U pa3sHOPOAHA Kare-
TopHja YeCTUIIN TOPaan Toa IMTO ¢ MOP(OIOITKA HEMEHINBA M HeMa pedepeH-
L1jaJIHO 3HauYewe. Toa 3Ha4u JieKa ajge, Kako U APyTruTe HEIOIHO3HAYHU 300pOBH,
HEeMa KOHIIETITYaTlHa COJIPIKUHA, TYKY UMa TIOBeKe (DYHKIIMH, 3aBHCHO O] TOBOPHH-
OT YHH BO KOj ce ynoTpeOyBa. [oBopaute unHoBH (I'U)° mpeTcraByBaar OCHOBHHU
eIMHUIIN Ha KOMYHHUKAIIMja CO KOU BPUIMME OfIpeIeH! (QYHKIIUH CO CaMOTO HHUBHO
W3TOBapame, ,,ACKAKyBaMe HEKOj CTaB, IIOCTaByBaMe TIpalllamke, 1aBaMe MPeJyIor,
3aMOJyBaMe HEKOro, HapemayBame, ce mozapaByBame™ (KyceBcka u ByxkapoBcka
2020: 106).° Ox M37105KEHOTO ClieyBa Jieka TeUHUPAbETO Ha ajge He MOXKeE Jia Ce
nocturue Oe3 aHajaM3a Ha HEj3UHUTE (PYHKIMH BO Pa3HU KOHTEKCTH.

Bo cieanoTo norasje ru HaBeAyBaMe CBOjCTBAaTa Ha @jge LITO MPOU3JIETyBaaT
O]l HEj3MHOTO Jie()MHUpamke, BO IMomIaBjata 3 U 4 ce JaBa TeOpUCKara paMKa U
METOJIONIOIIKATA MOCTANKa Ha MCTPaXKyBamkeTo, a 10 HUB (BO IOMIaBje 5) joara
aHaJM3aTa Ha MPUMEPOKOT.

2 Jlebunupame Ha ajge

Bo Tonkosnuowi peunux na maxegonckuoii jasux (2003: 18)’ ce naBaar ner
3HaueHa Ha YECTHUIIATA ajge: 3anoBe] (Ajge ogu, He cegu tiyka!); Ipy 300ryBame
u Ha3apaByBame (Ajge na 3g9pasgje!); 3a xpabpeme u 3a nondyna (4jge muno!l);
IIpu U3pasyBame xenba (4jge ga mu bewe mnagocival) U BO IpallajlHU pede-

* VInn KOONITHPAahE Ha ja3MYHK SJIEMEHTH OJ1 €/IeH KOTHUTHBEH JoMeH Bo apyr (Heine et al. 2017).

5 Kparenkara 'Y 03HauyBa rOBOPHH YMHOBH. 32 TOBOPHHTE YMHOBH ITHIIyBaJie rojeM Opoj aBTopu
on kou ru m3nermyBame OctuH (Austin 1962) u Cepn (Searle 1969, 1979), ocHOBOIOIOKHUIIUTE HA
Teopujaiia na 2060pHu YUHOBU.

¢ Cnopen Octun (Austinl962), cekoj roBopeH 4uH BO cebe COAPIKH TPU HEPACKUHIMBO MOBP3aHH
YHMHA: TOBOPUTENIOT N3roBapa pedeHuIIa Co OJpe/ICHO 3HaYeHhe (JOKyIHja), CO oApeseHa cua (MIOoKy-
1Mja) CO IIeJ J1a MOCTUTHE ofpe/ieH eeKT Kaj crymarenot (MepIoKyLuja).

7 Mctute TONKyBama ce HaBeleHH BO JIMTUTAIHHOT PEYHHK HAa MAKSAOHCKHOT jas3uk: http:/www.
makedonski.info
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HULU (4jge witio 300pyea iioj?). 3abenexyBaMe JeKa 3HaY€HaTa Ce, BCYIIHOCT,
(hyHKIINH, a TTOCIETHOTO 00jacHYBamkE HE € MPEIU3HO, OUICjKHU TTOCTOjaT TIOBEKE
BHJIOBH Ipalama.

CrnudeH HaYMH Ha JeUHUpaAmkE ce IpUMEHYBa 3a haydi BO PEYHUKOT Ha Typ-
ckuort jasuk Tiirk Dil Kurumu. Hexonky moHy/IeHU TOJNKyBama HE Ce OIHEeCyBaaT
Ha 3Ha4Yewara, TYKy Ha popmara (CHHTaKCH4YKa KOHCTPYKIIMja U peayIuTuKaiuja).®

OuunmienHo e AeKa U TpaJAuLMOHAIHUTE Ae()UHULNN HA ajge ce OoTIUpaar Bp3
JUCKypcHHUTE (DYHKLMH, a Toa HaMETHYBa MoTpeda 3a HUBHO MOIIA00KO H3ydy-
Bame. O nepMHNIIIHTE TPOU3IIETYBA JeKa € ajge TIOIMCEMUYHA YeCTHIIA, HO HE ce
pasjacHeTH BpckuTe Mely 3Hauemara. lIpemycioB 3a eqHa nmoyyiaboka aHajans3a Ha
ajge e 1a TO OIpeieNINME HEj3MHOTO MECTO BO jJa3NYHUOT CUCTEM Ha MAKEIOHCKHOT
jasuk. 3a Taa LeJl IPBO I'M AaBaMe OMNIITUTE CBOjCTBA HA ajge.

ITorope crioMeHaBMe JieKa gjge He IMOCeIyBa KOHIENTYaIHO 3HAYEHE, OAHOCHO
HE 10COo4yBa Ha pe()epPeHT BO OHTOJIOIIKUTE JOMEHH Ha MPOCTOPOT U Ha BPEMETO,
HO C€ OJIIMKYBa cO (DYHKIMOHAIHO 3HAaUCH-€, KO€ CE OpEeaAyBa O] KOHTEKCTOT U O]
nHTOHanujara. CHHTaKCHUKH, gjge HajuecTo ce jaByBa BO MHUIIMjaJIHA TIO3UNIMja HA
UCKa30T (4jge, 9ojou), HO MOXKE Ja ce ynoTpebu Ha Kpajot (Jojou eexe, ajge) unu
camocTojHO (Ogume? Ajge!). Manara naysa Mery ajge U JpyruoT A€l O UCKa30T
IIPO30AMCKN CUTHAJIM3UPA JeKa YecTulaTa He € JeJ1 Ofl CHHTAKCHUKaTa CTPyKTypa
Ha PeYEHUIIaTa, OMHOCHO JIeKa € CHHTAKCHYIKH He3a10JKUTeNeH efeMeHT. Of cThil-
CKU aCIEKT, @jge 10CeyBa BUCOK CTEIIEH Ha EKCIIPECUBHOCT, OMJIEjKH IO U3pa3yBa
CyOjeKTUBHHMOT CTaB HA TOBOPUTEJIOT CIIPEMa COTOBOPHUKOT M CIpeMa Ka)KaHOTO.

ITo HaOpoeHuUTe CBOjCTBA YECTHIATA @jge clara BO KaTeropujara AUCKYPCHH
mapkepu (Schiffrin 1988, Schourup 1999), xou mapanenHo ce HapeKyBaaT | Ipar-
Marnuku MapkepH (Brinton 1996, Aijmer 2013, Beeching 2016). Paznukute BO
TEPMHUHOJIOTH]aTa MPOU3JIETyBaar O HHBHUTE MHOTYOPOjHH (YHKITUH BO TEKCTOT
W Ofl TIepCIeKTUBATa O Koja ce MpoydyBaar. JJuckypcHure mapkepu ce aehuHu-
paar Kako XeTeporeHa rpyla ja3udHW €JEMEHTH HITO HEe 'O MEHyBaaT MpOI03u-
LMCKOTO 3HAYCH-E Ha MCKA30T BO KOj C€ Haoraar, TyKy BpIIAT HU3a TEKCTYaJlHHU U
KOMYHUKanucku (GyHkuuu. TepMUHOT AMCKYpCHHM MapKepH IOBeKe oJromapa 3a
ja3MYHUTE eJIEMEHTH CO ,,IIporeaypanHo’ 3Hauewme (Blakemore 1997), 3atoa mTo
Kaj HUB MPEOBIaayBaaT TEKCTyaJlHUTE (DYHKUIWHU: THE TH PEryaupaar JOTHYKUTE
BPCKH MeT'y PEUCHHUITUTE U JICTIOBUTE HA €JICH TEKCT W Ha TOj HAYMH BOCIIOCTaBYyBaat
KOXE3Hja U KOXepeHTHOCT. IIpeTnocTaByBame JieKka ajge nMa TaKBU (PyHKIUM KOra
O3HauyyBa MMOYETOK WM Kpaj Ha TOBOPHUOT YMH (4jge ga ogume. Ajge tipujaitino.).
[ToyeTHara peueHMYHA MO3MLIKja c€ TIOBP3yBa cO (pyHKUMjaTa HA OBHE MapKepH J1a
HajaByBaaT OJPEACHU TOBOPHH YHHOBH.

[Tox mparmMaTnyuky MapkepH noapa3zoupaMe TaKBH ja3UYHU €IEMEHTH LITO Ipe-
TEXHO CJTy’KaT 3a CUTHAIM3UPae Ha KOMYHHKALUCKUTE HAMEPU Ha TOBOPUTEIUTE
BO Pa3roBOPOT, BKIIUUTEITHO H3pa3yBarmbe Cy0jeKTUBHY CTABOBH (Ha ITp., HECUTYP-
HOCT, 0100pyBame, He10BepOa) U eMOLMOHATHY PEaKLMH CIIpeMa Ka)KaHOTO U KOH
COTOBOPHHUKOT. 3aTOa TAaKBUTE ITOKA3aTENIN YECTO CE HApEeKyBaaT HHTEPIIEPCOHAIHU

§ TMosuar nox kparenkara TIK (https:/sozluk.gov.tr) usnanen ox MucTuTyTOT 32 TypcKH jasuk. Ha-
BEJICHU Ce€ IeT 3HaUCHa: MOTTUKHYBabe, Npudakame), HoI0MBHO 00MBambE, KOHIIECHBHA KOHCTPYK-
LUja U CIOKEH MPWIor: haydi haydi.
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mapkepu (Ajmer 2002).” HuBHata ¢yHKIMja MpoM3JeryBa Ol OIMIITECTBEHATa U
Ol MHTEPAKTUBHATA MPpUpoa Ha ycHaTa komyHuKarija (Beeching 2016: 4), xoja
Tpeba /1a ce oZjBMBa BO aTMoc(epa Ha KOOIIepaTUBHOCT Mer'y coroBopHunute. Oue
€MOIOHAITHO 000CHH elIeMeHTH (PYHKIIMOHAITHO CE MPUCTIOCO0yBaaT KOH pa3iind-
HH KoHTekcTd. Ha mpumep, uHTepnepconanHara (GyHKIHja HA ajge BO IOKaHATa:
Ajoe ilogeneilie 6n1e3eilie € pa3nnuHa of] rpydara Hapenda Bo: Ajge, 6elaj oimiinyKa.

Canunu QyHKIMH nMa xajge Bo Oyrapckuor jasuk (Tchizmarova 2005: 1145).
Knacupunupan xako JUCKypceH Mapkep, TOj BO MOJIOUTE ja yOlakyBa MIIOKYLH-
CKara CWJIaTa Ha UCKa30T (Xaiige, obagu mu ce cieg maaxy. ‘Ajne, jaBu MU ce 110J0-
1I1Ha’), HO BO OCTPHUTE HapeaOH ja 3acuiysa (Xaiige, wvpeasaii! ‘Ajne, Tpraysaj!’).
U I'punbepr (Greenberg 1996: 60) cmera eka BO UMIIEPaTHBHUATE HCKa3d U3TOBO-
peHH co eM(daTuiHa MHTOHALM]a, 0aIKaHCKOTO X/ajge nMa (DyHKIIMja Ha 3aCHITyBay.

On HaBezieHUTE CBOjCTBA IPOU3JIETyBa JieKa ajge BO HEKOU (DYHKIIMU MOXe 1a
ce KiIacu(uIypa U Kako AUCKYPCEH M KaKo IIparMaTHYK{ MapKep, ako ce U33eMe
HeroBaTa XopTaTuBHa QyHKIMja. HO, XOPTaTUBHUOT CEMAaHTUYKH KOMIIOHEHT € OC-
HOBHa onmkara Ha ajge (Freedman and Joseph 2023), dakT mro Biujae Bp3 Hero-
BaTa CeMaHTHYKa IepUBaLja BO JUCKypceH Mapkep. 1 Bo 1pyTu ja3uiy XopTaTus-
HUTE KOHCTPYKLUH MTPETCTaByBaaT MOro/IeH N3BOP OJ1 KOj C€ Pa3BHBaar AUCKYPCHU
MapKepH, Mopaau Toa ITO TO ,,MHBOJIBHPAAT ® COTOBOPHHUKOT H ja ,,MCHampaar
untepaknujara (Rhee 2020: 53).

On mpyra cTpaHa, XOpTaTUBHUATE (OPMHU MIMaaT 3a¢JHUYKH CBOjCTBA CO MMIIE-
paruBHHTE QOpPMH, OMIICjKH MPEKy HapeAOUTEe TOBOPUTEJIOT M3pasyBa HaMepa aa
MaHMUITYJIUpa cO COroBOpHUKOT. Ha npumep, moxe na ynorpedbume camo Ajge! Bo
CUTyalujara Kora ro oxpadbpyBame WIn My HapenyBaMe Ha COTOBOPHHUKOT /1a TPTHE
WY, TaK, J1a TO YIOTpeOuMe ajge 3aeHO CO UMIIEPATUBOT: Ajge ogu! Mopdoinomi-
KaTa 1 CeMaHTHYKO-IIparMaTHyKara IOBP3aHOCT Mel'y XOPTaTUBOT M UMIIEPaTUBOT
e 3a0esexaHa BO THUIONOMIKUTE cTyuu (Auwera et al. 2005).

Mmajku npeBu IeKa BO gjge ce UCIIPEIIeTyBaaT XOpTaTHBHATA, TEKCTyallHaTa
Y MHTEepIIepcoHaNHaTa (DyHKIH]ja, MOTpedHa € MomupoKa AeUHUIHja IITO O TH
ondarnia cute HeroBu ynorpedu. TakBara HHTEpIiepTalyja Ha TUCKYPCHUOT Map-
KEep @jge ja u3naraMe BO CJICIHOTO IOIIABje.

3 Teopucka pamka

3a ycnelnHa KOMyHHKaIlMja Ha €JIeH ja3uK MOTPEOHO € IMO3HABamke HE CaMo Ha Jie-
KCHKaTa W rpaMaTHKaTa Ha ja3uKOT TYKy M KOPHCTEH€ Ha MHTEPAKTHBHU ja3UYHU
cpeactra (nnu uaTepaktuBu). Criopen Xajue (Heine 2023: 7), uHTEpakTUB € ,,He-
MEHJIMBA IENKTHYKA (hopMa IITO CEMAHTUIKH, CAHTAKCUYIKH U MIPO30AUCKH € OJ[BO-
€Ha O] TEKCTOT IITO ja OIKPY>KyBa U HE CE jaByBa BO HETUpaHa M BO Iparaina ¢op-
Ma“. Co apyru 300pOBH, HHTEPAKTHBUTE HE CE MHKOPIIOPHPAHU BO CEMaHTHKATa U
BO CHHTaKcara Ha peYeHHUIIaTa, HO IEUKTUYKH TO ,,BTHE3/IyBaar " TOBOPHUOT YHUH BO
KOHTEKCTOT, OJTHOCHO BO [TOCTOjHATa CUTyalujara (,,cera u Tyka™). CHHTaKCHYKara
HEWHTETPHUPAHOCT M JCUKTHYHOCT C€ NMPHUYMHUTE 32 HUBHATA HE3aI0JKUTEITHOCT

 Bo MaKeJOHCKUOT ja3MK HHTEPICPCOHAIHN (YHKIHUN UMAAT ild, Ope, ama, MOpU, 3HaAewl, 6UQU, CILy-
waj, pazoupaw n ci. Hexou ce moce6Ho anammsupanu: iia (Kycescka 2014), ope/mopu (Yamrymne
2021), ama/amu (Fielder 2008) u sugu/ciywaj (byxaposcka 2014).
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W BHCOK CTEIEH Ha 3aBHCHOCT OJ] KOHTEKCTOT, @ KOHTEKCTYaJIU3MOT € pUYrHa 32
nojaucemMujara Ha ajge. VIHTEpakTUBUTE C€ OUIMKYBAaaT CO EKCIPECHBHOCT, ILTO
MPUIOHECYBa 32 HUBHATA YECTOTAa BO CEKOjAHEBHHUOT (MIPETEKHO YCTEH) TOBOP BO
CHTE ja3uIld BO CBETOT. THe ce CIIOCOOHHM J]a M3pa3ar pa3Hu eMOIMH U TeKHeaT J1a
Oujar NpuapyKEHHU CO TeCTOBU M M3BHLM. 3aToa Ae()UHUPAmHETO HA ajge KaKo UH-
TEpaKTHB [ToMara Jia ce c()aTi HerOBOTO MParMaTUuKo OHECYBabE.

3a na ja o0jacHMMe mparmarvkara, OIHOCHO (YHKLHMHUTE Ha gjge Kako HHTe-
PaKTHBEH €JIEMEHT, T'H KOPUCTUME TEOPUCKUTE IMOCTABKH ILITO TH MOBP3yBaaT ille-
opujaita 3a 2osopnu yunosu (Searle 1969) u iueopujaiua na yuinusociu (Brown
and Levinson 1987). Bo HammoT npuMepok ajge ro HajaoBMe BO TUPEKTUBHHU, BO
KOMHCHUBHH ¥ BO eknpecuBHu ['U."" JlupeKkTUBUTE Ce UCKA3U CO KOM TOBOPUTEIIOT
ce HaMeTHYyBa Bp3 CITyIIATeNoT 0apajku HEeKoja yciryra, BO KOMHCHBUTE TOBOPHUTE-
JIOT pe3eMa 00BpCKa J1a HalpaBH HEIITO 3a CIYIIATEINOT, & CO eKCIPECUBHUTE TOBO-
PHUTEJOT TO M3pa3yBa CBOjOT CYOjEKTUBEH CTaB KOH IIPEAMETOT 3a KOj ce 300pyBa.

VYuruBocra ja chakame Kako KOAEKC Ha HEMMIIAHU NPaBUJia Ha OJHECYBAHE BO
ofipelieHa 3aeAHMIA. THe CITy)Kar 3a OJeCHYBale Ha KOMYHHUKAIMjaTa U CIpedy-
Bamke€ Ha MOTEHIWjATHUTE KOH(IMKTH BO MEI'YYOBEYKHTE OJHOCH. YUTHBOCTA CE
PaKoBOAM Of TIOTPeOUTE Ha JIMIIETO Ha COTOBOPHUIIMTE BO KOMYyHHUKanmjaTa. [lox
KOHIICTITOT /1Y e C€ TIOIpa30mpa caMOTIOYNTTa HAa TOBOPUTEINIOT M HeToBaTa rmorpeda
3a MOYMT Of Apyrute. Tue JBa acrekTa Ha JIMIETO ce MO3HATH KaKO MO3UTUBHO U
HETaTHBHO JIUIE: MO3UTUBHOTO JIUIIE Ha JINYHOCTA CE CTPEMHU Jla OHJIe TOYUTYBAHO
Y CaKaHO OJI CpeuHara, a HeraTMBHOTO JIMIlE ce OOMAyBa Ja ja 3aJpKd CBojara
He3aBUCHOCT. [IpBOTO ce mpojaByBa MpeKy OIMCKOCT CO COTOBOPHHUKOT, & BTOPO-
TO TIPEKy HE3aBHCHO OJHECYBame M AMCTaHIUpame Ha roBoputenor (Brown and
Levinson 1987: 61).

[Ipu ycnemnaa KOMyHHKaIHja TOBOPHUTENIOT ce 0OMIyBa Aa TO OAPKU OaJaHCOT
Merly MO3UTHBHATA ¥ HEraTUBHATA YYTHBOCT U J1a HE TO HAaBPEAH COOECETHUKOT BO
T.H. TOBOPHH YMHOBH IIITO TO 3arpo3yBaar JIMIETO (KaKBH LITO ce, Ha MPUMEp, JH-
pexruBute). Toa ce mocTurHyBa co ynorpeda Ha MparMaTHIKUTe MapKepH, KOU TH
yOnakxyBaaT HeraTUBHUTE €()eKTH Ha TAKBUTE TOBOPHU YNHOBH.

3a 1a ja oOpa3iokuMe CeMaHTHKa Ha gjge ja KOPUCTUME eopujaiila 3a 3Ha-
yeHcKu HotueHyujanu Ha 300poBuTe BO paznuuHu koHTekctH (Norén and Linell
2007). Ciopen oBaa KOHTEKCTyaTHa TEOpHja, CEMAaHTHKATa HA HEKOj MOJIHO3HAYCH
i (QyHKIIMOHAJICH 300p HE MPEeTCTaByBa CaMO alCTPAKTeH KOHIICIT TYKYy 30Hp
3HAUEHCKH KOMIIOHEHTH IITO 'O MpaBaT KOHIENTOT HEJIOBOJHO cHenu(UIMpaH,
OJTHOCHO CEMAaHTHYKH HeopeaeH. KOHTeKCTOT mparMaTniky ,,3aCHTyBa‘ €IHO O]
MOTCHIIMjATHUTE 3Haueha Ha 300pOT.

Wmajku ru IpeiBU N3HECEHNTE TEOPHUCKH IMOCTABKH 32 HHTEPAKITICKATa MTPH-
pojia Ha ajge U 3a HETOBUOT CEMAHTUYKH MOTEHIM]jal, [JIaBHATa MIPETIOCTaBKa Ha
HAIIETO UCTPaKyBambhe € IeKa XOPTaTUBHOTO 3HAYCH-E HA ajge NMIIIMKYBa T0YETOK
Ha JIejCTBYBamkbE, KO BO Pa3IMYHU KOHTEKCTH JOOMBA 3HAYE€HE€ HAMETHATO O] KO-
MyHUKalmckara pyHkuuja Ha Y.

10 KnacuukanuuTe Ha TOBOPHUTE YHHOBH CE 3aCHOBAAT Ha MJIOKYLHCKATa CHila (KOMYHHKAI[MCKATA
Hamepa) Ha ucka3oT. Tyka ja cnmenume no3Harara kinacupukanuja Ha Cepi (Searle 1976) Ha aceptus-
HH, JUPEKTUBHH, KOMUCUBHH, CKIIPECUBHH U JekiaapaTuBHu [ Y.
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Ortryka npousieryBsaar u Apyrure IpeTIoCTaBKyU: O IparMaTHUKU aclleKT, ajge
BOCITIOCTaByBa YYBCTBO Ha 3a¢HMINTBO CO COTOBOPHHUKOT, OMIEjKH CHUTHAIH3UPA
OJMCKOCT Y COJNIMJAPHOCT KapaKTePUCTUYHA 3a MO3UTHUBHATA YYTHBOCT. [lopamu
n3pa3eHaTa TeHAEHINja KOH KOHTEKTYaJInu3MOT, ajge ,,ce MPUCHOCco0yBa‘ KOH KO-
MyHHKanuckara 1est Ha ['H Bo koj € yrorpeOeH u 3aTroa oueKkyBame Jia To HajaeMe
BO MOBEKE MHTEPIICPCOHAIHU (YHKIIHH.

XOpTaTUBHOTO 3HA4YeH-€ ‘TIOYETOK Ha JIejCTBYBame IMojpa3dmpa MmpoMeHa Ha
coctojbara. IlpermocraByBame Jeka ajge, MOKpaj MparMaTudky, UCTOBPEMEHO
BpIIN U TeKCTyaHHu QpyHKIMH. THe mpraoHecyBaar 3a KOXepEHTHOCTA Ha JIHjajio-
TOT U IOBP3aHOCTA CO MPETXOAHHOT TEKCT.

4 Metoponornja

3a na ru ompeaenuMe QyHKLIHMUTE HAa gjge BO MAKEAOHCKHOT ja3UK CIIPOBEIOBME
aHajiM3a Ha MPUMEPH CO @jge BO pa3HU TOBOPHHM YMHOBH BO JBa (DYHKLMOHAIHHU
CTHJIa: YMETHUYKa 1Mpo3a U Tese(hOHCKU pasroBopu. llpumepure on jureparyp-
HU TekcToBH (BKymHO 206) Oea exciieprupanu of ciieanuTe nena: belaika o B.
Wnjocku (BN), Kanrew Anéa on C. Ilonos (CII), Byganeiunxu ox M. JoBaHOBCKH
(M1J), Hupej on 11. Aunpeescku (I1A), Kpaiuxaita tiponeiu na Mone Camonukos
on /1. Cones (I1C), Mojoiu neipujaiien Hinap Ilejo on K. Manecka (KM), Mojoiu
madxc u He ogam nuxage on P. Byxaposcka (Pb). luctpudynujara Ha ajge Bo oBue
Jenia 3aBHCH OJ] CTWIIOT Ha aBTOpOT. Hajromem Opoj mpuMepH HajmaoBMe BO el
HaMMIIAHU CO HAPOJCH WM KOJOKBHjalieH jasuk (belanxa, Ilupej, Mojoiu masic n
He ogam nuxage).

BropuoT npuMepox ce cocTou Off IPUMEPH Ha gjge BO TPAaHCKPUITUTE OJf Telle-
(hoHCKHTE pa3roBopu oOjaBeHH Ha WHTEpHET (BKymHO 32500 300poBu). HajooBme
112 ynorpebu Ha ajge 1 3aTBPJEHU U3PA3U CO ajge BO KPATKH AUjAJIOLUIKH KOHBEP-
3anuu. Hemocratok Ha T0j IPUMEPOK € Toa IITO @jge He ce CpeKaBa BO cuTe (yHK-
I[UY IITO TH HAjI0BME BO MPUMEPOKOT O IUTEeparyparta.

[IpumepuTe TH KnacuduEpaBMe criope] BUAOT Ha TOBOPHUTE YMHOBH BO KOU
ce MojaByBa ajge. 3a WIIyCTpalHja Ha ofpeaeHa QyHKIMja KOPUCTEBME U IIPUMEPU
Ofl €IeKTPOHCKU U3BOPH. [IOIOIHUTEIHO, UCIUTYyBaMe JaJld BO AUjaJIOroT ajge €
yrnoTpeOeH NMpH WHHUIMPAkE Ha JIMjATOTOT WM BO OJITOBOP Ha mperxoaHuot ['Y.
[IpBuTe Mckaszu M HApEKOBME ,,MHUIIUPAYKH ', @ BTOPUTE CE ,,pEarupadku‘ NCKa3H,
OMJIejKH ce peakifja Ha CUTyalrjara BO Koja ce OJIBHBa JIUjaJIOTOT.

Bo ananmsara ucnuryBaBMe BO KOM TOBOPHU YMHOBH C€ YNOTpeOyBa ajge 1 co
koja (yHKIMja. AHanuzara Tpedalle jJa OIrOBOPU HA CJCIHUTE HUCTPAKYBAYKU
mpamama:

(a) Mamu ajge nMa yOnaxyBauka WU 3acHiIyBadka ¢pyHkuuja Bo ['4?

(0) Janu uma xopesanuja mery (pyHKLujara Ha ajge u Bunor Ha I'4?

(6) Manu dynkuujata Ha ajge 3aBucu o1 Mectoro Ha 'Y Bo nujanoror?

5 PCSYIITaTI/I Ha aHaam3arta

Bo oBa mornaBje ru mpeTcTaByBaMe pe3yNITaTUTE ON aHamM3ara Ha (pyHKIUHATE Ha
ajge criopell TUPEKTUBHUTE, KOMUCUBHUTE U €KIIPECHBHUTE TOBOPHU YUHOBHU.
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5.1 Ajge Bo puUpeKTUBHUTE

Jupexiiusnuitie TOBOPHN YNHOBH C€ UCKa3W CO KOW TOBOPUTEIOT My C€ HAMeT-
HyBa Ha COTOBOPHHMKOT TEPajKU IO Ja U3BPIIM HEKOE JIEjCTBO Ol KO€ MMa KOPHCT.
Kako qupeKTUBEH MHTEPAKTUBEH €JIEMEHT @jge NTOMUHAHTHO CE€ KOPHCTU 3a U3pa-
3yBambe HapegoOu 1 Monbu, Kou ce popMaIn3upaar co uMmneparus. Bo npororunna
ynorpeba ajge ce cpekaBa CO INIarojiy Ha ABUXKEHE: TOBOPUTENIOT IO Tepa HIH Io
MOTTHKHYBA COTOBOPHMKOT J1a OJH 110 33jajeHara 1ei.' 4jge decto ce jaByBa co
[JIarojiy IITO O3HAYYyBaaT IMOYETOK Ha JBM)KEH-E KOH IIeNTa, WIN TPrHyBame, HO
MOXKE Ja Ce HCIYIITH aKo € MMIUTUIMpaH Bo KoHTekcToT (1). Bo cute Hapenbu
TOBOPUTEJIOT My ce 00paka Ha COTOBOPHHUKOT BO €JHHHA OJl TIO3UIMja HA MOK, KOja
rO O7Ipa3yBa HAIPEICHUOT OMHOC MEl'y COTOBOPHHUIIUTE (2).

(1) Ajge, tipeg mene, my weiomiam. Ao GuKkHews, HOJICO8 Ke 20 uzegeul 9o
gpuwka. (I1A)

2) Ajge ogu, 2oiusu ce. Yiupe pano wiprysaut! — My Hapegu kagujaita Ha
Cyma. (CIT)

Hapenbute u moi0bute MeryceOHO ce pa3iMKyBaaT Mo CTEIEHOT Ha HAMETHY-
BambETO Ha TOBOPUTEIIOT BP3 COTOBOPHHUKOT J]a TO M3BPIIN JIEjCTBOTO ILITO CE peau-
3upa co uMInepaTus (3) Ui co ga-koHCTpyKuja (4). Bo monbure penanujara mery
TOBOPHUTENINTE CE 3aCHOBA Ha IPHjaTEJICTBO U OIMCKOCT LITO, UCTO TaKa, HAMETHYBA
ynoTrpeba Ha He(hOPMAITHOTO Hiu.

3) Ajoe 9ojou co mene na yucapa. Osge ciuanysa 6yuno u sacyunuso. (Pb)
4 Ajge ga jagew manxy, snawo. Eee wiu waroupue. (Pb)

Vnorpebara Ha ajge ce npoiupyBa npeky MetadopaTa geudiceretlio e UpomeHa
(Lakoff and Johnson 1980), co npyru miaronu mTo 03HauyBaaT MOTTHKHYBambE Ha
COTOBOPHHUKOT Ha HEKOja (pr3MUKa akTHBHOCT (5), HO, HCTO TaKa, U CO TJIATOJH IITO
KOAMpaaT ONIITECTBEHU U MEHTAJIHU aKTUBHOCTU. Bo (6) IOTTUKHYBamETO CO ajge
IO 3aCHiIyBa YECTULATA ge.

®)] Ajge, obnexysaj ce. Ogume. (PB)
(6) A: Caxam ga iie Monam Hewio.
b: lliuo? E ajge ge! Kaowcu! (BU)

Ce HaMeTHYBa MpalIalkETO Jalll gjge UMa ucta (yHKIHja BO OBUE TOBOPHU
YUHOBH OJI TJIeTHA TOYKA Ha yU4THBOCTA. Hapenbure n MmonOuTe criaraaT BO YMHOBH
IITO T'0 3arpo3yBaaT HETaTUBHOTO JIUIE Ha COTOBOPHUKOT, OUIEjKH ja OTpaHUYyBa-
aT Heromara cj1000/1a. 3a Ja ce yOnakar MoCJICAMIIUTE O MOBPE/aTa Ha JIUIETO Ce
KOpHUCTaT yOraXyBaukul TUCKypcHU Mapkepu. Co Toa TOBOPUTENOT CUTHAJIH3UPA
JIeKa He caka Jia BJeryBa BO KOH(POHTAIlMja, HO, HCTOBPEMEHO, IO 3allITUTYBa U
CBOETO JIMIIC aKO € Hapeadara omoucHa.

' Tlenra Moske j1a OU/IC K CAMHOT FOBOPHUTEIT KOTA @jge MOKE Jia Ce 3aMEHH CO XOPTATUBHOTO end (3).
(Nikiforidou et al. 2014: 665)
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Op ananu3ara Ha IIPUMEpUTE IpoU3JIe3e AeKa ajge BO MolOHUTe € yOnaxysad
IIITO TO HaMajyBa HAMETHYBAETO, OMJICj KM UMIUIHKYBA MTPHjaTeJICKH, pAMHOIIPAB-
HH ofHOCcH Mefy coroBopHunute. Ha npumep, 6e3 ajge mon6ara Bo (3) ce uHTEp-
nperupa kako Hapenba. Ho, HameTHyBameTo, Koe mojpa3oupa MaHuTIylalmja co
COTOBOPHHKOT, € MOCHJIHO BO HapenOute. IlapamokcanHo, HO U Tyka gjge ja Ha-
MaJlyBa cujiaTa Ha Hapea0ara, mpaBejku To HaMeTHyBambeTo nonpudarimso. [Iper-
MOCTaByBaMe JieKka Toa ce JIOJDKM Ha WMILTHIIMPAHOTO 3HAYCHC HA COJHIAPHOCT
BO gjge, CO KOja ce HaMallyBa OCTpuUHaTa Ha HapenOara. Ha npumep, Bo (7) Taa e
yIaTeHa KOH CENIaHEIOT OJ] CTapelInHara Ha cenoto. MeryToa, Bo (8) Hapembara
e Tpy0a; ce peasm3upa co MOrpjHa JEKCUKa U eM(aTHuHa UHTOHAIH]a, [ITO JaBa
OCHOBA 3a TPETHPa’kE HA @jge KaKo 3aCHiIyBad, a He yOIaxyBad Ha MIOKYIHCKaTa
cuna. M G6yrapckoto xajge Bo oBue I'U e yOnaxkyBay, OMIEjKH ja ,,HEyTpaau3upa‘
cwiata Ha HapezOara mto cieaysa (Tchizmarova 2005: 1151).

@) Ajge Mettioguja, kasicu Ha dceHuitie 9a Hu éapaii tio egHo kage. (MJ)
() Ajge kpweine enasa cuitie 09osge, iia yiupe ke gugume. Ajge! (BN)

Bo nupextuBHa ynorpeba ajge ce MaHupecTupa u Kako iowiiux. [Iparmariy-
KaTa yjorara Ha ajge € J1a ja 3aCHJIM WIOKYLMCKaTa CHjla Ha TOBOPHUOT YHH BO KOj
TOBOPHTENIOT IO 0XpadpyBa COTOBOPHMKOT Jia U3BPLIM HEKOE MIHO JIejCTBO ILTO €
KOPHCHO 3a COTOBOPHHKOT (9), HO 1 3a ToBopuTeioT (10). OBa cBOjCTBO TM pa3iu-
KyBa OBHE TOBOPHH YMHOBH O] HApEAOUTE U Ol MOJIOHTE.

) Ajge ga tiounews ga nmu Huwysawl u 3a gpyeu pabouiu 09 weouiie ce-
kojonesuja. (https://forum.femina.mk)
(10) Y@, Ogesaj uexam ga iupeneme. Ajge, eexe mu ioiuexoa nozeiue. (JIAC)

ITorosiem uHTEH3UTET HAa OOAPEHETO CE IOCTUIHYBA CO pelyIUIMKaIja Ha gjge.
U Tyka uOHOTO A€jCTBO K€ My KOPHCTH Ha COTOBOPHUKOT, HaKO TOj HE Ce pelIaBa
Jla TO TIOYHE.

(11) Ajoge, ajge — 6oguitienot ja tiowminuknysawe Cunguja — Ke iiobeguus camo
axko s3Haeut iosere. (KM)

Bo ¢yHk1Mja Ha 3acuTyBad gjge BOBeyBa FTOBOPHU YMHOBHU CO KOU CE IOTTUKHY-
Ba 3a€JHUYKA aKTUBHOCT CO FOBOPUTEINOT. Ajge TyKa U3pa3yBa CUIIEH CTENEH Ha CO-
JUIAPHOCT, OKJIEjKM TOBOPUTEIIOT HE Ce HAMETHYBA BP3 COTOBOPHHUKOT, CJIECTBEHO
— HE I'0 3arpo3yBa HETOBOTO HETaTUBHO JuLe. Toa ce peduiekTipa u Bo (PaKTOT MITO
HpPeUIOroT 3a 3a¢HUYKA aKTUBHOCT CE€ KOJAUpa CO CyOjyHKTHBHATa Qa-peyeHUIa
(12, 13). HezaBucHo nanm akTUBHOCTA € (PU3MYKA WIM MEHTAJHA, TOBOPUTEIOT
0YEKyBa KOOIIEPATUBHO OIHECYBAE O] COTOBOPHUKOT. [I0TTHKHYBameTO MOXeE J1a
¥Ma I1eJ1 JIa OJIBPaTH O]l HecakaHu JiejcTra (14).

(12) Ajoge, madicy, ko cuilie ga usnezeme, 9a tiopaboiliume, yei Hapog e 6 toje.
(ITA)
(13) IIpogpecopke, ajge ga ce cauxame. (Pb)
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(14) Ajoge, ga ne bugeme wionky cebuunu, 9a u iomoneme Ha 3emjaiia ga 3a-
3g9pasu. (https.:/api.klimatskipromeni.mk)

IIpegussuxysareitio € BUJ NOTTUKHYBAE IITO, IIOPaI HAMETHYBAWkETO, TO 3a-
IPO3yBa HETaTHBHOTO JIMIIE HA COTOBOPHUKOT. [OBOPUTENIOT CO @jge TO MOTTHKHYBA
COTOBOPHHMKOT Ha HEKOja akKTUBHOCT BO Koja Tpeba Ja ce JIoKaXke M Ha TOj HauWH
Jla ja CTEKHE MOYMTTA Ha cpeanHara. Ha mmaronor Bo mMmepardB My HPETXOAN
ajge, MOHEKOTalll 3aCHJIEH CO 3acHIyBadkaTa decTuua ge (ajge ge). I'maronor ce
HCITYIITa aKO aKTUBHOCTA CE UMILTHITIPA OJT KOHTEKCTOT. Bo TOj cirydaj ce cpekana
peyILIMLUPAHO ajge BO KOMOMHAIM]ja CO 3aTBPACHUOT U3Pa3 9a iiie GUQAM.

(15) Ajoge, ajge, ygpeiue - 2u iipegu3zsuxysas. /{6e ceKyHQu U0QoyHa, 09 gecHa-
ila ciupana goous 6okc 6o auye. (KM)

(16) Hluwman 2o cobaeue ianiiouio. Jbake ce pasuipa iipeg neio cyuejku cu
paxasuitie. — Ajge, ajoe ga tiie 6ugam, — iipeguseuxysaute. (MJ)

Ajge Bo kOMOMHaIM]ja CO I€JOPATUBHUTE aleIaTUBHU YECTHLU Mopu U Ope (1
gociua) ce ynaTeHH KOH COTOBOPHHKOT 32 Jja ce IPeKnHe KoMyHHKanujara.'? OBue
M3pasy ja 3acWilyBaaT AMPEKTHOCTA W HETPIIETMBOCTA Ha rpybarta Hapemda, YWH
LITO IO 3arpo3yBa MO3UTHBHOTO JIMLIE HA COTOBOPHUKOT.

17) Ajge mopu, wwiu 1u mene ke me yuuw! (BI)
(18) 4jge bpe, awnax! Toj, itypjax, ke 2o yenu moeiuo cpye! (BU)
(19) 4jge gociua ymusgpuw, 6onna egna. Camo cu samucaysaw padoiuu. (Pb)

5.2 Ajge Bo xomucusau I'd

KomucuBute ce pasiaukyBaaT o JUPEKTHBUTE MO TOA IITO CE HACOYCHH KOH Ca-
MHOT TOBOPHUTEII, KOj Ipe3emMa 00BpCKa Ja HalpaBH HEIITO 3a ciymarenoT (Searle
1979: 14). Bo npotoTunuute koMucuBHYU [ 'Y, KaKBU MITO CE€ TOKAHUTE U MMOHYINUTE,
TOBOPUTEJIOT CE 3aJlara Ja HallpaBH HEILTO BO KOPUCT 3a COTOBOPHUKOT, a Ha CBOja
mreta (Brown and Levinson 1987: 66). Ox roBoputenute ce o4eKyBa Ja MoKaxar
KOOTIEPAaTHBHO OJTHECYBamE BO COTJIACHOCT CO OMIITECTBEHUTE HOPMHU Ha 3aeIHU-
nara. Mako THIIMYHO ce peaqu3upaar co umreparus (Kaxko Hapenoure), opue 'Y He
T0 3arpo3yBaart JMLETO Ha coroBopHUKOT (20, 21). 3aroa, ajge nma yHKIM]ja Ha 3a-
CHJTyBad ILITO ja MOTEHIMPA IOATOTBEHOCTA HA TOBOPUTEIIOT 3a HICH BEIMKOAYIICH
rect. Bo TenedoHnckuTe pa3roBopu HajI0BME a@jge ILITO CTOM IO MOKaHata (22).

(20) 4jge, woseneirie goma. Jlyée cme — peue u wpena naipeg. (MJ)
(21) A wocne, senu Ocnen I'opzo, ajge, jageiue, ne cnobeiue ce... (11A)
(22) Crywaj, caxae ga wie uaciiam 3a genecka, Ke iie 6UKAM, ajge.

Tyka cnaraar BeTyBamwara M OCEOHHOT BHJ NMOHYAH BO KOU T'OBOPUTENIOT MY
HY/IW Ha CITyIIATeNIOT HeKoja yeayra. Tue oOu4Ho ce peanusupaar co cy0jyHKTHBHA

1211 BO TpUKHOT ja3uk oBaa GyHKIH]ja ja Bpuin komOuHanujara ela more (Nikiforidou et al. 2014: 678),
a COCTaBOT ade more U3pasyBa JieKa MPETXOIHUOT HCKa3 (TEKCT) € HEBAXKCH.
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Qa-pedeHuIa, Yija WIOKYIHUCKA CUJIa Ce 3roJeMyBa CO MHHILHU]AIHOTO ajge. OBue
I'Y 6ea MapruHaIIHO 3acTaleHU BO MPUMEPHUTE O JUTeparypara (23) u of Tene-
(douckuTe pasroBop (24).

(23) Ajge 9a su 2u itokadxcam ciiannaiua u iweojaita coba, - ce cepiie kon Maiiiej u
2o pazoywasu. (PB)

(24) A: Ena ga eugam. Ajge jac onga ga sugam uipexy osaa...
b: Ajge sugu, tia jasu mu.

3a paznuka on nperxoguute uHunmpaduku 'Y, codnacysareitio n3pasysa Bep-
OanHa peakiyja Ha MPETXONHHOT ucka3 (25). CoroBOpHUKOT ynorpedysa ajge (1
penyIuMKaluja Ha ajge) WU U3pasu co ajge (9obpo ajge) 3a 1a IO 3aCUIIU MO3U-
TUBHHUOT OZTOBOP, KaKO BO IpUMEpHTe 0 Tee(oHCcKuTe pasroBopu (26, 27). OBoj
YUH HE MPETCTaByBa 3aKaHa 3a HETAaTHBHOTO JIUIIE HA COTOBOPHHKOT, OWIIC|KH HE
ja orpanuuyBa Herosara Boija. Co U3pa3oT (e) ajge ge rOBOPUTENOT MOTBPLYBa
HEIITO OUHUTIIeTHO (28).

(25) Hobpo, ajge, nexa gojge u Mupocnas, ia ga eugume wito ke peue. (KM)

(26) A: lla 2u sukneme ga 2u yinawume gexa ke 2u bpka K.?
b: djge.

27 A: Ogma, ogma ce jagysam 3a MUHYIUA U iy KAXCYEaM.
b: Adjge, ajge.

(28) E, ajge ge. Koj nam nu e fiosadicen, 3aMeHUKOW-QUPEKTUOP UNU SNAGHUOT
gupexitop? (KM)

IToceben Bua coracyBame € Kora TOBOPUTENIOT MOKaKyBa MOITOTBEHOCT /1A ja
npudary NOCTOjHATa CUTYyalllja Co U3PA3UTE ajge ge, ajge Heka, ajge goopo. Tyka
@jge NCTOBPEMEHO BPIIH 3aCHITyBadKa M KOHIIECHBHA (DYHKIIH]a.

29) Tyky, ajge, ne 3agparaj meciio na gpyeu. Teoeilio epeme e HOMUHATIO.
(AC)

(30) Tu Hewitio He pabotuwi WUMCKU HOCIeQHUEe HeKoIKy geHa. llpeii-
iociuagyeam o9 boneciia wu e, ila ajge, Ke Wy UPonegam Hu3 upciiu.
(KM)

Hecoéznacysameinio cnafa Bo 'l mto ro 3arpo3yBaaT MO3UTUBHOTO JHUIE HA
COTOBOPHMKOT M NPETCTaByBaaT 3aKaHa 3a MOHATaMOIHaTa KOMYHHUKalMja Mery
rOBOpUTENINTE. 3a U3Pa3yBambe HAa HECOIIACYBAbE MM ONOHUPAKBE HA MPETXOTHO
U3HECEHOTO TBPJEHE C€ KOPUCTAT KOMOMHALIMY Ha ajge U uecTuuara ope/oe. Ya-
uryie (Casule 2021: 151) 6e ro cMeTa 3a areIaTHB CO [1¢jOPATHBHO 3HAUCHE, HO BO
KOMOHMHAIMU CO aman, bpaso, 9obpo U ajge CUTHATU3UPA COIUIAPHOCT.

31 A: Ha wieoe meciuo jac ga umam wwpu waxkeéu Kepku, Koja caka 6é1acii
HeKa gojge.
b: Ajge ope, — peue Koiue. — Og drcencrko gobpuna uexaut. (MJ)

(32) Ajoe, ajge! He mooicam sexe ga e cnywam! (BH)
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(33) A be ajge, wiu guam...iuu epiuam, He Mu ce jagyeaul Ha tienepon...

CocraBuTe €O @jge UMaar pasauyHa (QyHKIHMja O] CaMOTO ajge, Ha IPUMED,
UCKA30T ama ajge HEKOM aBTOPU IO CMETAaT 3a U3BHK CO yOnmakyBadka (yHKIH]ja
(Greenberg 1996: 60, Tsizmarova 2005). Mako oBue u3pasu ja cMaiyBaaT ONIITECT-
BEHATa JUCTaHIIa Mel'y TOBOPUTEIHTE, (hAKTOT JIeKa € HeCOIIacyBamkeTo eMpaTuy-
HO cyrepHpa JeKa ajge UMa 3acHiIyBadka QyHKIH]a.

5.3 Ajge Bo excipecuBHu I''4

Co excrnpecUBHUTE TOBOPHU YNHOBU TOBOPHUTENIOT U3Pa3yBa CyOjeKTUBEH CTaB KOH
HEKOj HaCTaH MM €HTUTET. Ajge BO HAIIMOT NPUMEPOK 'O HAjI0BME BO CIIEIHHUTE
I'U: rememe, n3pa3yBame eMOIHja U NCKAKYBAEhE IIPUTOTHH JKEIIOH.

Tewemreitio npeTcTaByBa cinoxke ['H, Ouiejku ro akeHTUpa NePIOKY THBHHOT
e(eKT: mpeKy eMItaTija TH HaMaJTlyBa HETATUBHUTE EMOITHHU Kaj COTOBOPHHUKOT. [ 0-
BOPHUTEJIOT ja MUHUMM3HpA HITETaTa MpeJu3BUKaHa Ol HEKOja MPEeTX0IHa CIIydKa
KOPHUCTEJKH ajge cO KOHBEHIIMOHAIHY U3Pa3u (He ce ceKupaj, He e HUilo u CIL.).

34) Ajoe, ne naauu ceza, seneuie MUSKo U HEXCHO, U HE 2aleule U 08ajyuama no
oopaszume. (Pb)

(35) He ce cexupaj. Ajoe, ke u nomune, demenye e. Ilaonu-cmanu. (Pb)

(36) Ajoe Oe, ne e Kpaj na ceemom 00 ympe Ke nounam 00 novemox. (tiktok.
com)

Ajge ce ynorpebyBa M Kako eMOIMOHANIHA Peaknuja Ha mpeTxonHa usjasa. Ce
ynorpebyBa Kako caMOCTOEH HCKa3 BO JBe (DYHKIMU: @jge CO aKLEHT Ha MPBHOT
CIIOT M3pa3yBa U3HEHanyBamwe (4AJge!), a aKIIeHTHPambe Ha [BaTa CO MPOJOIIKYBAKE
Ha BTOPHOT CJIOT O3HauyBa HeonoOpyBaame (Kako U U3pasoT: Ajge cela). Uyneme-
TO, HCTO TaKa, Ce MPEHECYBa CO ajge 3aCHICHO CO APYTu eM(paTHIKu MapKepu: Oe,
ge, majkaitia, kaxo Bo (38, 39) ox TenedoHCKUTE pa3TOBOPH.

(37 Ce obuge ga xadice Hewiitio ama 09 Yciia U usnesze camo egHo Cy6o pe-
berve. Ajgeee, 3a nukage cu, peue /bybo. (Pb)

(38) A4 be ajge, 3a 50 000 genapu au cu?

(39) A: Kaxo 6e mooice inaka ga cu iywinaii? M obeunuitien umame Hau...
b: E ajge ge. Bugu witio e pabowaiua.

Ajge noMuHHpa BO 3aTBPAEHU u3pasu 3a iodicenysarse (I103LpaBU, 3ApaBULY,
gecTuTkH). OJ ja3UUeH acleKT, Toa Ce WANOMATH3NpaHU W3pa3y MTO Tpeda aa TH
ynorpeOyBaar MpHIIAAHUIATE Ha 3aeIHUIATa BO MPHUTOIHU CUTYallUH 3a Aa 00e3-
Oenar XapMOHMYHHU OJHOCH. BakHO € Jleka HUBHOTO HE3HAeH-€ WJIM HECOO/IBETHA
ynorpeba MOXKe J1a TOBEAE A0 HeAopa3Oupame U MPEKUH Ha KOMYHHUKAIIK]ja.

Ajge HajuecTo ce ymoTpeOyBa BO CIIEIHHMBE 3/IPAaBUIM M YECTUTKU: ajge Ha
39paeje, ajge co cpexa, ajge 3a MHOZY 2OQUHU, ajge aupiuja HeKa e, ajge YeCiuuiio
u ci1. IIpernocTaByBaMe JieKa ajge UMa 3acUTyBauka ONTaTHUBHA (yHKIM]ja, Koja ce
pa3BuiIa Ol XOPTAaTUBHOTO 3HAYEH-€ (HEeKa Omfe...) M Koja co3aBa NMILUTMKATypa Ha
npomeHa. Taka Moxe na ce o0jacHU (DyHKIMjaTa Ha ajge BO MO3JpPABUTE 3a 300Ty-
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Bam:e: ajge uao, ajge 3602ym (40); ajge Moxxe 1a Ouze U CaMOCTOEH UcKa3 (41) mro
CHI'HAJIM3Upa Kpaj Ha pa3roBop (0OAHOCHO npomeHa). Toa 3Ha4M neKa Tyka ajge, 1o-
Kpaj mparmMaTtuyka, iMa M TeKCTyalHa (yHKIHja, OMIICjKH yUecTByBa BO CTPYKTY-
PHUPaBETO Ha TEKCTOT. TakBU Ce MPUMEPHUTE 0] TeJehOHCKUTE pa3roBopu (42, 43).

(40) Egno wwiu e najsasicno: unu iy ne2o, unu wioj webe! Ajge ... 300dym. (MJ)
(41) Ej, ugam. 3a geceii munyiuiu cym Kaj iuebe. Ke it iwuiwnam. Ajge. (PB)
(42) A: Aj Ke tiomunam mooice focie.

b: Ajge uao.

A: Ajge uao.
(43) A: Ila yiupe ke ce sugume ke My ja mucaume.

b: Ajge, ajge.

A: Ajge tiozgpas.

Ajge 39paso ce KOPUCTH 3a ja 03HAUU Kpaj Ha pa3roBOPOT, HO HAa COLUjaTHUTE
MpEKH TO CPETHaBME U 32 HHUIIUPAHEe KOMYHHKAIIH]a.

(44) Ayyy ama pano cide ciianane osa Hegenno yiipo! Ajge 9odpo yiupo u
ipujaiuen gen! (https://www.ringeraja.mk)

ITorope ru uznoxusMe QyHKIUUTE Ha gjge KAKO UHTEPAKTUB BO AMjaIOLIKHOT
TUCKypc. Bo HEKoM MPO3HU Jiena 1 Ha MHTEPHET HajI0OBME JIBE HAPATUUGHU YIIOTPE-
6u Ha ajge. IIpBara ¢ BO KOHCTPYKIIHja KaJe LITO gjge U3pa3yBa CIIOKEHA KOHIIE-
CHBHO-KOHTPACTHBHA pelalifja Mery /iBa HeraTHBHH HACTaHU. Bo KOHCTpyKInjara,
KaJIKUpaHa CIope]] TYPCKUOT YPHEK, C€ UMILTUKYBA JieKa TOBOPUTENIOT T0 mpuda-
THJI IPBUOT HACTAH M TTOKPAj Toa IIITO HE TO 000pyBa, HO HE MOKE J1a TO TpHUdaTh
BTOPHOT HACTaH. 3aToa, TAKBOTO @jge 4eCTO ce yHOoTpeOyBa 3a KpUTHUKA.

(45) Ajge witio 11 20 ykpane, wiyKy ja upeinawuie, muciena ke ympe. (https://
www.crnobelo.com)

Bropara koHCTpyKIMja € pelyIuiMkanuja Ha ajge mpucyTHa Bo [lupej (I1.
Amnnpeesckn). IlpernocraByBame Jieka COCTaBOT AECUKTHUKU O3HaudyBa 3a0p3aHa
AKTUBHOCT.

(46) He xauuja na sonoecku konu u né Hocaiu kon buitiona. Hag Kusojro um
bewe lyHKiow u — ajge, ajge Hagony nu3z kaniua, Hu3z ioneito. (ITA)

6. 3akmygonu

Bo oBa ncTpaxyBame ce 00HMI0BME J1a ja YTBPAUME CEMAaHTHUKATa U TparMaruKkara
Ha gjge, €JIcH KOJIOKBHjaJIeH U YeCT UHTEPAKTUBCH ja3U4eH €JIEMEHT BO MaKeIOH-
CKHOT ja3uK. 3a Taa LeJl TM aHaJInu3upaBMe QyHKLUHUTE Ha ajge (M Ha 3aTBPACHHUTE
M3pasy IITO I'M IPaJI) BO TOBOPHUTE YNHOBH BO KOU TOj C€ yIOTpeOyBa.
VYTBpauMe /ieka ajge ce OIIMKYBa CO BUCOK CTEIEH Ha MONN(YHKINOHAIHOCT,
IOpajy TOA IITO MPBOOUTHOTO XOPTATHBHO 3HAUCHE — IMOYETOK Ha JICjCTBYBAHE —
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ce 37100MBa CO MparMaTHykKo 3Ha4YCH¢ HAMETHATO O] KOMYHHUKaluckara QyHKnyja
Ha ['Y mro ro HajaByBa. Bo camocTojHa ynorpeba ajge ro UMIUIMLUPA HEPEaTU3H-
PaHMOT MCKa3, MPUCIIOco0yBajKU ce KOH WIIOKyIHCcKaTa cuia Ha 'Y BO KOHTEKCTOT.

OcHOBHHTE nmparMaTu4Ku (1)yHK]_II/II/I Ha ajge CC IMOBP3aHU CO NMO3UTHBHATA YUTU-
BocT. Kako uHTEpriepcHalleH AUCKYPCeH MapKep LITO M3pa3yBa COMUAAPEH OJHOC
KOH COTOBOPHUKOT, Heropara (pyHKI[Mja 3aBUCH 01l BUJIOT Ha ['Y: BO IUPEKTHBHUTE
ajge e, IMaBHO, yOna)x<yBay LITO T HaMaJlyBa HETAaTUBHUTE €(EKTH 3a JULETO Ha
COTOBOPHHUKOT, HO BO KOMHCUBHHTE U eknpecuBHUTe ['U Toj (hyHKIMOHUpA Kako
3aCHITyBay, KOj HICTOBPEMEHO, CUTHAITU3UPA MPHJATEIICKU OJTHOC KOH COTOBOPHHKOT.
Bo exnpecusnute I' ajge nzpasypa eMOLMOHAIHA peaKlinja, HO BO 3aTBPJECHUTE
M3pasy UMa ONTaTUBHA (PyHKIIH]ja.

Bo nornen Ha auctpubynnja, ajge 1 HEroBUTe KOMOMHAIMU CO APYTa 4eCTHLA
BO JUPEKTHBHUTE W KoMHcHBHUTE ['U ce MpeTe:XHO MHUIMPAYKH, OCBEH BO (HE)
comiacyBameTo. MeryToa, BO €KCIPECUBUTE THE C€ yIoTpeOyBaaT BO OAIOBOPHU,
OZIHOCHO KaKO peakifja Ha NPeTXOAHUOT ucka3. Mckiryuok nmpercraByBaaT u3pasu-
TE 3a TIOXKENTyBambe, OMJIejKH MHUIIMPAAT KOHBEHITMOHAIN3UPaHH aujanosu. Jlono-
HHTEIIHO, BO U3Pa3HTe 3a 300TyBambe ajge BPILH TeKCTyanHa (QyHKIMja, OuIejKu ro
03HauyBa KpPajoT Ha PasroBOPOT.

Ha xpajot, 1a 3aBpimmMe co U3pasoT ajge uao, KOj TOJIKY CIMKOBHUTO ja MIIyCT-
pupa noau(yHKIHMOHATHOCTA Ha gjge: U IIPU M03/paByBambe HUE CaKaMe Ja IO CHUI-
HaJM3UpaMe | Jia To yonaxkume epeKkToT Ha 3aBpIlyBamke Ha Pa3roBOpOT 3a Jia OC-
TaHEeME BO PaMKHUTE Ha MMO3UTHBHATA YUYTHBOCT KapaKTEpPUCTUYHA 32 OaJKaHCKaTa
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1 Introduction

In this paper, I will discuss some methodological issues in the syntactic reconstruc-
tion of Old and pre-literary Albanian, relying on formal approaches to syntax and
typology. I aim to show how the research into historical syntax of a language with a
restricted textual corpus (Kleinkorpussprache), such as (early) Old Albanian,' can
benefit from combining insights from both diachronic (micro)variation and syn-
chronic linguistic theory and typology, by pursuing a kind of (micro)parametric
approach to syntactic reconstruction.?

In addition to diachronic syntax and Albanology, the kind of parametric recon-
struction of Old and Proto-Albanian advocated here could be of particular interest
to Balkan linguistics, too, given that the most salient areal features characteristic
of Albanian and the other languages of the Balkan linguistic area, the so-called
Balkanisms, are in fact morphosyntactic. Therefore a formal diachronic account of
Old Albanian syntax, like the one pursued here, can also aid us in the crucial task of
more securely establishing their chronology, by overcoming some of the obstacles
of the traditional descriptive approaches.

The paper is divided into two case studies, where the first one, based on the ex-
isting formal typological literature on verb movement and cliticization in Albanian
and other Balkan languages, serves to introduce and illustrate the overall methodo-
logical approach, which is then applied to another set of (micro)data in the second
case study, in order to produce a similar movement-based analysis and diachronic
reconstruction in the domain of definiteness marking.

2 A (micro)parametric approach to Old Albanian

The earliest secure attestations of Old Albanian (OAlb) amount to several short
phrases from the late 15% century (the so-called Baptismal Formula from 1462, a
replica in Albanian in the Italian Renaissance drama Epirota from 1483, and a list
of words and phrases in a travelogue by Arnold von Harff from 1497), as well as
a fragment of the Gospel of Matthew (Perikopeja e Ungjillit pas Mateut), writ-
ten in the Greek alphabet. It took another half a century for the first longer texts
in OAIDb to appear, the majority of which are translations of religious literature.
These include the Missal (Meshari) by Gjon Buzuku, printed in Venice in 1555,

! For a discussion of the terms Grofskorpus- and Kleinkorpussprache, and attempts at their definition,
see Mayrhofer (1980: 17 et seq.) and Untermann (1989). In contrast to more typical cases of restricted
corpus languages (such as poorly documented languages with no known affiliation, e.g. Etruscan,
and poorly known languages with well-understood close relatives, e.g. Continental Celtic, or with
well-understood more distant relatives, e.g. Phrygian, for which also the terms Restsprache and Triim-
mersprache are proposed), Old Albanian differs because its attestation is more or less continuous
since the onset of its written tradition, and the division between the Old Albanian period and the rest
of the corpus is therefore somewhat arbitrary. However, the term may also be applied to poorly doc-
umented stages of otherwise well-documented languages (such as Ogham Irish and Runic Norse, or—
for the less common case of a poorer-documented later stage—Crimean Gothic). More precise terms in
this context, as well as in reference to Old Albanian, then perhaps would be Kleinkorpussprachstufe
or Kleinkorpussprachperiode.

2 On parametric change and reconstruction in general see Roberts (2007, 2019).
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followed by a translation of catechism (E mbsuame e kréshteré) by Leké Matrénga,
printed in Rome in 1592, and another one by Pjetér Budi (Doktrina e kérshtené) in
1618. Budi has also translated and adapted the text of Roman Ritual and the treatise
Specchio di confessione by Emerio de Bonis (Paségyra e t rréfyemit) in 1621, as
well as wrote over 100 pages of original prose and poetry. In addition to Budi, the
17"-century OAIb corpus also includes a Latin-Albanian dictionary (Dictionarium
latino-epiroticum) by Frang Bardhi (Franciscus Blancus) from 1635, and an orig-
inal religious treatise in two volumes Ceta e profetéve (Cuneus prophetarum) by
Pjetér Bogdani, printed in Padua in 1685. These five earliest authors are usually
taken to represent the canon of OALlDb literature (Riza 1952, 2002; Ismajli 2000).

Although quite substantial, the OAlb corpus is rather limited in terms of its the-
matic scope, while at the same time featuring rather wide dialectal and geographical
diversity—from Sicily (Matrénga) to Prizren (Bogdani)’*—as well as a broad chron-
ological span—from the mid-16" to well into the 18" century. By detecting patterns
of (micro)variation in the OAIb corpus, or between OAlb and Modern Albanian
(MAIb), and modelling the observed sets of (micro)data formally, using insights
from linguistic theory and typology, in this paper I aim to show how a (micro)
parametric approach to a corpus language, such as OAlb, and to historical corpora
in general, has the potential to ‘fill in the gaps’ of a diachronic corpus in terms of
its size and scope. To illustrate this, [ will present in particular a formal analysis of
the microvariation in the position of clitics and the verb and the (morpho)syntactic
expression of definiteness in Old vs. Modern Albanian, in order to trace syntactic
changes (and microchanges) that have occurred in documented Albanian and to
provide a syntactic reconstruction of the language in its pre-literary stage.

2.1 Case study I: The position of clitics and the verb

Albanian pronominal clitics are always proclitic to the verb, except with impera-
tives, which manifest an optional verb-clitic switch, as in (1) (5j- in (1b) is anti-hi-
atic).

(D) a. E= shiko!
3sG.acc=  look.mp
‘Watch (it)!”

b. Shiko =je!
look.map =3sG.4cc
‘Watch (it)!”

With a plural imperative form, the verb-clitic switch even results in the clitic
splitting the verbal stem from its plural inflection.* This is the case with (2b).

3 Albanian features two major dialects, Gheg and Tosk. With the exception of Italo-Albanian (4r-
béresh) Matrénga and the Greek-influenced fragment of the Gospel of Matthew, which are both Tosk,
all other major OAID texts are written in the Old Gheg dialect, which additionally sets them apart from
the (dominantly) Tosk-based modern standard.

* It should be noted that this behaviour is completely isolated within the Albanian verbal system,
in which clitics otherwise never split a verbal stem from its inflection. According to Joseph (2018:
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2) a. E= shiko -ni!
3sG.acc=  look.mup -2rL
‘Watch.pL (it)!”
b. Shiko =je -ni!
look.imp =35G.4CC -2pL

‘Watch.rL (it)!”

The verb-clitic switch is, however, impossible when imperatives are negated; cf.
(3), where the only allowed order of the elements is the one in (3a).

3) a. Mos e= shiko (-ni)!
NEG 3sG.4cc= look.ivp (-2PL)
‘Don 't look/look.prL (at it)!’

b. *Mos shiko = je (-ni)!
NEG look.imp =35G.4cc (-2pL)

In addition to the interchangeability of the verb-clitic orders in (1) and (2), an
historical variation between OAlb and MAIb has been observed, too, in the frequen-
cy of the verb-clitic switch (e.g. in Matzinger 2006: 134 et passim; Topalli 2008:
57-58, i. a.). Namely, in OAlb, the imperative-clitic switch is overall encountered
less often than in the modern language, it is generally limited to sentence-initial
positions, and even then, the clitic rarely splits the verb stem from its inflection (cf.
Schumacher & Matzinger 2013: 119—-121), although the structure of both varieties
is apparently the same in terms of morphology (4).

4) a. na= liro (in the Lord’s prayer; Buzuku, fol. 25)
1pPr.acc= release.imMp
‘release us’

b. mé= éndiglo-ni (Buzuku; from Matzinger 2006: 134)
1sG.acc= listen.imp-2pPL
‘listen to me’

c. merr-ni =e (Schumacher & Matzinger 2013: 120)
take.imp-2PL =3sG.4cc
‘take him’

In order to make sense of these facts, I will supply a formal analysis of the im-
perative-clitic switch (and its absence) in (1)—(4), rooted in the existing literature on
formal approaches to Albanian and the Balkan languages, as an initial case study of
the two. This will allow me to lay out the details of the methodological approach,

1784): “Admittedly, this placement may say more about the nature of the 2pL ending -ni than about
the pronoun, since -ni shows other signs of having a ‘freer’ status than that of other person/number
endings”. A similar pattern, probably contact-induced, is also found in some Northern Greek dialects
(see Joseph, op. cit. for further discussion).
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which will then be applied in the second case study, the one on the (morpho)syntax
of definiteness in OAlb.

Assume that a sentence consists of at least three layers of structure: the proposi-
tional domain (left periphery), the inflectional domain (which hosts the inflectional
material, such as clitics, agreement and tense features of the clause), and the vP
domain (hosting the verb and its arguments), as in (5). In order to model the data in
(1)—(2) formally, verb (V) movement to (somewhere in) the C-domain (left periph-
ery) is generally posited in the literature (cf. Turano 2000). As the imperative verb
undergoes long head movement to C, it leaves the clitic and the inflection behind
(6), thus producing the verb-initial surface order as in (1b) or (2b).

&) C-domain (left periphery) > I-domain > vP (predicate) domain
(6) -
c cIp
shiko Cl1 1P
e 1 P
(-ni)
v
shiko

The movement analysis in (6) is further corroborated by adverb placement rel-
ative to the imperative verb in Albanian (7), which is the standard diagnostic used
to test whether a language undergoes V-movement (since Pollock 1989; cf. also
Roberts 1993, 2001).

@) a. Lexo(-ni) gjithmoné me kujdes!
read.iMp(-2pL) always with care
‘Always read carefully!’
b. ’Gjithmoné lexo(ni) me kujdes! (from Turano 2000)

As the position of adverbs like gjithmoné ‘always’ is considered to be fixed,
the surface order with the imperative preceding it on the left in (7a) indicates that
V-movement did indeed take place in MAIb imperative clause. However, this move-
ment is optional in Albanian, as evidenced by the interchangeability of examples
in (1)—(2), which is why the reverse order, as in (7b), is not ungrammatical either,
albeit it is less frequent and less natural than the verb-initial order in (7a). In other
words, the imperative verb need not obligatorily raise to C in MAlb, but whenever
it does preceed the clitics and adverbs, ending up as the sentence-initial element, its
position indicates that it has undergone V-to-C movement.

According to Rivero (1994a) and Rivero & Terzi (1995), such V-to-C movement
with imperatives is driven by features encoding the logical mood of the clause in
the left periphery (the propositional domain of the clause). These authors propose a
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typology whereby languages whose imperative verbs have distinctive morphology
fall into two classes:

Class I: Imperative verbs with distinctive morphology also have a distinctive
syntax (e.g. Modern Greek, Spanish)

Class II: Imperative verbs with distinctive morphology lack a distinctive syntax
(e.g. Ancient Greek, Serbo-Croatian)

In a feature-based, Minimalist approach to parametric variation, Class I lan-
guages are assumed to have a ‘strong’ imperative feature at C, which has to be
checked before Spell-Out, thus causing the imperative verb to move to C overtly
(i.e. to show distinctive syntax), under the Principle of Full Interpretation (Chom-
sky 1986, 1995). In Class II languages, on the other hand, this logical mood feature
is ‘weak’ (or alternatively, C hosts no features whatsoever), so that no movement in
the overt syntax is needed; rather, the system will ‘procrastinate’ until the deriva-
tion ends, and have this feature checked covertly, only at LF.

As for the blocked V-movement in the presence of negation in (3), according to
Turano (2000), the prohibitive marker mos now occupies the landing position for
V-movement (8), by virtue of it being able to check on its own this ‘strong’ imper-
ative feature at C. In that sense, cf. both its imperative use and morphology in (9).5

®)

CP
cive] CIP
mos Cl P
e I TP
(-mi)
v
)] a. Mos!
‘Don't (do that)!’
b. Mos-ni!

‘Don t-2pL (do that)!’

In other words, even the apparent absence of V-movement with negation in
Albanian in (3), actually conforms to the syntactic typology proposed by Rivero
(1994a) and Rivero & Terzi (1995), given that it is the prohibitive marker mos it-
self that manifests the distinctive imperative syntax in MAIb. Thus, given the facts

5 An anonymous reviewer points out that the form mosni in (9b) may have been calqued from South
Slavic: nemoj : mos :: nemoj-te : X, where X = mos-ni. Namely, in South Slavic, the plural pendant
of nemoj ‘don’t’ comes completely naturally, as nemoj is etymologically a finite verbal form: thus
South Slavic 2sG nemoj, 2PL nemojte easily (despite the slightly irregular/Allegroform phonology) «—
Common Slavic *ne modzi / *ne modzéte.



30 Porde Bozovié

above, MAIDb can be classified a Class I language. It bears a ‘strong’ imperative
feature at C, encoding the logical mood of the clause, which forces the imperative
verb, or the imperative negation marker mos, to check it before Spell-Out, in the
overt syntax.

Recall, however, that the imperative-clitic switch in MAIb, as in (1)—(2), is
optional. This is also observed by Rivero (1994b), who argues for a “non-finite
V-movement to C” as an areal feature shared by all Balkan languages. However,
“in contrast to [Modern Greek] and Rumanian, Albanian [...] imperative need not
raise to C obligatorily” (Rivero 1994b: 108), and instead may merge somewhere
lower, in the I-domain.

In principle, there are two possible ways to conceive of this optionality in a
diachronic perspective. One is that, given that it is more widespread in the other
Balkan languages, the optionality of V-movement in MAIb would suggest that it is
a more recent (contact-induced) innovation (so that diachronically, Albanian could
be in a transition from Rivero’s Class Il to a more Balkan-like Class I language).
Alternatively, MAIb could be in the process of loosing this feature (i.e. transition-
ing from a Class I to a Class II language). In that case, instances of the verb-initial
order actually would be relicts of an earlier stage when this word order was in fact
more common. However, in the light of a lower frequency of the imperative-clitic
order in the OAIlb corpus, as in (4), the evidence probably supports the former
scenario. This is also pointed out by Topalli (2008: 57-58), according to whom
proclisis is older than enclisis, which has resulted from the imperative verb being
fronted for focus (i.e., in formal terms, ending up in the left periphery of the clause
anyhow).

To conclude, on a microparametric level, Albanian is probably undergoing a
syntactic change from a Class II language (with no ‘strong’ features at C) to a Class
I language (with ‘strong’ logical mood features emerging at C, that need to be
checked overtly in the syntax). In that sense, early OAlb, as well as the pre-literary
stages of the language, despite the scarcity or even lack of any textual attestation,
can be reconstructed without overt V-movement.

2.2 Case study II: (Morpho)syntax of definiteness

Having shown in the previous section how a (micro)parametric approach to syn-
tactic reconstruction could work in a case study of V-movement in the sentential
domain, I will turn now to the nominal (agreement) domain and provide, in es-
sence, an analogous formal analysis of the (morpho)syntax of definiteness in Old
vs. Modern Albanian.

Albanian, like Balkan Slavic and Balkan Romance, has grammaticalized a defi-
niteness marker as a suffix on nouns, as in (10), from what was originally a demon-
strative pronoun.

(10) a. libr-i
book-DEF.M.SG
‘the book’
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b. letr-a
letter-DEF.F.SG
‘the letter’

c. libra-t dhe letra-t
books-DEF.pPL CONJ letters-DEF.PL

‘the books and the letters’

The indefinite article, on the other hand, is fully grammaticalized only in the sin-
gular, from the numeral njé ‘one’ (11a). Like other demonstratives (11b), numerals
and quantifiers (11c¢), the indefinite article normally precedes the noun, which is
then in the indefinite form.

(11) a. njé libér dhe njé letér
ART book.INDEF CONJ  ART letter.INDEF
‘a book and a letter’

b. ky libér dhe ajo letér
this.M.5G book.INDEF CONJ  that.F.sG letter.INDEF

‘this book and that letter’

c. kéta pesé libra dhe ato shumé  letra
these.m.PL  five books.INDEF  CONJ those.F.pL many  letters.INDEF
‘these five books and those many letters’

Conversely, adjectives follow the noun, which is normally definite when
post-modified as in (12a); unless they are focused, in which case the adjective has
the definite marker instead (12b). Like the focused adjectives, nominalized adjec-
tives and participles are also, in general, obligatorily definite (i madh-i ‘the big
one’).

(12) a. libr-i (mé) i madh
book-DEF.M.5G COMP  LNK big
‘the big(gest) book’

b. mé i madh-i libér
coMP LNK big-pEF.M.SG  book
‘the biggest book’

A movement operation analogous to V-movement in the sentential domain, in-
volving the noun (N) and a functional head in the structure above it such as D(e-
terminer), is usually posited in the literature to account for word order patterns
inside the DP like these in (10)—(12) (cf. Carstens 2017 for a general overview of
N-to-D movement; Dimitrova-Vulchanova & Giusti 1998, Turano 2002, 2003, and
references therein, for a more fine-grained analysis of N-movement in Albanian).
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Namely, the noun-adjective order and the enclisis of the definite marker on the
phrase-level, as in (12), are derived by the noun moving to some higher position
(in a long movement all the way to D, or alternatively, to some intermediate head
in the functional spine), in order to check some ‘strong’ feature located there, en-
coding referentiality—the DP analogue of the propositional features from the clausal
domain (13).

(13)

DP

® D

DI[REF] _
e

When this landing position for N-movement (or perhaps a related one, in an
agreement relation with it), is already filled by another element, like the demon-
strative or numeral in (11), which can check the ‘strong’ feature at D on its own
(similarly to the prohibitive marker mos substituting for V-movement), then no
N-movement takes place, unless forced pragmatically (e.g. ky libr-i mé i madh ‘this
particular biggest book’). In other words, in neutral contexts, the noun will prefer
to remain syntactically in situ and morphologically indefinite whenever there is
another element closer to D to save it from undergoing overt head movement, thus
allowing it to ‘procrastinate’ until it reaches the LF interface.

The similar holds true for focused pre-nominal adjectives, as in (12b). Given
the commonly proposed structural parallelism between clauses and DPs (pioneered
in Abney 1987), one can assume (with Giusti 1996; Aboh 2004 and various subse-
quent work) analogous Topic/Focus projections in the DP to those in the clausal left
periphery, as described by Rizzi (1997), where pre-nominal adjectives in Albanian
would eventually end up in the Spec(ifier) position, again in a checking relationship
with the ‘strong’ referentiality feature at D, and so with the definite morphology
surfacing on the adjective instead of the noun, whose overt movement would in
this case again be blocked (14). In the similar case of nominalizations, the adjective
moves in a noun-like manner to a Spec position above D to check its referentiality
feature, and therefore obligatorily surfaces with the definite marker (as in i madh-i
‘the big one’).
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(14)

FocP

AP_____
T

mé i madh o

DhsE .
—

= 7 N
libér

Whenever the noun is morphologically definite in MAlDb, as in (10), that would
indicate however that it has undergone overt movement in the syntax, as in (13).
Again, languages may vary as to whether this N-movement is syntactically overt
or not, but also, in some cases, whether it is optional or obligatory (cf. Longobar-
di 1994). As was the case with V-to-C movement, here, too, the availability of
different definiteness patterns in MAIb would indicate the optionality of N-move-
ment in Albanian, or the possibility of a ‘shorter’ movement to another functional
projection below D. In any case, given the facts above, MAIb can be classified as
a language with ‘strong’ referentiality features at D, or at some other functional
projection in the extended nominal spine, triggering overt N-movement whenever
there is no other fuctional material in the DP that can licence these features instead.

On the other hand, it has been observed that in OAIb the indefinite marker njé
was less grammaticalized than it is in the modern language, in that it agreed in case
with the head noun (Demiraj 2002: 152—153), as in (15).

(15) E u aféruo njé-i bujar-i
CONJ PASS — approach.3SG.A0R ONne-DAT.SG nobleman-par.sG

‘And he approached a nobleman’
(Buzuku; from Demiraj 2002)

This is usually taken to suggest its relatively recent emergence as an indefi-
nite article, in a grammaticalization process from a true numeral to the indefinite-
ness marker, that was still ongoing in the OAlb period. As for the definite marker,
however, it appears morphologically identical in both OAlb and MAIb. As it was
already grammaticalized as a suffix in OAlD, it is often assumed to have emerged
at an earlier, prehistoric stage (Riza 1958, 1982; Bokshi 1980, 1984, 2010; Hamp
1982; Schumacher 2009: 56-58).° Crucially, however, we do observe some mi-
crovariation in the distribution of definiteness marking in the OAIlb corpus. On the
one hand, occasionally there is what seems to be an excess of case and definiteness
marking in phrases with post-nominal adjectives; e.g. (16) in contrast to (12a).

¢ The grammaticalization of articles is a hotly debated subject in classical Albanology, without com-
munis opinio. I intend not to go into more detail on that matter here, but in addition to the works al-
ready cited, the interested reader is referred to Spiro (2021) for the most recent synthesis of the issue.
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(16) a. bir-i i tij ma plak-u (Buzuku, fol. 50)
SON-DEF.M.SG LNK his comP  old-DEF.M.SG
‘his oldest son’

b. gjisht-né ma té vogél-iné (Buzuku, fol. 48v)
finger-DEF.M.SG.ACC ~ COMP  LNK little-DEF.M.SG-ACC
‘the littlest finger’

According to Cabej (1977: 76-77), in contrast to MAIlb, the agreement of
post-nominal adjectives with the head noun as in (16) is regular in Buzuku and
Bogdani and sporadic in Budi, Bardhi and Matrénga (cf. also Paci 2011: 179-191
and references therein). While on the other hand, an apparent lack of definiteness
marking is seldom found, too, e.g. in (17), where we find naté ‘night’ in the indefi-
nite form, in contrast to drit-a ‘the light’ in the definite form, in what are otherwise
formally identical clauses.

17) E tha Zot-yné: Klofté bam drit-a.
CONJ $ay.3SG.AOR Lord-our be.3sc.opr make.prcp  light-DEF.F.SG
E u ba drit-a [..]

CONJ PASS  make.35G.AOR  light-DEF.F.SG

E u ba naté (Buzuku, fol. 69v)
CONJ PASS  make.3SG.AOR  night.INDEF

‘And our Lord said: May the light be made. And the light was made |[...]
And night was made’

Given the availability of more than one position for definiteness in (16) and the
lack of it in (17, naté), unlike MAlb, we don’t need to posit overt N-movement as
in (13) to account for OAlb, even when a nominal here is morphologically definite.
Rather, what are superficially identical morphological structures of Old and Mod-
ern Albanian, in fact parametrize differently on the syntactic level. Similarly to the
ongoing grammaticalization of the indefinite article njé, the distributional patterns
in (16)—(17) may suggest more semantic or pragmatic/discoursive (i.e. anaphoric)
than fully grammaticalized (morphosyntactic) functions of the definite marker in
OAIlb, in (partial) contrast to MAIb. In (17), for example, drit-a may be definite in
contrast to naté pragmatically, by virtue of the former having been already intro-
duced on the discourse level, and not because any particular syntactic configuration
requires either of them to formally surface with the definite marker, as would be
the case in MAlb.

Lack of overt N-movement in OAlb is further corroborated by the positioning
of adjectives in relation to the head noun, which is generally freer in OAlb than in
MALID in neutral contexts (Paci 2011: 191-203), cf. e.g. (18) in contrast to MAlb

(12).
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(18) U ba i e madh-e
PASS  make.3SG.AOR hunger.INDEF ~ LNK big-r
nd até  dhe, e aj zi me ardhuné
in that land.INDEF coNJ — he take.35G.AOR  INF come.PTCP
ndé té madh-e nevojé (Buzuku; from Paci 2011: 197)
in LNK big-F need.INDEF

‘There arose a mighty famine in that land, and he began to be in want’

In general, this would mean that, in spite of their identical morphology, OAlb
and MAID differed structurally w. r. t. the existence of ‘strong’ referentiality features
at D, and consequently, w. 1. t. the availability of overt N-movement to (somewhere
in) the D-domain. In other words, although virtually undetectable on the surface, a
rather far-reaching syntactic change was in fact on the way in (early) OAlb.

3 Conclusions

In this paper, I have presented two case studies intended to illustrate how a par-
ametric approach to (micro)variation observed in an otherwise restricted historical
corpus can aid in the reconstruction of syntax and tracing syntactic change. In both
case studies, I have shown how using the insights of formal approaches to syntax
and typology, we can model OAIb data in terms of a formal grammar which sup-
plies for the scarcity of textual attestation and allows us to make informed assump-
tions about the structure of proto-language.

As concerns the structure of OAlb, in both cases we’ve seen how this (mi-
cro)variation in fact reflects some ‘deeper’ structural property of this Kleinkor-
pussprach(stuf)e, at the same time distinguishing it from MAIb. In particular, I
have argued that certain clusters of (micro)data, when illuminated from a formal
typological perspective, show that OAlb lacked overt head movement in the syntax,
both in the sentential (V-to-C movement with imperatives) and in the nominal do-
main (N-movement with definite nouns), i.e. that it was in the process of gradually
acquiring them (possibly under contact with other Balkan languages). Structures
that on the surface appear as identical in Old and Modern Albanian in terms of mor-
phology, thus turn out to reflect rather different underlying syntactic makeups, with
a whole array of possible additional structural phenomena that may correlate with
this microvariation in the parametric setup of Old vs. Modern Albanian.’

In addition, this approach may prove particularly useful as a heuristic in distin-
guishing structural archaisms from innovations in a language with late attestation
such as Albanian. In this particular case, both V-movement and N-movement turn
out to be innovations introduced in early OAlb and gradually crystallizing dur-
ing the entire OAIb period. Formally, the change is reflected in the emergence of

7 Although not directly related to a N-to-D movement-based account of definiteness as pursued
here, some of the crosslinguistic generalizations assumed to correlate with the (non-)existence of
grammaticalized articles, i.e. the functional projection of D above NP, are discussed in more detail in
Boskovi¢ (2008, 2012).
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‘strong’ features in the functional domain, i.e. on functional heads such as C/Fin or
D, that need to be checked overtly. From a Balkanological perspective, it is precise-
ly this emergence of ‘strong’ features encoding functional information, probably
in a multilingual contact-induced drift for a more explicit syntactic marking and
spell-out of functional categories, that can be thought of as the underlying mech-
anism and the formal motivation for morphosyntactic Balkanization in individual
languages, including OAlb, which not only turns out as syntactically less innova-
tive than MAlDb, but also at the same time as less Balkanized, despite their largely
shared morphology; thus shedding novel light on the position of Albanian within
the Balkan Sprachbund.

Finally, a more detailed empirical research into the OAIb corpus is needed in
order to further test the analysis presented here with more scrutiny and rigour. The
necessary first step in doing so would be constructing a parsed and annotated digital
corpus of OAlb. This remains a desideratum for future research.
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The paper deals with the notion and function of nostalgia in John Cheever’s short
story cycle The Housebreaker of Shady Hill and Other Stories (1958). The analy-
sis relies on Svetlana Boym’s definition of nostalgia as “a longing for a home that
no longer exists or has never existed” (2001: xiii) and on Jennifer Smith’s (2017)
study of nostalgia in the American short story cycle. The objective is to exam-
ine how and for what purposes Cheever’s cycle employs nostalgia in individual
stories, and to show whether different evocations of nostalgia present partial or
false versions of the past. Having in mind the recursive and accretive nature of
the cycle as a genre, the authors intend to examine how individual stories come
together to render a more collective sense of nostalgia, whether coherent or am-
bivalent, that might be in a correlation with a specific middle-class suburban
locality of the American Northeast.
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Oaa craTuja ce 3aHMMaBa Co MOUMOT U (DYHKIIMjaTa Ha HOCTAJITHjaTa BO LUKITY-
cot packasu The Housebreaker of Shady Hill and Other Stories (1958) on Llon
UYusep. AHanuzara ce normupa Bp3 AepuHMIMjaTa 32 HocTainrnjara Ha CBeTnaHa
bojMm, cnopex koja HocTanrujara € ,,KOIMHEXK M0 JOMOT IITO MOBEKe HE MOCTOU
Wi HUKoram He nocroen (2001: xiii), kKako ¥ Bp3 CTyIUjara 3a HOCTaJrujara
on Lleangep Cmur (2017) Bo ameprkaHckara 30upka packasu. Llenra e ma ce
HCTPaXKU KaKo M O Koja e LIMKITycoT Ha YnBep BKIIy4yBa HOCTAJITHja BO HHIIU-
BUJIyaJTHUTE NIPUKA3HH U J1a Ce IIOKaXKe Ak Pa3InYHUTEe eBOKALUKM Ha HOCTAJ-
rujaTa mpeTcTaByBaaT JellyMHH WIIM TOTPENIHU Bep3UHM Ha MUHATOTO. VMajkn
NpeBU/ eKa IUKIYCOT PacKa3y Kako >KaHp 110 MPUPOJIa COAPIKU TIOBTOPYBamba
U HaJIOTIOJIHYBamba, aBTOPUTE MMaaT Hamepa Ja UCTPakaT Kako ITOeJMHEUHHUTE
packasu ce IOBp3yBaar 3a Ja JajJaT MOKOJEKTHBHO YyBCTBO Ha HOCTaJTHja, 0e3
pasiHKa Jaju € Toa KOXePEHTHO HiIM aMOMBAJICHTHO, KO€ MOJXKe J1a Oujie BO Kope-
Januja co cnenu(UIHUOT JIOKATUTET Ha MIPEIrpagueTo BO KOe KHBee CperHaTa
KJlaca Ha aMEPUKAHCKUOT CEBEPOUCTOK.

Kayunu 360opoBu: Hoctanruja, [lon UuBep, MUKIyC packasu, aMepUKaHCKA
kHKkeBHOCT, The Housebreaker of Shady Hill and Other Stories
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1 Introduction

John Cheever (1912-1982), the renowned American author of short stories and
novels, nicknamed “the Chekhov of the suburbs” (Chilton 2015) often explored the
lives, places, desires and aspirations of the suburban middle class of the American
Northeast in his fiction. Moreover, many of Cheever’s stories feature a strong sense
of nostalgia that is tightly associated with the suburbs of the American East. The
search for nostalgia is sometimes so intense in his stories that Burton Kendle (1982:
219) uses the term “passion of nostalgia” to describe what many of Cheever’s char-
acters experience and desire. The main focus of the paper! is the treatment and
employment of nostalgia in John Cheever’s short story cycle The Housebreaker
of Shady Hill and Other Stories (1958). Another aim is to show whether different
evocations of nostalgia in these stories present true, partial or false versions of the
past as well as their influence on the characters’ present or future.

The first part of the paper aims to develop a theoretical framework by defining
nostalgia as a concept, the short story cycle as a genre, and the connection between
them. First, the paper relies on Svetlana Boym’s influential study of nostalgia where
she defines it and analyzes it in detail. Then, Jennifer Smith’s concept of critical
nostalgia as a frequent narrative strategy in many American short story cycles is
presented. Smith’s analysis of how short story cycles employ nostalgia as a mode of
expression that simultaneously shows the power of nostalgia and criticizes it serves
as a valuable tool for the paper’s examination of Cheever’s cycle.

The main part of the paper presents the analyses of individual stories in the
cycle. Thus, the focus is on when and why nostalgia arises, objects on which it
concentrates, and the functions it fulfills. In addition, special attention is paid to
how nostalgia treats the past and whether it selects certain parts of it or falsifies
it. Simultaneously, the analysis identifies potential similarities and differences in
terms of how these stories employ nostalgia. Finally, the stories are examined as
parts of the whole, where the aim is to understand how the interdependence of the
stories helps construct an image of collective nostalgia that captures desires and
aspirations of the whole community.

2 Defining Nostalgia

In her influential study, Svetlana Boym defines nostalgia as “a longing for a
home that no longer exists or has never existed” (2001: xiii). Thus, the first charac-
teristic of nostalgia is that it focuses on an object that is permanently lost or illusory.
Moreover, the object of nostalgia is often vague and difficult to define. The fact that
nostalgics find it difficult to say what exactly they yearn for points to the notori-
ously elusive nature of nostalgia (Boym 2001: xiv). Besides being elusive, objects
of nostalgia are frequently idealized, impersonal, and unattainable (Santesso 2006:
16). Secondly, nostalgia usually points to a particular place or time, but it is mostly

! A shorter version of this paper was presented at the 6" International Conference on English Lan-
guage and Anglophone Literatures Today (ELALT 6), organized by the Faculty of Philosophy, Uni-
versity of Novi Sad, Serbia, in October, 2022.
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preoccupied with time. As Aaron Santesso (2006: 15) explains, nostalgia is more
often imagined in temporal terms than in the spatial or geographical terms. In its
focus on a different time, nostalgia is not a simple and truthful recollection of the
past but a deeply subjective and therefore unreliable and distorted reconstruction
of it. Moreover, nostalgia is not exclusively focused on the past but it forms a com-
plex relationship with the present and future as well. As Boym explains, “to look
back nostalgically is not to recall the past as it really was, but to elide, distort, and
occlude its realities in the light of what has happened since” (2001: xiii). Therefore,
nostalgia is a “mode of idealization responding first and foremost to the concerns
of the present” (Santesso 2006: 13). In other words, the past in nostalgic longing is
frequently, if not always, determined by the needs and desires of the present.

Nostalgia merges desires of the present and components of the past, real or
imagined, which are rearranged and distorted to fit those desires. This process of
partial blending is what Boym calls “a superimposition of two images” (2001 : xiii),
where notions of home and abroad, past and present, and dream and everyday life
are overlaid, but never fully fused into a single image. As nostalgia often arises in
times of need, it often serves as a defense against the experience of loss and dis-
placement, which means that nostalgia can be both retrospective and prospective. It
is prospective when “fantasies of the past determined by needs of the present have
a direct impact on realities of the future” (Boym 2001: xvi). This means that nos-
talgic recollections of the past may serve as a foundation on which a better future
could be built.

Notably, nostalgia is not just a personal sentiment of an individual but it can also
be a collective mechanism that aims to correct the memory of the past and the needs
of the present of a whole community or a nation. Examined broadly, nostalgia can
be seen as a historical phenomenon “that arises in response to a set of specific cul-
tural, political, and economic forces” (Su 2005: 4). Thus, nostalgic yearning for lost
or imagined time periods or places aims to pose an alternative to the present social,
political or domestic relations that fail to fulfill human needs. Nostalgia could also
be considered a rebellion against the modern idea of time and progress as it tends to
negate historical change in order to suspend the flow of time, sometimes even con-
fusing the actual with the imaginary (Boym 2001: xv). Therefore, nostalgia is both
a personal and collective yearning for a lost time or place that arises to fulfill the
needs and desires of the present. As it offers an idealized or even entirely imagined
vision of the past, a nostalgic view may represent a distorted, selective and fuzzy
picture of the past. As a collective phenomenon, nostalgia aims to fight against the
irreversibility of time and progress, and to fulfill human needs in the present social,
political and domestic contexts.

2.1 American Short Fiction and Nostalgia

Explorations of nostalgia can frequently be observed in many American short
story cycles. In her wide discussion of the form, Smith (2017: 22) uses the term
“critical nostalgia” to refer to how cycles, especially those linked by locality, of-
ten simultaneously employ nostalgia as a sincere mode of expression that creates
a wistful simplification of the past, and as a mode of expression that criticizes
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that very same simplification or sentimentality. Thus, short story cycles® deploy a
self-conscious sentimentality in the sense that these texts both embrace nostalgia
and criticize it. Many texts belonging to this genre expose how nostalgia often
masks and contradicts past injustices, relationships, and homes, while also ac-
knowledging how nostalgia seeks to restore and correct them. Likewise, cycles
often criticize the numbing effects of nostalgia because the characters escape the
necessary effort of reshaping the present. Ultimately, nostalgia proves to be both
powerful and unsatisfying as characters feel a deep nostalgia for a near past that
was never very good to begin with.

As cycles often deal with community or collective experience, their employ-
ment of nostalgia serves two purposes. First, the language of nostalgia establishes
a narrative mode that reacts to the very conditions of modernity such as progress,
change, irreversibility of time, fragmentation, or alienation (Smith 2017: 22). Sec-
ondly, nostalgia serves as a defense of a depicted locality against the wounds caused
by modernity. Because of the genre’s frequent focus on a community or limited
locality, its loose form allows the authors to dramatize multiple responses to the
changes within communities, rather than offering a conclusive statement. American
short story cycles often show how nostalgia corrects the past and the present while
simultaneously exposing its tendency to distort, obscure, or idealize the past. Con-
sidered broadly, cycles are able to explore how nostalgia operates on a collective
level, or how it points to multiple and varied responses of a whole community.

3 John Cheever’s Short Fiction and Nostalgia

Nostalgia in Cheever’s short stories usually focuses on the illusory sanctuary of
family goodness and love, the return to the original suburban or coastal setting of
remembered happiness which promises a renewal of the former good life (Kendle
1982: 221-223). Essentially, these yearnings embody a middle-class desire as they
express the urgency to regain or establish the good life symbolized by suburban
living. What unifies the rich and varied world of Cheever’s fiction is “the passionate
attempt to retain and foster an image of an innocent past” (Kendle 1982: 219). Sig-
nificantly, nostalgia of Cheever’s characters is selective and it suppresses elements
from the past, public or private, that might threaten their idylls (Kendle 1982: 226).
Rupp (1982: 232) even claims that Cheever wrote his stories for readers who are
nostalgic for the better time and place that never was.

3.1 The Housebreaker of Shady Hill and Other Stories

The Housebreaker of Shady Hill and Other Stories consists of seven stories set in
the suburb of Shady Hill near New York City. The stories (“O Youth and Beauty!”,
“The Sorrows of Gin”, “The Five-Forty-Eight”, “The Country Husband”, “The
Housebreaker of Shady Hill”, “The Worm in the Apple”, “Just Tell Me Who It
Was”, “The Trouble of Marcy Flint””) were originally published in the New Yorker

2 Forrest Ingram was the first to define the short story cycle as “a book of short stories so linked by
their author that the reader’s successive experience on various levels of the pattern of the whole sig-
nificantly modifies his experience of each of its component parts” (1971: 19).
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magazine in the period from 1953 to 1957 (Cheever 1978: viii). Many of the stories
in this cycle deal explicitly with nostalgia, while others only briefly feature nostal-
gic images that gain wider significance when the stories are taken as a whole. The
stories work together to dramatize a rich and complex nature of nostalgia, and to
simultaneously criticize it as something that distorts and occludes the past, or some-
thing that arrests development and change. Likewise, many of the stories reveal
how nostalgia functions on both personal and collective levels, pointing to similar
images and effects. Finally, nostalgia, as a thematic element, serves as one of the
unifying patterns that binds the stories together.

Several of the stories in this cycle explore how nostalgia arises from a specific
need in the present, and how, in search of its fitting object, it aims to correct the
problems of the present. Many protagonists in these stores experience the loss of
innocence, youth and beauty, or face financial or marital issues, or deal with various
threats to their suburban family life. In one way or another, these characters strug-
gle to recreate the happiness of the past, while also registering that the past was far
from ideal. Additionally, nostalgia turns out to be prospective for some characters
as they try to build a better future while for others it becomes an act of simple ret-
rospection or even destruction.

Apart from employing the same setting, recurring characters, motifs and themes,
Cheever’s short story cycle employs nostalgia as an additional unifying pattern.
The unifying patterns frequently deployed by short story cycles are repeated and
developed characters, themes or ideas, imagery, setting, plot, chronological order,
and point of view (Mann 1989: xii). The pervasiveness of nostalgia in the majority
of the stories contributes to the overall unity in the book. The stories themselves
are self-contained units but the way they show the same thematic interest in nos-
talgia or a lack of it contributes to the creation of interdependence among
them. As independent stories, they either explore a certain aspect of nostal-
gia or merely touch upon it. However, observed as a whole, these stories
complement each other and build a fuller and more cohesive meaning than
individual stories. This is in line with James Nagel’s claim that each story or
a component of the cycle “must stand alone yet be enriched in the context of
the interrelated stories™ (2001: 15).

The use of different protagonists, perspectives and plots enables Cheever to ren-
der a detailed and complex image of nostalgia as both a personal and a collective
phenomenon. The loose form of the cycle proves to be suitable for the exploration
and dramatization of nostalgia as something that can be destructive, retrospective
or prospective. Likewise, the fact that nostalgia occludes, distorts, idealizes or in-
vents the past is reinforced by the repetition of the same pattern in most of the sto-
ries. Thus, the cycle dramatizes how nostalgia arises out of different needs and how
it fulfills different functions, but it also shows the tendency of nostalgia to treat the
past in a similar manner. Moreover, the employment of different characters leads
to the development of a collective experience of nostalgia. When different pieces
of nostalgic renderings of the past are put together, it becomes evident that what
these characters strive for is an idealized version of a middle-class suburban life.
John Cheever is able to portray different visions and perspectives of nostalgia, but
he also constructs a wider, richer and more complex image of it.



Nostalgia in John Cheever’s The Housebreaker of Shady Hill and Other Stories 45

3.2 Nostalgia in The Housebreaker of Shady Hill and Other Stories

The opening story of the book, “The Housebreaker of Shady Hill,” dramatizes the
dynamics of nostalgia in detail. The main protagonist, Johnny Hake, troubled by his
financial problems, loses his personal sense of innocence when he steals a neigh-
bor’s wallet. Even before the aforementioned theft, Hake’s loss of job and money
troubles are described as sense of yearning for something that he cannot define yet.
Thinking about the troubled relationship with his mother which negatively affects
his present marital happiness, Hake vividly describes his desire to imagine things
as they could have been by exclaiming that he wants to do it all over again “in some
emotional Arcadia, and have us both behave differently, so that I could think of her
at three in the morning without guilt” (Cheever 1978: 257). At this point, the object
of Hake’s nostalgia is vague as he himself acknowledges that he has been “home-
sick for countries” (1978: 257) he has never seen. Johnny is able to dissect his own
need for nostalgic longing and shows capacity for self-reflection and analysis. He
already understands that he needs nostalgia at this particular moment and shows
awareness that his homesickness points to purely imagined things.

Significantly, Hake’s yearning for financial security comes hand in hand with
his nostalgic yearning for the past or purely imaginary places. Hake describes those
two yearnings as the same, the only difference being that his desire for money is
stronger. Thus, the two urges are almost equated, revealing that Hake’s desire for
money in the present evokes his nostalgic desire for the past that never was. Even-
tually, he is unable to substitute his yearning for money for his yearning for an
imaginary past, and to go back to a dreamland where everything could be corrected.
However, as his sense of guilt and loss of innocence increase, the nostalgia he ex-
periences becomes more powerful and its focus clearer. Shortly after stealing Carl
Warburton’s wallet, Hake feels a strong nostalgic impulse when he thinks about the
long-gone “trout streams” of his youth and other innocent pleasures. Thus, his nos-
talgia gains its form and function primarily because he wants to return to the state
of innocence, and in search for that memory of innocence, he delves deeply into his
past that turns out to be unsatisfactory. While thinking about the distant past and
the influence of his mother and father on him, Hake discovers that his youth and
childhood were far from innocent and happy. His past turns out to be as corrupted
as his present vision of reality. Consequently, as the contents of his past do not yield
a real Arcadia, Hake’s nostalgia has to disregard or to omit all those elements that
might ruin the perfect image he desires. Thus, towards the end of the story, Johnny
evokes an image from a near past that includes his wife, children, neighbors, and
his suburban home that almost miraculously corrects his sense of corruption and
immorality. As he explains, that recent past of the suburban life gives him a restored
sense of communion, friendship and love that helps him recover both personal in-
nocence and his vision of reality in the present. However, even that recollection is
false as the story strongly suggests that love and friendship are not always present
in Shady Hill. Nevertheless, Hake’s final nostalgic revelation proves to be satisfac-
tory because it enables him to turn towards the future.

If Johnny Hake’s nostalgia shows a prospective and restorative potential, the
nostalgia of Cash Bentley in “O Youth and Beauty!” is the exact opposite. Cash’s
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simple yearning for his past glory and youth during his athletic years at college is
perhaps motivated by his present problems. As the narrator explains, Cash’s present
is filled with disappointments, financial worries, and dull family life permeated by
constant fighting and quarreling. His re-enactment of his lost youth is symbolically
dramatized through the constant imitative repetition of the hurdle race at dinner
parties. As Kendle (1982: 225) notes, instead of depending on a specific physical
setting, nostalgia sometimes relies on a reversion to the behavior or attitudes remi-
niscent of an idyllic past. Thus, the protagonist’s actions imitate the way nostalgia
functions. The damaging effects of this nostalgia are further developed when Cash
breaks his leg during one of the races. Unable to run the race for a while, Cash’s vi-
sion of the present dramatically shifts as he is unable to enjoy the parties and to see
his family and friends in a positive light. It becomes evident that his nostalgic re-
version serves as a corrective to his vision of the present and points to his inability
to accept the change and work hard on reshaping his present. In this case, nostalgia
does not have a prospective function since Cash is unable to negotiate between the
past and the present, and to transform himself and the relationship with his wife,
children and friends. In the end, Cash’s wife accidentally shoots and kills him at
the moment when he tries to re-enact the hurdle race. What this scene might point
to is that Cash’s desire for youth, beauty and the past arrests development, change
and personal growth, and does not offer any prospective future. Therefore, this
story stands as a contrast to the first one despite their similarities, as Johnny Hake’s
restored vision of innocence and morality enables him to turn to the future, whilst
Cash’s regressive and destructive flights to the past do not bear fruit in the present.

Somewhat similar to Cash Bentley, “The Country Husband” features a dissat-
isfied husband, Francis Weed, whose nostalgic impulse almost leads him to de-
struction. The story itself does not deal with nostalgia explicitly but it shows how
buried memory might provoke implicit nostalgic longing that strongly influences
actions in the present. After nearly escaping death in a plane crash, Francis finds
himself back into a family life of blandness, lack of communication and boredom.
At a dinner party at his neighbors’ house, Francis’ deep-hidden memory is rekin-
dled when he sees a new maid from France who was accused of being in romantic
relationships with German officers during the WWII. The memory itself is highly
erotic and violent, as Francis remembers that the girl’s hair was shaved off and she
was stripped naked in the streets of France as a punishment. The effects of this
memory on Francis are significant since he subsequently becomes attracted to their
babysitter Anne Murchison who is a minor. Through the narrator’s description of
Anne, it becomes obvious that she represents an image of perfection, youth, beauty
and purity for Francis. Later in the story when Francis is tasked with driving Anne
home, his conflation of Anne and his past becomes evident and complete. As the
narrator explains, “stirred by the grace and beauty of the troubled girl, he seemed,
in turning into it, to have come into the deepest past of some submerged memory”
(Cheever 1978: 331). For Francis, Anne represents the embodiment of his nostalgic
longing for a personal past of beauty, love and innocence. Thus, Anne becomes
the object of both Francis’ desire and his nostalgia. If nostalgia in “O Youth and
Beauty!” relies on a specific pattern of behavior, nostalgia in this story relies on a
specific person to recreate the past. Additionally, the focus of Francis’ desire and
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nostalgia is almost paradoxical. He desires Anne because he craves for long-lost
innocence, beauty and purity, but the potential relationship between them is an
act of corruption in itself. Thus, Francis’ nostalgia negates itself because it tries to
fuse two contradictory images. However, unlike Cash Bentley, Francis manages to
overcome the destructiveness of nostalgia through sheer discipline and repression.
The way Cheever’s cycle often points to the regressive, destructive or simply
retrospective nature of nostalgia continues in “The Five-Forty-Eight.” The story
deals with the cycle’s established pattern of treating nostalgia only in passing and at
the very end of the story. The protagonist, Blake, is forced to deal with a female em-
ployee whom he had a brief affair, subsequently firing her and avoiding her calls.
In the concluding moments of the story, when the woman, Miss Dent, holds a gun
to his head, Blake expresses a deep longing for the past. As the narrator explains,
Blake “formed in his mind a conception of a shelter, so light and strange that it
seemed to belong to a time of his life that he could not remember” (Cheever 1978:
245). Eventually, he summons a memory of Shady Hill as an idyllic place of past
summer nights filled with love, tenderness and friendship. The rather impersonal
content of this memory reveals that it is just an illusion, as the story clearly states
that Blake is an immoral man who lacks conscience. He constantly quarrels with
his wife and cheats on her, expresses hatred towards his son and rudeness towards
his neighbors, and, most significantly, exploits and discards another human being.
The function of his nostalgia is rather primitive, as its only purpose is to provide a
defense in the face of immediate danger. Similar to Cash in “O Youth and Beauty!”
Blake’s sudden yearning for the past is nothing more than a self-servient and regres-
sive nostalgia. Both men fail to employ nostalgia as a corrective and prospective
force that would enable them to strive towards a better future. As Miss Dent leaves
Blake symbolically lying in the mud, he shows no regret or capacity for change.
The concluding story of the cycle, “The Trouble of Marcie Flint” gives an in-
depth analysis of the complicated and problematic relation between nostalgia as a
wishful simplification and the narrative’s criticism of it. At the story’s opening, the
narrator and Marcie’s husband Charles contradict each other as they evaluate Shady
Hill. Having decided to abandon his wife and children because of Marcie’s adultery,
Charles describes Shady Hill as a place of corruption, vanity, adultery, meaningless
parties, and smugness. As the story progresses, Charles has to negotiate between
his desire to leave his home and his nostalgic longing for it. Eventually, Charles
manages to find a brief period from his past at home when he was extremely happy.
The memory itself is suffused with images of simple housework, swimming pools,
an erotic representation of Marcie, and an image of children merrily playing in the
garden. Moreover, Charlie remembers that he saw himself when he was his son’s
age playing in their garden. What he manages to do is to extract an image of the
remembered happiness from his childhood and lay it over the previously evoked
memory of a happy suburban life. In other words, images from both distant and
near past are superimposed to form a satisfying nostalgic vision of happiness which
eventually enables Charles to gather the strength, will and courage to save his mar-
riage. Charles’ reconstruction of the past happiness is juxtaposed with Marcie’s
present life in Shady Hill that gradually reveals the vanity and conservatism within
the community. The story thus dramatizes the powerful influence of nostalgia and
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its ability to create wishful simplifications while simultaneously revealing and crit-
icizing the way it falsifies the past.

What the interdependence of the stories reveals is that many individual charac-
ters manifest similar patterns and images in their evocations of nostalgia. Usually,
their suburban middle-class lives prove to be unsatisfactory as they struggle with
loss and change. As their nostalgia gains its form, it becomes evident that they sum-
mon similar images of the past that almost exclusively pertain to Shady Hill. More-
over, their collective nostalgia becomes a weapon against the forces of change,
irreversibility of time and development. Nostalgia has a function of resisting the
forces of change and development in the community of Shady Hill. What is more,
as nostalgia inevitably excludes everything that is undesirable from the perspective
of present desires, individual recollections become more and more abstract and
impersonal, revealing an ideal version of Shady Hill. This ideal is unspecific and
impersonal precisely because the real past is also full of disappointments, corrup-
tion and dishonesty. The collective dream of a perfect Shady Hill that arises out of
these stories almost loses its specific temporal location and it becomes static and
unchanging. Stripped of strict temporality grounded in reality, nostalgia can freely
select suitable aspects of the past and present and fuse them into a new idealized
image.

4 Conclusion

John Cheever’s The Housebreaker of Shady Hill and Other Stories explores and
dramatizes the complex nature of nostalgia in terms of its function, content and
its relationship with time and place. The stories of this cycle reveal that nostalgia
usually gains its power, form, and function to fulfill the needs and desires of the
present. The power of that nostalgia is significant since it either enables characters
to survive the present and turn to the future, or numbs all their efforts to deal with
their present problems. The cycle also shows how nostalgia has to distort or invent
the past in order to function. As individual stories reveal, the past is almost always
unsatisfying as it contains the same conditions the characters try to solve or avoid.

As a collective experience, Cheever’s cycle manages to develop an image of the
community in Shady Hill. Similar patterns of nostalgia in many stories points to a
sense of the past that the whole community shares. Many characters talk of Shady
Hill as a place of love, friendship, innocence and morality. However, the stories
undermine that collective vision because it is gradually revealed that Shady Hill is
a place of corruption, vanity, adultery, immorality and even crime. Likewise, nos-
talgia serves as a defense against the forces of change, progress and development.
As a collective mechanism, it aims to correct past dishonesties and injustices, and
to battle against everything that might endanger the community’s idealized concep-
tion of itself.

Finally, Cheever’s cycle successfully employs Smith’s concept of critical nos-
talgia or a double vision that simultaneously recognizes nostalgia’s corrective and
prospective potential, and its tendency to be destructive or to evoke the past that
never was. At the same time, it shows how nostalgia can be both powerful and un-
satisfying. Thus, it registers the tension that exists between the ideal or imagined
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past or place, and the painful reality that motivates the very same process of ideal-
ization or pure invention.
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This paper focuses on the famous “Fallaci interviews”, which are an example of
what has been defined as “journalit” (Krim 1970), i.e., a non-fictional practice
that is based on real events but still uses the resources of fiction and is perme-
ated by real inventions and creative licenses (Castellana 2021; Mongelli 2015).
Fallaci is a skilled playwright who knows how to “write the journalistic piece
by the means of fiction and the story by the means of journalism” (Arico 2010)
to increase the dramatic character of her writings. But she also loves to show
herself as a self-made woman always ready to go “on stage” (Scheer 1981: 92):
the writer is a sort of “fictional witness”, a testimonial character that plays a
privileged role through her writing and her presence, approaching the genre of
autofiction (Doubrovsky 1977; Grell 2014; Marchese 2014, 2019) and, in some
ways, of the testimonio novelizado (Beverley 1992, 1993; Jara and Vidal 1986).
For these reasons, Fallaci can be put on an ideal guideline that goes from Malap-
arte to Pasolini (and, today, maybe to Roberto Saviano) (Altamura 2019). Like
the “corsaro”, she is convinced that writing is a creative, critical, “instinctive”
practice capable of undermining power, which is by its nature ambiguous and ob-
scurantist. But, in our view, she has neither the expressiveness of Malaparte, nor
the civil tension and poetic consistency of Pasolini. Her dimension seems to refer
rather to the category of “midcult” (Macdonald 2018), i.e. a cultural typology
based on the late or postmodern re-use of ideas, resources, languages from high
culture, but not always endowed with intrinsic originality and innovativeness
and able to express universal values. Net of all this, Fallaci’s writing remains an
admirable example of how it is possible (even at the cost of some contradictions)
to combine the ethical values of journalistic-literary testimony with the codes of
mass spectacularity, guaranteeing a productivity which, however, does not limit
the quality standard of the work.
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MEI'Y HOBMHAPCTBOTO U KHVDKEBHOCTA

ITanmaono Anramypa
YuusepanuretoT Bo bapu ,,Ango Mopo®, bapu
gianpaolo.altamura@uniba.it

Ogaa craruja ce hoKycHpa Ha ro3Hatute ,,JIHTepBjya Ha Daadn, Kou ce npumep 3a
oHa 1mTo ce nedunnpa kako journalit (Krim 1970), onHOCHO, Heghukyucka TIPaKTHKa
mTo ce 6a3upa Ha BUCTUHCKH HaCTaHH, HO T'Y YIIOTpeOyBa pecypcuTe Ha hukyujaiua,
KaKBH INTO C¢ KHIDKCBHA WHBEHTUBHOCT W KpeatuBHa croboma (Castellana 2021;
Mongelli 2015). ®anaun e BemT ApamMaTypr, Koj 3Hae Kako ,,/1a HaIHIIIe HOBHHAPCKH
TEKCT TPEKy TOCTAaNK{ IITO ce yrmoTpedyBaar BO (HKIHjaTa, a MPHKa3Ha IPEKyY
HOBHHApcKH nocranku™ (Arico 2010) 3a 1a ro 3roiemMu IpaMcKHOT e(heKT BO CBOUTE
nuiryBama. Ho, ncto taka, Taa caka ja ce NMoKake M Kako CaMOW3rpaJieHa »KeHa
MO/ITOTBEHA JTa Ce Kauu ,,Ha crieHaTa™ (Scheer 1981: 92): mucarenor e BUI ,,DUKIUCKH
CBEJIOK", JIMK IIITO CBE/IOYH U Urpa MPUBHIIETUPAHA YJIOra IPEKy CBOUTE ITHIITyBakba
¥ CBOETO TIPUCYCTBO, TIPHOMIMKYBajKU My ce Ha >kaHpoT aBrodukimja (Doubrovsky
1977; Grell 2014; Marchese 2014, 2019) u, Ha HeKoj HaYWH, Ha testimonio noveliza-
do (Beverley 1992, 1993; Jara and Vidal 1986). On oBue npuunuu, anadn Moxe
Jia ce BOpoH Bo cTpyjara mrto oau ox Mananapre o [Tazonuau (1 nenec MoxkeOn
1o Podepro CaBuano) (Altamura 2019). Kako u ITazonuan, Taa ¢ yoencHa jieka
IHUIITYBAETO € KPeaTUBHA, KPUTHUKA, ,, AHCTHHKTUBHA™ TIPAKTHKA, CIOCOOHA J1a ja
MOTKOIa MOKTa, Koja Mo MPUPO/Ia € IBOCMHKCIICHA U HeTpaHcnapeHTHa. Ho, criopen
HAIlIeTO TIISAMIITE, Taa ja HeMa eKCIpecHBHOCTa Ha Majanapre HUTY rparaHckara
TEeH3Hja U TIoeTcKara KoH3ucTeHTHocT Ha [1asonmuu. Hej3unara aqumensuja usriesna
KaKo TMOBEKe Ja ce ofHecyBa Ha kareropujata midcult (Macdonald 2018), T. e.
KyJITYpHA THIIOJIOTHja Oa3upaHa Bp3 MOIOITHEKHATA HIIK IIOCTMOJICPHA ITPEYIIoTpeOa
HA WJieU, PECYpCH, jasuK OJf BUCOKAara KyITypa, HO He cekoraiml oOejexaHa co
BHATpEIIIHA OPUTUHAIHOCT WITH MHOBATUBHOCT U CIIOCOOHA J1a M3pa3y YHUBEP3ATHA
BpeaHocTH. U mokpaj oBa, nuinyBameto Ha PDanadn ocTaHyBa OJUTMYEH IpuMep 3a
TOA KaKo MOXKe (JTypH U IO IIeHa Ha HeKOW KOHTPAIUKTOPHOCTH) la c€ KOMOHMHUpaaT
€TUYKHUTE BPEIHOCTH Ha HOBHHAPCKO-KHI)KEBHOTO CBEIOLITBO CO KOJIOBUTE HA
MacOBHATa CIICKTAKYJIAPHOCT, FapaHTHPajKH MPOIYKTUBHOCT IIITO HE TO OTPaHIIYBa
CTaHJIap/I0T 3a KBAJIUTET Ha padorara.

Kityuynu 360poBH: HOBO HOBHHAPCTBO, HEYTPAIHOCT, HE(DUKIHja, HHTEPB]Y,
CBEJOIITBO
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1 Introduction: Fallaci’s writing between New Journalism and “testimonial nar-
rative”

Fallaci’s journalistic writing is a clear example of what Seymor Krim has defined as
“journalit” (Arico 2010, 26; Krim 1970), i.e., a non-fictional practice that is based
on real events but still uses the resources of fiction and is permeated by reflections,
judgments, personal suggestions, and even by real inventions and creative licenses
(Arico 2010: 108; Mongelli 2021). Especially in the famous “Fallaci interviews”
(Fallaci 2009, 2010, 2014),' her writing seems to be influenced by the models of
New Journalism and its main exponents, such as Norman Mailer, Gay Talese, Tru-
man Capote (Benotti 2009; Wolfe and Johnson 1973; Mongelli 2015), who were
able to “write the journalistic piece by the means of fiction and the story by the
means of journalism” (Zangrilli 2013: 256; Castellana 2021). At this stage, Fallaci
tends more than ever to highlight her role as protagonist, splitting into auctor and
agens, narrator and actress, as an author like Malaparte does in Tecnica del colpo
di stato, in novels like Kaputt and La pelle or in the Second World War reportages
collected in // volga nasce in Europa (Malaparte 1997). Through this narratological
strategy, which leans towards the genre of autofiction (Doubrovsky, 1977; Grell,
2013; Marchese 2014, 2019), the writer manages to create descriptive-narrative se-
quences with a strong dramatic tenor, as in the famous reports from Vietnam, which
are full of pathos, or in the excited testimony on the clashes in Mexico City of 2 Oc-
tober 1968, the so-called “Tlatelolco Massacre”, when the journalist was wounded
by government forces during a student demonstration (Fallaci 2010c). The choice
to avoid “neutrality” to increase the dynamic and dramatic character is partly due to
the libertarian, anarchic psychology of Fallaci, but also responds to precise authori-
al reasons: the writer leans towards a type of testimonial story without renouncing
her “strong” role as a reporter,” and while claiming the absolute centrality (though
partial, partisan) of her vision, nonetheless she manages to represent a plurality of
points of view, which are missing (or poorly considered) in the conventional media
discourse. Fallaci is able to combine the reportage journalism with elements of
the so-called “testimonio novelizado” (Beverley 1992, 1993; Jara and Vidal 1986):
she is a sort of “fictional witness”, a testimonial character that expresses — through
her writing and her presence — a privileged point of view on the facts she wants to
report. In this perspective we could interpret seemingly extemporaneous sequences
such as the two Viet Cong diaries (which the author claims are original) interpolat-
ed into Niente e cosi sia: the Diario di un anonimo vietcong and the Diario di Le

' These famous interviews, which were at first published from the late Sixties to the beginning of
the Eighties on // Corriere della Sera and L’Europeo, have been collected in Intervista con la storia
(1974) and in the posthumous volumes /ntervista con il Potere (2009) and Intervista con il mito
(2010).

2 The notion of “testimonial self”, as elaborated by scholars like John Beverley, is a sort of fiction
device that represents a tacit, unofficial or unknown “reality” which has been “buried” under the
layers of rhetorical hegemony. See J. Beverley, El testimonio en la Encrucijada (Beverley 1993),
Introduccion, in “Revista de Critica Literaria L.A.” (Beverley 1992) and Jara and Vidal’s Testimonio
y literatura, (Jara and Vidal 1986). More recently, Marc Augé theorized the genre of the ethnofiction
(Augé 2011).
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Vanh Minh (ibid), which the writer receives from American soldiers and translates
entirely. These are the manuscripts found on the corpses of two Communist fighters
died on the battlefield: the first one is the meticulous regext of an anonymous Viet
Cong struggling with the difficulties of the war; the other one is the diary dedicated
by a fighter to his distant beloved. The texts are a middle ground between the “so-
cial history” document and the epic-lyrical representation of war and seem to share
a quality that, had we not been informed by Fallaci of their authenticity, we could
judge artificial, fictional, a little too “folkloric” or even romantic. This proves that
Fallaci, though privileging her own point of view as a journalist and her own cul-
tural horizon as a Western citizen, maintains a wide, multifocal gaze and is always
in tension towards the Other.

2 The dramatic and “antagonistic” matrix of the interviews with the powerful of
the Earth

Fallaci loves to show herself to her readers as a brave and strong-willed profession-
al, a self-made woman always ready to go “on stage”. “Of course, I’'m an actress,
an egotist. The story is good when I put myself in” (Scheer 1981: 92), declares the
author in an interview. She is like a skilled playwright who prepares, with a strong
sense of suspense, the scenography of her interviews and her reports: “They are
pieces of theater. I prepare the questions but I follow the ideas that come. I build the
suspense, and then I have coups de scene” (ibid, 100). The interview may resemble
a show, but it must not be forgotten that it requires an impressive preparatory work,
that often allows Fallaci to put the interviewee in the corner, thus reversing the bal-
ance of power: “the embarrassment or admiration of her interviewees comes from
her minute and detailed knowledge of their lives, their thoughts, actions, mistakes”
(Fabrizi 2014: 65). As reported by De Stefano: “She prepares assiduously, reading
every scrap of information that exists about the person. The ingredients are always
the same: careful research, impertinent questions, theatrical setup. Like the boy in
the famous folktale who cries out that the emperor has no clothes, she is intimidated
by no one” (De Stefano 2013: 210). This “training” follows the actual performance,
but the most important moment is certainly the writing of the interview, when the
materials collected “on the field” (notes, audio recordings, photos, memories, emo-
tional suggestions and much more) are processed in their final form. This meticu-
lous process emerges clearly in the interview with the leader of Solidarnos¢, Lech
Walesa, which starts ex abrupto:

“Enough is enough!”. Walesa staggers with exhaustion, sleep, and discontent, and
does not trust this stranger who, they said, throws the chador in Khomeini’s face. So,
the interview starts with a sort of fight. But it will continue with an understanding full
of mutual respect and the next day it will end up in a great friendship: “Thank you. If
I go to Heaven, I will hold your place”. This pure, sincere, somewhat crazy man, this
brilliant tribune, on whom the breath of tragedy blows. (Fallaci 2014b: 181)

Oriana Fallaci represents herself as “trendy, fast moving, fearless, having the
last word” (Arico 2010: 49), a woman able to engage a “competitive” dialectic
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with her interlocutors: the dialogue does not have a regular or didactic quality and
is always thrilling and enjoyable.

— Stop, stop, stop, stop.

— Why? What happened?

— It happens that you have a very authoritarian style, a typically dictatorial one.
And as I do too, we have a problem. The problem is to find a compromise. So let’s
make a deal. From now on I will be nice with you and you will be nice with me,
ok? (Fallaci 2014b: 182)

The result is an open-field fight, which tends to the spectacular dimension of
the happening: the meeting with William Colby, CIA director from 1972 to 1974,
becomes a dispute over the legitimacy of the means used by the US intelligence.
Fallaci metaphorizes this fight through the image of a battle between insects.

For hours, just like two insects engaged in a battle, stinging and hurting each oth-
er, we had been throwing accusations and cruel words in our faces. (Ideological
prejudices, he called them.) And the show had something absurd, on the edge of in-
sanity. Poisoned by passion and anger, my voice sometimes trembled. His, instead,
remained unaltered, controlled, confident [...]. (ibid, 132)

The writer embodies the function of Nemesis, proving not to suffer at all the
personality of the interviewees (people like Kissinger, General Giap, Golda Meir,
Arafat, Haile Selassi¢, Gaddafi): it is, indeed, their stature to stimulate the compar-
ison. From this point of view, the title chosen for the first great cycle of “Fallaci in-
terviews”, Intervista con la storia (Fallaci 2014), underlines very well the writer’s
great ambition to become a privileged witness of her time. Her only “anxiety from
influence” (Bloom 2018) is about History.

For this reason I like journalism. For this reason I fear journalism. What other pro-
fession allows you to write history at the very moment it happens and also to be its
direct witness? Journalism is an extraordinary and terrible privilege. Not by chance,
if you are aware of it, does it consume you with a hundred feelings of inadequacy.
Not by chance, when I find myself going through an event or an important encoun-
ter, does it seize me like anguish, a fear of not having enough eyes and enough
ears and enough brains to look and listen and understand like a worm hidden in the
wood of history. (Fallaci 2014b: 11)

The interviewer feels a precise responsibility towards readers: when she cannot
find the “ubi consistam™ — the key to the psychology of the interviewees — Fallaci
does not hide her frustration. This happens with Henry Kissinger, the historic US
Secretary of State, who seems to the writer an elusive and indecipherable person-
ality, a real sphinx:

— I’m sure that you too have a theory about the reasons for my popularity.
— I’m not sure. Dr. Kissinger. I'm looking for one through this interview. And 1
don’t find it. (ibid, 18).
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On the other hand, the writer feels an immediate empathy towards the Israeli
leader Golda Meir, determined — says the writer — by her physical resemblance to
Fallaci’s mother Tosca.

The last time I saw her she was wearing a sky-blue pleated blouse, with a pearl
necklace. Stroking it with her short, pink-manicured nails, she seemed to be asking,
“So do I'look all right?”” And I thought, a pity she’s in power, a pity she’s on the side
of those who command. In a woman like this, power is an error in taste. (ibid, 220)

In the case of Gaddafi and Arafat, Fallaci openly expresses her repulsion by
highlighting the disturbing or even “monstrous” traits of the interviewees. The for-
mer is described bluntly as a maniac, while the Palestinian leader is depicted as
an ambiguous man and a liar. Fallaci’s dislike can be so extreme to end up in the
“character assassination” (Arico 2010: 129; Scheer 1981), as General Sharon re-
proaches her for.

Miss Fallaci, you’re so good at painting a treacherous portrait of me that for a
minute I thought you were giving an interview about Sharon, not me. And yet you
know very well that the image of a man rarely corresponds to that of the newspa-
pers. You know that once a slander is launched, a lie invented, it is repeated and
copied, finally accepted as truth. (Fallaci 2010: 193)

As in a play, writing is not entirely adherent to the factual reality, but is its sign,
its “image”. The writer has no difficulty in admitting that she processes her notes
creatively, like a director who edits his film, using the “poetic scissors” (Eisenstein
1926; Taylor and Christie 1988). Revealing its own mechanisms, the interview is
also a fextural process: everything that once would have been considered off the
records and therefore would have been kept “secret”, now becomes an integral part
of the text. The interview is also, in a metatextual way, its own genesis: there is no
need to emphasize how this idea suits the logic and the aesthetic-productive context
of contemporary culture and mass society. The form of the interview reveals a “pop
taste” for seriality that does not spoil its “unique-piece” aura thanks to the authorial
stance that lies behind it — the “brand” Fallaci.

3 Affinities and differences between Oriana Fallaci and Curzio Malaparte

The “portraits” obtained through the interviews form a sort of gallery de viris il-
lustribus and, if many of the immortalized personalities are no longer familiar to
today’s audience, the artisan talent in creating vivid, still speaking pictures remains
clearly visible. The journalist probably “inherits” this characteristic from another
great Tuscan writer, Curzio Malaparte, whom she met in her youth thanks to her
uncle Bruno (De Stefano 2013: 177). Fallaci’s novels are strongly influenced by
Malaparte’s writings: “Like him, she writes in an aggressive style that is never
neutral, and like him, she describes violence and death in the crudest terms” (ibid,
178). The famous writer, says Fallaci,
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would take me for walks in the Tuscan countryside and, like an oracle who studies
the patterns of birds in flight, he would predict a glorious future for me. “You’re
like me, Oriana!” he would say, using the formal /ei. “One day you will have tre-
mendous success. But not in Italy, abroad. In Italy they will hate you as they hate
me.” “Why, Malaparte?” “Because in Italy, in order to be accepted, you have to be
dead and buried beneath the cypress trees.” (ibid, 178)

Fallaci and the “arcitaliano” (Guerri 2021) have many inclinations in common:
the incorrigible individualism, the anarchist and libertarian vocation, the contrar-
ian attitude, a taste for controversy and the coup de thédtre, qualities that are well
reflected “in the taste of invention passed off as reality, in autobiographism and in
the belief to be the best” (ibid, 252). Also Fallaci’s ability to grasp the symptomatic
and grotesque aspect of power seems filtered by books such as Tecnica del colpo
di stato, Kaputt, La pelle (Malaparte 1997), in which the writer was able to render
the character of some great protagonists of history, from Lenin to Mussolini, from
Napoleon to Himmler, with remarkable effectiveness. In the long prologue to the
interview with Khomeini at some point we read: “‘The enemies of the revolution
are everywhere’, sentenced Salami while chasing away the hen that had come to
peck his foot” (Fallaci 2010: 201); we find the same humorous tone in the merci-
less, caricatural portrait of the Ethiopian emperor Haile Selassie, described as a
withered old man obsessed with his chihuahuas. Fallaci’s multilingual vocation
also falls within this strategy of “comic lowering”: the writer, like Malaparte, loves
to “inlay [the] books in several foreign languages™ (Fabrizi 2014: 63) and very
often stuffing prose with regionalisms and slang expressions which are sometimes
unexpectedly “put in the mouth” of international personalities: the Shah of Persia,
for example, at a certain point says an improbable “sinistrorsi” [left electors], while
Lech Walesa exclaims “le fo un esempio” [I’ll do an example] (Fallaci 2010: 230).
One of the writer’s favorite strategies is to demystify the powerful of the Earth,
ridiculing them without indulgence.

There is a gap in the essays on power: they don’t consider its comedy. [...] histo-
rians and political scientists always forget to point out the ridiculous aspects of
the inevitable monster. In short, they always regard the power as a serious matter
and never as a ridiculous thing, they always tell it in terms of tragedy and never of
comedy. [...] But to overcome that fear, that need to bow the head, that laziness,
that resignation, it would be enough to look at them with the eyes of the child who
in Andersen’s fairy tale points his index finger and yells: “The king is naked!”.
[...] As far as I’'m concerned, I’ve always observed them like this, sometimes even
imagining them without underwear or in very embarrassing circumstances. (Fallaci
2014: 18)

Like Malaparte, Fallaci has a pessimistic view of history, oriented towards dis-
trust and often contempt for the powerful; whereas, however, the former flaunts a
sardonic, ironic-skeptical attitude, like an unrepentant dandy, Fallaci instead likes
to represent herself as an indignant, a rebel, a pasionaria. After all, “every writer
is an anarchist. Even when taking conservative positions. And he is anarchist as an
exasperated interpreter of individualism, as an enemy of any canonized ideology,
of any fanaticism, as a living refusal of any oppression, any imposition, any dog-
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ma” (Fallaci 2014: 20). The writer is transgressive by statute because his job is to
escape authority, dogmas, diktats, or the closed, prescribed word. In the prologue
of Intervista con la storia, the writer confesses to readers:

And listen: for me the most beautiful monument to human dignity is still the one
I saw on a hill in the Peloponnesus. It was not a statue, it was not a flag, but three
letters that in Greek signify No: oxi. Men thirsting for freedom had written them
among the trees during the Nazi-Fascist occupation, and for thirty years that No
had remained there, unfaded by the sun or rain. Then the colonels had obliterated
it with a stroke of whitewash. But immediately, almost magically, the sun and rain
had dissolved the whitewash. So that day by day the three letters reappeared on the
surface, stubborn, desperate, indelible. (Fallaci 2014b: 12)

Fallaci’s dramatic conception of writing, literature and engagement is also sim-
ilar to late Pasolini’s attitude: she is convinced it is a creative, critical, “instinctive”
practice that is capable of undermining power, which is by its nature ambiguous
and obscurantist. What makes it possible to compare Oriana Fallaci to Pasolini is
her ability to carry out the profession of writer with “instinct before logic”, exer-
cising “that particular type of intelligence which is then intuition, imagination, is a
search for truth”. That’s “not the judge’s truth [but] the truths that serve to under-
stand life, therefore to make it a little more decent, a little more dignified, a little
more bearable” (Fallaci 2014: 165): like the “corsaro” says in I/ romanzo delle stra-
gi, “I know. But I have no proof” (Pasolini, 2015a). Without this research, Fallaci
argues again, “we writers cannot function because we lack the main ingredient in
our cuisine” (Fallaci 2014: 168). This is because writing — she summarizes — it is
always a “political act”, “before, during and after the act of writing. Its nature is po-
litical, its purpose is political, its consequences are political. Always. With no way
out” (ibid, 165): whoever does not take this into account — she warns — is nothing
more than “an obedient employee”, a “merchant of words”, a “courtier” who writes
“in bad faith to keep the world as it is” (ibid, 165).? In this sense, the closing of the
conference held in Buenos Aires in 1983 follows one of the concluding passages of
the speech that Pier Paolo Pasolini should have read at the Congress of the Radical
Party in November 1975 (Pasolini 2015b), if he had not been assassinated in Ostia
some days earlier.* The intervention recalls once again, with the umpteenth variant,
the metaphor of the intellectual who stings like the most tenacious of mosquitoes.

So I will conclude with a question and an answer. The question is: but then, what is
left for you writers to do, except write? The answer is what we have always done,
what we know how to do, what we come into the world for and live for. Telling life
and therefore the truth without fear, without ever giving up. Anticipating events,
provoking them, participating in history by denouncing, condemning, preaching.
Being uncomfortable, having the courage to be uncomfortable, regardless of being

3 Rather than the Barthesian duality écrivain-écrivants (Barthes 2012), it seems more akin to the
sensibility of Oriana Fallaci the reference to the accusation of “cowardice” made by Pasolini to
many writers and journalists of his time, who renounce their critical and denunciatory function “by
pocketing an invisible membership card” (Pasolini 2015: 126).

* Fallaci investigated the murder of Pasolini as a freelance together with Alekos Panagulis (Fallaci
and Cannavo 2022).
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blackmailed, intimidated, punished; always intervening like a mosquito that bites
and pinches. [...] And thus setting in motion another change: in an endless process,
in a role of eternal pain in the ass. And so be it if we lose. So be it if we end up
hanged. (Fallaci 2014: 120-121)

For these reasons, Fallaci seems to place herself, for psychological characteris-
tics even before intellectual and aesthetical ones — above all, the role of the writer
as the main character, a certain taste of invention, the combination of fiction and
non-fiction, the tendency to autofiction (Doubrovsky 1977; Grell 2013; Marchese
2015) — on an ideal guideline that goes from Malaparte to Pasolini (and today,
perhaps to an author like Roberto Saviano) (Altamura 2021: 407-408). But, in our
view, she has neither the expressiveness of the former, nor the civil tension and
poetic consistency of the latter. In this sense, the neocon radicalism fiercely ad-
vocated by Fallaci in the last years of her life (with its stubborn tendency towards
ideological simplification, the incomprehensible renunciation of complexity, the
angry claim to identify in Islam a sort of Hobbesian bogeyman) (Fallaci 2001,
2004, 2004b, 2010, 2015, 2016, 2021) is a demonstration of her peculiar attitude:
it is homologous, in some ways, to late Pasolini’s obsession for neofascism and
consumerism, but, however, while Pasolini’s criticism is a sharp and poetic analysis
of the power, Fallaci’s invective against Islam sounds frankly rigid and rhetorical.
It is, maybe, the scleroticisation of a tendency which, in nuce, is already present in
the pre-9/11 Fallaci:’

to think through enemies, using enemies as a means of knowledge, like a particular
type of lamp, an electric torch that illuminates obliquely the reality towards which
we direct it. It means developing a vision of the problem using the Enemy, the En-
emy as a compass. One thinks “per inimicos” by transferring the focus of attention
from the question before us in its specific objective dimension to what the Enemy
[...] could do or think to gain an advantage. (Bosetti 2005: 49)

4 Conclusions: Fallaci as a “midcult” writer

In conclusion, the evaluation of Fallaci’s production should pass through the im-
pure, hybrid categories of gesture and performance, taking into account the close
interdependence between the textual values and the author’s “image” — an inte-
gration that is typical, moreover, of many forms of contemporary art. It is difficult
to read a text by Fallaci without imagining her hoarse voice, her proud face, her
silhouette, that is, leaving aside her “body”. Perhaps her writing lacks an aesthetic
autonomy that would be able to transcend news, history, ultimately subjective ex-
perience, and to express “universal” values. Of course, we cannot deny a place of
absolute importance to Oriana Fallaci in the culture of the second half of the twen-
tieth century and the early 2000s. However, her dimension seems to refer rather

> On the ideological and radical instances of the late Fallaci, on their origin and implications, the
bibliography is now extensive and still in progress. We indicate some volumes: A. Gnocchi, / nemici
di Oriana: la Fallaci, 'islam e il politicamente corretto, Melville, Siena, 2019; R. Nencini, Oriana
Fallaci: moriro in piedi, Polistampa, Firenze, 2007; R. Mazzoni, Grazie Oriana: vita, battaglie e
morte dopo I'l1 settembre, Societa Toscana di Edizioni, Firenze, 2006; M. Allam, /o e Oriana, Magic
Press, Roma, 2016.
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to the category of “midcult” (Macdonald 2018), i.e. a cultural typology based on
the late or postmodern re-use of ideas, resources, languages from high culture, but
not always endowed with intrinsic originality and innovativeness. Net of all this,
Fallaci’s writing is still an admirable example of how it is possible (even at the
cost of some contradictions) to combine the ethical values of journalistic-literary
testimony with the codes of mass spectacularity, guaranteeing a productivity which,
however, does not limit the quality standard of the work.
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[IpeamMer Ha Hay4yHA ¥ HA KPUTHUYKA OTNICEPBALIMja BO TPYIOB CE HEKOH MOCTAINKU
Ha HcTopuorpadckara MeTaQuKIHja BO poMaHoT Prnobeposuoiu aiiazan (1984
r.) Ha [Iynujan Bapuc. [maBHata Xxunoresa o4 BO HACOKA Ha TOA Jia MOKaXe Kako
HEKOH MOCTANKU Ha ucTopuorpadekara Meradukipja ynorpebeHn BO pOMaHOT
@nobeposuoid ilailaza, Kako MTO ce (PUKIMOHATM3UPAKETO HA Onorpadujara
Ha ['nctaB @nobep, mpemuHoT Ha 6norpadujara Ha Grobdep Bo aBTOOHOTpaduja
Ha HaparopoT bpajTBajT, Mpexara o1 IUTATH U HHTEPTEKCTYaIHOCTa, IO OTCIIH-
KyBaaT OJHOCOT KOH MHHATOTO, MCTOpHWjara, KHIKEBHOCTa M KOH BHCTHHATA.
Xumnoresara ke ce JOKaKyBa MPEKy OMIITUTE METOM HA aHAIIN3a U HA CHHTE3a.
3akiy4oKoT Tpeba Ja ymaTh Ha MOoCpeyBaHOCTa Ha MUHATOTO, HA JIOCTAITHOC-
Ta Ha MUHATOTO M MCTOpHjaTa MPEKy MUIIAHU TEKCTOBH, HA TOUTPYBABETO CO
(hakTOT M PUKIHjaTa U CO3aBAk-ETO HOBA TBOPOA BO KOja THE HAM3MEHUYHO I10-
CTOjaT, Ha HMapoJM3Hparke Ha KAHPOT Ha Ouorpadujara, KAKO U Ha CO3HAHHETO
JieKa He TIOCTOM CaMo €/IHa TYKY ITOBEKEe BUCTHHHU BO POMaHOT.

Kuayunu 300poBH: mocTamnku, uctopuorpadceka meraduknuja, pomas drodepo-
suoiu tiatiazan, | Iynujan bapHc, ToIKyBame
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This research is based on the interest to critically analyze and elaborate some
of the techniques of historiographic metafiction that are present in the novel
Flauberts parrot (1984) by Julian Barnes. The paper explores the hypothesis on
how some techniques used in the aforementioned novel, such as fictionalizing
Flaubert’s biography, the leap from the intended biography of Flaubert to an
“unintended” autobiography of the narrator Braithwaite, the mixture of different
citations and intertextuality, reflect how the past, history, literature and truth are
perceived.

The hypothesis uses the methods of analysis and synthesis. The conclusion
should show us that the past and history are available in the form of written texts,
that there is not just one, but many truths in the novel, that fact and fiction coexist
and their borders are not erased, but rather blurred, and that a great deal of the
book can be read as a parody of the biography genre.

Keywords: techniques, historiographic metafiction, Flaubert'’s Parrot (novel),
Julian Barnes, interpretation
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HcropruapoT U MOETOT ce pa3IuKyBaaT He II0 Toa Jajli Kaxy-
BaaT HEIUTO BO CTUXOBM MJIM BO IPO3a... TyKy pa3ilKaTa € BO
TOA IITO €JHHOT T'0 KaXKyBa TOA ILITO CTAHAJIO, a JPYTHOT KaKo
6u Moxkeno HemTo Ja crane (Apucroren 1990: 1451b, 48-49).

1 BoBep Bo >kaHpOT Ha ucTopuorpadckara MeTaQUKINja M KOHKPETHN MOCTAII-
Ku Bo DProdeposuoin naiaian

[IpeameT Ha MHTEPIPETATUBEH HHTEPEC BO TPYIOB C€ HEKOM MOCTAIKU Ha HCTOPH-
orpadckara MeTaduKITHja KaKo CTICIHU(PUICH KaHp, KOU MOXKaT J1a Ce MEeTEKTHpaar
U COOJBETHO KPUTHYKH J1a C€ KOMEHTHpaaT BO POMaHOT @ﬂo6epoeuom iaiiazan
(1984 1.) HA aHIIUCKUOT aBTOP Hy.]II/I_]aH bapuc. BakBuoT mpucramn ke 0BO3MOXKHU
Jla ce MCIHTAa TIIaBHATa XWITOTe3a, KOja ja JaBa OCHOBATa Ha MCTPaKyBambeBO, a
OZIM BO HAacOKa Ha TOa Jja MOKa)kKe KaK0 HEKOW IMOCTAlKW Ha MCTOpuorpadckara
MeTaduKkija ymoTpebeHn BO poMaHOT @Drobeposuoiu ilailacan, Kako INTO €
¢uknroHanu3upamero Ha Ouorpadujara Ha ['mcraB Pnobep, mpeMHHOT Ha
ouorpadujara Ha rmobdep Bo aBToOMOTpadrja Ha HapaTopoT bpajTBajT, Mpekara o
LUTATH U WHTEPTEKCTYAIIHOCTA, KaKO M JIPYTH IOCTAIKH, KaKBa IITO € Mapoujara
Ha KaHPOT Ha OMorpadujaTa, To OTCIMKYBaaT OAHOCOT KOH MUHATOTO, HCTOPHjaTa,
KHIDKEBHOCTa W KOH BHCTHHara. OMIITHTE METOAW HA aHalnu3a Ha JIEIOBU OIl
COZp’KMHATA HAa POMAHOT M CHHTE3a Ha MJCUTE 33 HUB Ke MTOCIYXaT Ja ce coreaaar
OBHE TIOCTAITKH.

Jluana Xa4noH BO BTOPHUOT JIed OJf cBojara cTyauja lloeiuuxaiia Ha Hociumo-
QepHuUsMOI: uciiopuja, iweopuja, guxyuja, cMeTa JIeKa pasuIayBameTo, pasze-
JTyBaWkbETO W 0CaMOCTOjyBambeTO Ha KHMYKEBHOCTA M HA MCTOpHjaTa Kako 3aceOHH
JUCLUUIUTMHYA OWjIe IOTTHK THE Ja Ce MPEUCIHTAaT BO MOCTMOJEpHATa TeopHuja 1
ymeTHOCT. OHa ITO € 3aeIHMWYKO M 32 JBETE € IITO M KHIMKEBHOCTa M MCTOpHja-
Ta ja LpraT cBojaTa Cuiia MOBEKE O BEPOIOCTOJHOCTA OJOIITO O 00jeKTHBHATA
BHCTHHA, U JIBETE CE€ ja3UYHM TBOPOW MITO c€ KOHBEHIIMOHAJIM3UPAHU BO CBOjara
HapatuBHa (opMa, JIeKa BOOIIIITO HE C€ TPAHCIIAPEHTHU HUTY BO TIOIVIE HA ja3H-
KOT MJIM Ha CTPYKTypara,  Jieka ce MO/ICAHAKBO MHTepTEeKCTyalHu. Taa 3akimydyBa
JieKa CUTe OBHE MIPUHIIUAIIN MTOJIETHAKBO C€ OJTHECYBaaT U Ha UCTOpHOTpadcKara Me-
tapuknuja (Hutcheon 2004: 105). Ucropuorpadcekara Mmetapukimja ,,ce 00uIyBa
JIa TO JIeMaprHHAIN3HPa KHIKEBHOTO CO TOA IIITO 'O CO0YYBa CO UCTOPHCKOTO, U TO
paBu Toa Temarcku u ¢popmanno’ (Hutcheon 2004: 108).

Taa ce HajOBp3yBa Ha IMOTOpPECIIOMEHATaTa MUCIIa Ha APUCTOTEN U CMETa JIeKa
,»ACTOPHYApOT MOXKeE J1a 300pyBa caMo 3a OHa IIITO Ce CITYYHJIO, 32 TN OJf MHHA-
TOTO; ITOETOT, O APYra cTpaHa, 300pyBa 3a OHAa IITO MOXKE MJTH OHA ITO OU MOXKEJIO
na 6ume™ (Hutcheon 2004: 106). OBaa Te3a 01 MoXKena Ja MOCTy>KHA KaKo BOBEIT BO
Temara, Koja pacrpaBa 3a pa3InKuTe Mer'y KHWKEBHUOT TEKCT, PaKkToT, PUKIHjaTa,
6uorpacdwujara, aproonorpadujara, ucropuorpadujara, HHIANBUIYATHOTO U THIHO-
TO, ¥l KAKO THE C€ TPETCTABEHH BO POMAHOT.

3a @nobeposuoin iaitazan nmaar nuinysano Jluaga Xaunon, YmMoepro Exo, aB-
TOpHTE HABEICHH BO OBO]j TPy, KAKO M MHOTY JIpyry, Ho 1 Karuna Kynaskosa, Ma-
puja I'opruesa-/{umosa, Crasuia [aioa Ha HaumTe mpoctopy. CHTE OBHE aHANU-
3 TPETHpaaT HEKOW Of KIIyIHHUTE TIpalama Ha ucroprorpadckara metadukImja,
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Mely KOU € U pefanyjara ¥ OJHOCOT Mel'y BUCTHHATA W Jlarara/u3MHUCIUIaTa, HO
U TIOCTOEHETO HEKOJIKY BUCTHHH, OMHOCHO POMaHOT Ha bapHC ,,0TBOpeHO TBpAU
JieKa M0CTojaT BUCTUHM BO MHOXKHMHA, W HUKOTam camo eana Buctuna® (Hutcheon
2004: 109). U camuot HapaTop ja 3araTHyBa jujieMara OKOJly OBa KOra BeJu: ,,AKO
HE 3HaeTe IITO € BUCTHHA, WM IITO Tpeda aa Ouje BUCTHHA, TOrall BpeJHOCTa Ha
OHA IITO HE € BUCTHMHA, WK IITO Tpeba na Ouzae BUcTUHA, ce HamanyBa“ (bapHc
2012: 78).

Hpyro npamame mro ro HaunyBa Prodeposuoil fiatiazan € Aanu cTanyBa 300p
3a jutepapusupana omorpaduja Ha ['mcrap dnodep, mro moapazdupa Memame
Mery (QaxkToT W QUKIHMjaTa ¥ NPETCTAaBYBalbe¢ HA €IeH coceMa HOB TEKCT (aKo
Oouorpadujara ja TpeTupamMe Kako YMETHHUKH TEKCT), KOj MOCTOU Ha JIBOMEI'eTO
Mery (axToT u puKIMjaTa wIn, maK, CTaHyBa 300p 32 KOMIUIETHA aBTOPCKa TBOP-
0a, Koja, MPOCTO, KOPUCTH MCTOPHUCKA JIMYHOCT, OKOJIY KOja co3JaBa M3MHUCICH
KHUBOT U KOja IIPeTCTaByBa HOBA U MHOBaTHBHA aBTOpPCKa kpeauuja. bapHc e 3a-
HWHTEepEeCUpaH 3a JINYHOCTA U 3a Ae70To Ha ['ucras ®nobep, MeryToa BO HErOBHOT
poMaH (akTOT ce KOPUCTH KaKo MOJJIOTa W OCHOBA BP3 HETO Jla ce Hakallemar
KpeaTHBHH, YMETHHUYKH, aBTOPCKU AOAATOLH U OAATOLH, 11a TOj C€ MOJAEINPa BO
KHIKEBHOTO JIeJI0 Ha HAUWH IITO ja MpodiieMaTu3upa BUCTUHATA, OAHOCHO LITO €
BUCTHUHHTO, a IITO € H3MHUCICHO.'

Uctopuorpadckara MeTaukiyja € akTUBHO 3aCeTHATa OJ PEYHCH CHUTE Mpa-
mama Bp3aHH 3a MCTOpHOrpadujaTa, Hako BO CIy4ajoT co bapHCOBHOT poMaH
HeMaMe paboTa co HeKakBa uctopuorpaduja, 6apeM He BO OHaa CMHCIIa BO KOja
Taa € 3acerHara BO HEKOMW JApPYTH ciydau (kKako Bo Kranuya 5 Ha Bownerar). Bo
(hoxycor e eqHa (hUKIMOHATM3UpaAHA U JUTepapu3upaHa Ouorpadwuja, a He HC-
TOpHja WK HcTOopUorpaduja BO KIacCHUHA CMHUCIIA Ha 300pOT, KaKo €/IeH ,,roJIeM
HapaTuB‘ (BO CMHCJa Ha TeopHujata Ha Jlnorap). @robeposuoiu iaiiazan He ce
3aHHMMAaBa CO TPETHPame Ha UCTOpHOTpadujara Ha eIHO OMILTO PAMHHUIITE, TYKY
MOBEKe ce TeMeIlM Ha MPpoOJIeMaTu3npame Ha OHOCOT Mery (hakToT U pukimjara
Bo Ouorpadujara Ha Omobdep, v co TOa TO UCKYIIyBa YUTATEIIOT Ja ja paclio3Hae,
aKko yMmee, pasiaukara Mery ,,BUCTHHATa™ U ,,A3MHUCIUIATA", METy CTBapHOTO U
BO3MOXKHOTO. MeryToa, nako onpeacHa onorpaduja e ,,BUCTHHCKA /,,BEPOTIOCTO]-
Ha* Ha ()aKTUYKO HMBO, CEIIAK, Taa PEUYUCH CEKOrall MHKIMHHUPA KOH Toa Aa Oujae
,»TIOMAJIKy YMETHHYKA, IOMAJIKy A00pO CTPYKTypUpaHa, ¥ IMOMAalIKy TOYHA... O]
enern poman™ (Stott 2010: 125).

JejcTBOTO € TpenaseHo NpeKy ONTUKara Ha HapaToOpoOT, OHOCHO aBTOPOBOTO
anrep-ero [ledppu bpajTBajT, K0j € BmoBell, a jexap 1o mpodecuja, u Koj € pelieH 1a
O IIPETCTaBH )KUBOTOT Ha €JICH 07 CBOUTE oMuIIeHH aBTopH — [ ncraB dnodep. Ho,
[I03HATHOT (PPaHIyCKH MUCATEN € IPETCTaBEeH BO €IHO MaJIKy IIOMHTHMHO CBETJIO

! ToOpa miycrpanuja 3a Toa Kako TOJKYBAHBETO HA MHHATOTO MOXE J1a IIPOU3BEE MHOTY BUCTHHH €
MHCJIaTa Off CeMOTO IoIasje: ,,MUHATOTO € JajiedeH Oper IITO HU NCYE3HYyBa O Ipe]] OUH, & CHTE
cMe Bo ucT Opox. Ha kpmara ce HapeieH! TeJIeCKOIH U CeKOj O HUB Ha OJIpe/ieHa O1aJIeYeHOCT JlaBa
HM30CTpEHa CIMKa Ha Operor. AKo OpOJOT ce 3aKOTBH €/ICH O TEJIECKOMUTE ke MOXKe J1a Ouje mocroja-
HO BO ynoTpeba: ke HM ce YMHH KaKo 1a HU ja TIOKaXyBa Iieara i HeM3MeHIMBa BucTiHa. Ho oBa e
WITy3Hja: U Kora OpogoT MOBTOPHO Ke TPrHe, HUe M ce BpakaMe Ha BOOOMYAaeHaTa aKTHBHOCT, TPYajKH
OJ1 €JICH TEJIECKOII JI0 APYT, 3a0eIe)KyBajKi KAKO H30CTPEHOCTA CE TyOH BO CIHUOT U YCKajKH 3amare-
HOCTa J1a ce n30HCTpHU BO APYrHOT. M Kora 3aMaTeHocTa HaBUCTHHA Ke ce N30MCTpPH, CH 3aMHUCIyBaMe
JIeKa CMe TO MOCTUTHAJIE Toa IeTI0CHO 10 cBoja Bomja™ (bapue 2012: 102—-103).
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0J1 OHa IITO OM Ce OYEeKYBaJIO O]l €Ha Kilacu4yHa Ouorpaduja, na, Taka, oBoj ®nodep
,,HE BepyBa BO HAIIPEIOKOT: 0COOCHO HE BO MOPAIHUOT Hampemok™ (Barnes 1984:
97), k0j cMeTa JeKa e JeMOKparHjara ,,JeMocpame’, ,,JeMokpeTeHn3am™ (Barns
2011: 119); Toj e yoBeK 1mITO € BIbyOeH BO OpPUEHTOT, BO €r30THYHOTO U BO YOaBOTO,
HO TOj € M 4OBEK 3a00J1eH o1 cudminc. 3a JETHTUMHO /12 ja UCIIOIHM 33/1a4aTa ILTO
cH ja jmonenysa, bpajTajT ru kopuctu AHeBHUIMTE HAa Do0ep, HaBeTyBajKH LETU
OZJIOMKH O]l HUB, ¥ TO 3200MKOJTyBa KJIACHYHHOT IPUCTAIl KOH TPETUPAHETO Ha Ou-
orpagckute nogaronu Ha ®obep, mpeTcTaByBajKu, HA TOj HAUYMH, €IHA TOOIHCKA
Bep3uja Ha Dmobep kako ,,00MIeH", IPUBATEH YOBEK, a HE KaKO aBTOP HA CBETCKH
nosHarara Magaw boeapu. BakBHOT TpeTMaH Ha TeMaTa, BO M3BECHA CMUCIA, IO
apupmMupa CTaBOT Ha Xa4HOH JieKa ,,HE MOKeMe Ja T0 3HaeMe MHUHATOTO, OCBEH
MIPEKy TEKCTOBUTE 3a HETO: IOKYMEHTHTE, JIoKa3zuTe 3a Hero (...)* (Hutcheon 2004:
16) n neka ,,MMHATOTO Kako pedepeHT He € NaJeHO Mery 3arpaiu Wiu e u3opu-
LIAHO... TyKy € BKJIIy4€HO U U3MEHETO, U JaJICHU My C€ HOBU U Pa3IMYHU KHUBOT U
3Hauewe” (Hutcheon 2004: 24).

Bo mporiecot Ha 3anuinyBame 1 Ha KOHCTpyUpame Ha Onorpadujara, bpajTajt
(unm Toa e, cenak, bapHc?), BO ejleH MOMEHT He CH AaBa ¢1000/1a anokpudHoO 1a ru
TIOTIONTHY ,,[TPa3HUTE", OMHOCHO ,,TeMHHUTE MecTa* o1l DroOEepOBUOT KUBOT (KAaKOB
IITO €, 1a pedeMe, HETOBHOT JbyOOBEH JKHBOT), Ha TOJIeMa ITeTa Ha UCTOpHOTpad-
ckara MeTa(uKIHja, Koja € 0COOCHO 3auHTEepecHpana 3a aloKpu(HUTE IOMOTHY-
Barba M aBTOPCKHM MHTEPBEHIIMU BP3 MMOMAJIKY TIO3HATHUTE (DaKTH UM Ha MOJATOIUTE
ITO HE ce ,,0(pUIMjaTHO 3aBEACHU BO IOCHETO 3a HeuHj >kuBOT. He Tpeba Hu 3a
MOMEHT Jia ce 3a00paBH KOj € TOj IITO 3alullyBa €[eH HacTaH U IO MPEe3eHTUpa
KaKO TaKOB, 3aT0a IITO € TOa, CeTakK, CaMO €IHa Bep3Hja M €JHO JIMYHO U Cy0jek-
THUBHO TOJIKYBam€ Ha HACTaHUTE, [1a Taka, 1 Ouorpadujara, BO U3BecHa Mepa, IpeT-
CTaByBa aBTOPOBA MHTEPIIPETAIlHja Ha JKHBOTOT Ha CY0jeKTOT 3a Koj mumryBa. Kako
LITO BeJM Xa4uoH, ,,icToprorpadckara MeTaQuKIMja CH TIOUTPyBa CO BUCTHHATA
u Jiarara Bo uctopuckoro gocue’ (Hutcheon 2004: 114). ,,daktot™ € MoI0KEH HA
HMHTEpIpeTalyja 1 Ha PeHHTEpIpeTanyja, na Taka, ucropuorpadcekara metaduk-
nyja ,,ro apupMupa PEUHTEPIPETATUBHUOT OJTHOC KOH MCTOPH]jaTa, KOJIITO € apTH-
KyJMpaH KaKko peBU3Mja Ha OJICIIHUTE BEP3UU Ha UCTOPUjaTa, HO U HA KOHLENTOT
HCTOpHja, KAKO ¥ METAHMHTEPIPETATUBHUOT OJHOC KOH UCTOPHUOTPadCKUTE M KOH
KHIDKEBHHTE TIpoeKimu Ha uctopujara (lopruesa Tumosa 2017: 135).

Hapatopor ja 3ararHyBa quinemara 30IITO 00jaBEHHTE JIea Ha €JCeH MUcarel
YeCTOIaTH T TepaaT YUTaTeNUTe Ja Ce BIyIITAT BO IOTEpa Mo MUCATENOT, Ha IITO
TOj KOMMYHO Ipejjara feKa IUcaresioT Tpeba Aa ce 0CTaBH HaMHpa M, HAMECTO
Toa, (POKYCOT Jja Ouje U Jja OcTaHe caMO Ha KHIKEBHUOT TEKCT Kako TakoB (Barnes
1984: 15; bapuc 2012: 12). OBa pasMmuciyBame € €xo Ha baproBara Teopmja 3a
,»,CMPTTa Ha aBTOPOT"‘, HO ¥ Ha cTaBOT Ha EKo Jieka, ITOM ro 3aBpIII MUIIYBambe-
TO, aBTOPOT Tpeba Ja yMmpe 3a Jia He ro momnpedyBa ogoT Hu3 TekcToT (Exo 2007
[1983]). 3nauu, PokycOT € Ha aBTOPCKHOT W Ha aBTOPOBHOT TPETMaH Ha IOJATO-
LUTE BP3 KOM TOj TO TPayl CBOETO JeJI0, HO M Ha YUTATEIOBHOT BJIOT U TIOPHUB J1a
YLK HU3 THE MOAATOLM U Ja 6apa U Ia OTKPUBA IITO € U3MHUCIIEHO, a LITO HE €,
3a CMETKa Ha aBTOPOT, KOj ce MOBJIEKYBa BO ceHKa. Tyka BO UTpa BJIeryBa 1 IOCTall-
Kara Ha Tmapoau3alyja, npeky koja bapuc cumymnmpa 6morpaduja, u oBaa mocramnka
€ CBOjCTBEHA 3a MeTa(hMKIMHUTE, BO KOM IAPOANjaTa YECTOIATH CE PA30TKPUBA KaKO
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,,OTBOPEH KOMEHTap Ha HApaTopOT WM BHATPEIIHO CaMOPEPIEKTHPAYKO OTIIEIANI0
(Mmu3anabum)“ (Hutcheon 2000: 31), niam mapoamjara € cyreprupaHa IpeKy mpucy-
CTBOTO Ha APYT TEKCT (BO CIy4ajoB TOa ce TeKcToBHTE Ha Dnobdep, HO M APYTrHTe
LUTATH), CIIPOTH KOW HOBaTa TBOpOa (CaMUOT poMaH) ,, AMIUIMIIUTHO Ke Ouie mpo-
neHera u pa3opana’ (Hutcheon 2000: 31).

AKO ce CIIoKIMe JIeKa Mapojujara ce U3BelyBa Ha TP HUBOA, OITHOCHO Ha Bep-
0ayHO, Ha CTHIJICKO M Ha TeMaTtcko HuBO (Pekovi¢ 1991: 571), Toram pomaHoT TOa
ro W3BeoyBa Ha cUTe Tpu HUBoa. Ha BepOanaHO HMBO, KO€ ymaTyBa Ha ,,lIpOMEHa
Ha OIpeleHn 300pOBH, CO KO€ C€ TMOCTUTHYBa e(eKT Wi TpUBHjajH3aIyja WIn
Kapukupame Ha nanaeHuot npeamer (Pekovi¢ 1991, ibid.), Haparopot ymre on
MOYETOKOT I'0 TPUBHUjAIN3UPa MPEIMETOT LITO TIAHUPA J1a TO 00pabOoTH, KoTa BEIH:
»KuBot! )Kusot! 3a na nmar epexiun!*“ (bapac 2012: 13), mpunumryBajku My TH
oBue 300poBH Ha Drobep; TOUYETOKOT Ha CEMOTO TOTIIaBje, CO CUTE eKCIIPECUBHU
3BYLIM O THIOT Ha: ,,Paraparaparapara‘“ wimm ,,pataparaparapartadaracdaradara-
¢ara... (...) (bapuc 2012: §83), ucrto Taka ja 10J0ByBa Mapoaujara Ha OBa HHUBO.
Ha ctuicko HUBO, ,,K0€ TIPEKY KOMHUYHO WJIH HPOHHYHO UMHUTHUPAIHE ja JIeBallBUpa
CTMJICKATa BPEIHOCT Ha TEKCTOT, ja3UKOT, METOOT Ha CO3/1aBabe WM MaHUPOT Ha
enen nucaren‘ (Pekovi¢ 1991: 571), Bo pomaHoT ce mapoaupa npucranoT Ha Muuy
Crapku koH Omorpadujara Ha ®mobep u 6ojara Ha ounte Ha EmMa boBapu, HO m
HAYMHOT Ha KOj HApaTopoT IO OMUILYBa HEJ3SHHOTO MPEAaBambe:

Ennam ucnymas eqHo npefaBame Ha A-p CTapky, U MUJIO MU € IIITO MOXKaM Ja Be
M3BECTaM Jieka (ppaHIlyCKHOT aKILEHT 1 Oellle y)KaceH; eJHa O]l OHHE AUKIIUH MOJI-
HHU caMo10BepOa 071 TAMCKO YUWIINIITE W 03 HUKAKOB CIyX, CKPIIHYBAjKH Ty KOH
eIHOJIMYHA UCIIPABHOCT Ty KOH (hapCHyYHa I'PElIKa, YeCTOATH BO PAMKHTE Ha €/ICH
uct 300p. HopmanHo, Toa He BIHjaeno Bp3 HEj3WHATa MTOATOTBEHOCT J1a IMpeiaBa Ha
VYuuep3ureror Ha OKkcdop, 3aIUTO 0 HEOJaMHa TOa MECTO MPETHOYUTAIIe 12
MOCTaIyBa CO MOJICPHUTE ja3UIM Kako Ja ce MpTBH (...). U mokpaj ce, Mu ce cTo-
PH UyIIHO TOA IITO HEKOj )HBee o1 (hpaHIlycKaTa KHIKEBHOCT OM MOJKel ja ouze
TOJIKY KaTacTpodaaHo HelopacHar /1a HalpaBu OCHOBHUTE 300POBH BO ja3HUKOT Ja
3a3Byd4ar OHaKa Kako KOra IPBIIAT I'M H3rOBOPHIIC HEj3HHHUTE IPEIMETH Ha IIPOydy-
Bambe, Hej3MHNTE jyHaIH (M OHKE IITO ¥ ja 3apaboTyBaart ruaTara, O MOXKeNo 1a ce
nonane) (bapuc 2012: 76).

Ho, MoxeOu ocooiBEeTeH MpuMep 3a IMapon3alija Ha CTHICKO HUBO € Ha4YH-
HOT Ha KOj C€ KOHCTPYyHpaHHU PEUEHUIINTE BO IOINIABjeTO IMOCBETEHO Ha Bep3Hja-
ta Ha Koxe, kou ce moKpaTKku, TOOTCEYHH, U BO HUB CE€ jaByBa IMOBHCOKA 1032 Ha
(dbuHTHpaHa) EMOIIMOHATHOCT, Ha TTOTpeda ma ce yOeau CIymaTeIoT BO TOa IITO
ce KaxyBa, 0e3 oriea Jalu € KaKaHOTO TOYHO, Ha KpuTuka Ha MaxoT (Dobep)
Kako MPOBHHIIMjaJICI] ¥ OYaeH BO JbYOOBTA, HAaclpeMa CYIepHOPHOCTA Ha jKeHa-
ta (Komne). McTo Taka, nMeHyBameTO Ha HEKOW TIOIIaBja (Ha MpUMep, Ha 0CMOTO
nornasje: ,,Boany 3a dnobep Ha eieH HaOJbY/yBad Ha BO30BHU ‘), HCTO TaKa, € ma-
ponuja Ha CTHIICKO HHMBO. I Ha TeMaTcko HUBO, ,,KO€ BO CBOjaTa TPAaHCIIO3HIIH]ja ja
omnaka Temara Ha 1aJIeHOTO JIeJI0, KaKo M HeroBara (opma™ u ,,aMa ocTap, caTupu-
YeH aKIEHT, KaKO CBOCBHIHA KPUTHKA Ha IMOETCKOTO (KHIKEBHO) meno™ (Pekovid
1991: 571), BCymHOCT, LEAMOT pOMaH IO MapoAUpa MOKEOU HE TOJKY OMYCOT Ha
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®Onobep KoKy XKaHPOT Ha OMorpadujata, ra 3aroa Taa Ha MOMEHTH NPEMUHYBa U
BO aBTOOHMOTpaduja Ha HAPATOPOT.

pyro, He MomManKy OMTHO Tpaliame, € HACIOBOT Ha poMaHOT. [lanu e Tyka mpu-
MEHITMBO MHUCIIEHeTo Ha EKo, criopel koe HAaclIoBOT caMHOT 1o cebe TpeTcTaByBa
M3BECEH MHTEpIpeTaTuBeH Kiyd? HaciioBuTe BO MOCTMOJNEPHUCTHYKUTE POMaHU
(ke ce cerume Ha Ako egHa 3umcka HOK Hekoj datinuk Ha Kansuno umu 3axnyue-
noitio irieno na Jly na KopBe3upocka) i Ha HEKOM POMAHH M PAcKa3| OJ KaHPOT Ha
ucropuorpadcekara meradukiuja (Ceciipaiia na 3uemyng @Ppojg Ha CMUIEBCKU
wm JKenaia koja pogu 3ajayu Ha JloHaXjy), c€ HAMEPHO M CBECHO KOHCTPYUPAHU
3a Jla IpeIM3BUKaaT BHUMaHNE U J1a HU ,,MTaJHAT BO o4yn ‘. CKOT cMeTa JieKa, ako ce
cuMIuinpuIUpa, poMaHoT @robeposuott liaiiacas NPETCTaByBa OJrOBOP Ha Ipa-
ameTo: ,,K0j € BUCTHHCKHOT marnarai koj cenen Ha diobepoBara maca?, nMajku
MpeABH] AeKa JiBa pa3IMYHA MY3€H C€ HaTIpeBapyBaaT OKOJIy TOa KOj IO IMoce-
IyBa ,,BUCTHHCKHOT Tamaran™ (Scott 1990: 58). Jlanmm 3ararkara co mpoHaorame-
TO Ha ,,BUCTHHCKHOT * Dro0epoB mmamnaraj € peluinBa 3ararka U ke CTaBu Kpaj Ha
JiiemMaTa Koja Bepauja Ha )XuBoToT Ha diobdep e ToYHa, OTHOCHO ,,BUCTHHCKA ?
Bo pomanoT HapaTopoT 300pyBa 3a mamarajoT IITO CTOeNl BO paboTHara co0a Ha
®nobep, Oneejku Haa HETo AoJeKa OBOj MHIUIYBaJ, M TO MPETCTaByBa KaKo eIHH-
CTBEHHOT cBeok Ha DrobepoBoro mumryBame. [lo cMpTTa Ha aBTOpPOT, OBOjIAT
OyKBaJIHa, TOj OWJI OJHECEH BO JIOKAJTHHOT MY3€j, KaJle IIITO OMJI IIOMEIIIAH CO Ie/Ie-
CeTHHA JIPYTH Tararaiu v, Ounejku cure OWiie CIMYHU Ha W3TIIEN, TOj TO 3aryons
CBOjOT ,,WJIGHTUTET " WJIH, TIONMPABO PEYCHO, CBOjaTa ,,opuruHaiIHOCT . HacmoBot
Ha POMaHOT cyrepupa Ha (IynIHOCTa Ha )KaHPOT Ha UCTOpUOTrpadckara MeTaduk-
[IMja WIK Ha Hej3MHATa CITIOCOOHOCT J1a ce MPEMOCTYBa O]l €IeH BO JIPYT JKaHp, Ia
Taka, morparara Mo BHCTHHCKHOT Mararaj HaeJHall ce MPETBOpPa BO CBOEBUIHA
JETEKTUBCKA MTPUKA3HA BO KOja CHMOOJIOT Ha TTamarajioT Tpeba aa ce ,,JeKoampa, a
JIEKO/IMpaHaTa Iopaka HA KakyBa Jieka 0Boj cMOo1 € MeTaopa 3a BUCTUHATA, OJI-
HOCHO 32 (hakToT. ,,J[locT™MONepHara Teoprja ro JOBEIE BO Mpallakhe aBTOPUTETOT
Ha MUIIYBamk-eTO Ha MCTOpHjaTa W Ha Oworpadujara MpeKy HCTAKHYBAmHETO JIeKa
Mpe3eHTHPAHUOT PakKT’ e CyOjeKTUBEH U300p U TOJIKyBame Ha aBTOpOT. McTopu-
orpadckuTe MEeTaQUKITUH CE ‘POMAHU IITO CE CHITHO caMOpe(ICKTUPAYIKH, HO THE,
KCTO TaKa, OJJHOBO IO BOBEyBaaT UCTOPUCKUOT KOHTEKCT BO METa(UKIHjaTa U ro
npo0eMaTru3upaar 1eja0To IMpamiame Ha UICTOPUCKOTO 3Haewme * (Hutcheon 1987:
298; mut. ciop. Stott 2010: 48) u Taa, ,,IpeKy eKCIVIMUUTHUTE METa(QpUKINOHAI-
HU KOMEHTApH, T'M aJpecupa Mpallamkara KOMIITO CE MOBP3aHU CO THILYBAHETO
Ha uctopujara‘“ (I'opruesa 2007: 227). bpajTBajToBata morpara 1Mo aBTeHTHIHHUOT
mararajl ce mpeTBOpa BO HCTOBPEMEHA MoTpara 1o BUCTHHCKaTa Bep3uja Ha Dio-
OEpOBHOT KHMBOT, KOja ke One OHOJKY TOYHA — WK OapeM ke Omae JociieqHa Ha
¢/IHa eJIMHCTBEHA, MaKO, CeMaK, Cy0jeKTUBHA TOYKA Ha TIICAMIITE — KOJIKY IITO HeMa
Jla JI03BOJTYBa arokpu(HU JIOTONHYBaka HUTY MOCEOCH KpeaTMBHO-UMAarnHaApEeH
aHT@XXMaH O] CTpaHa Ha OHorpadoT, ako ce CIMKHUME JIeKa OBa BTOPOBO € MOYKHO;
ouorpador e, Hajroce, caMo YOBEK, a CO Toa € M po0 Ha OHEKOTalll JIBOCMHUCIICHU
CTaBOBH, WJICH, MHTEPECH U TOYKH Ha TieaumTe. MokeOn bpajTBajT He MoXe na
OuJie OHOJIKY OOjEKTHUBEH KOJKY IITO OM MOXKEJ Ja OWJie ManarajioT, ako BTOPHOB
Moxe J1a 30opyBa. Cernak, CUTe OBUE JIMJIEMH CE€ BO MI'Pa U HEMA €JICH CAMHCTBCH
OJITOBOP, OJ TPOCTa MPUYMHA IITO, KaKO MTO Belu EKo, ,,pOMaHONHCENOT HE €
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JOJDKEH J1a J1aBa TOJKYBama Ha CONCTBEHOTO JIEJI0, HHAKYy He OW MHIIYBal pOMaH,
KOj € MaIlliHa 3a TeHepupame pasHopasHu ToikyBama*“ (Exo 2007). MoHTpoy3
cMeTa JieKa HeMaMe MPHCTaN A0 aBTeHTUYHOTO MHMHATO, JI0 KHBaTa MaTepujanHa
eTr3HCTeHIINja, HEeMocpeyBaHa Ol 3a4yBaHUTE TEKCTYaJIHU Tparu, KOM U CaMHTE
ce MOMJIOKHH Ha JIOTIOJHUTEHU TEKCTYaIHH MOCpeayBama Kora Ke CTaHar ,,J10-
KYMEHTH* BP3 KOU MCTOPUYAPUTE TH 3aCHOBAAT CONCTBEHUTE TEKCTOBHU, HAPEUECHH
ncropun (MonuTpoy3 2003: 113; mut. criop. 'opruesa Jumora 2016: 49).

Hapatopor ja npercraByBa ®nodepoBara Ouorpaduja, 0O1HOCHO XPOHOJIOTHjaTa
Ha DrnoOGepoBHOT KUBOT, BO TpH Jeina. [IpBHOT jien e peurcH KiIacu4eH MpuMep Ha
ouorpadwuja, KakBa IMTO BOOOMYACHO Ce cpeKaBa Ha KpajoT Ha €/IeH POMaH MU, BO
JICHEIIHO BpeMe, Ha Hekoja of jarabasute Ha MuTepHer. CocraBeHa 0f CypOBH,
JeTyMHO ecTeTn3upanu (GakTy, n 6e3 peuncH HUKAKOB JIMUCH BIIOT OJ CTpaHa Ha
HapaTopoT, BO 0Baa Ouorpaduja ce U3JI0KEHH OIMIITONO3HATUTE (DaKTHU O] )KUBOTOT
Ha Omobep. Bo Bropuot men om 6morpadujata He cTaHyBa 300p TOJIKY MHOTY 3a
XKHUBOTOT Ha Drobep KoKy 3a HETrOBOTO MOOIMCKO CEMEjCTBO, U € EBUIACHTUPAHO
parameTo Ha D00ep ,,Mery IBe yMUpama“, MTO TH HAMPABIIO CKEITUIHU HETO-
BUTE POIUTENN 32 HETOBOTO NPEXHUBYBame. Bo 0BOj e, UCTO Taka, ce HaBeICHN
U MIPBUTE KHIDKEBHH UCKYCTBa Ha MiiaanoT drnodep, HO Tyka HeMa HHUILTO LITO I0-
ceOHO OM Mpean3BUKalO0 BHUMAHHE, OCBEH caMara IoCTarka Ha HHKOPIIOPHPAmke
Ha HeuWja Ouorpaduja Bo €AHO KHMXKEBHO Jieno, Oe3 mpuToa Jia CTaHyBa 300D 3a
tunngHa ouorpadmuja.

OHa 1TO € BEepojaTHO HAjBOOWIMBO € TpeTHoT jaen ox drnodeposara Guorpa-
¢bwuja, xoj M3MIIena moaBToOHOrpacK OTKOJIKY OHOrpadCKH, 3aT0a MITO Ce TEMEIN
Ha pasMuciTyBamara Ha Qobep, HO IpeiaieHH HA3 TIOCpelyBaHaTa ONTHKA Ha Ha-
paropoT, ¥ TOKMY BO IIOCPEAYBAYKHOT JUCKYPC 00€IeXaH o1 IMYHU 3a0eIeIIKU ce
jaByBa IIPOCTOP U C€ OBO3MOXKYBa CII000/Ia 3a aBTOpCKa MHTepBeHNH]ja. [Ipammame-
TO IITO OBOj JIeJI TO MOTTHKHYBA, CEMakK, € KOj € OHOj IITO TO MHUIIyBa OBOj Jei?
Janmm nHaBuctrHa Omodep OCTaBIII TaKBU OEJICIIKH BO CBOUTE THEBHHUIIM, T1a THE
OTTyKa OWmJie Ipe3eMeHH, 3a aBTOPOT/HAPATOPOT (KOM MHOT'Y YECTO CE TperIeTyBa-
ar) Ja MOKe MHOTY JIECHO JIa TH BKIIY4YH BO CBOjara uKInoHa Ha TBopOa? lypu u
IIUTATUTE Ja ce pe3eMenu o Pirobep, Toa He 3HAYH JIeKa THE He Ce BUION3MEHETH
U, UaKO JAUCKYPCOT BO TPETUOT Jei o ouorpadujara e Bo GraodbepoB oyx, Toa HE
3HAUM JIeKa CTHJIOT HE MOXKeE Jla c€ KOIUpa | JIa C€ MMUTHpPA Ol OHOJ IITO MHITYBa
3a Hero, T. €. 3a MMUCATeJI0T KOMY My ce BocxuTyBa. Ho, cenak, moroiemMuor el ox
COOIIITEHUTE TIOIATOIIH, CO UCKITYYOK Ha TOAMHUTE, CE BO HajroieMa Mepa BaJiI-
HH, ¥ THE JICCHO MOXKaT Jia ce IpOoBepar.

Tperuot nen ox 6uorpadujara e, UCTo Taka, oOeNeKaH off YIITE eHa HHTEpec-
Ha KapaKTepHCTHKa, a TOA € aBTOPe(IEKCUBHOCTA, 11a M KOMEHTapoT 3a Prnobdepo-
BUTE KHM)KEBHH MOCTANKK U HOpMHU. [oCIeIHNOT Aes € MPakTUYHO MaJia IIPOoJIero-
MeHa 32 IMUIITYBAkETO U 32 CO3/]aBaEeTO YMETHOCT, UCKayKaHa IPEKy 300pOBHTE Ha
®nobep, cenak, TOBTOPHO MOCPEAYBaHHU Ol HAPATOPOT, & OBA € €JHA O OJUTUKHTE
HE caMO Ha MOCTMOJCPHUCTUYKATA TIOETHKA TYKY M Ha UCTOPHOTpadCKUTE MeTa-
¢uKIMM BO ToJeMa Mepa, Taka IITO OHa IITO ro MCTakHa Bo, kora 3ammmia geka
,»OHa IITO M CBp3yBa CUTE, MHAKY Pa3JIUHU aBTOPH, KOM HAjOIIITO OU MOXKeIe 1a
ce HapeyaT ‘MeTampo3auCTH’, € TOa IITO CHTE THE ja UCTPaKyBaaT TeopHjaTa Ha
po3arta HU3 MpaKkTUKaTa Ha uiryBame 1mpo3a’ (Waugh 2001: 2), e wirycTpaTHBHO
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MIPETCTaBEHO BO OBOj TPET Jes oj Oouorpadujara. dinodep HE € MOCTMOACPHHUCT/
METaIpo3auctT, Ho bapHC ounmIenHO €, a HeroBara TEXHWKA Ha BKIy4YyBame Ha
LUTaTH U pedepeHIH WTO TOj JIMYHO I'M U30pai, a co Toa M I'M MoCpenyBaj HU3
CBOjOT pomaH, € BO CTWIOT U Ha NOCTMOACPHUCTUYKUTE IMPAKTUKH, HO U HA UCTO-
puorpadckuTe MeTaPUKITIH.

Bo @robeposuoiu iiaiiazan, BCynHOCT, MOXKAT Jia C€ WU3/IBOjaT JBa HAPATUBHU
IIPOLIECH: Of] €lHA CTPaHa, Toa € ,,[IPOLECOT IPeKy Koj HaparopoT bapHc onuiryBa
BO €JIeH Tacyc, a ol Apyra CTpaHa, € MpOoILecoT U 11eJITa Ha HErOBOTO [Ha HapaTopoT,
K. [.] ¢uxkmmonanno numryBame onumaHo of bapuc. Bropuot mporec cranysa
JieT OJ] IpUKa3Hara 1 Jiell o] NpBUOT mpolec. BakBata BMeTHaTa Hapalyja MHIH-
PEKTHO ja MOHUINTYBa MapruHaTa Ha puKa3zHarta ¥ Ha JUCKYPCOT, pediekTupajku
ja aBTOpOBaTa camope(IeKTHpadKka CBECHOCT BO MPOIecOT Ha numryBame™ (Tang
2019: 180).

[TomortHa HapaTOpOT KOHEYHO ce cpekaBa co Ex BuaTepToH, K0j ke 1o 3amo3Hae
CO coapkrHara Ha nucmara mery @mobep n HaBomHara XepOeprT, Ia Ha TOJIEMO
yyneme Ha bpajTBajT, BUHTEpTOH ke mpu3Hae JieKa ' MPOYUTall OBUE MTUCMa TIpe]T
Jla TW CHaJk, IITO, K€ Ce CIOKUME, € HAaBUCTHHA YMEILICH Ha4YMH 32 pelllaBame Ha
CIIy4ajoT Co ,,3aryoenute nucma Ha ®nodep. bpajTBajT ke ce moBene BO eTuyka
JUIIeMa Tajii CMee JIa CH TO3BOJIA J1a 00jaBy HEIITO IMITO HE € (DAKTHYKH TOCTOjHO
1, KOJIEOIMB KaKOB IITO € KAaKO HapaTop, TOj Ke O/y4H /1a He ja IPEMHUHE TpaHuLa-
Ta Ha OHAa IMITO ¢ ,,M03BoMBO . [Topamy oBa, mpuka3HaTa 3a XepOepT, UCTO KaKo U
HEj3MHUOT MJCHTUTET, K& OCTaHaT MUCTEPHO3HH, M Taa KaKo Jia rara BO CEHKa Ha
Jlyn3a Koie, xoja Ouia gonroroauniHa jbyooBHuIA Ha Drobep 1 Koja, BIIpoueM, e
(baKTUYKH JIUK O )KUBOTOT Ha ()PAHIyCKUOT MUCATEIL.

PasnuunuTe mornasja Ha poMaHOT @robeposuoiu taiiazan ce 00SIeKaHU O
pa3inyeH CTHJ Ha MUILIYBAaKkE M BO CEKOE O HUB JUCKYPCOT CE€ MEHyBa WMJIH C€
MEHYBa MPUCTANOT KOH TPETHUPAHUOT MaTepujaji. bapHc, Bo eqHa MHCTaHLMja, Ke
ce OJIJICNIN OJ] HApaTopoT, ¥ Ke M KoHTpupa Ha Muuy Crapku nopaau Hej3uHATA ,,HE-
yMmecHa“ 3abenemnika 3a 60jara Ha ounte Ha Ema boBapu. Taa cmerana nexa Hej3u-
HHUOT TBOPEII BOOIIITO HE OMJI CUTYpeH BO 00jara Ha OUYMTE HA HEroBaTa jyHaKUmba,
I1a Taka, e[Halll T ONMIIAJ Kako KadeaBH, Ipyrmar Kako JJIaO0KO LPHHU, a TPET-
ar, rak, Kako CHHH, IITO Ke To HaTepa bpajTBajT ymTe eqHam aa ro npenpovynTa
®100epoBHOT poMaH 3a Ja JIETEKTUPa [IeCT MecTa KaJie MITO ce CIIOMEHYBa OITUC
Ha ounte Ha Ema BoBapwm, cakajku ga moeHTHpa co Toa jeka 0ojaTa Ha OYMTE Ha
dr00epoBara jyHakuba €, BCYIIHOCT, IPOMEHJIMBA. bpajTBajT ja 3aBpiiyBa cBojaTa
BepOaHa ,,ommasna’ koH 1-p Ctapku (Koja € yITe eHa enu30/a Ha Tapoin3alnja
Ha CUTE TPU HUBOA HUCTOBPEMEHO), BEJICjKH:

Ce uunu neka a-p Crapku Oujia CIIOKOjHO HECBECHA 33 OBO] MPOCBETIYBAYKH Ma-
cyc. Cé Ha c¢, Toa m3riena Kako CaMOBOJIHA HEMAapHOCT KOH ITMCATENIOT KOj, Ha
BaKOB HJIM OHAKOB HAYWH, CUTYPHO ¥ IUIATHJI MHOTY Off HEj3MHUTE CMETKH 3a Tac.
(...) Bu Mmoken a ce oOuIaM Jia BU IO OMHUIIIAM U3Pa30T HA MOUTE OYU BO OBOj MHT;
HO TIpeMHory ce moonenenn ox raes (bapuc 2012: 82).

ITonatamy, BO NI€BETTOTO TIOIVIaBje, C€ HM3JIOXKYBaar ,,amokpudu 3a dirodep™,
OJIHOCHO HE3aBpPLICHUTE KHIKEBHU U HEKHIDKEBHH Jiena Ha Prnobep. OBre kako 1a
cTaHyBa 300p 3a JIBojHa anokpudHocT, Ounejku bpajTeajT r'M KOMEHTHUpa MecTara
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on1 anokpugHuTe 3amucu Ha rodep U caMHuOT BMETHYBAjKHU anOKpH(HU MTOJATOIH,
IJIaBHO, 3a MPHUBATHUOT XMBOT Ha Pnodep. Tyka craHyBa jacHa OHTOJIOIIKATA
JOMHHAHTa Ha ucTopuorpadckara MetapuKIMja, MPEKy Koja € mpodieMaTu3upana
TpaHuIaTa Mefy Pa3IIMYHUTE TCEKCTOBU W OUCKYPCHU, HO M CIHCTEMOJIOMIKATa
JOMHHAHTA, CIOpe]] Koja MOCTOH ,,COMHEBAKHE BO MOXKHOCTA 32 CTCKHYBambE HE-
IpOOIEMATHYEH TIPUCTAN KOH UCTOPUCKATA CTBAPHOCT M CTEKHYBAE 3HACHHE 3a
mea (I'opruesa Jlumosa 2018: 120). Bripouem, BTOpara TOMHHAHTA € MPUCYTHA U
HU3 LEJIUOT POMaH.

Hapennoro, neceTTo noriasje, NOKaXyBa Jieka He MOCTOU IMo100ap HAuMH Jia ce
07I0paHu MUCATENOT 32 KOj HEKOj TOJIKY MHOTY Ce 3aj1ara oJ T0a TOj Jia Ce MPETCTaBU
BO CyJHHIIA BO KOja OpaHUTEJIOT € CaMHOT HapaTop/aBTop. V3j10keHHn ce HEKOJIKY
TOYKH Ha OOBHHEHHETO, MeTy KoM U Toa feka dPrnobep ro Mpasen 4OBEHITBOTO, ja
Mpases AeMOKpaTujata U HEJOBOJIHO CE 3aHMMaBall CO TMOJIUTHKA. ,,...3a bpajTBajT
®dnobep cTaHan TOIKY BakeH (OU ce peKJIo He3aMEHJIMB) KOHTEKCT Ha UACHTH(H-
Kallija U TOJKYBame IITO PBHOT HE MOXKe 1a ce AeuHupa cedecu 6e3 1a He yna-
TH Ha CBOjOT cakaH aBTOp. CeOCTBOTO/jaCTBOTO MOBEKE HE € KOHCTPYHUPAHO KaKO
yHUDUIpaAHA [EJIMHA, TYKY, MONPaBO, KAKO JCIEHTPUPAH U CI000aHOICOMeuKN
KOHCTPYKT Ha MHOIITBO TEKCTOBM M AMCKYpCH. 3aroa, Ha ¢urypara Ha dnobep
MOXe J1a ce IVie/la Kako Ha eJlHa O] CHJIMTE IITO T0 KOHCTUTYHpaaT HJICHTUTETOT
Ha BpajreajT* (Drag 2007: 40). ,,®nobep € UCKOPUCTEH MCTOBPEMEHO 3a Jia IO
HOCH U Jia TO OTKpuBa bpajTBajTOBHOT eMOTHBEH TOBap. MHOTY Of €MHM30AHUTE 01T
®no0epOBUOT KUBOT, MHOTY Of] HATMIIIAHUTE WJIH OJ] M3TOBOPEHHUTE 300POBH BO
TOj KHMBOT, KQKyBaaT OHOJIKY MHOTY 3a OHOrpad)oT KOJKY M 32 POMaHOIMCEIoT™
(Winsworth 2005: 9).

OBa mornagsje 1 BU3yeITHO ce OAJeNlyBa OJ] APYTUTE U JINUM KaKo Ja € ,,3aKpIie-
HO®, MPUIOIAACHO, KaKo 1a € ,,KpreHurna‘ win “patchwork”, mro e mobpomno3nara
TEXHUKa Ha MPaBeHhe MEIIaBHHA O Pa3lIMuHH LUTATH, pedepeHnn u, TeHepatHo,
pa3NMYHU BHJOBU TEKCTOBH W JIUCKYpcH. M BO OBa ImoriiaBje € coapikaHa aBTope-
(rIeKCMBHOCTA, KOja ce OHeCyBa Ha MHIIYBamETO KAKO MPOIEC, U Ha Heropara
¢dopma. Hekon pasmuciyBama — Kako OHa Jieka BO YMETHOCTa CE 3aBHCH OJf TOA
KaKo HEIITO Ke ce MPETCTaBH, Na Taka, MPUKa3HaTa 3a ¢JIHa THUJA MOXe aa Oujie
MCTO OHOJIKY yOaBa Kako HeKoja Impuka3Ha 3a Anekcannap Benuku — ykaxyBaar Ha
TOa JICKa AypH U HETIPUBJICYHOTO, I'PIOTO U OII6I/IBHOTO, MOXar Jia CTaHaT npruBJICY-
HU U €CTETCKU YOaBH, aKO CE IOBOJHO JI00PO YMETHUYKH MPETCTABCHH.

EnunaecerTo rormiasje ja Hyau Bep3ujata Ha Hactanute o JIyusa Koie, naBajku
¥ I71aC Ha e[THa eKCIIeHTpUpaHa (urypa o1 )KuBoToT Ha Drodep, MoCcTaByBajKu ja BO
OBa MIOTJIaBje BO LIEHTAPOT, HAa CMETKA Ha ,,ICYE3HYBambETO " MJIH Ha ,,3aTCKpUBAbe-
TO" Ha aBTOPOT Haparop. OBa € TUIMYHA TEXHUKA Ha HcTOpruoTrpadckuTe MeTaduk-
IIMH J1a UM JIaBaaT IpUMaT Ha JeIEeHTPUPAHUTE WIN EKCIICHTPHPAHUTE CTOjaTUIITA
WM TOYKHW/Amiv Ha riename. Bo oBa noriasje Jlyusa Kore ja naBa cBojaTta Bep3uja
Ha JbyOOBHATA NMpHKa3Ha Mery Hea u Diobep, 1 aBTOPOT, HAKO 3aTKYJIUCCH, Celak,
YCIICIITHO ja M3BEllyBa CBOjaTa TpaBecTHja mpeky oOnekara Ha Kone, nmaBajku ennHa
Bep3Hja Ha HACTAHUTE OJ1 XKCHCKa NepcriekTuBa. bapHc ja u3necysa Kosie Ha mpejieH
IUIaH, 1aBajKu 1 [IaHca ¥ Ha ,,JpyraTa CTpaHa‘ ia IpOroBOPH, a MPETCTaBHUKOT Ha
Jpyrara cTpaHa He € Koj OWIIo, TyKy I03Hara IoeTeca Ha CBOETO BpeMe, TOOUTHUK
Ha MPECTHKHU HATPaJI 33 CBOjOT MOETCKH OITyC, MaKap IIITO Ce BEPYBAJO JeKa THE
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OuJie pe3ynTar Ha BPCKUTE U MO3HAHCTBATA LITO Taa T OAP)KyBaJla M TH HEryBasa
CO ITO3HAHMIM Off HAjBHUCOKHTE OIITECTBEHN KPYTOBHU, KOH, IPOCTO, M TO TPACH-
paJie maToT 0 KHIKeBHATa ci1aBa. bapHc TOJIKY yCIEIHO ce NPUKpPUBA, LITO 32 A2
CH TTIOMOTHE 3a Jia OCTaHe INTO MOBEKEe BO CEHKa, KOPHCTH MHAKOB BOKaOymap of
OHOj Ha bpajTBajT, 1 TOj € THITUYHO ,,[IOKEHCKU“ BO OBa monasje. Koje co peBont
nuiryBa mpotuB Kydyk XaHeM, mo3Hararta erunercka yoasuia co koja dmobep,
HAaBOJHO, NMaJl KpaTka JbyOOBHa aBaHTYpa, IITO TO MOTTUKHYBA MPAIIAHETO TaN
HHKOPIIOpHpameTo (hakTHUKa JIMIHOCT, Kako XaHeM, ja mpaBu ucroseara Ha Kome
roBepoaocTojHa? Jlanu mpucycTBOTO Ha (PaKTUIKA JIMIHOCT TO 3aCHITyBa €(hEeKTOT
Ha BEpOjaTHOCT 32 BUCTUHUTOCTA Ha PACKaKaHOTO J1a u3riiena paktuako? Moxeon
HaMECTO OJI'OBOP Ha OBHE Ipallama Tpeda 1a ce ucrakHe jeka e Kone uzHesepe-
HaTa, TMOHIKEHA JKeHa, a MPeKy OBHE KBaNH(PUKATUBHU, HEJ3UHOTO MHCMO/CBEIO-
LITBO JOOMBA CTEPEOTHUIICH MPEA3HAK, OJJHOCHO IO MPEJONpeaeTyBa YATATEIOBUOT
XOPH30HT Ha OYEKYBame M TOj, YMTATENIOT, TYKypeur MOXKE Ja MPEIBHIN KaKOB
TperMaH ke nodue drnobep mpeky ,,Hej3uHUTE 300poBHU. J{uckypcor Ha Kone e
HU3pa3€HO MEMOAPCKHU W JTHCBHUYKH, U MCUIaBUHATA HA pa3IMYH AWCKYPCH, BO
W3BECEH CTEIEH, T'M PeJaTHBU3UpPA M I'M HUBEJIHMPA CTPOTUTE JUCKYP3UBHH, a CO
TOA W J)KaHPOBCKHU T'paHUIM. AKO TIOIJIaBjaTa BO KOM ce pacmipanaiiie 3a ®nodep Oea
roBeke OeJIeTPUCTUYKH, TOTAIll AUCKYPCOT BO ,,Bep3mjara Ha Kome™ e moHaemek-
TPHU3HUPAH CO EMOLHH.

2 3aKmy4oK

Pomanor @robeposuoii ilailazan KOPUCTA MHOTY OJ TIOCTAIKUTE HAa HUCTOPHOT-
padckara metadukirja mTo To MpodIeMaTH3NpaaT OqHOCOT Mel'y MUHATOTO, HC-
TOpHjaTa, KHW)KEBHOCTA U BUCTUHATA, U yNaTyBaaT Ha HUBHATA IIOCPEAYBAHOCT, T.
€. Ha HUBHOTO MOCTOCHE KaKO MHIIAHU TEKCTOBH. ,,3HaUH, KaKo Ja o 3rpamanuMe
muHaroro? (...) Jlo3HaBame moBeke, OTKpHUBaMe JOTIOJTHUTEIHN JOKYMEHTH, YIIO-
TpeOyBaMe nH(paLpBeHa CBETIMHA 32 J1a TpodreMe HU3 N30pUIIaHOTO BO MIPEIHC-
kure... “ (bapuc 2012: 102). OBaa muciia Ha bpajTBajT cBe0uHM 3a MocpeyBaHOCTA
Ha MUHAaTOTO ¥ HA CO3HAHMETO JIeKa CO MOJATOLUTE, BO U3BECHA CMHCIIA, CE MAaHH-
mynupa, OuIejKu THe ce MUIIyBaaT, ce MPEIUIyBaaT, Ce PeAaKTUpaar, Taka IITo He
MOXEMe J1a IMaMe jacHa CJIMKa 32 MUHATOTO.

Bo pomanoT nocrojar noseke Touku Ha rieaumte (Ornodep, Kone), u mocrojar
pa3IMYHU JUCKYPCH W CTHIJIOBH (BTOPOTO TOIVIaBje € XPOHOJIOIIKa Ouorpaduja
Ha ®nobep; eauHaeceTTo € Bepiujata Ha Kome Ha Hactanute, WTH.). pyru mo-
CTaIlK{ IITO c€ KOPUCTAT BO POMAHOT CE€ W MPHUCYTHATa [UTATHOCT, CO3aBaHETO
HMHTEPTEKCTYyaJIHH MPEXU BO KOM YUTATEJIOT c€ ,,I'yOu Mel'y TeKCTOT, KOHTEKCTOT
U METaTeKCTOT, OHOCHO € CBEJOK Ha ,,KPLICHETO Ha paMKaTa’™ mery ,,pukuujara
u emmupucknot ceer” (McHale 2004: 212; Topfuesa Jlumosa 2014: 268). Ynra-
TEJIOT, UCTO TaKa, € CBEIOK Ha BTOPHOT OJ JIBATA MOJYCH Ha MCTOpUOrpadckara
MeTaUKIIMja, OTHOCHO Ha T.H. ,,04UINICHO KOHTPOJIIMpaH packaxysau' (["opruesa
2007: 228), HO ¥ T.H. MYJITUILIUITUPAHA TJICIHA TOYKA, KaJe IITO OUUTTICIAHO € IeKa
(dokanuzanyjara eqHaNl € Ha HapaTopoT, eaHam Ha Jlyusa Koine, UTH., mTo 3Haun
Jeka uMaMe paboTa co MoBEKe TOUKU Ha TIICTUIIITE.
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Kako mto Hexon (hakTi MOXKaT J1a ce OCIopar Taka U BUCTHHATa MOXe Jia Oujie
OCTIOpeHa WJIM U3BpTeHA. AKO ce rmomerra co (ukimjarta, (pakToT ja TyOm cBojara
YHCTOTA ¥ CTaHyBa JIeJl OJ] €/ICH aMaJiraM, Koj € OHEKoTaIll KOH(y3eH 3a OHOj YuTa-
TEJI IITO caKa MPEHU3HOCT ¥ IPaHHMIH. ,,ElHa O]l JOMUHAHTUTE Ha TOCTMOJIepHAaTa
[Ipo3a NPEeTCTaByBa €/IeH HAYWH Ha np06neMaTH3aunja Ha YTBPACHUTE I'PAaHULIN,
KOZOBU W KOHBEHIIMH — cyrepnpaJKH ja HMBHATa YCIOBHOCT, PEATHUBHOCT U KOH-
BEHIIMOHAJIHOCT, T.€. [IOCTOjaHOTO IPEMECTyBambe Ha (POKYyCOT (FopmeBa JumoBa
2014: 275-276), Taka 1ITO, M Ja caka YMTaTeJIOT Ja OHJE ,,HAYMCTO“ CO BaKBU-
T€ TEKCTOBH, TOA € PEYMCH HEBO3MOXKHO, Off IIPUYHMHA IITO MPOBEpKATa Ha cuilie
@axitiy € MaKoTpIIHA U A0JIra padoTa, a Mpalame € KOJKY € HCIUIATINBa.

Bp3 ocHOBa Ha moropencTakHarara rJiaBHa XHII0Te3a, MOXKe Ja ce 3aKITy4H JIeKa
Bapnc ru koHppOHTHpa BU3HjaTa U Bep3HjaTa 32 MHHATOTO M HETOBATA ITOCPETyBa-
HOCT, OHOCHO JIOCTAITHOCT BO MumIaHa (opma, Cu ourpysa co GpaktoT u pukimja-
Ta BO CO3/IaBamk-eTO Ha HaBoMHA Omorpaduja Ha dnodep 1 HHKOPIIOpHUPA U3MUCITHU-
LM BO oBaa Ouorpaduja, moToa CH MOUIPyBa CO JKAHPOT, cO WTO Ouorpadujara 3a
dr00ep mosieka cranyBa aBroduorpaduja Ha HApPaTOPOT, U HU3 OBUE MPOIIECH CE
BpILMU [apoAM3alija Ha BepOaIHo, CTUICKO U TEMAaTCKO PAMHHILTE HA MPEIMETOT
Ha MHTEpeC M Ha )KaHpOoT Ha Ouorpadujata. 3a bapuc, ,,MuHaToTO € aBTOOHOTpad-
CKa JJUTepaTypa IITOo ce Mpernpana neka e coopanuckn n3emraj (2012: 92).

Bapnc, Ha kpajoT Ha KpauiiTaTa, HEMaJl Hamepa Ja Hamuiie Ouorpaduja Ha
Onobep u (YaTeHUOT) YUTATEN € CBECEH, MPEJ /1a TO 3eMe HETOBHOT POMaH, JeKa
nMa paboTta co OeneTpucTHKa, a He co Ouorpaduja. HeroBuor poman caka Ha 1o-
CTMOJICPHUCTUYKH CBOJCTBEH HAYWH J]a CH TIOUTPA CO TPIIEHUETO HA OCTPOYMHHUOT
YUTaTeN, KOj TIOHEKOTall € MPpeaMOUIIO3eH BO AMCEKIHjaTta Ha (akToT o (HuK-
uujara, Ho MoXxeOu ¢ysujara Ha (HaKTOT co (HUKIHUjaTa, Ha KPUICHETO Ha CTPOTH-
Te TpaHUI Mery Omorpadujara U aBroomorpadujara Kako KaHPOBH, Ha W3jaBara
JieKa ,,c¢ mTo ke m3muciauTe ¢ BUcTuHuTo  (Barnes 1984: 191), onar Bo mpuior
Ha Toa Jicka uctoprorpadckara MeTapuKIlHja € KOMIUICKCEH JKaHp U JIeKa TOKMY
OBHE Urpu Mel'y TEKCTOBUTE, HUBHOTO HaJIOBP3YBabE U COBIArame, Kako U BPCKU-
Te Mely OHa HITO € BUCTUHHUTO M OHA IITO € M3MHUCIICHO MJIH JIAXKHO, C€ KPEBKU U
neka Tpeba ma ce mpudarar Kako TaKBH.
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VHUIINJAIIVICKOTO CVIKE BO PACKA3UTE
IIPEOBPA3BA O]l ®PAHI] KA®KA
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Bo tpynor ce TonkyBaat packasute [Ipeobpazoa u Brybenuom Camca npexy nie-
TEKTHpambe Ha HUBHUTE CIMYHOCTH CO CTPYKTypara Ha MHUIMjAIIUCKUOT 00per.
3a Taa 1e ce KOpUCTaT CO3HAHM]jaTa Ha aHTPOIIOJIOTHjaTa U Ha (OJIKIIOpUCTHKA-
ta. TpyZoT MOXKe J1a ce MojeNu Ha JiBa Jieia. [IpBHOT el ce ofHecyBa Ha packas-
ot /Ipeobpa3ba 1 BO HETO WHUIIH]aIIMCKOTO CIKE C€ MCUUTYBA KaKo MPEBPTEHO
MHUIMJAIICKO CHKe, MTOo To Boau HeoduroT I'perop Camca Hazam, ce momeka
TOj He OMIe LIeNIOCHO UCKITyUeH 01 3aeHuIaTa. Bo Bropuot e packasor Ha Ka-
(xa ce KOMEHTHpa BO JIOCIYX CO TpaHChopManyjara mro Xapykn Mypakamu ja
IIpaBy BO packaszoT Bawybenuom Camca. JIara packasa ce TOJIKyBaaT Kako €JcH
LIeJIOCeH MHUIMjACcKN KomIrieke. Mnejara e neka ['perop Camca, okpaj Kako
HEO(HT MTO MOXKWBYBa MPEBPTCHA WHHUIIMjAIHja, MOXKE J1a CE TOIKYBa W KaKO
JUK Y¥ja MHALHjalja TIOYHyBa BO /Ipeobpa3zba u ce KOMIUIETHpA BO PacKa3oT
Bwybenuom Camca. Bo Taa cMucla, ceé KOMEGHTHPA CIIPOTHBCTABEHOCTA, HO M
KOMITJIEMEHTAapHOCTA Ha JIBETE KHIKEBHU JIeJIa, HAMUILIAH! OJ] Pa3INYHU aBTOPH,
KOW TTOTEKHYBAaT OJ1 pa3JIn4HH CHOXH.

Kayunu 300poBu: mannmjanmja, @pann Kadpka, Xapykn Mypakamu, HHTEp-
TEKCTYaJHOCT
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THE INITIATION PLOT IN THE STORIES
THE METAMORPHOSIS BY FRANTZ KAFKA

AND SAMSA IN LOVE BY HARUKI MURAKAMI

Radica Stojanovska
Ss. Cyril and Methodius University, Skopje
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The paper analyses the stories The Metamorphosis and Samsa in Love through
detecting their similarities with the structure of the initiation rites. The analysis
uses the findings of anthropology and folklore studies. The paper is divided into
two parts. The first part focuses on the story The Metamorphosis. The main ar-
gument is that this story by Franz Kafka can be read as a reversed initiation in
which the neophyte Gregor Samsa is going backwards till he is no longer part of
the community. In the second part of the paper The Metamorphosis is analysed
alongside Haruki Murakami’s story Samsa in Love. The two stories can be read
as one continuous narrative in which we can see the whole structure of the initi-
ation rite. The idea is that the character of Gregor Samsa can be interpreted as a
neophyte whose initiation starts in The Metamorphosis and continues in the story
Samsa in Love. These two stories function as opposites to one another, but the
focus is on the reading which makes the two stories complementary.

Keywords: initiation, Franz Kafka, Haruki Murakami, intertextuality
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Wunnyjanuckure o0penu co cBojaTa MHTPUTAaHTHOCT TH 3aWHTEpecHpalie He caMo
AHTPOTIOIO3UTE TYKY M TICHXOJIO3UTE, (PONKIOpUCTHTE, MUTONO3UTE. CTanyBa 300p
3a ,,MHTEPKYATYpHA U MHTepAXCUUILIMHAPHA nojaBa‘ (CrojaHoBuK JladazaHOBCKa
2001: 10), koja e, reHepaIHO, TIOBpP3aHa CO MONMPUMUTHBHHUTE OIMIITECTBEHH Ype-
nyBama. Ol aHTPONOJIOIIKK acleKT, WHUIMjalujaTa MpeTcTaByBa WHCTUTYLH]A,
OZIHOCHO ,,ycTaHOBeHa (hopMa Ha OIHECYBambe, KOja ce MpU3HaBa KaKo TakBa O]l OJl-
JieJIHa ONUITECTBEHA IpyIla WIN KJlaca, Yhja MHCTUTYLIHja Taa, BCYLIHOCT, CTAHYBa.
WuctuTynuute ce ogHecyBaar Ha HOCceOEH THUI WM KJ1aca OMIITECTBEHH OJHOCH U
naTepakunn’ (Penxmud bpayn 2001: 16). Kako maBeH akrep BO MHHUIIM]allUCKUTE
oOpenu ce jaByBa eIMHKaTa, Koja Tpeda Jla MpeMHUHE BO IIOBUCOK COIIMjaJIeH CTaTycC,
MaKo Ce CMeTa JieKa MHUIUjallfjaTa ja TaHTupa 1ieJiaTa 3a¢/HHIIA.

Ha noHu30k cTeneH o ommTecTBEHUOT Pa3Boj Ce BEpyBaJIo JieKa ,,CEeKoja Ipo-
MeHa BO YOBEKOBHOT >KMBOT BKJIy4yBa J€jCTBA U PEAKLIUU Mely CBETOTO M Mpod-
aHOTO — JICjCTBA M PEAKIINHU IITO Tpeba jaa Ommar peryiupaHu U HaATICAyBaHH 3a
OIIITECTBOTO KAKO LIeJIMHA J1a He peTpru 0ojka uiau moBpeaa™ (Van Gennep 1960:
3). OTTyKa, Ha OOpEIUTE UM C€ MpHUaaBa 0coOeHa BAXKHOCT, OUJICjKU THE JICjCTBY-
BaaT KaKo €/IeH BUJ HEYTPaJU3aTOPH Ha ONACHOCTA, OJHOCHO Ha oOpenuTe, Mery
JPYTOTO, CE CMETalle 3a HY»KHH 3a 3auyByBarbe Ha OjarococrojOara Ha 3acJHULIATA.
OcBeH Toa, 00peIOT Ha WHUIHjANMja € BAKCH OWACiKH My C€ TIPHUIHIIyBaaT He-
KOJIKy (yHKIHUH: ,,OBOj 00pel ce U3BPLIyBaJ BO IOYETOKOT Ha MOJIOBaTa 3pPEOCT.
Co Toj 00pe MOMYETO ce BOBEJIyBaJIO BO POJIOBCKATa 3ae/IHUIA, CTAHYBAJIO HETOB
TTOJTHOTIPABEH YJIEH ¥ TO CTEKHYBAJIO MPpaBoTo Aa cranu Bo Opax* (I[Ipom 2011: 77).

Penanumjara Mery MHUIIMjalMjaTa 1 KHUWKEBHOCTA HE MOXKE J1a ce 3aHemapu. JIu-
mja Crojanosuk JlahazaHoBcka TOBOPH 3a ,,lTOTpara MO WHHUITH]AIICKHOT apxe-
tun" (CrojanoBuk Jlagazanoscka 2001: 10), onHoCHO 3a xendara fa ce mpoHajaatT
€JIEMEHTH IITO C€ COBIAraaTr WM HaJIWKyBaaT Ha €JIEMEHTHUTE Ha WHUIMjarujaTa
BO KHMKEBHOCTA U BO (DOJIKJIIOPOT. AHTPOIIOJIOUIKUTE U €THOrPa)CKUTE 3aIlUCH,
KOU C€ OJIHECYBaar Ha MPaKTUKUTE MOBP3aHU CO MHHUIMjalljara, IpeTcTaByBaie
I10jI0BHA TOYKA 3a CTyAHjaTa Ha PycKUOT ¢omnxnopuct Bragumup IIpon. Bo cry-
mujara Hciiopuckuitie kopenu Ha eonuednaiua tipuxaszna [port TBpauU ieka ,,MHO-
I'y MOTUBH CaMo IIPEKy CIOpeayBambe co 00peaure Jo01BaaT CBOE FE€HETCKO TOJIKY-
Bame™ (IIpom 2011: 38), oMHOCHO TOj TOKaXKyBa JIeKa OHKE €JIEMEHTH O] CKa3Hara
IITO TM BOCIPHEMaMe €IHOCTABHO KaKo ,,BOJIIICOHM W KOM ja MpaBaT cKa3Hara
— CKa3Ha, IOTEKHYBaaT Of MCTOPUCKAaTa CTBAPHOCT Ha HEKOW IIEMHIba, HAPOIH,
3aeauuny. Ha xpajor on cryaumjara [Ipon moafa o 3akiydok Jieka OCHOBaTra Ha
HajToJIeM JIeJl OJf MOTUBUTE BO CKa3HHUTE C€ BO OOPEIOT Ha MHHIIMjAIlHjaTa U BO
nperctaBute 3a 3aarpooHuot xuBotT (IIpom 2011: 469). IToenHocTaBHO KakaHO,
MTOBEKETO CKAa3HM CE€ HapaTHBHU3aIlMja Ha WHUIIAjaUCKUOT oOpen. Toa mTo HaM HA
€ OTe)KHATO EJIEMEHTHUTE BO CKa3HaTa Jla 'M IIOBP3eMe CO 00peAnTe Ha MHULIUjalja
ce JI0JKH Ha (DaKkTOT JAeKa OBHE OOpear ce Bp3yBaaT coO OPE/IEH CTETEH Ha pa3BU-
TOK Ha OMIUTECTBOTO U OIPEICHA CTBAPHOCT IITO € BeKe HaIMUHATA.

Cenax, MHUIIN]AIIUCKOTO CHXKE HE € OTPaHUYEHO CaMoO Ha CKa3HUTE WU Ha BOJI-
MeOHUTE TTPUKA3HI.

Kako mro ymaryBa CrojanoBuk JladasaHoBcka, MHOTY aBTOpPH JIETEKTHUpAatr
WHUIIMjaIHja BO XEPOjCKUTE MUTOBH, BO €IIOBHUTE, 114 yPH U BO COBPEMEHUTE *Ka-
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HPOBH, KaKOB ITO € poMaHoT. OBJie ke ce oOuaemMe a r'd UCHPIHUME CUTE eIIeMEHTH
IITO yIaTyBaaT Ha MHUITH]AIIMCKOTO CIDKE BO JBa packasza: [Ipeoopaszboa on OpaHil
Kadxka u Bwybenuoii Camca on Xapyku Mypakamu. [Iputoa, odekyBaHo e aeka
WHUIIM]AIIMCKOTO CHYKE BO OBHE Packa3u HeMa Jia Ce jaBH BO OHaa IIEJIOCHOCT BO
KOja ce jaByBa BO BOJIIEOHUTE NPUKA3HH, Kaje IITO, MPAKTHUYHO, CEKOj eIEMEHT
(;muxoBuTe M oHa wTo [Ipomn ro HapekyBa ,,pyHKIM]ja*) MOTEKHYBa O] MHHULUjally-
cknoT obpen. Ilpu emabopupameTo Ha TeMara, ocBeH Ha [IpomoBara crymmja, ce
noTnupame u Ha cryaujara Ha ApHonp Bal [enen. [enoto Ha Ban ['enern, Bo koe
ce MOKaKyBa TPUTMIAPTUTHATA CXeMa Ha OOpeauTe Ha MPEMHH, € UCTO 0COOeHO Ba-
XKHO, OnJiejKu, Kako mTo HarnacyBa CtojaHoBuK JladazaHoBCKa, U MOKPaj 4YECTUTE
HECOIVIacyBama, ,,CHTe UCTPAKYBAYH Ha MHHUIIM]AIIUCKUOT EHOMEH ce 3aaraar 3a
[I0CTAaBYBamh€ Ha TPUIAPTUTHATA CXEMa Ha MCTaTa: cenapanyja, MapruHaiu3anmja
u noeropHa arperanuja’ (CrojanoBuk Jladazanoscka 2001: 127).

1 IIpeBpTeHO MHUIIMjALIICKO CYKe

Eneazap MeneTnHCKHM cMeTa JieKa ,,CTIOpEAyBakETO Ha crkeara Ha 3amok u I1po-
yec O NUKIIYCOT HA MHUIMjallkja € coceMa KOPEKTHO, 0COOEHO aKo ce MOTCETHME
KaKBa yJora Wrpa CIpPOTHBCTABYBAaETO Ha ‘TIOCBETEHHTE W ‘HEMTOCBETEHHUTE BO
nBara pomana“ (Meneruncku 2002: 436). Cemak, kKako MpeaIMeT Ha UHTEPEC I'o
“MaMe HajIo3HaTHOT packa3 Ha Kadxka, [Ipeobpazba (umu Memamopghosza), Koj TO
CJIeZIV Pa3BOjOT Ha HACTAHUTE 10 HeHaJlejHara npeodpaszda Ha [perop Camca. Enno
yTPO, KO€ TI0 HUILTO HE € Pa3IMYHO OJ] JPYTHTE, IIABHUOT JHMK ce OyAM LEI0CHO
npeoOpaseH Bo nHCeKT. HeroBara mpeoOpa30a e Hara, Taka IITO W TOj HATIO TO
ryOM MpaBOTO Ha CBOjOT MPETXOJCH KUBOT. Bo Toa ce cocTon NpeBpTEHOTO WHH-
[HjalCKO CIKe, Omaejku ['perop He mMpeMHUHyBa BO TOBHCOK COIHjajieH CTaTyc,
TYKy perpecupa. Brpouem, Ha MOYeTOKOT Off packasoT Toj € mamy; I'perop ro uma
JOCTUTHATO OHA KOH MITO OOMYHO CE€ CTPEMH WHUIIMjAHTOT: TOj C€ YNHH COBPIIECHO
WHTETPUPAH BO KOJIEKTHBOT.

AHUMAaJIHOCTa MTPETCTaByBa €JICH BU/I JIereHepalirja u [ perop ru 4yBcTByBa I0-
CIIEZIUIINTE O] TOA, NAaKO HAjTIPBO aHIUMAITHOCTA ja JOKUBYBA MPEKy MMPOMEHHUTE Ha
TEJIOTO — OKJIOIOT, KAKO M CUTHUTE HOXKWEba. VIHIMKAaTHBHO € I1ITO HeroBara CBecT
ocraHyBa 4yoBeuka. Cemnak, HETOBOTO TEJIO, HEroBaTa MaTepUjaIHOCT U OIHILIN-
BOCT, MOBEKE HE KOPECHOHIMpa co Toa. Jlypr U HErOBHOT TJIac ce MEHYBa, M TOa
IITO TOj CTaHyBa HEPa3OUPJIMB 32 CBOETO CEMEJCTBO U 3a IPOKYPHUCTOT, KOj Jtoara
na To mobapa, Ha CHMOOJIMYEH Ha4YMH ja 3all0YHyBa HEroBara peBep3uOnIHA MHH-
nyjamuja, OuIejku MoBeKke He MOCTOM MOXKHOCT 3a Jujasior Mery [ perop u Heroro-
TO CEMEjCTBO, T1a Taka HU MeT'y I perop u mommpokara 3aeaHuIa.

VYiuTe Ha MOYETOKOT Of1 packasoT kaj I'perop Camca ce neTeKTupa CBECT JeKa €
Ha HEKOj HaYMH HaJBOP oy 3aeaHunara. Cemnak, 3Ha4ajHO € IITO TOj HE € BeTHAI ge
¢gaxino ordpieH.

UneHoBUTE Ha HETOBOTO CEMEjCTBO CE MOATOTBEHM Ja My TIOMOTHAT, I1a Taka,
xora I'perop ciymia jeka Te cakaar Jia TOBHKaaT JOKTOp M OpaBap 3a Ja ja OTBO-
pH BpaTara ofi Heroara coba, ro Yutame CIeIHOBO: ,,/1ogitiopHo ce iouysciugysa
BKIYHeH 80 Y0BeyKUOWl KpyZ W OUeKyBarle o 00ajimara, u o1 JOKTOPOT U o1 OpaBa-
pOT, BripodeM Oe3 TOYHO JIa TH OJJISNTyBa, BEIMYSCTBEHN U U3HEHAYBauKH pe3yJl-
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tatn (Kadxka, 2013: 70, o3HaueHoto € Moe). FIMeHO, Kaj HEro rmocroesia HEKoja,
MO)KeOH JIaTEHTHA, CBECT JieKa TIOBEKe HE IMpHUIara BO YOBEUYKHOT KPYT, HO TOj C¢
YIITE ja HeMa LEJIOCHO MPpH(ATESHO.

Mauiky mpesi oBaa pedyeHuIla, unTame Jeka [ perop ja mpoekTupa peakiyjara Ha
CBOETO CEMEjCTBO M Ha MPOKYPHCTOT KOra Ke ro BHAAT mpeoOpaseH Bo jedapka.
Hupnara peakiija My € HeONXo/iHa, OU/IejKN peakiijara KOHEYHO Ke My TIOTBpAN
JleKa HeroBaTa IpeoOpasda e Beke CIydeHa U HeMa Bpakame Hazal; Ieka HeTOBOTO
CeraIrHo TeJIo MPEAU3BUKYBa YKac U raJemhe, HO U JJeKa Ha HEero Beke He ce OfHe-
CyBaarT OOMYHHTE YOBEYKH HOPMH M OJTOBOPHOCTH, KaKO Ha TIpUMEp, PAOOTHHTE
00BpCKHU: ,,AKO Ce MCIUIaIar, Toram [ perop Beke He OM UMajl HUKaKBa OJrOBOP-
HOCT U Ou Moxen aa oune mupeH. Ho, ako mpugarar cé CriokojHO, TOTalll U TOj He
Ke MMa HUKaKBa MPUYHHA J1a ce BO30yIyBa M OM MOYKE, ako oOp3a, BO OCYM 4acoT
HABUCTHHA Ja Oujie Ha Kkene3Huukara cranuna‘ (Kagxka 2013: 69).

WuTtepecHo e mTo Bo packasoT [Ipeobpazba MoKeMe 1a AeTeKTUPaMe CeTMEHTH
Kou Tpy0O COONIBETCTBYBaAaT Ha TpUMApTHTHATA cXeMa Ha HHUIMjauujara. [logero-
KOT Ha PacKa3oT JlaBa yraTyBama 3a HHKOPIIOPUPAHOCTA Ha JIMKOT BO COIIMYMOT.
3a oBaa (haza Buxrop Tapuep numrysa: ,,Putyananor cy0jekr (...) € BO pellaTHBHO
cTabuiiHa cocTojba M ymTe MoBeKe, Topaju OBa, MMa TpaBa U 0OBPCKH KOH ApY-
THTE, KOU Ce Of jacHO Ne(MHHUpaH U ‘CTPYKTypasieH BUJ; O HEero ce O4eKyBa Ja
ce OJIHECYBa COOJIBETHO Ha OZIpeJICHH OOWYajHU HOPMHU U €THYKU CTaHIApAM LITO
ce 00OBp3yBayKH 32 HOCUTEIHMTE HA OMINTECTBEHA TOJIOXKOa BO CHCTEM Ha TaKBU
orozutuu‘* (Turner 1977: 95). Umeno, untame nieka e [ perop cBeceH 3a CBOUTE OJI-
TOBOPHOCTH BO KPYTOT Ha CEMEjCTBOTO U 332 CBOMTE PaOOTHH 3a/1a4u Kako TPTOBCKU
natHuK. Ho, oBaa ¢a3a, kora e T0j HHKOPIIOpUPaH, MOXKEME CaMo J1a ja PEKOHCTPY-
upame, Ouzejku nmpeodpazdaTa Ha MOYETOKOT O packas3oT ro Bpaka [perop Hazan
BO JIMMHUHAJIHATA (aza.

Jlnmunanuara ¢aza uiau ¢azara Ha MapruHajin3anyja ce MaHudecTupa Ha TOj
HauuH 1TO € I'perop o7BOEH 0 ceMejcTBOTO. TOj € OrpaHMyYeH caMo Ha CBojara
cob6a. OcoOeHo e MHIUKATHBeH CerMEeHTOT Kora ['perop m3ierysa ox cBojara coda
CO HaMepa Jia To 3apKK POKYPUCTOT U Aa Tobapa BeTyBame JieKa ke ce 3a3eMe 3a
Hero Bo ¢upmara. [ perop Bierysa Bo JHeBHaTa c00a, BITACCHUOT MPOKYPHCT 3aMH-
HYBa, a TaTKO MY ,,CO JIeCHaTa paka ro rpadHa CTarnoT Ha IPOKYPUCTOT LITO TOj TO
MMaile OCTaBeHO Ha eHa (oTelja 3aeJHO CO IIanKara U co HaMeTKara, co JieBara
3e7ie elIeH ToJieM BECHHK Of MacaTa M yIUpajKu co HO3ETe I10 MOOT, T0YHa MaB-
TajKH CO CTAIOT M CO BECHHUKOT Jia ro Tepa [ perop Hazaa Bo Heropata coba“ (Kagka
2013: 74). Taka mTo, ['perop ce yuu ia He TO MPEeMHUHYBA MPATOT O] CBOjaTa coda.
Ban I'enen 3a0enexyBa Jieka ,,Bparara € TpaHulara nomMery TyfHoT U JOMAalIHUOT
CBET BO CJIy4ajoT Ha 0OMYHOTO KUBEATUIIITE, ¥ IIOMETY MPOPaHUOT U CBETHOT CBET
BO CIIy4ajoT Ha XpaMoT. 3aToa, /1a ce MPEeMUHE MParoT 3Ha4u 00eTUHYBambE Ha Ce-
Oecu co HOB cBer™ (Van Gennep 1960: 20). Ha ninaHoT Ha 0BOj packa3s, OHOj mpar
ITO JOOMBA 3HAYCH-E HE € MParoT Of] BIIe3HaTa Bpara, TYKy MParoT Ha IMPEeMUHOT
roMmery cobara Bo koja ['perop e uzonupan u qHeBHaTa c00a. JacHO € Jieka mpocTo-
POT Ha CTaHOT C€ JIeJM U TOKMY JJHEBHaTa co0a ' J0OMBa MO3NTHBHUTE KBAJIHTE-
TH. M3onupameTo Ha [perop Bo mocebHa coba 0BO3MOXKYBa JHEBHATa coba ja ce
OJIP’KM KaKo HEU3BaJIKaHa CEMEjHA CBETOCT.
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JluMuHamTHOCTA WIIM MapruHaNM3anyjata Ha [perop ce 3abesexyBa Ha MIAHOT
Ha OJJHOCOT Ha HETOBOTO CEMEjCTBO KOH Hero. CecTpa My MpeTHa3inBO BIETYBa
BO Heropara co0a Kako J1a BJIEryBa Kaj HENo3Har: ,,Bieze BHaTpe Ha BPBOBUTE OJ
MPCTUTE KaKo Ja € Kaj HeKoj Temiko O0osieH miu kaj tyruHen ™ (Kagka 2013: 77).
Baxnocta Ha oBaa penaiuja ja TOTBpAyBa 1 MEIETUHCKN KOTa BEJH JIeKa ,,lIPeT-
BopameTo Ha ['perop Camca BO Tl HHCEKT HE € CaMO M3pa3uTa MpeTcTaBa Ha oca-
MEHOCTa Ha JIMYHOCTA BO €T3MCTEHIINjATUCTHYKA CMUCIA TYKY M CIIUKA Ha OHOCOT
Ha OTyfe€HOCTa Mery Hero M CeMejCTBOTO, Mel'y HEro M couuyMoT (MeneTHHcKn
2002: 432).

I'perop e orpanmueH Ha MPOCTOPOT Ha CBOjaTa coda, HO JAYpU U TOj MPOCTOP
MOYHYBa HA HEKOj HAauWH Jia ce cTecHyBa. HajmpBo, Toj movHyBa /1a ce KpHe Moj
codpara 3a cecTpa My Ja HE ce BOSHEMHpPYBa KOTa BJIeTyBa Kaj HETO /J1a My OCTaBH
janeme. Cemnak, T0oj caka Jieka Toa HE € JJOBOJIHO U MPaBU YIITE €JHA MPOMECHA!
»32 J1a ja TIOIITEAN U Off OBaa IIIeTKa — 3a oBaa pabora My 6ea MOTPEeOHN YETUPH
Yaca — TOj e[IeH JIeH Ha Ip0 ro ofHece KPEeBETCKUOT YaplluaB Ha codara v ro nocia
Taka IITo cera Oelle coceM MOKPHEH, a CecTpara, AypHy U Jia ce HaBe/IHele, He Ke
Moxkerre aa ro Buan™ (Kadgxa 2013: §3).

Bo exmen cermeHT ox packasor ['perop msnerysa ox cBojara ,,CKpHBHUIA®, a
MajKa My C€ OHECBECTyBa KoTa Ke To BHAHW. Bo THEe OKONHOCTH ce Bpaka TaTko My
u, THeBeH Ha ['perop, caka a ro moBpey, ITO U Ce CIy4yBa: ,,[emkoro [ peroposo
paHyBame, 011 Koe 0oJieayBaIlle IOBEKE O eACH Mecel] — jab0IKOTO, OU/IejKi HUKO]
HE ce OCMelTyBallle Jia T0 OTCTPaHH, My OCTaHa 3apHUEHO BO MECTOTO KaKO BUJIITUB
CTIIOMEH — Ce YMHeIIe JIeKa JlypH U TaTKOTO T0 MOTCeTyBalle Ha Toa Jieka [perop, u
MTOKpPaj HETOBHOT CETallleH TaKeH M O/IBpPAaTeH M3IJeN, Oelle 4jeH Ha CeMejCTBOTO,
JIeKa He cMeelne J1a Oujie TpeTupan kako Hekoj Henpujaten™ (Kagka 2013: 90). OBoj
YHH MMOTCETyBa Ha PUTYATHOTO CakaTreme Ha Koe OuIie MOUI0KEeHN HHULIjaHTHTE,
0co0eHo 3aToa WTo [ perop uma TpajHu mocueany o ynapor. Cenak, oBa HErOBO
cakareme He € BO (DyHKIIMja Ha HErOBOTO IPEMHHYBAHE BO MMOBHCOK CTATYC, TYKY
HanpotuB. be3nHaTa momery HETro W HETOBOTO CEMEJCTBO ce MpojiabodyBa Kora
cecTpa My IOYHYBa J]a C€ OIHECYBA KOH HEro HEeMapHO W PaMHOJYIITHO.

3a MHUIH]AITUCKOTO CIKe BO [lpeobpaszda e 3HadajHa enm3oiara kora I'perop
ro MpeKplIyBa MPaBUIIOTO Ha CBOjaTa n3ojanvja. FiMeHo, ejHa Beuep CeMejCTBOTO
Camca ¥ HUBHHTE TIOTCTaHApU ce coOMpaar JloJieKa cecTpara CBUPH Ha BUOJIHMHA.
I'perop, mpuBIedeH o My3UKara, U3JIETyBa Off CBojaTa coda | moJyieka ce Mpuoin-
KyBa 710 HUB. [IpeMUHyBameTo Ha IParoT ¢ GUHAITHUOT 00T 1a IPOAIPE BO CBETOT
o1 koj e ucprnen: ,,Jlanu e TOj )KMBOTHO KOTa My3HKaTa TOIKy To 063ema?* (Ka-
¢dxra 2013: 98). He3aBuCHO 01 HErOBOTO CYyOjEKTHBHO JIOKUBYBaHe, 3aCTHHUIIATA
TOo OT(pia yImTe eIHaIl: HacTaHyBa CIIeHa MOpau Toa MmTo I perop ce ,,mokaxan .
I'perop, 3a ka3Ha, € 3aKJIy4eH BO cBOjaTa co0a, a CUTE YWICHOBH Ha CEMEjCTBOTO Ce
BO3HEMHUpeHH. Torain ce cllydyBa e/Ha IPOMEHa BO OJIHOCOT KOH Hero. MMeHo,
IIpEeCTaHyBaar Jia To OCJIOBYBaaT co HeroBoto ume. Cectpa My BenH: ,,Jac He cakam
Ipej; OBaa raJiHKa Ja To M3roBOpaM UMETO Ha OpaT MH H 3aT0a €JTHOCTaBHO BeJIaM:
Mopa Ja ce obumeme aa ce ocinodomume ox Hea™ (Kadka 2013: 99). Osa e BakHO,
OuIejKu JTMYHOTO MME Ce MPOjaByBa KaKo Ba)KeH MHIUKATOP 3a CTaTycoT Ha WH/AU-
Bujyara: ,,Kora nerero no0uBa mMe, T0a € HCTOBPEMEHO MHIMBHYaTH3UPAHO U
HWHKOpIIoprpaHo Bo ommrectBoTo™ (Van Gennep 1960: 62). I'perop Beke npemuny-
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Ba BO (pazara Ha KOMILIETHA cenapaiuja oj 3aeaauuara. Hadbpry mo oBa Toj ymupa
BO cBojara coba. HeroBoto Teno ro mpoHaora mpuciy>)KHAYKaTa. Taa 3a HETOBOTO
Teno Benu ,,0Ha Hemto™ (Kadka 2013: 104).

XKanocra nopanu cmprra Ha I'perop ce pacTBopa BO JIOMUHAHTHUTE UYyBCTBA
mTo TM 003eMaaTr MajKara, TaTKOTO U CecTpaTra: MHP M YyBCTBO Ha OJIECHYBAmbE.
Co Toa ce MOTBpAYBa HEroBara MpeBpTeHa WHHUILIMjalMja: cMpTTa Ha [perop Hema
HeTaTWBCH MPU3HAK U HE CE MIOMMa Kako 3ary0a 3a 3aeJHuIlaTa, 3aToa ITO TOj BeKe
MOZI0JITO BpPEME HE € JIeN OJ] Taa 3aeqHULA.

2 JIHTepTeKCTyaIHOCT

Jpyrata MOXKHOCT 3a TOJKYBame Ha packa3oT //peobpasda o acTieKT Ha WHUIIH]ja-
uujara e ako cMprra Ha ['perop Camca ja mouMame Kako pUTyajHaTa MPUBPEMEHA
CMPpT, TI0 kKoja OW cjemyBaje OPYyTH JCjCTBA 3a Ja C€ 3a0KPY)KH WHHIIH]jAIHjaTa.
CBecHH cMe JieKa OBaa HacOKa Ha TOJKYBambhe € LEITOCHO CIIPOTHBHA Of KOHIIETI-
nujara giexka Bo [lpeobpazba ce onpasysa NPeBPTEHO MHUIH]AIMCKO crke. Taa KoH-
IeNIYja OCTaHyBa MPUMapHa U BAJTUJIHA.

[ToTTHKOT 32 pa3MHUCITyBamk€ BO MOMHAKBA HACOKA Oellle MPeAN3BHKaH O]l pac-
Ka30T Bawybenuoin Camca o COBPEMEHHOT jalIOHCKH aBTOp Xapykum Mypakamu.
[Ipen na mpeMuHeMe Ha BTOPOTO TOJIKYBamb€, IIOTPEOHO € Ja ce MPOKOMEHTHpA
penamujara Mery packasure /Ipeobpazoa n Bwybenuoii Camca. Taa penanmja e
HajaBeHa TOKMY CO HAcJIOBOT Bawyoenuoid Camca, KOj — COIPKEJKH TO UMETO Ha
[JIABHUOT JIMK O] IPYT TEKCT — (DYHKIIMOHUPA KaKO MapaTekcTyaiHa any3uja. Opa
HEUENTHO YIaTyBame Ce MOTBPyBa H BO TEKOT HA YMTAKETO HA PackazoT oa My-
pakamu. BeymHocT, cranyBa 300p 3a €1eH 0/ BUIOBUTE HHTEPTEKCTYaTHOCT HITO
Kepap Kenet ro HapeKyBa XHIIEPTEKCTYaTHOCT: ,,[101 0BOj TepMuH ja mompa3ou-
pam cekoja Bpcka Koja obeanHyBa efieH TekeT b (1uTo ke ro Hapeuam xuilepitieKcii)
CO €JIeH TPEeTXO/IeH TeKCT A (IITO Ke TO HapeyaMm, ce pa3dupa, xuiloiliexcii) Bp3
KOJIITO CE HAaKaJeMyBa Ha HAUYMH KOj HM MAJIKy HE HAJMKyBa HA OHOj HA KOMEH-
tapot* (OKener 2003: 68). JacHo e neka packa3or [Ipeodpaszda on Kadka mper-
CTaByBa XHUITOTEKCT, a packa3oT Bwydenuoii Camca € XUTepTeKcT. Bo 0BOj ciydaj
XHIIEPTEKCTyaTHOCTa ce MaHudecTupa npeky tpancdopmanuja: ,,b He 300pyBa
BOOTIITO 3a A, HO HE OM MOXKeJla HIKako fa moctou 6e3 A (OKener 2003: 68—69).

3 Vinniujanucku kommekc: IIpeo6paséa v Bwybenuom Camca

WHnnyjanucknoT KOMIUIEKC ITO TO COYMHYBaar JBaTa packasa ce CoreayBa Kora
packasor I/lpeobpasba ce TONKyBa HE KaKo TMPEBPTEHO MHUIIH]AIIICKO CIDKE, TYKY
KaKo, yCJIOBHO KayKaHO, IPBUOT /€] Off MHUIMjalujara. Bo Toj ciy4aj 3aBpIIeTOKOT
Ha KapkuHHOT packa3s, OJHOCHO CMPTTa Ha IMIABHHUOT JIMK OM COOJBETCTBYBAJ Ha
puBpeMeHara cMpT Ha HeoduTtute. CMpTTa € BaskeH JIeJ OJf MHUIIH]alluCKUTE PH-
TyaJu ¥ HajuecTo € M3pa3eHa MpeKy ,,MeTadopara Ha JIoJHATA 3eMja, MTOJ3EM]ETO,
MIPOXKACPYBAHETO Ha HEOPHUTOT OJT HeKoe uynoBuiTe U cimdHo* (CrojanoBuk Jla-
¢azanoscka 2001: 20). bunejku aHanmM3MpaHUTE packas HE ce Aei 01 HapOIHOTO,
TYKY 0J] yMETHUYKOTO TBOPEIITBO, HE MOJKEME JIa OYEKYBaMe eJIEMEHTHTE IIEII0CHO
Jla ce coBmaraatr ¥ Mopame Jia ce 33JI0BOJIUME CO CUMILTU(HUITPaHH Bep3un. Taka,
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cMpTTa Ha uHceKToT I'perop Camca BieryBa BO CpeAMIIHATA, OAHOCHO BO JIMMU-
HajHaTa ¢asa.

Mery packazot ox Kadxka u packazor ox Mypakamu MOXaT Jia ce TIOBJIeYaT Mo-
BeKe mapaiienid. YIITe o CaMHOT HACIIOB M MPBUTE PEYCHHUIM € jacHa Hamepara
Ha Mypakamu Jia cu mourpa co JUKkoT Ha Kadka. MypakamMu Ha HEKOj HAuWH ro
MPEeBPTYBa HAPATUBOT: CETHHTOT € PEUHCH HCT, HO TyKa MeTaMmopdo3aTa Ha JIUKOT
My JaBa 4yoBeuku o0muK. Co Toa MoYeTOKOT Ha Bawyoenuoiu Camca TIpEeTCTaByBa
€/IHa OTIeAalIHA MPOEKIMja HA TIOYETOKOT Ha [Ipeobpasba. Hacporu 0OMYHOTO
CTIOpeyBambe Ha JIBaTa HApaTHBH, CyreprpaMe packasuTe Jia ce TIe/1aaT Kako eIHO
€IMHCTBO, OMHOCHO B/bybenuoii Camca 1a MPETCTABYBa €HO MPOAOIKCHUE HITH
BTOp Aen Ha [Ipeobpasda. Vnejata e neka, ako JBaTa packasza ce mommaar Kako Ja
CTaHyBa 300p 3a e/leH KOHTHHYHUPAH HapaTHB, ce TIOOMBA 1ETTOCHO MHHUIIH]AIIUCKO
cwke. Cekako Jieka BaKBOTO MOMMAarhe MPETCTaByBa BMEUIYBambe BO aBTOPOBHTE
WHTEHIINN, OWaejkn cTaHyBa 300p 3a BEMITAYKO IPHUIIOjyBambe HA JBE Pa3IUIHH
KHIKEBHHU JIeJIa, HO MO)KHOCTA 3a TOa MPHUIIOjyBabE € CyreprupaHa ol MHTEPTEKCTY-
QIIHOCTa U CMETaMe JieKa OBOj MPHUCTAIl € MpaBHJICH 3a J]a ce MOoKaxe (QYHKIHO-
HUPAKETO HA WHHIUJAIIUCKOTO CHIXKE BO KHIDKEBHOCTA, HACIPEMa €IHOCTABHOTO
MOBJICKYBame napanenu Mery Ilpeoopazoa v Bawyoenuoii Camca.

Bmwybenuoiu Camca mounyBa co clieqHaBa peueHuIa: ,,10j ce pa3Oyau U OTKpH
neka npetpnen Mmetamopdosa u ctanai ['perop Camca® (Murakami 2018: 186). 1o
MIPBUYHUOT €(PEKT Ha OUyIyBame — MPEIU3BUKAH O (PaKTOT JAeKa CME HaBHUKHATH
Ha MeTaMop(03a 071 YOBEK BO MHCEKT — MHAUKATUBHO ¢ 1mTo ['perop Camca ce Oyau
kako ['perop Camca, 0MHOCHO MOBTOPHO € MMeHyBaH. OBa MOXe Jla ce TOJKYBa
KaKoO YKa)XyBambe JIeka HETOBHOT CTATyC BO 3aeqHuIaTa ¢ (110)oapeseH. Bo cBeriio-
TO Ha MHUIIMJAIIICKOTO CHIKE, HETOBOTO Oy/eHe, MaK, He € 00MYHO Oyneme, TYKy €
TTOBTOPHOTO parame Ha HeOPHUTOT. ,,Ce TPETIIOCTaByBaIo Ieka MOMYETO 332 BpeMe
Ha 00peaoT yMHUpa U M0TOa MOBTOPHO BOCKPECHYBa Kako 4OBEK. Toa € T.H. MPHB-
pemena cmpt™ (Ilpomr 2011: 77-78). Packazor Bayoenuoiui Camca iMa HEKOIKY
CErMEHTH IIITO CE BO CONIACHOCT CO OBa TOJNKyBame. CocTojoara Bo koja Camca
ce Haora 1o OyIemeTo HaJMKyBa Ha COCTOj0aTa Ha HEOPHUTUTE 1O MPUBpPEMEHaTa
cMpT. iMeHo, TTo3HaTo € eKa IMMHUHATHATa (pa3a o WHUIHjaljaTa Ouia mpuapy-
KEHa CO pa3HH JKECTOKOCTH, KOHU ,,[IPEAM3BHKYBaJle IpUBpeMeHa Oe3yMHoCT (3a
IITO TPUOHECYBAJIO MPUMAbETO Ha Pa3HU OTPOBHH MHjajaly), Taka mTo Heopu-
TOT 3a00paBai c¢ Ha cBeTOT. TOj TOJKY TO IyOeN yMOT IITO 0 BpakameTo ro 3a00-
paBai CBOeTO UMe, He TH NPENo3HaBall POAUTENINTE UTH., MOXKEOH coceMa BepyBall
KOTa My Bellesie JeKa yMpeIN U ce BpaThil Kako HOB, ApyT doBek** (IIpom 2011: 118).
Bo packazor oq Mypakamu ce cuMylupa TOKMY BakoB BredaTok. I1o Oyaemero
[JIABHUOT JIMK MMa TEIIKOTHH JIa C€ HABUKHE Ha CBOETO TEJIO — HA HCT HAYHMH Ha KOj
u Bo [Ipeobpazdoa Camca Tpeba a ce ajanThpa Ha CBOjaTa aHMMAaJlHA TEJIECHOCT
— W, MPAKTHUYHO, OJTHOBO Ce yuH Jia ou. OBJie 3HaYajHO € IITO TOj ce Oyau cocema
roi. [onoTujara e MHANKATHBHA 3a TUMUHATHATA (a3a, OuejKkiu OBO3MOKYBA CUTE
WHUIMjaHTH Ja Oujar ,,eIHaKBU , JI0JIeKa, TaK, 00JieKaTa ITO U3pa3yBa OApEACHU
JVCTUHKIIMY € KapaKTePUCTHYHA 32 MEPUOIOT 10 MHKOPIIOpaIyjara Bo 3aeHUIaTa
(Turner 1977: 106).

OcCBeH HACIOBOT, HHTEPTEKCTYAIIHOCTA BO Packasor Bawybenuoiu Camca ce ma-
HUdecTUpa u Ha mocynTHiIHu HaunHu. MiMeHo, ['perop Camca ce Oynu Bo coba 1o
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€ HJICHTHYHA Ha cobara Bo koja kaj Kadka npecrojysarnie uacextot [perop Camca.
[MoumarmeTo Ha JiBaTa packas3a Kako [eJIiHa € IOTTUKHATO U o/ (hakToT 1mTo ['perop
Camca Bo Bwybenuoiti Camca BO HEKOJIKY HaBpaTH 10KHBYBa PEMHUHUCLICHLIUH. 32
MIPero3HaBamkeTo Ha (DyHKIIMjaTa Ha OBUE PEMUHHUCIICHIIMKM MypakaMu ce oTImupa
HA YUTATEINTE, OJTHOCHO MPETIIOCTABYBA JIeKa THE CE BEKe 3all03HATH CO KYJATHHOT
packa3 Ha Kadxa. Exqna oj1 HUB € peMUHUCIICHIIM]jaTa 3a CBOjaTa MPeTXO/Ha TeJleC-
HocT. [locmarpajku To cBoeto Teno, Camca Bo Bawyoenuoiu Camca 3adenexyBa
JieKa € OcTaBeH ,,0e3 OKJION 3a 3alThuTa, 0e3 opyxja 3a Hanaa™ (Murakami 2018:
189) u moroa pazmucysa: ,,30MTO HE Oerre mpeTBopeH Bo puba? Vnm conyornen?
Puba unu conuorien umaa cmucia. Kako u 1a e, moBeke CMHUCIIA 0] 0Ba CYIITECTBO,
I'perop Camca* (Murakami 2018: 189).

[To OynmemeTo I'perop Camca e Bo cocTojOa Ha IE30pUEHTHPAHOCT U OIIIITO HE-
3Haeme. ,,Ce mTo 3Haeme Oemre jeka e cera 4yosek une ume e ['perop Camca. U,
KaKo TO 3Haeme woa? MoxeOn HeKoj My TO MMa IIIeITHATO BO YBOTO JOZCKA TOj
nexen cnuejku? Ho, koj Oun 1oj npexn aa crane ['perop Camca? [litio Gun 10j?7*
(Murakami 2018: 187). HeroBara 30yHETOCT C€ MOJ3aCHIIyBa CO PEMUHHUCIICHIIH-
ute. [a, Taka, oTkako ke ce Hamue Kade uutame: ,,OCTPHOT MHPHUC IO MOTCETH
Ha HemTo. Cenak, Toa HE JI0jA¢ JUPEKTHO, TYKY BO (a3u. beie uyaHO 4yBCTBO,
KaKo OJ1 MJIHUHATA JIa ce cekapallie Ha ceramHocTa. Kako Bpemero j1a Oerne HeKako
MOJIETICHO HAIOJa, 11a CEeKaBameTO M JOXKUBYBAETO CE BPTEa BO 3aTBOPEH KPYT,
ennonoapyro* (Murakami 2018: 193). BakBute neoBu yIiTe moBeKe ja OmpaBIy-
Baar ujejara Ha MOMMAamETO Ha JIMKOT Ha [ perop Kako eicH B MOJCPCH HEO(DHUT.

Pasnukara Bo JBata packasza e Haj3a0eNexIMBa Ha HUBO Ha JTHKOBHUTE. MIMeHo,
BO packa3zoT on Kadxa, ocBeH I'perop, kako BaKHHU JIMKOBH CE MPOjaByBaaT cec-
Tpara, MajkaTa u TaTkoTo. Bo apyruor packa3 Camca e cam Bo Kykara. Toj mpeT-
ITOCTaByBa JIeka € Toa HeroBara CeMejHa KyKa, HaKo He Ce I0jaByBa HUEICH WICH
07l ceMejcTBOTO. EMMHCTBEHHOT APYT JIMK LITO CE T0jaByBa € IeBOjKaTa Koja goara
Ja ja monpaBu OpaBaTa. BoBenyBameTo Ha OBOj JIMK, UCTO Taka, € BO I0J13a Ha WH-
TepTeKcTyanHocta. IMeHo, Ha MoYeToKoT o1 [Ipeobpazba cemejcTBOTO Ha I'perop
mpaka Jia ce BUKHAT j0KTop U OpaBap. Toj OpaBap HUKOrail HE c€ IOjaByBa BO
packazot. Ho, Bo Bwybenuoiu Camca ce mojaByBa OpaBapka. Taa e 3aTrekHara of
['perop, koj BoommTo He 3Hae JeKa Ke J10jJe HeKOj 3a IMoNpaBKa Ha Heroara Opasa.

Toxmy co 6paBapkara e moBp3aHa HHHUIIMjallljaTa Ha JIUKOT. Flako HacIoBOT Cy-
repupa neka Camca ce BJbyOyBa BO Hea, TIOMPABUITHO € Jia ce 300pyBa 3a MpUBJICY-
HocT. Jlojeka mitaara JieBojka ja pasrieayBa Opasara, CaMca ¢ pokycupaH Ha Hea
Y Ha HEj3MHHTE JIBMKEHA, a Kaj cebe 3a0enexyBa TelecH! ceH3aruu. BeynmHoct,
TOj TOKMBYBA €peKIja, HO CETO T0a My € UyIHO M Hermo3Hato. Bo oBoj cermeHT
Camca HaMKyBa Ha MOMYE O] ITyOepTeTCKa BO3PACT ITO CE YIITE HE 3HAC KaKO
¢yHKIMOHMpa HeroBoTo Teno. OBa CIy)KM Kako €AeH BUJ IOTBpAA 32 MHUIIM]ja-
LIMCKOTO CHKe, OMJIejku myOepTeTcKara MHUIIMjallkja ,,f'0 HOCH MPUMATOT Ha OC-
HOBHHOT, NapaaurMarcku oomuk Ha wHuUnmjanuja™ (CrojanoBuk JladazaHoBcka
2001: 10). Ilokpaj mapagurmarnuHara myoOepreTcka wHUIMjanuja, CTOjaHOBUK
JladazaHoBcka W3BOjyBa YINITE JBA THIIA: XEPOjCcka M cBaIOcHA WHUITH]janHja. Bo
packazot jukoT I perop Camca e Ha Bo3pact oj okoiy Tpuecet roaunau (Murakami
2018: 205), omHOCHO € MHOTY JalieKy OJ] MyOepTeTCKUTE TOANHNA U OBa OTEKHYBa
HeroBara WHUIMjaIja Ja ce TO/ABee Moj MyOepTeTcka. 3a Xepojcka u cBajoe-
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Ha WHUIMjalMja, UCTO Taka, He MOXke Ja ctane 300p. Torami, kako ga ce o0jacHH
WHUIHA]AIIUCKUOT KOMIDIEKC 0€3 TIPEeMHOTY Ja ce OAmajiednMe oJ u3BOpHaTa (op-
Ma Ha uHUALUjauuckute oopean? Tyka, MoKeMe /1a ce MOBHKaMe €IMHCTBEHO Ha
Bau ['enen, koj Benu feka ,,pU3HOJIOIIKHOT ITyOEpTET U ‘COLIMjATHUOT ITyOepTeT’ ce
CYIITHHCKH Pa3JIMYHU U caMo peTko ce coBmaraar™ (Van Gennep 1960: 65). Kako
MOTKpera Ha OBa TBPJCHE TOj o HaBeqyBa (HaKTOT 3a BapHjallMUTE MPH BO3pacTa
Ha KOja ce U3BPITyBa 00PEKYBAmHETO, KAKO 00pe I ITO € MHXEPSHTHO ITOBP3aH CO
HMHULYjalujaTa Kaj MoMuumbara. OTTamy, 00pexxyBameTo € ,,aKT O COLMjaIHo, a He
on ¢pu3monomko 3Haueme (Van Gennep 1960: 70), Taka mTo 1 MHAIKjaIjaTa HE
MOpa CeKoraul 1a COOJIBETCTBYBa CO IIyOepTeTOT.

[IpoGynenara cexcyannoct Ha I'perop Camca e npuapykeHa co CHIIHH CUMIIa-
THUU KOH JieBojKara: ,,CeKkoj Hej3uH recT ro cMeTaire 3a mapmanteH (Murakami
2018: 210). Toj HekoNKynaTH M KaXKyBa JieKa caka MOBTOPHO J1a ja BUIU. Packas-
OT 3aBpIllyBa CO HaBECTyBamE JIeKa THE [IOBTOPHO ke ce cpeTHaT. Bo cpendara co
OpaBapkara MypakaMu HajMHOTY ce oajaiedysa of cBetoBute Ha Kadxa, 3a kou
Banrtep benjamun 3abenexyBa eka ce €eH UCT CBET: CBETOT Ha YNHOBHUIIUTE U
CBETOT Ha TAaTKOBLUTE, OKapaKTEPU3UPAHH CO PACUIIAHOCT M BajkaHoCT (Benjamin
1974: 244).

Bo Bwybenuoin Camca Ha I'perop My ce maBa MOKHOCT Ja OWJie BKIyYCH BO
3aeJHUIATa NPEKy MOKHOCTA Ja BOCIOCTaByBa HOBH pElallH, T0AEKa, MakK, BO
IIpeobpasba I'perop Camca e mpUHYACH Ja KUBYpKa ocaMeH 1 6€3 MOJKHOCT Jia ce
uaeHTuduKyBa co apyrure. OTyreHOCTa Ol HETOBOTO CEMEjCTBO €, HCTOBPEMEHO,
U OTYI'€HOCT O]l CBETOT, OMJIEjKH BO Packa3oT CEMEjCTBOTO MPETCTaByBa METOHH-
MHja pars pro toto. IHUINjaMCKMOT KOMIUIEKC C€ KOMILIETUpPA BO B.wybenuoiu
Camca nipeky TpanchopmMarifjata Ha JIMKOT, KOj C€ OTBOpa KOH CBOjaTa CETHIIHA, HO
1 4yBCTBEHA CTpaHa:

Camo nmoMucnara Ha Hea To HanpaBH Toroul onHarpe. [ToBeke He mocakyBare 1a
Oune prba Uil COHYOIIIE WM IITO OMIIO IPYTo, Kora cMe Beke kaj Toa. CUrypHo,
Oerie rojeMa TEIIKOTHja J1a CE€ YEKOPH Ha JIBEe HO3€, [1a C€ HOCH 00JIeKa U 1a ce jazie
cO HOX W BWibylIKa. [locToeja MHOTY pabOTH KoM Toj He TH 3Haemie. Cenak, aKko
Ocrre prba WM COHYOTIIE, a HE YOBEUKO CYIITECTBO, MOKEOH HHUKOTAI HEMAIIIe
Jla ja ICKyCH 0oBaa eMonuja. 3aroa, Toj awyBcTByBauie. (Murakami 2018: 211)

4 3aKmy4oK

3Ha4YajHO € MITO WHUIIMjallMCKOTO CHXKe, KOe €, BIIPOueM, PEMUHHUCIICHIIN]ja Ha 00-
penoT Ha MPEMUH, ce IETEKTUPa BO COBPEMEHUTE HapaTHUBHU OOJIHIIH, a HE CaMO BO
MUTOBUTE, €IIONIEUTE 1 HAPOJAHUTE BOJILEOHN NpuKa3HU. Mlako He Moe Ja ce TBp-
IM JleKa aBTOPUTE Ha OBHE PACKa3u CBECHO MOCErHae 10 MHUIM]aLUCKOTO CHXKE.
Bo oxHoc Ha MuTostoru3mot kaj Kadka, MelleTHHCKHU Ke Hamwuile JeKa ,,0CTaHyBa
CIIOPHO JJJIM TOj CBECHO IOCETHAJI 10 APEBHUTE MUTOBH U BO KOja Mepa Heroara
EKCIPECHOHHUCTHYKA (DaHTacTUKa MOXKE Jla c€ CMeTa 3a MHTOTBOpemTBo (Mere-
tuacku 2002: 417). 3a Ilpeobopazdoa MeneTuHCKH TuInyBa: ,,Bo Ilpeobpazba na
Kagka murtosomkara Tpagunmja Kako a ce MpeTBopa BO CBOja CIIPOTHBHOCT. Me-
tamop¢o3ara Ha ['peropu Camc He e 3HaK Ha MPUMAIHOCT HA CBOjaTa POAOBCKA
rpyma, HATY Ha CEMEjHO-POAOBCKOTO E€IMHCTBO, TyKY, HAIIPOTUB — HA Pa3eAMHY-
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Bame, Ha OTyI'yBame, Ha PACKHHYBaE CO CEMEJCTBOTO M cO ommTecTBoTo™ (Me-
netuackn 2002: 434). TokMy oBa OJBOjyBark¢ Ha €QUMHKATa O] OMIITECTBOTO TO
O3Ha4YyBa MPECBPTYBAKETO HA MHUIMjAIIUCKUOT KOMILIEKC.

CrojanoBuk Jlaga3zanoscka Benu: ,,Ce 3Hae Jieka MHUIMjalMjaTa BO TPAIHIINO-
HaJIHaTa CMHKCIIA Ha 300poT € rcue3Hara o EBporia; Ho HCTO Taka ce 3Hae JeKa CUM-
00JIUTE M MHUIU]AIIUCKUTE CIICHApHja NIPEXKKUBEaja ¥ TOA HA HUBO HA HECBECHOTO,
0COOCHO BO COHMINITATa W BO yHHBep3amuuTe cauku™ (CrojaHoBuk JladazanoBcka
2001: 52). OTTaMy, MHALM]aLUCKOTO CHIKE € 3HAYajHO IypH U aKo CE jaByBa MHIH-
JICHTHO MJIM KaKo Ofpa3 Ha KOJEKTUBHOTO HecBecHO. Cemak, ocTanyBa (hakToT jeka
Mypakamu CBECHO MOCETHAN M0 HAPaTUBOT o1 [Ipeobpaszba co HaMepa Jia ro TpaH-
chopmupa. Bo coracHocT co Taa mocrarnka Ha TpaHchopmanudja Bo Baydenuoiu
Camca, MOXe Jla ce Kaxe JieKa JiBaTa packaza (QYHKIMOHHUPAAT CIPOTUBCTABECHO,
HO ¥ KoMIIeMeHTapHO. CIIpOTHBCTAaBEHOCTa € OHA IITO ro 3a0enexyBaMe Ha NpB
TOIvIel, OMTHOCHO Ha MPBO YHTame, J0JIeKa KOMIUIEMEHTApHOCTA ja 3a0erexyBame
KOTa I'M YUTaMe pacKa3uTe HU3 MPU3MaTa Ha aHTPOIIOJIOTHjaTa H (POIIKIIOPUCTHKATA.

He moxe na ce peue nexa MypakamMu HE OBO3MOXKYBa Jia To untame Kadka
BO HOBO CBETJIO, OMJICjKH € jacHa TpaHuIlaTta moMmery eJIHHOT W APYruot I'perop
Camca. Ommro kaxaHo, ako kaj Kadka qoBekoT e neBanBupaH, kaj Mypakamu
JOBEKOT ce adhupMupa MpeKy apupMupame Ha HeroBara morpeda 3a moBp3yBarmbe.
Cenak, JOKOJIKY JIBaTa JIMKa c€ IIOMMaaT Kako €JieH, TOralll ce AeTEKTHpa LeJI0CHA-
Ta CTPYKTypa Ha MHHIUjanyjara. TakBUOT MPHUCTAIT OAPa30onpa OJIalIedyBambhe OJ1
opuruHanHara 3amuciia Ha Kadxka, HO Toa ojianeuyBame e, cenak, B0 pyHKIIHja Ha
HCTaKHyBambe Ha BpcKaTa Mel'y IBETe KHUKEBHH JIeTa.
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Tpynot ce 3aHMMaBa co UCTpaKyBame Ha IPEAYCIOBUTE 3a II0jaBa Ha €KCIIpe-
CHOHMCTHYKATa €1I0Xa BO IepMaHCKOja3udHaTa Moe3nja U CO HEj3UMHUTE OCHOB-
HU TeHIeHIuu. Kako mepros Bo Koj € MPHCYTHA CHJIHA KPUTHKA Ha KyJATypaTa
¥ Ha IUBHUJIM3ANHjaTa ¥ BO KOj CYOjeKTOT JOKMBYBa KpH3a Ha MIEHTUTETOT, BO
SKCIPECHOHM3MOT €€ HCIIPEIUIeTyBaaT NPOTHBpedHH acnekTd. Ce eBHICHTHpA
pacmarame Ha BpeAHOCTHTE M Ha YOBEKOBOTO Jac, KaKko U IoTpedaTa 3a BHaTpeLl-
Ha rpeoOpa30a Ha 4OBEKOT. Llenrta Ha 0BOj TPYX € Aa ce YTBpAAT acIEeKTHTE Ha
BiIMjaHHETO Ha puto3odcekara reopuja Ha Opunpux Huue Bp3 1yxoBHaTa KIIMMa
Ha excrpecroHn3MoT. Ce McTpaxKyBa HEroBara KOHIICIIHMja 33 HUXWIN3MOT U
YYEHETO 32 HAaTYOBEKOT, KAKO M XPUCTHjAHCKOTO yUeH:-e 3a mpeodpa3bara u co3-
JIaBarbeTO Ha HOBHOT 4OBeK. MIMIUTMKAIIMNTE Ha OBHE KOHLENITH CE COTIeyBaaT
BO M300pot Ha ctuxoBu ox Anbepr Epenmraju, Kypr Xajuuke, Banrep Xazen-
Kiesep u Andpen BondeHnmraju, moMmecTeHu BO aHTOJIOTHjaTa Ha €KCIPECUO-
HUCTHYKATa JIUPUKA 3a30pyearbe Ha YO8 ilBOTO.

Kiyunu 300poBM: eKCIIPECHOHH3aM, M0€3Uja, 3d30py8arse HA HOBEUIBOIIO,
HUXWIN3aM, Tipeodpazda



90

Mapujana lopfuesa

PREREQUISITES FOR THE APPEARANCE
OF THE EXPRESSIONISTIC EPOCH
IN THE GERMAN LANGUAGE POETRY

Marijana Gjorgjieva
Ss. Cyril and Methodius University, Skopje
marijanagjorgjieva@hotmail.com

The paper deals with the exploration of the primary tendencies and prerequisites
for the appearance of the expressionistic epoch in the German language poetry.
Opposing aspects are interwoven in expressionism, as a period that’s charac-
terized by strong criticism of the culture and civilization in which the subjects
experience an identity crisis. The destruction of the values of the human I, as
well as the need for internal transformation are evident. The goal of this paper is
to determine the aspects of the influence of the philosophical theory of Friedrich
Nietzsche on the spiritual climate of expressionism. It investigates his concep-
tion of nihilism and the study on superhuman, as well as the Christian study for
transforming and creating the new man. The implications of these concepts are
apparent in the choice of verses of anthology of the expressionistic lyric Dawn-
ing of humanity by Albert Ehrenstein, Kurt Heynicke, Walter Hasenclever and
Alfred Wolfenstein.

Keywords: expressionism, poetry, Dawning of humanity, nihilism, transfor-
mation
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1 Bosep,

['epMaHCKOja3UUHUOT EKCIIPECUOHN3aM € €[IeH O]l HajHHTEPECHUTE KHI)KEBHH (e-
HoMeHH Ha 20 Bek, Ouiejky BO HETO C€ HCIPEIIeTyBaaT IPOTUBPEYHN TCHACHIIH,
YCIIOBEHH, CEKaK0, IPBEHCTBEHO O CIIyuyBambara BO OINIITECTBEHOTO KHUBECHE Ha
MOYETOKOT HA MUHATHOT BeK. HecomMHeHO e nexa yxkacot Ha [IpBara cBercka Boj-
Ha, KaKO U €KCIIaH3WjaTa Ha HayKaTa U Ha TEXHMKaTa Ce Ol IPECyIHa BaXXHOCT 3a
HacTaHaTUTE TIPOMEHM BO TOTAIHATA AyXOBHA KJIMMa, KAKO M 3a CO31aBamETO Ha
mojiyiorara 3a 1ojaBa Ha eKCIIPeCHOHU3MOT. [10Kpaj HaJIBOPEIIHUTE MPEAYCIIOBH,
071 TOCEOHO 3HAYCHE € JYXOBHO-UCTOPUCKUOT KOHTEKCT, BO YNH PAMKH I'O U3/1BOjY-
BaM€ BJIMjaHHETO HAa OTKPHUBAKETO HA CBETOT HA HECBECHOTO Ha 3urmyHa Ppojn
(Sigmund Freud), kaxo u kputukara Ha ['eopr 3umen (Georg Simmel) Ha Momep-
HHUOT KHMBOT 1 Ha ToieMuTte rpagosu. Cenak, @puapux Huue (Friedrich Nietzsche)
€ elleH O] Haj3Ha4YajHUTEe MHUCIUTEINH, KOj M3BPIIMII TOJIEMO BIIMjaHUE HAa OBOj KHH-
XKeBeH (PeHOMEH. 3aToa, IIaBHUOT MHTEPEC Ha OBOj TPYA € J1a ce eaadopupaar oc-
HOBHHUTE aclleKTH Ha TeopeTcKkaTa Mucia Ha Hude, kou ce eBUICHTHU BO EKCIIpe-
CHOHHMCTHYKATAa MOE3Hja.

2 HojaBaTa Ha €KCIPECMOHM3MOT M1 HETOBUTE OCHOBHM TCHACHIINNI

ExcripecoHM3MOT BO repMaHCKOja3udHaTa IMoe3uja ce jaByBa Kako MPOTECT Po-
TUB aBTOPUTETHUTE U 3aKOPABEHU CTPYKTYPH Ha IrParaHCTBOTO, IPOTHUB KAIUTAJIHC-
THYKHOT EKOHOMCKH CHCTEM CO HETOBHUTE MMIICPUjAIIMCTHYKU TCHACHIMH. [ TaBeH
Oerer Ha eroxara Ha eKCIIPECHOHU3MOT € TOJIEMOTO HEe3aJ[0BOJICTBO O CTBApHOC-
Ta nmopaau Op3WOT pa3BOj Ha MHAYCTpHUjaTa U ypOaHU3UPAHETO Ha TPaJlOBHTE HA
moueTokoT Ha 20 Bek, OWJICjKH ce jaByBaaT C¢ MOTOJEMH COIMjaTHH PA3HKH W
MIPOTUBPEYHOCTH U pacTe TeH3MjaTa Mel'y cupoMalHuTe u oorarure. OnmrecTse-
HO-€KOHOMCKHTE U IMOJIUTHYKUTE OKOJIHOCTH 1 n30yBHYBameTo Ha [IpBaTa cBeTcka
BojHa BO 1914 roauHa BiMjaaT Kako HaJABOPEUTHH (DaKTOpH 3a TI0jaByBamETO U T10-
CTOCHETO Ha eKCIIPecnoHn3MoT. Ho, MoKpaj HUB, eKCIIPECHOHUCTUYKOTO IBUKEHE
ce MaHu(pecTrpa Kako MPOTECT Ha TeHepalnjata aBTOpH poaeHu okoimy 1890 ro-
JMHA TOPaax 3rojieMeHara OTyI'eHOCT Mel'y JIyfeTo M MOopajan YyBCTBOTO JIeKa ce
MOTUCHATH OCHOBHHUTE YOBEKOBH ITOTPEOH.

[lojaBara Ha TOWMMOT EKCIPECHOHHM3aM ja HCTpaxxyBa ApMHH ApHOI
(Armin Arnold) Bo crarujara 3a @toumoin ,, Excipecuonuzam* (Um den Begriff
., Expressionismus ). Bo Hea Toj HaBemyBa (Arnold, 1971) nexa Bo ['epmanmuja tep-
MUHOT 32 IpBrat oun ynorpeden Bo 1911 roauna, Ha 22. n3nox06a Ha bepnuHckara
celecuja, mMTOo Tpaeiia O ampril 10 KPajoT Ha JIETOTO M Ha Koja Omiie M3JI0KCHH
nena of Miaau (GpaHIycKd cIMKapyd. Bo mpearoBopoT Ha KaTajoroT 3a U3okOa-
Ta OBHE CIHMKapu Ouie MMEHYBaHH Kako ,,eKCIIPEeCHOHUCTH . EKCIIpecHoHU3MOT
HajIIPBO 32)KMBYBA BO CIMKAapCKaTa YMETHOCT, a I0Toa Ce jaByBa BO My3HUKara, JIH-
Teparypara, TearapoT, TaHIOT, GUIMOT U BO apxuTekTypara. [IperctaBHHIN Ha
EKCITPECHOHU3MOT BO CITMKAPCTBOTO, kKou Bo 1905 roquna Bo JpesmeH ro ocHoBae
3apyxenuero Mociu (Die Briicke) 6une: Epucr Jlynsur Kupxuep (Emst Ludwig
Kirchner), Epux Xexken (Erich Heckel) u Kapn Ilmut-Potnyd (Karl Schmidt-
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Rottluff). 3a HuB cnukara e Bo yHKIIMja Ha TOa 1a TO MPETCTABH HOBHOT MOYETOK,
HEOITOBapeH OJ] TPaJuliijara, Kako ¥ CHJIHOTO YyBCTBO 3a XHMBOTOT. dopmara ja
pa3dupaaT Kako HOCHTEN Ha €KCIpecHjara, Kako MOXKHOCT BO CJIMKara Aa ro co-
ommtar ,,das Universum des Innern® (,,yHuBep3yMoT Ha BHarperiHocta®) (Vogt
1990: 13). OcHoBuuTe omnuku Ha Mociu v Ha Cunuoid jaéay ce: BepOara BO HOB
CBET, 0OHOBaTa Ha JKUBOTOT, HA YMETHOCTa. Merl'y o3HaYajHUTe TEMH IITO TU 00-
paboTryBaar craraaT: 4YOBEKOT U NPUPOAATA, IPUMUTUBHOCTA, BHATPEIIHUTE CUIIN
1 HUBHATa MOBP3aHOCT CO HEBUIJIMBATA CTBAPHOCT, €POCOT M MIJIaJelIKara CTpacT,
roJIEMHTE TPAJIOBU M MOpeTo. THe ru mpercraByBaar npearpaaujara, 3apooeHUIH-
Te, OomHuTE, ClabuTe 1 HEMOKHHTE JIyf'e, ro 3a0eJie’KyBaar 1 To peTcTaByBaar Toa
HITO € TP/I0 BO OMIITECTBOTO. HaMecTo XapMOHUYHHOT KUBOT HA YOBEKOT U 100pO
YTBPAEHUTE HOPMHU M CTPYKTYpH Ha HETOBOTO JKUBECH-E, CEra BO HUBHUTE JieJia ce
10jaByBa HEPEJOT, MPAKOT, HOKTA U CEHKHUTE Ha )KUBOTOT.

Bo 1912 rogmaa Bacwmmj Kammnuacku (Wassily Kandinsky) n ®@pann Mapxk
(Franz Marc), Bo MuHXeH ro 00jaBuiie anMaHaxot co HacioB Cunuoiu jasau (Der
blaue Reiter), K0j HajaByBaJl HOBO OTKPHBAkE HA JyXOT U MPETCTaByBasl 30UPHO
MECTO Ha HACTOjyBamba O Pa3IMUHUTE O0JIACTH OJf yMETHOCTA, YMja OCHOBHA TEH-
nenmmja e: ,,die bisherigen Grenzen des kiinstlerischen Ausdrucksvermogens zu
erweitern (,,la ce TPOIIMPAT JOCETAITHUTE TPAHHUIM Ha CITOCOOHOCTA 3a yMET-
HuuKo u3paszysame) (Steffen, H. 1965: 200). YmeTHocTa Tpeba fa ce MOTCEeTH Ha
BHATPEUTHOCTA HAa HEJ3MHOTO TyXOBHO OMTHE U /1a ja MOTeHIIpa aBTOHOMHOCTA Ha
YMETHHYKOTO CO3/1aBabe.

Co HEeMUpOT, CO TeMH OJ] BOjHATa, CO CTPABOT, 0CAMEHOCTa, COlMjanHara Oesa,
OoJsiecTa U CMPTTa, EKCIIPECHOHU3MOT € IPUCYTEH U BO My3HKaTa. [IpeTcTaBHUK Ha
eKCTIPeCHOHM3MOT Bo My3ukata ¢ ApHonn lllen6epr (Arnold Schonberg), xoj ru
KpILM OKOBUTE Ha CTapaTa €CTETHKA, CE 3aJI0XKyBa 33 YHUIUTYBAbE Ha IIPEApacyau-
TE U € BO IoTpara no HoB cBeT Ha u3paszor. Ox 1908 ronuna T0j MovYHaN A2 KOPUCTH
HOB METO]l BO KOMIIOHUPAK-ETO MO3HAT Kako Jnojekadonuja. Toa e 12-TOHCKH CHC-
TEM, BO KOj IIOCJIEIOBATEIHO CE€ OTCBUPYBA CEKOj TOH OJ] XpOMAaTCKara cKaJja Ipex
na ouzne nosropeH. lllenGepr kako ,.konseqgenter Expressionist™ (,,KOHCEKBEHTECH
excripecnonucT ) (ibid, 268) mMa rojemMo BIHjaHHUE 32 Pa3BOjOT HA MY3HYKHOT M3-
pa3 Ha noueTokoT Ha 20 Bek.

Bo jynmu 1911 ronuna Kypt Xwunep (Kurt Hiller) oBoj monm 3a mpBnar ro ymo-
TpeOMIT BO KHIDKEBHA CMHCTIa, HaBeAyBajku: ,,Wir sind Expressionisten. Es kommt
uns wieder auf den gehalt, das Wollen, das Ethos an.” (,,Hue cme ekcripecoHUCTH.
Ham moBTOpHO HU € BayKHa COApPKMHATA, CAKamkeTo, eTocoT.”) (Arnold 1971: 13).
Cenak, Ha IIOYETOKOT MOMMOT ,,eKCIIPECHOHM3aM " ¢ YIIITE HE ce yHOoTpeOyBa dyec-
TO, TYKY ce 300pyBasio 3a ,,von der neuen Dichtung®, ,,der fortgeschrittenen Lyrik*,
»dem neuen Pathos® (,,HoBa moe3uja“, ,,HarpeaHa JaupuKa‘“, ,,HoB naroc”) (Raabe
1965: 24). Bo 1910 roauna Bo bepnuH, Bo K0j 3Ha4ajHO OMJI MPUCYTEH KHHMKCBHU-
oT ekcripecuonu3aM, XepBapt Banaen (Herwarth Walden) ro ocHoBait cimcanueTo
bypa (Der Sturm), Bo ko€ CBOM TEKCTOBH 00jaByBasie HETOBHUTE MCTOMHCICHUIIH:
Ayryct Illtpam (August Stramm), Enze Jlackep-1lunep (Else Lasker-Schiiler)
Wean ['ont (Iwan Goll). O 1911 ronuHa movHaso qa u3jieryBa u CIucaHueTo Axyuja
(Aktion), unj m3gaBau 6un Opanr [Ibembept. Bo Axyuja cBom TekcTOBU 00jaBy-
Base: ['eopr Xajm (Georg Heym), Jlynsur Pyounep (Ludwig Rubiner), Jako6 Ban
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Xonuc (Jacob van Hoddis), Andpen Jluxrenmraju (Alfred Lichtenstein) u npyru.
OBue Be CIIMCaHMja Ce CMETaarT 3a Haj3HAuYajHH CITHCaHN]ja Ha eKCITPECHOHM3MOT.

Crnopen Buera/Kemnep (Vietta/Kemper 1997) Bo eKClIpeCHOHU3MOT C€ MaHU-
(ecTHpaar 1Be OCHOBHH TeHACHINH. E/THaTa € HacoueHa KOH KPUTHKA Ha KyJITypara
W IIMBWII3alKjaTa, a Apyrara € TakaHapeueHHOT MECHjaHCKUOT EKCIPECHOHU3aM,
OZIHOCHO YUYEH-ETO 32 HOBUOT 4YOBeK. [IpunagHunnTe Ha KHIKEBHUOT €KCIPECHO-
HH3aM I'0 H3pa3yBaar CBOSTO HE33aI0BOJICTBO 01 00pOaTa MpOTHB F’HUIOTO MHHATO U
MIPOTHB TPaAULMjaTa, HUBHUTE Jela Ce peakiuja Ha Asabokara OnmTecTBeHa KpH-
3a, THE ce OopaT 3a HOBU mienu u GOpMH, 32 HOBHU COIPKUHU HA cBecTa. HuBHHTE
HajyecTo 00paboTyBaHU TEMU ce: KOH(IIUKTOT Mely TaTKOTO U CHHOT, TPOOJIeMHTE
CO HJICHTUTETOT, 0CaMyBambETO, ayTCajlAepCTBOTO, KOH(IMKTOT MEly €HTy3Hja3-
MOT U TpucnocoOyBamero. KHmkeBHH (OpMHU BO KOM ce MaHU(ECTHpa eKCIpe-
CHUOHHU3MOT Cce, MpeJ Ce, JIUPUKaTa u Jipamara, a ,,die expressionistische Prosa ist
daher wesentlich ein Nebenprodukt der Bewegung” (,,ekcripecCHOHUCTHYKATA TIPO-
3a 3aTo0a BO 3HAYajHA Mepa € CIIOPECH MPOU3BOJ Ha JBIKeHeTo ) (Steffen 1965:
165). Bo 1912 roguna Xepman Majctep (Hermann Meister) ja 06jaByBa KHHTara
Ipunue. Aniionoduja na najmogepuaita denetwipuciuuxa (Flut. Die Anthologie der
Jjlingsten Belletristik) co nena on cneanute aBropu: Ockap baym (Oskar Baum),
ITerep baym (Peter Baum), Andpen Heomun (Alfred Doblin), Xanc Ependaym-/le-
rene (Hans Ehrenbaum-Degele), Anbept Epenmraju (Albert Ehrenstein), Jleonapn
O®pank (Leonhard Frank), Xepbept I'pocoeprep (Herbert Grossberger), Xepman
Kox (Hermann Koch), Pymond Kypu (Rudolf Kurtz), Enze Jlackep-Ilunep (Else
Lasker-Schiiler), Xepman Majctep (Hermann Meister), Makc Mex (Max Mell), Po-
oept P. llImut (Robert R. Schmidt), Oro 3ojka (Otto Soyka), Puxapx Bajc (Richard
Weiss), [Tayn Llex (Paul Zech) u tedan LiBajr (Stefan Zweig).

Bo 1921 romuna Maxkc Kpen (Max Krell) ja m3gaBa antonmorujata Paszsoj. Ho-
genu go epemetio (Entfaltung. Novellen an die Zeit), Bo koja ce 3acTaleHu Jaena
on Jleonmuu (Doblin), Jlackep-Ilunep (Lasker Schiiler), bpox (Brod), Jlojonep
(Déubler), llltepaxajm (Sternheim), Jlynsur Majaaep (Ludwig Meidner), [llukene
(Schickele), Maptun Byoep (Martin Buber). 1 nokpaj meryceOHHUTE pa3InaHOCTH,
Kpen 3akmydyBa Jieka OBHE aBTOPH T'M ITOBP3yBa HOBO YyBCTBO Ha 3aCJHUINTBO
(copenu co: Arnold 1971: 11).

Bo mpearoBopor Ha peBHIAMPAHOTO W3JAaHWe Ha adronorujara Cam-
pak / 3asopyearve Ha u0BEWIBOWIO — CUMOGQHUja HA Hajmaagaiua ioesuja
(Menschheitsdidmmerung —Symphonie jiingster Dichtung) on 1959 ronuna, usna-
BauoT Kypt Ilunaryc (Kurt Pinthus) HaBemyBa nexa eKCIpeCHOHM3MOT HU TIOAAPHIT
BOHBPEMEHCKH TIOCTCKU JieJia YHMja BPEIHOCT C€ OTKpHBaja YIITE BO TOA BpeMe
(ciopenu co: Pinthus 1992: 8). Bo anTonormjara Toj 00jaByBa IIECHH O CIICTHUBE
noetu: Joxanec bexep (Johannes Becher), T'ordpun ben (Gottfried Benn), Teomop
Hojonep (Theodor Daubler), Msan I'on (Iwan Goll), Banrep Xa3zenknesep (Walter
Hasenclever ), Kypr Xajauke (Kurt Heynicke), ®panr Bepden (Franz Werfel), I'e-
opr Tpakn (Georg Trakl) utH. HuHara moesuja ce kapaktepusupa co ,,Intensitit und
der Radikalismus des Gefiihls, der Gesinnung, des Ausdrucks, der Form* (,,uaTen-
3UTET U PaIUKaTHOCT Ha YyBCTBOTO, HA MUCIICHETO, U3pa3oT, Ha gopmara‘) (ibid,
23). I'epmaHCKOja3udHaTa €KCIIPECHOHUCTUYKA TT0e31ja € M3pa3 Ha IoTparara Ha
THE MJIaJIU CpIia 110 YOBEKOT U 110 yoBeuHocta. Cnopex [IunTtyc (ibid, 11) Hajuspase-
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HU TPETCTaBHUIU Ha SKCIIPECUOHUCTHYKATa oe3uja ce: Jlojonep, Jlackep-1lunep,
Xajm, Tpakn, Tagnep, ben, ['on u Bepden. ExcipecnoHn3MOT TOCTON BO HCKITY-
YUTEeHO OypeH MEePUOJ 01 HCTOPUCKUOT Pa3Boj, IOPaAHX IITO BO HETO C€ UCTIpEIie-
TyBaaTr HaBUJIyM MPOTHBPEYHU TEHJICHIINH, KaKO IITO CE KOITHEXKOT 32 YHUIITYBaHbE
Ha JOTOTAIIHUTE 3aCTapeHU OMIUTECTBEHU CTPYKTYpPH M HOPMH U IATOCOT 3a CO3-
JlaBame Ha HOBUOT CBET, 32 Ipepoj10a Ha CTapruoT BO HOBHOT YoBeK. Cemnak, THE JBe
TeHJCHLMH HE CH IPOTUBPEYAT, TYKY CE YCJIOBYBAaaT M CH IpUIIaraar eHa Ha Apyra.

Cnopen [ayn PaaGe (Raabe, 1965: 24), paHHOT nieproz BO FepMaHCKOja3uyHaTa
eKCITPECHOHUCTHYKA JIpUKa TH omndaka roguanute o 1910 mo mouerokot Ha I1p-
BaTa cBeTcKa BojHa. Taka, Bo enata Ha JakoO BaH Xoauc, Andpen JIuxreHmrajH,
Andpen Bondenmraju, 'eopr Xajm, l'ordpun ben, ['eopr Tpakn u Ha qpyru paHo-
EKCIIPECHOHUCTUYKHU aBTOPH Ce CpeKaBame CO IMCOIMjalija Ha Jac, co OTyreHOCT,
n30JIalKja Ha MOCAMHEOT U CO APYTH MOTUBH IITO KOPECIOHANPAAT CO HUXUIIN3-
MOT ¥ CO HEMameTo Ha cMuciia. Bo Bropara (as3a Ha eKCIIPeCHOHU3MOT, KaJie ILTO
ce CIy4yBa BO3JUTHYBAI-ETO M MaJ0T Ha EKCIIPeCHOHN3MOT (ropuHuTe Ha [IpBara
CBETCKa BOjHa, 1a c¢ 710 1920 roauHa) ce jaByBa CIIPOTHBCTaByBakkh¢ Ha paciarame-
TO Ha jac, Ha OOJIKaTa U Ha CTPAJaKETO BO KOHLEINLMjaTa 3a parambeTo Ha HOBUOT
YOBEK M Ha HOBHOT CBET, KaKO Ha MpHuMep, Bo smpukara Ha Opann Bepden, Kypr
Xajauke, Pene lllukene, Kapm Oten u Ha IpyTH aBTOPH.

3 ®unoszodckure acnexty Ha Ppuppux Huve

Opunpux Huge (1844—-1900) e exeH ox Haj3HAYAJHUTE TEPMAHCKU MUCIHUTEIN
oJ1 KpajoT Ha 19 Bek, ume N1eo W3BPIIIIO OTPOMHO BJIHjaHHE Ha pa3BojoT Ha (u-
no3odckara mucna Bo 20 Bek. Herosara ¢uiozoduja e HacoueHa KOH KPUTHKA U
pazbuBame Ha moTtoramHuTe Metadm3ndku cakama. Toj € paguKaaeH MUCIHATE,
KOj TO TIOPEKHYBa JOTOTALIHUOT CIO3HAjHOTEOPUCKH O0pasel], 3a J1a 03BO3MOXKHU
MIPOJIOP Ha HOBOTO, 3a JIa TO MOTBP/IH TOA IITO TOCTaHYBA.

In der 6ffentlichen und alltdglichen Vorstellung gilt Nietzsche als der Revolutionir,
der verneint, zerstort und prophezeit — gewill das alles gehort zu seinem Bild; es
ist auch keine Rolle, die er nur spielte, sondern eine innerste Notwendigkeit seines
Zeitalters. (Bo jaBHOTO 1 CekojIHEBHOTO NpeTcTaByBambe Huue Baxku 3a peBoiry-
LOHEP, KOj HETHpa, YHUIITYBA U IPOPOKYBa — CUTYPHO, CETO TOA cHara BO CIIUKa-
Ta 32 HeTO; M Toa HE € yJoTa IITO TOj CaMO ja UTPaJ, TyKy Hajamaboka HEOMXOIHOCT
Ha HeroBoto Bpeme.) (Heidegger, Band I, 1989: 28)

Hude ja kpuTHKyBa TpaauiMoHaHaTa MeTadu3mKa, 3aToa IITO CMETa JeKa JIo-
THYKUTE OOJTHITU BO KOU € 3apO0CH UICATUCTHYKUOT YM C€ HECOOIBETHH 3a CITO3HA-
nueto. Kimyunure craBoBu Ha Hudye, kako (huso3odujara Ha BEUHOTO Bpakame Ha
HCTOTO, BOJIjaTa 3a MOK, TPEBPETHYBAHETO HA CUTE BPEIHOCTH, KAKO U HUXUIIH3-
MOT, YUCHETO 33 HAaTUOBEKOT, ja Pa3HMIIYBaaT JA0TOranrHara GpyHaaMeHTanHa (u-
nmo3odcka mpodireMaTHKa M IIOCTaByBaaT HOBU OCHOBH M TIpaliama. Toj ro ToaKyBa
CBETOT, a CO TOa, BOCJHO, ¥ TO MEHYBA.

Es ist eine hoffnungslose Neugierde [...] Die Welt ist uns vielmehr noch einmal
*unendlich* geworden: insofern wir die Mdglichkeit nicht abweisen konnen, daf3
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sie unendliche Interpretationen in sich schlief3t. (be3nanexHa JbyOOMUTHOCT € [...]
CBeTOT HANPOTHB YIITE €HAII HU CTaHa *OeckpaeH*, BO Taa Mepa IITO He MOXKeMe
Ia ja oTdpIuMe MOXKHOCTA JIEKa TOj GKIVUY8A 80 cebe OecKpajHu uHilepupeiua-
yuu.) (Nietzsche, Band II, 1956: 250)

3HauajHO € BIMjaHueTo Ha (rurozodckara Muciaa Ha Hude Ha excnpecroHuc-
THUYKaTa JINTeparypa, BO K0ja MOXKE Jia ce 3a0eJIe’KH HETOBUOT KOHUETT Ha HUXHJIIH-
3MOT, KaKo M uJiejara Ha HOBUOT YOBEK.

Bo 1901 ronuHa 3a mpBIaT, TOCTXyMHO, € 00jaBE€HO HETOBOTO J1eJ10 Bosja 3a MOK
(Der Wille zur Macht), Bo koe T0j kako ,,der erste vollkommene Nihilist Europas*
(,,mpBuOT coBpmeH HuxmiucT Ha EBpoma®) (Nietzsche, Band III, 1956: 634) ja
MpeTCKaKyBa UAHUHATA, CICAHUTE JBa BeKa, U 300pyBa 3a HY)KHOCTA 3a I10jaBy-
Bame Ha HUXHIM3MOT. Criopen Hude, HUXMIM3MOT € Moryie]] Ha CBETOT IITO € OC-
HOBHO o0eJiexje Ha 3anajgHara uctopuja. Toj 3amoyHyBa yIITE BO IPETXPUCTHjaH-
CKOTO BpEeMeE U He 3aBpIIyBa BO J[BAECETTHOT BEK, TYKY OBOj MPOIEC MPOJOIIKYBa
Jla Tpae ¥ noHaramy. HUXuIn3MoT e npouec Ha 00e3BpeAHyBabE Ha JOTOTAIIHUTE
HAjBUCOKHM BPEIHOCTH, Ko Hrue rv HapeKyBa KOCMOJIOIIKH BPEIHOCTH, 3HAYH HH-
XWIA3MOT € TIaJ Ha KOCMOJIOIKUTE BpemHocTH (cropenu co: Nietzsche, Band 11,
1956: 676). 3a Maprtun Xajaerep mouMoT ,,KOCMOC TO 03Ha4yBa CBETOT Ha OHOj
IITO ITOCTOH BO IIEJIOCT | 'O Ordaka CBETOT Ha YOBEKOT, Kajie IITO c€ HHKOPIOPH-
panu u ,,bor* u ,,nmpuponara‘. Toj naBa o0jacHyBame Ha OBO]j MPOIIEC:

Was bedeutet Nihilismus? — Daf3 die obersten Werte sich entwerten. Es fehlt das
Ziel; es fehlt die Antwort auf das >Warum?< (IlIto 3Haun Huxmiu3Mot? Jleka ce
o0e3BpenHyBaaT BpBHUTE BpeaHocTu. Henocracysa 1enra; HeoctacyBa OAroBo-
pot Ha mpamameTo: ‘3omro? ) (Heidegger, Band 11, 1989: 45)

HajBucokuTe BpeqHOCTH ja ry0aT cBojaTa CMHUCIIA, CBOETO 3HAYCHE, 3aT0a IIITO
HEeJ0CTacyBa IIeJl, HeJIOCTacyBa OITOBOp Ha Mpallamero: ,,30mTo? buaejku ce
00e3BpeIHyBaaT BPBHUTE BPEIHOCTH, C€ jaByBa YyBCTBO Ha OE3BpETHOCT Ha cg.
Hwnye cmera neka mojaBara Ha HUXHJIM3MOT KakKo TICHXOJIOIIKA COCTOj0a € HyX-
HOCT, TOj MOpa Jia Ce M0jaBH MOpaJnd HEHaOlamheTO Ha CMHCIATa BO CIIydyBambara.
Bo cexoja akTUBHOCT YOBEKOT Oapa HEKaKBa CMHCIIa M HEKOja TN KOH Koja Toj
Ce CTPEeMH CO COOJIBETHATa aKTUBHOCT. AKO TOj HE ja Haora CMHCIaTa, TOTall Toa
CllydyBame 3a Hero € OecMmucieHo u Hema BpenHoct. Criopen Huue, HUXWIM3MOT
€ OCBECTYBambE 3a JOJITOTPAJHOTO TPOIICHE CUIIA, cpaM Of cede caMUTe 3a JIOJIro-
TpajHoTO cebe3anaxyBame. CMHCIaTa IITO CME ja Gapaie Mokena 1a ouje ,,Mopa-
JIeH TIOPEIOK Ha CBETOT, ,,pacTeX Ha JbyOOBTA M XaPMOHH]jaTa BO OIIITEHETO METy
ourtujaTa“ unm ,,IpUOIIKYBake 10 €IHA OITa cocTojOa Ha cpeka™ (Nietzsche,
Band III, 1956: 677), Ho uoBeKoT c(aka reka HE MOXKE J1a TIOCTUTHE HUTY €IHa
071 OBHE IeJTH. 3HAYM, PA304apyBamETO OJ] HEHAOTamhEeTO Ha [IENITA U CMUCTaTa ce
jaByBa Kako MPUYHMHA 32 HUXUJIA3MOT.

Criopen Buera, Huue co cBojara ¢mro3odcka mucia HU3BpPIIAI PaIUKAITHO
BJIMjaHME Ha TyXOBHaTa KnuMma Ha Kpajot o 19 ek (Vietta/Kemper, 1997: 134). Bo
KHW)KEBHHUTE KPYTOBH OWJIC YUTAHW HETOBUTE JieNia M ce 300pyBajio 3a HUB, a TOA
ro notBpayBa u lordpun beH, koj Benm geka Heropara reHepalyja JUCKyTHpaia
3a cero Toa 1mTo ro nuuryBan Huue (ibid, 135). Ha moyerokoT of excripecnoHuc-
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TUYKOTO JIBMKeH-¢ Huue Beke OWI 1MO3HAT MHCIIHTEN, Taka IITO KOHIICIIMjaTa Ha
HUXHWJIN3MOT ja eBUAeHTHpaMe Kaj Anmoept Epenmraju (1886—1950) Bo mecHara co
HacioB Ouajnociu (Verzweiflung) (Pinthus, 1992: 66) on 1917 ronuna. Taa e y06aB
MIpUMep 3a HATOTICHOCT CO HUXMIIM3MOT, 38 HETHPame Ha JKHUBOTOT, O] Hea KaraT He-
raluy ,,He U3TOBOPUB HUTY €/IeH 300p* / ,,He IpIopH,* / ,,HHKOj HE Me 3TMevyBa,  /
,»HHUKOMY HEe CyM My cTopui‘ / ,,He Tpeda‘ /,,He cakaat". MOTHBOT Ha Mpa3HOTO HEOO
Ha Koe He IPIOPU HUTY eJ[HA NTUIIA KaKO M3pa3 Ha HUXWIIM3MOT OBJIE TO cpekaBaMe
BO ,,HUIITOTO™, KOE € Heralyja Ha ,,Hemroto . OBaa necHa HE BOJIU BO MPEACIIOT Ha
MyCTHHATa, KaJie IIITO HeMa COTOBOPHHMITH, HeMa Jiyre, Hema sBe3lia Ha He0oTo. Bo
OBOj TIpe/iesl HeMa XOPH30HT M BHJIMK, HEMa MPOCTOP, TyKa Biajee TecHotHja. Ce-
IaK, OCTOjaT KeJ0u, Kou (PopMajIHO ce adupMalirja Ha )KHBOTOT, HO THE OBJIC U3pa-
3yBaar kenda 3a CMpT, jkennda J1a ce Oujie Tajak u Ja ce Ouje 3rMedeH, xesda ,, )KuB
na Me riorpebaar’. Bo oBaa necHa joara J1o u3pas pacrarameTo Ha Jac, ounejku Jac
HE CH TIpumara moBeke cebecH, He caka MOBEKe Ja My IpHuIiara Ha YOBEUKHOT POJI.
Jac ce nenepconuduumpa Bo xendara a craHe najak. Bo peHomenor Ha quconuja-
IIMja Ha Jac e eBUICHTHO MPUCYCTBOTO HA HUXHMJIM3MOT M Ha HEMAFhETO CMHUCIIA.

Bo tperara ctpoda ce 00pasnokyBa nprUUMHATA 33 Pa304apaHOCTa, Toa € HeHa-
OrameTO CMHUCIIA U BPETHOCT BO TOA IITO HUKOMY HE My ce ITpaBeso jomro. Ha cure
nmoOpu myre UM ce romaraio, ,,Keinem habe ich Schlimmes getan, / Allen Guten
half ich ein wenig.” (,,Hukomy He My HampaBuB HewTo Jiomo, / Ha cute noopu um
noMorHaB Manky.*) (ibid), Ho, cemak, HUTY ce MMa cpekaTra HUTY Ce HCIOJIHYBa
Kenbara YoBeK J1a Oujie KUB morpedaH, Kako MITO € HaBeACHO Bo mecHara: ,,Gliick,
dich soll ich nicht haben. / Man will mich nicht lebend begraben.” (,,Cpeko, He
Tpeba nma Te mmam Tebe. / He cakaar xuB ma me morpebaar.”) (ibid). ITocramkure
mro Owiie ,,JoOpu™ U ce BpIIeie BO MUHATOTO, PE3yATHpAaT cO MHUIUPAKE Ha
pazovapanoct Bo ceramuocTa. Oy J00pUTE MOCTANKK ce OYEeKyBalle YyBCTBA Ha
cpeka, ucnonHeroct, cmucia. Ce pejaTuBU3upaaT OCHOBHUTE BPEIHOCTH ,,JOOPO*
U ,,JIONIO™, ,,lIOMarameTo Ha APYTUTE™, KOH KOM CE€ CTPEMENl YOBEKOT, TaKa IITO
HETPaBEHETO JIONIO U MOMAramkeTo Ha JJOOpHTE JIyre CTaHyBa OECMHUCIECHO. A, THE
BPEIHOCTH Ce KIYYHUTE BO XPUCTHjaHCTBOTO, KOE 33 CBOja OCHOBA ja MMa JbyOOBTa
KoH bora, xoH OJIM)KHHUOT M KOH CaMHOT Ce0e.

[Ipumep 3a Herupame Ha KHUBOTOT U 3a LEIOCHA UCIPIIEHOCT O] HETO CE €BH-
JEHTUpaar U BO NecHara M3mopen cym o9 dcugoiioi u 09 cmpiuiia (Ich bin des
Lebens und des Todes miide) (Pinthus, 1992: 75), xage mro EpeHmtajH HaBeyBa:
,,Es fehlt dem Menschen die stete, welterschiitternde Kraft. / Er ist wie Schleim,
gespuckt auf eine Schiene.” (,,Ha goBekoT My HemocTHra MocTojaHaTa CHIIa, IMTO
ro notpecysa cetoT. / Toj e kako nuraBua, IykHaTta Ha muHa. ) (ibid). Tyka n
BO CAMHOT HACJIOB Ha IeCHATa ce 300pyBa 32 H3HEMOIITEHOCT, HEJIOCTUT Ha CHIIN
3a )KHBECHE, UCTAHIIA, KAKO Off )KUBOTOT Taka U o cMpTTa. [loHaTamy, Bo iecHara
Ciupagare (Leid) (ibid, 69) EpenmTaju ro n3pasysa 4yBCTBOTO Ha Pa304apaHOCT
Y HE3aJI0BOJICTBO OJI )KHUBOTOT CO CTHXOBUTE: ,, Widrig wie eine Spinne / Bekriecht
mich die Zeit.” (,,onBpaTHO Kako majak / Me mosa3ysa Bpemeto.”) (ibid, 69). Ho-
BeKoT 3a Epenmuraju Bo necHara Ha nemunocpouaiua semja (Auf der hartherzigen
Erde) nema nosexke xenda na ce pagysa: ,,Ich zertrat das Gebot / *Ringe, o Mensch,
dich zu freuen und Freude zu geben den Andern!* / Diister umwandle ich mich* (,,Ja
MPEKPINUB 3amoBeATa / ‘bopu ce, 0 YOBeKy, Jia ce paayBall U pagocT Ha IPyTUTe 1a
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um pasaim!’ / Ce npeoOpaszyBam MpauHo) (ibid). OBHE CTHXOBH CO OTCYCTBOTO Ha
CMHCJIa, HEMAkETO 1IeT U CO Pa30uapyBameTo, IIOBTOPHO CBEIOYAT 32 KOpemalyja
CO TeopeTCcKH cTaBoBU Ha @punpux Huue 3a HUXUIU3MOT.

Konrmeniujara 3a Huxwim3MoT Huue, BCyIIHOCT, ja u3pasyBa co uckasor ,,Gott
ist tot* (,,bor e mproB*) (Nietzsche, Band II, 1956: 127), co koja ce mopekHyBa
jaApoTO Ha XpUCTHjaHCKaTa Bepa M ce 03HadyBa jAeka bor moseke He mocton. Bo
HETOBOTO aeno Becenaiua nayka (Die frohliche Wissenschaft), Bo 125-trot adopu-
3aM, Huue 300pyBa 3a e/ieH J1y/] Y0BEK, KOj BO €JHO BEAPO MPETILIAAHE 3araini ¢e-
HEp M UCTpUaJI Ha IMa3apoT N3BHKYBajKkH Jieka ro 6apa bora: ,,Gott ist tot! Gott bleibt
tot! Und wir haben ihn getotet! Wie trosten wir uns, die Mdorder aller Morder?*
(,,bor e mptoB! bor octanysa mptoB! A Hue ['o youme! Kako na ce Temmme Hue,
youjum Hazg cute youjumu?*) (ibid, 127). bor, koj Own xuB, He xuBee moBeke. Co
Toa ce Herupa HeroBoto mocroeme, ce HErupaar CUTE BPEIHOCTH MTPOTIarupaHy CO
XPHUCTHjaHCTBOTO, KaKBH IIITO C€, Ha MIPUMEP, TOOOKHOCTA, JbyOOBTa, JOOpHUHATA
Ha YOBEKOT, TOMarameTo Ha ONMKHUOT, OECMPTHOCTA Ha AyllaTa, CHaCEHUETO, ac-
MEKTOT Ha HeOecHOTOo 1apcTBo UTH. Ce TocTaByBa Npamamero: Jlanu HaBUCTHHA
ce MPaKTUKYyBa XpUCTHjaHCcKaTa Bepa? Jlau 3amaJiHuOT YOBEK € CBECEH 3a ,,100po-
TO® IIITO CE MpoMnarupa Bo XpucTujancTBoro? Ha 1mito ce JomKaT MHOIITBOTO BOJHU
n yxacu? Co HaIlymITameTo Ha MoTpedara oI JOTOTAITHUTE BPEAHOCTH, YOBEKOT
ja ryOu mouBaTa moj Ho3eTe, Kako mTo HaBenysa U Andpen Bondenmraju (Alfred
Wolfenstein) Bo necnara [ ogunuite 6e3 boza (Die gottlosen Jahre): ,,Und ist kein
Boden mehr, / kein Traum zu schreiten® (,,lI Hema noBeke 1710, / HUTY COH IO KOj
ce uekopu‘’) (Pinthus, 1992: 70). 1 AnbGeptr Epeniiraju Bo cBojaTa necHa 3emja
(Erde) (Benn, 1970: 113/114) ox 1914 ronuHa ja Temarusupa cMptTa Ha bor: ,,das
Herz des Herrn schlaft lahm,/ er liebt die Welt nicht mehr,/die Erde liegt erfroren. /
/ Wenn ich Gott, den reichen Bettler, treffe, / werde ich fiir ihn err6ten. / Ihn toten,
toten, toten! (,,cpuero Ha ['ocroxa crime Tpomo, / Toj He TO JbyOM TIOBEKE CBETOT,
/ 3emjara yiexu 3amp3nara. // Kora ke ['o cpernam bora, 6oratiot npocjak, / ke ce
BupBeHaMm HamecTo Hero. / [la ['o youeme, na ['o youeme, na ['o youeme!*) (ibid,
114). YoBekot ja ry0M CHTYpPHOCTA, 3HACHETO 3a TOa ITO Tpeda, a mrTo He Tpeda
Jla ce TpaBH, HacoKaTa KOH koja ke omu. Toj ja TyOm moTmopaTra BO CBETOT IITO
MIOCTOjaHO Ce IBMXKU M ce MeHyBa. YOBEKOT 3amara Bo coctojda Ha HUIITOTO. Toj e
olleHaII Oe3 OpUeHTAIlja BO BPEMETO U BO IPOCTOPOT. Toj cera ce Haora BO Iyc-
tuHa. Bo Hea ro Hema bor n HebeCHOTO 1apCTBO, HO, KCTO TaKa, rO HeMa U I'aBOJIOT
u niekonot. [locton camo GecMuciieHa mpa3HuHa.

Ho, Taa mycTtrHa, He camo TITO ce jaByBa M MOCTOM TYKy H: ,,Die Wiiste wichst:
weh dem, der Wiisten birgt!” (,,[lyctunara pacte: Temko Ha OHOj IITO KpHE MycC-
tuan!*) (Nietzsche, 1956, Band II: 1247). Maptur Xajaerep (Heidegger, 1992:
18) jacHo ymaryBa Ha pa3nukara mMery MOMMHUTE ,,yHHIUTYBa™ H ,,0IyCTOIIYBa™,
YKaKyBajKH JIeKa ,,YHUIITYBaWkETO  TO OTCTPaHyBa TOa IITO OWIJIO IOTOTAI H3pac-
HATO WJIM M3TPAJICHO, a ,,0MyCTOIIYBAKBETO € HeIlITO CO MOorojJeMu pasmepu. Toa
CrpeuyBa KakBO U Jia € pacTemhe U OHEBO3MOXYBa Tpajeme. [lyctunara co cebe
HOCH HEHM3BECHOCT W HECHUTYPHOCT, Taa CEKOralll T0 MEHyBa OOJHMKOT M HUKOTAIIl
HE € UCTa, BO Hea HeMa LIBPCTHHA U nocTojaHocT. 3a Hea Huue Benu: ,,Es kommt
die Zeit, wo der Mensch keinen Stern mehr gebédren wird.* (,,Jloafa Bpemero, kora
YOBEKOT He Ke MOXe ToBeke na pomu sBesna.”) (Nietzsche, 1956, Band I1: 284).
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[Tyctunara He € MPOCTOP Kaje ITO MOXKE J1a )KUBEE ,,HOPMATHUOT", TOTOTAIIHUOT

iy, criopen Hude, ,,der letzte Mensch® (,,mocnenanoT goBek™) (ibid, 283), koj €

HEj3UHUOT co3narei. [locneTHnOT YOBEK KUBEeN BO MPaK, HaJl HETO MMAaJIo Ha/IBH-
CHATO TEMHH 00JIaIi, HO TPOMOT CO CHJIHATa CBETJIMHA JI0ara, ,,a TOj TPOM CE BUKa

HatyoBek* (Huue, 1978: 16). HoBuor woBexk Huye ro Hapekysa ,,Ubermensch*
»HardoBek") (ibid, 279).

HargoBekoT e 1enTa KoH Koja Tpeba Ja ce CTPEMH YOBEKOT, HAaTIOBEKOT ¢ ,,der
Sinn der Erde* (,,cmucnara Ha 3emjara“) (Nietzsche, 1956, Band I1: 280) u niper-
cTaByBa HOB BuJ nyfe: ,,Herren der Erde (,,rocogapu ua 3emjara“) (Nietzsche,
1956, Band I11: 432). Bo Taa mycTuHa, KaJie ITO HEMa CMHCIIa, HATYOBEKOT € HEj3H-
HUOT TparaHuH, KOj € cMHcliara Ha 3eMjara, cMHciIaTa Ha OUTHETO Ha YOBEeKOT. Hat-
YOBEKOT € BepeH Ha caMnoT ceOe 1 Ha 3emjara, Toj HemMa HaJle) 3a HaJ3eMCKOTO,
3a HeOECHOTO, TOj € CI000/IeH U Xpabap, MOATOTBEH Jla CO3/1aBa HOBU BPEIHOCTH.
Toj e ocmoboeH 01 CUTE CTETH M HETOBO TIIABHO 00€JIeK]je € aliCoTyTHATa BoJIja 3a
MoK. Hacnipotu mocneqaute nyre, KOU 0J CBETIMHATA HA TPOMOT HE MOXKAT Jia TH
JpKaT OunTe OTBOpEHH, Na 3aroa Tpenkaatr (Huue, 1978: 18), Toj nMa oun mupym
OTBOPEHH 32 KUBOTOT. T0j € cUrypeH Bo ceOe M OTBOPEH 3a MJHHUHATA U 33 IPyTd
COTBOPIIM, KOH K€ TH CO3/1aBaaT HOBUTE BpeaHOCTH (cropenu co: ibid, 23). OrTyka
€ EBUJICHTHO JIeKa HATYOBEKOT HeMa kejba 3a alcolyTUCTHYKO Biajeewme. Toj
Oapa coTBOPIH U cOOOPIIH.

Bo necnara Hageore (Hoffnung), Andept EpeHIuTajH o IOBUKYBa YOBEKOT A2
oune cwieH, Benejku: ,,Seid sanft, o ihr Starken! / Und Macht versammelnd im
Mut, [...] / Und in ihrem Dasein, / Die Goétter starben, / Finden den Himmel.* (,,
bunere xpotku, o Bue cunHu! / M cobupajte Mok Bo xpabpocTa, [...] / Y Bo HuB-
HOTO MOCTOEH:E, / ymMmpea 00roBuTe, / ro Haoraat He00T0.*) (Pinthus, 1992: 283). 3a
Kypt Xajauke Bo mecHara Kpenu cu payeiue (Erhebe die Hdnde) aoBekoT Tpeba na
€ MOATOTBEH Ja mpe3upa ,,meine Lippe wire Verachtung® (,,moute ycau Ou Ouine
npe3up”) (Pinthus, 1992: 72) u na Benu ,,He™ Ha cTpagameTo. Bo nmecnara Yosek
(Mensch), Xajauke ro onuIiryBa HOBUOT YOBEK Ha CIIEHUOT HaduH: ,,Ich bin iiber
den Wildern, / griin und leuchtend, / hoch iiber allen, / ich, der Mensch.” (,,Jac
CyM HaJ ITyMHTE, / 3€JICH M CBETaM, / BUCOKO HaJ CHTE, / jac, 4oBekoT.”) (Pinthus,
1992: 274). Bo necuara /[oopaiua 6opoa (Der gute Kampf), Bondenmraju ro mo-
BHKYBa HOBHOT 4oBeK: ,,Herbei ihr alle, / [...] / Ihr Freunde, wohnend iiberall! /
Ihr Schaffenden [...] / Erscheint!* (,,Jlojnere cure Bue, / [...] / Bue npujarenu, kon
xuBeete Hacekaze! / Bue tBopuwu [...] / [TojaBere ce!*) (Pinthus, 1992: 260).

Odunozodekure acnextn Ha Dpunpux Hude, Kako HUXIIU3MOT, YUEHETO 3a
HATYOBEKOT M HEropaTa Te3a Jieka ¢ bor MpToB, M3BpIIWIIEC CHIIHO BIMjaHHE BP3
EKCIPECHOHUCTHYKATa KHIDKEBHOCT, OJJHOCHO BP3 EKCIPECHOHUCTHYKATA TI0E3H]ja.
Toa ro naBenysa u Buera: ,,Zweifellos ist gerade Nietzsches Ideologiekritik die
geistesgeschichtlich wichtigste Voraussetzung der expressionistischen Zivilisations-
und Gesellschaftskritik™ (,,be3 coMmHeHHe TOKMy KpHTHKaTa Ha HIEOJIOTHjaTa Ha
Hude 1yx0BHOMCTOPHCKH € HajBRKHUOT MPEILYCIIOB 3a €KCIIPECHOHUCTUYKATA KPH-
THKa Ha MIWBHJIM3anKjaTa 1 Ha ommtecTBoTO. ] (Vietta/Kemper, 1997: 109).

Orpomua e MokTa Ha uno3zodcekara mucia Ha Huue, koj Ha kpajoT Ha 19 u Ha
nmo4yeTokoT Ha 20 BeK MOBUKYBa Ha COMHEX U TIOCTaBYBambhe MO/ 3HAK palllamke Ha
c¢ OHa BO IIITO YOBEKOT JoToram BepyBan. Herosara ¢unozoduja He camo miTo
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BJIMjae Ha eKCIIPECHOHUCTUYKOTO JABMIKCH-E TYKY Taa KPUTHKYBA U TIPOPOKYBA IIITO
Ke ce cITydyBa BO CIICAHHTE JBa Beka, OWIejku TOj caMHuoT 3a cede Bemu: ,,Ich bin
kein Mensch, ich bin Dynamit.* (,,Jac He cym 4oBek, jac cym auHaMut.”) (Nietzsche,
1956, Band II: 1152). Co Toa ce ykaXyBa Ha OTPOMHOTO €KCIUIO3UBHO BIIHjaHHE
IITO HEroBaTa MUCIIA TO MMa M K€ TO UMa Ha TyXOBHHOT Pa3B0j Ha YOBEIITBOTO.

Konmentor Ha mpeodpa3zba Ha YOBEKOT BO HaT4OBeK kaj Huue e mpoiiec Ha pas-
B0j. Bo nuTeparypara Ha eKCIPEeCHOHU3MOT KaKo IITaBHA TeMa € 3acTarieHa mpome-
HaTa U OOHOBYBAKETO HA YOBEKOT, OT(PIAHETO HA CTAPUOT YOBEK M CO3aBAKHETO
Ha HOBHOT 4oBeK. OBaa TeMa, UCTO Taka, ja Haorame u Bo CBeToTo mucmo, Bo Ho-
BHOT 3aBeT. 3a Toa 300pyBa u Apmun Apnoin (Arnold, 1971: 60), xoj cmeTa neka
BO MCTOpHjaTa Ha TEOJIOTHjaTa € JISCHO Jla Ce MPUKaXe ujiejara 32 OOHOBYBabE Ha
YOBEKOT.

4 C03I[aBaH>eT0 Ha HOBMOT Y0B€K O]I aCIICKT Ha XpI/ICTI/IjaHCTBOTO

Hacmportu Te3ara neka ,,bor e MpToB* u mpeoOpazbara Ha CTapUOT BO HOB YOBEK BO
¢unozodckuTe excrumkanuy Ha Hude, koja BOAM KOH CO3/1aBakETO Ha ,,HATYOBE-
KOT*‘, HECOMHEHO € 1 BJIMjaHHETO Ha PEIUTHO3HUTE aCTIEKTH BP3 €KCIIPECUOHUCTHY-
KaTa JIyXOBHA peBonyIHja. EfqHa o7 CyIITHHCKUTE KapaKTepUCTHKH Ha XPUCTH]aH-
cKara TeoJIOTHja, UCTO Taka, € mpeodpa30dara Ha CTApHOT BO HOB YOBEK, KaKO LITO
u aroctoun IlaBne ykaxysa Bo Ilocrmanmero no Edecjanute 4.22,23,24: | Toram
otdprere ro o1 cebe CTapruoT YOBEK CITOPEJT BAIIETO TIOPAHEITHO )KUBECHE, KOj Ce
pacmara Bo u3MaMJIMBHTE eJ0H, 3a Ja ce 0OHOBHTE CO JlyXOT Ha CBOJOT YM U Ja
ce obreueTe BO HOBHOT YOBEK, CO3/IaJICH criope/] bora Bo BUCTHHCKA MTPaBeTHOCT U
ceetoct™ (Ceto mucmo Ha CrapuoT 1 Ha HoBuor 3aBet, 2017: 254). O6HOBara Ha
JOBEKOT Tpeba J1a ce CcaydyBa YIITe BO )KHBOTOT Ha 3eMjaTa, Taa € IpoIec IITO ce
ClIy4dyBa, IpeA €, BO BHATPELIHOCTA HAa YOBEKOT, BO HEropara AyIla, BO CBECTa U
BO pazymoT. OBoj mporiec Tpeda aa ro orndary 1meiaoTo OUTHE Ha YOBEKOT U Jia Oapa
aKIyja oJ] MOSAMHEOT KaKo M CIIPOBEyBake Ha HOBUTE CIIO3HAHW]a BO MPAKTUY-
HHUOT KMBOT, KaKo IITO HaBeayBa anoctou [1aie Bo 2. [Tocnanue no Kopunrjanure
5.17: ,,1 Taka, k0j € BO XpHCTOC, TO] € HOBO CO3/IaHNE; CTAPOTO TIOMUHA, U €TE, CE
cosnazae HoBoto  (CBero mucmo Ha Crapuot u Ha HoBuort 3aBer, 2017: 238). 3Ha-
9y, Taa npeobdpaszda Gapa Bepara a OUIe IEITOTBOPHA, OMHOCHO JIa CE CIIPOBEIYBa
BO CEKOjTHEBHUTE CUTYaI[MH BO XUBOTOT. YoBeKoT Tpeba Ja ce Tpyau o HeBepa
W COMHEX JIa JI0jAe 10 BpcTa Bepa u Joepba Bo bora. OBHe XpHUCTHjaHCKH IT0-
CTyJIaTH Ce €BUICHTHU BO €KCIIPECHOHUCTHYKATA MOe3Hja Ha MOBEKEMUHA TTOETH.
Taka, Ha mpumep, Bo niecHara [lcaim (Psalm) Kypr Xajuuke Benu: ,,mein Herz
sehnt sich nach Gott“ (,,cpmero Mmoe xomHee o bora“) (Pinthus, 1992: 328).

[otoa, ox HEMame JbYOOB U erornzaM YOBEKOT Tpeba Jja ce CTpeMu KOH Jby0o-
BTa, KOja € W IVIaBHA 3aroBe;] mTo bor nm ja naa Ha syfeto. Toa ro M3BHKyBa U
Kypt XajHuke Bo necHara Bozgunysarwe (Aubruch): ,,Herz, wach auf! / Erhellt die
Welt, / zerschellt die Nacht, / brich auf ins Licht! In die Liebe , Herz, brich auf, /
Mit guten Augen leuchte Mensch zu Mensch.“ (,,Cprie, pa3oynu ce! / ocBeTsieTe ro
CBETOT, / NCKPILETE ja HOKTa, / OTBOPH C€ 3a cBeT/InHaTa! 3a Jby0oBTa, CpIie, OTBOPU
ce, / 90BeK Ha YoBeKa co moOpuHa Bo ounte Aa cjae.”) (ibid, 224).
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[IpemuHOT 011 OE3HACIKHOCT BO HAJCK €, UCTO TaKa, Mel'y KIIYYHHUTE KapaKTe-
PUCTHKH Ha IIPOMEHATa Ha CTapHOT BO HOB H0BeK. Bo Ilecuu (Gedichte) om Banrep
XazeHkinesep ce Benu: ,,Weine nicht! / ... / Sieh, ich wandle, / Ein Mensch der
Liebe. / Ein Herz voll Hoffnung / Hat mich erreicht“ (,,He mnauu! / Ete, ce nmxam,
/ YoBek Ha JpyOOBTa. / CpIle 1moyHO co Hajex / Me cturaa.*) (ibid, 317).

[IpeoOpasbara Ha CTApUOT BO HOB YOBEK € €/[HA OJ] NITABHUTE KAPAKTSPUCTHKHU
Ha XPHUCTHjaHCKOTO y4ewme. Taa e mpoliec Ha MpoMeHa U pa3Boj. Taka u Bo rep-
MaHCKOja3u4yHaTa eKCIPECUOHUCTHYKA TI0e3Hja ce cpekaBa OOHOBYBAHETO U CO3-
JaBamkeTo Ha HOBHWOT YoBek. Cemak, cnopen Cunsuo Buera (Vietta, 1997: 186),
HEBO3MOXKHO € TOj TPOIEC Jia ce HaOJbyayBa H30JUPAHO, TYKY CIHHCTBEHO BO
CIPOTHBCTABEHOCTA Ha JMCOIMjaljaTa Ha Jac 1 0OHOBYBamETO Ha YOBEKOT.

5 3aKmy40K

ExcnipecronucTHYKaTa JUpUKaA € M3pa3 Ha 3a30PYBAbETO HAa YOBEIITBOTO, HA
parameTo Ha HOBHOT YOBEK. AHTOJNOTHjara Ha EKCIPECHOHHCTHYKATA JIMPHKA
Menschheitsdimmerung uMa HacllOB cO aMOMBAJICHTHO 3HA4YeHEe U MOXKE J1a Ce
MpeBe/ie Kako ,,3a30pyBambe Ha YOBELITBOTO ™ WIIM Kako ,,CaMpak Ha YOBEIITBOTO .
Bo Hero ja mma mmenkara ,,Ddmmerung, co koja, oIl €IHa CTpaHa, CE O3HATyBa
MIPEOJHOTO BpEMeE O JIeH BO HOK, BpPEMETO Kora ciadee JHEBHATa CBETJIMHA U KOTa
HacTanyBa HOKTa, a OJ pyra CTpaHa, Taa ro 03HauyBa M MPEOHOTO BpeMe OJ1 HOK
BO JIeH, KOTa Ce para JIEHOT, KOTa Ce jaByBa IIOCTAITHO THEBHATA CBETIIMHA. AHTOJIO-
rHjaTa € COCTaBeHa O YeTHUPH IJIaBH CO CJICJHUTE HACIOBU:

I Sturz und Schrei (Ilag u epucox)

Il Erweckung des Herzens (bygerse na cpyeitio)

I Aufruf und Empoérung (Ilosux u cnes)

IV Liebe den Menschen (Jbybu 2o uoeexoiu)

On HacnoBUTE Ha TIOMNIaBjaTa € eBHJICHTEH MPOIECOT Ha Pa3BOj O MaaoT, Of
MporacTa Ha YOBEKOT, MPEKy OyIeHEeTO Ha CPIETO, MPEeKy MOBHKOT W THEBOT JO
KpajHOTO OApEIUINTe: JbYOOBTa, KOja € HEM3MEepHa CBETIIMHA, ABUIATe]l U CMUCIIA
BO ’KMBOTOT Ha 4oBeKoT. Bo crarujata Der Willen zur Seele (Bonja 3a gywaiia)
Kypr Xajnuke Benu:

Das Jahrhundert der Entdeckung der Seele ist angebrochen... Mehr Seele! Wir
miissen die Seele wieder entdecken. Und die Herrschgewalt der Seele. (3amouna
BEKOT HA OTKpUTHE Ha Jyiiata... [loBeke aymal Mopame 0JHOBO Ja ja OTKpUEME
nymara. U Bmagejaukara Mok Ha aymrara.) (Best, O. F., 1976: 105)

Bo oBaa crarnja ce 3aHMMaBaBMe CO NCTPaXKyBame Ha MPEIYCIOBUTE 3a IOja-
BaTa Ha eKCIPECHOHU3MOT BO FepMaHCKOja3nuHara rnoesuja. Kako qyxoBHa u ymeT-
HHUYKa peBOJIYHI/Ija, BO C€KCIIPECUOHU3MOT CC€ MPUCYTHU TCHACHINHN HACOUYCHU KOH
KPHUTHKA Ha KYJITypaTa i Ha IIMBUIIM3alMjaTa U KOH MPOKIaMallfja 3a co3/1aBamke Ha
HOBHOT YOBEK, OJHOCHO T.H. MECHjaHCKH EKCTIpeCHOHM3aM. Bo Tre paMku riiaBHa-
Ta IIe71 Ha UCTPAXKYBAKHETO BO OBOj TPy Oelie 1a ce orarar IIIaBHATE aclleKTH Ha
¢unozodckara Teopuja Ha Ppuapux Hude, co KOHIENTOT HA HUXWIM3MOT, CMPTTa
Ha bor u y4emeTo 3a HaTYOBEKOT, IITO MMajie HECOMHEHO I'OJIeMO BIIHjaHHE BP3
CO3J1aBa-ETO HAa EKCIIPECHOHHUCTHYKATa JyXOBHA KinuMa. McTo Taka, ce ondaka u
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BJIMjaHUETO Ha XPUCTHjAHCKOTO YY€H-€ CO HErOBHOT KOHIENT 3a mpeoOpa3da Ha
CTapyuoT BO HOB YoBeK. Bo m300p Ha ctuxoBu ox Anbept Epenmraja, Kypr Xaj-
nuke, Banrep Xazenknesep u Andpen Bondenmraja, Kou ce moMecTeHH BO aHTO-
JIOTHjaTa Ha eKCTIPECHOHNCTHYKATA INpUKA 3azopysarbe Ha Y08euitieoiio, Ce eBH-
JIeHTHpaar 3a0eJIeKIIMBY BIIHjaHHja oJ] Te3uTe Ha Hude, kako u o1 XpUCTHjaHCKaTa
Teonoruja. KoHenToT Ha HUXWJIN3MOT C€ KOHCTaTHpa BO CTUXOBUTE O]l IIECHUTE:
Ouajnociu, Hamopen cym 09 orcusotioi u o9 cmpiuiua, Ciupagarse, Ha nemuno-
cponaiua 3emja ox Andept EpeHinrajH, kaje mITO OpeoBiaayBa YyBCTBOTO Ha He-
THpame Ha KUBOTOT, M3HEMOIITEHOCTA, HEJOCTUTOT Ha CHITH 32 JKHUBECHE, OTCY-
CTBOTO Ha PaJIOCT M CMHUCIA, pa30dyapaHOCTa U HE3aJ0BOJICTBOTO, KAKO HOCEUKHU
COCTaBHHM eJIeMEHTH Ha MOMMOT HuXmiIHu3aM. Tesata ,,bor e MpToB* ce cornenysa
BO CTHXOBUTE 01 necHuTe [ ogunuite 6e3 boza on Andpen Bondenwraju u 3emja
on Anbept Epenmtaju, kaje mro ce Temarusupa cMprta Ha bor. [loHaramy, Bo
cTuxoBuTe o1 necure: Hageore on Epenturaju, Kpenu cu payeiue n Yogex on Kypr
Xajuuke u [obpaitua 6opoa on BondeHmrajH ce NOBUKYBa CO3/1aBabETO HA CHII-
HUTE, MOKHU W Xpalpu Jyfe, KoM OW TO Mpe3upaie MOCTOJHOTO, OM ce BHBHAJEC
BHCOKO HaJ[ c¢ ¥ OM OuIte TBOPIIM Ha HOBHOT CBET BO KOj Ke BIiajiee CBeTIrHAaTa. Bo
paMkuTe Ha mpeoOpa3bara Ha CTApPUOT BO HOB YOBEK, O]l aCIIEKT Ha XPUCTHjaHCTBO-
TO C€ EBHIICHTHPA KOITHEXOT 10 bor Bo cTuxoBuUTE Ha TIecHaTa [/carm on XajHUKE,
MOHATaMy, IIOBUKOT /IO CPLIETO JIa C€ OTBOPH 3a CBETIIMHATA, JbyOOBTa U T0OpUHATa
T COoIieqyBaMe BO CTHXOBHTE OJ MecHaTa Bozgusnysarbe o XajHUKE U BO CTH-
xoBUTe 0f1 /lechu ox Xa3zeHKIeBep ce 0apa, HCTO Taka, CPIIETO HA YOBEKOT Ja ce
WCIIOJIHU CO JbYOOB M HAJIEK.

WznaBauor Ha aHTomorujara, Kyprt IlunTyc, Bo mpearoBopot ox ecenra 1919
ronguna (Pinthus, 1992: 25), HaBenyBa Jieka MECHUTE BO KHHUTAara ce OOeNeKaHU
CO KOMHEXOT IO YOBEIITBOTO. ABTOPUTE Ha IECHUTE HaBpEeME IMOYYBCTBYBaJie
JieKa YOBEKOT MTOYHAJ a TOHE BO HOKTA, BO MPOIIACcTa, HO M JIeKa TOj Ce KpeHaJl BO
CBETJIMHATA Ha HOBHUOT JIeH, BO ,.erlosende Ddmmerung einer Zukunft® (,,u30aBu-
TETHOTO 3a30pyBambe Ha miaHuHara™| (ibid). HuBHuTE morienu ce HacoueHU KOH
WJIHUHATA, KOH HEIITO BO YOBEKOT YK IMOCTOCHE HayKaTa HE € BO COCTOj0a Jia ro
ToKake. ABTOpUTE Ha OBHE MECHU C€ 3aMHTEPECHPaHH 32 OTKPUBAHE Ha OUTHETO
Ha YOBEKOT, 32 CII03HABAHE HA YOBEUKOTO BO YOBEKOT, 32 OyAeH-e Ha YOBEKOT. [TuH-
TyC COIJIe/yBa JIeKa eKCIPECHOHNCTHYKATa Moe3Huja, cobpaHa BO 0Baa aHTOJIOTH]a,
M300MITyBa CO HajeJHOCTABHU YyBCTBA IIITO M3BHpaar oj cpiuero. Criacor 3a 4oBe-
KOT MOXe J1a JI0jZie €AUHCTBEHO OJ] CAMHOT YOBEK, CIMHCTBEHO O] HETOBUTE BHA-
TpemHu cuin. Ce 6apa Toa mTo ru 00eINHyBa JIyT'eTo, TOA IIITO M € 3aeJHIYKO, Ce
Oapa HOBOTO 3a€JHHMINTBO, YOBEYHOCTA, IOOpHHATA, IIpaBaara u ,,Die ganze Welt
und Gott bekommen Menschenangesicht: die Welt fangt im Menschen an* (,,I1e-
JTUOT cBeT U bor moOuBaar Jwile Ha YOBEK: CBETOT MOYHYBa BO 4OBEKOT.*) (ibid,
28). YoBeKoOT € 110jI0BHA TOUKa, CPEUIITHA TOUKA U 111 Ha oBaa rnoe3uja. Enen on
HEj3MHUTE KBAJIMTETH € WHTEH3UTETOT Ha W3pa30T, OuJejKu aBTOPUTE UMaar xpa-
OpocT J1a MUIIyBaaT €IHOCTAaBHO U Jia TO yrnoTpedar opyskjeTo Ha cpueto. HuBHara
roe3rja eqHOBPEMEHO € Kpaj Ha CTapoTO M MOYETOK Ha HOBOTO YOBEIITBO. Taa e
CMeJia aBaHTypa HacOueHa KOH OTKPHBAbE Ha CYIITHHATA Ha YOBEKOT.
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YuTameTo PEYHHIIN, KAKO U IPYTH BOa30y4eHH KHUTH, OCBEH BO HCKITyUHTEII-
HU CUTyalluu, HUKOT'alll HE € JIMHCAPHO, KAKO IITO C€ TOBOPOT U TCKCTOT, TYKY BO
HajMaja paka € WM MapaJurMarcko, WK, MakK, CO MPECKOKHYBAbE OMICTHH JIe-
TaJ¥, € UHIYKTUBHO, BO OHaa CMHCIIA BO KOja BO CTPYKTypaTa Ha PEYHUKOT MOXKE
YUTATEJICKH J1a Ce HaBJie3e O/ KOj OMJI0 HErOB ey, HHTYUTUBHO HJIH, TTaK, CIIOPE]T
HHTEPECOT BO AaneHo Bpeme. OBa ce mpaiiama co KO 00MYHO ce mocpekaBaar
rpaMaTU4apuTe, KOU BO CBOUTC OIICEpBAIlMU TPprHyBaaT oA MO3UIIMK HA JIMHI'BUC-
THKaTa U MOCTHKAaTa, HO U OJ] IIO3UIMK Ha KCTOpHOrpadujaTa, ako CTaHyBa 300p
3a (pa3a 0]l UCTOPUCKHUOT Pa3BOj HA JA3UKOT.

Peunukor Ha KOBHJIOCKM HH ja OTKpHBA HCTATa OINCEPBAIlNja, IypH U BO MOJI-
1ab0Ka Mepa OTKOJIKY Kaj TOJKOBHHUTE PEYHMIIM, BO KOM MOCTUYKOTO CE COMAPIKU
BO CKCLEPIUPAHHUOT, T. €. BO WIYCTPATUBHUOT MarepHjaj, BO OHAa CMHCJIA BO
KOja THE MPeTCTaByBaaT TeCaypyCH WM, KaKO BEJIM HAIIHOT MHCHPKOB, COKPO-
MIYa, BO KOU € BKJIOTICHO ja3WYHOTO OOrarcTBO Ha HapoJoT. ExHo e na cu Gorar
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Ha 300pOBH, U TOA € OAJIMKA HA PETOPHUYAPHUTE, KO pacrioiaraar co 0eCKOHEYHO
MHOXECTBO (UTYpPH M CPEACTBA, HO YIITE € IMOTOoJIeMO OOraTcTBO jJa ch Oorar
co nyre, a IGHEC coceMa HU CTaHyBa jaCHO, HE CaMO OJ COBPEMEHOTO OKpYIKUE,
TYKY U O MUHATOTO, BO OHaa CMUCJIa Ha €/THa HAPOJiHA IT€CHA LITO MYy CC IPUIIHU-
myBa Ha ['purop IIpaudeB u ce moBp3yBa co HETOBUOT MCKa3 ,,[IOMPHUINTE HEMaB
(ITpnuues, ,,ABroduorpaduja“): ,,kaue ce HAIIUTE MMUCATEIH, KaJle CE HAIIUTE
CrUcaHuja’, UMEHO KaJie ce TMHcaTeIuTe M MyOINIUCTUTE, HHTEPIPETATOPUTE
u etHorpadure, dunonoszute u Gunozodure, HAyYHUIUTE 1 HAMEPHUIUTE, HE-
3aBHCHO O[] HMBHATa yjiora BO Hall€TO MUHATOTO, Ha IIOMaI’U/IHI/I HUJIH IOCTH, HaA
3aCeHATUI W TPOKyJAeHUIM. Toa O00raTcTBO Ha Jyre O/ pa3jndeH KOB Ha
KOM TIpe/lHa MUcJIa UM Ouiia MakeoHHuja, HO U MakeJOHCKHOT ja3WK W JIUTEpa-
Typa, ¥ c€ IITO HOCH MPU3HAKOT MaKEJIOHCKH € 3aCBEI0YEHO BO OBaa KHHUTA CO
MAaJIKy IPOBOKATUBEH HACIOB ,,PEUHNK Ha NICEBIOHUMHTE BO MaKEAOHCKATa KHH-
)keBHOCT o XIX Bek, co yIITe MONMPOBOKAaTUBEH MTOIHACIOB ,,Iemn(pupame Ha
CKPHECHHUTE UMHIbA HA MAKEJOHCKHUTE KYITypHO-IIPOCBETHH JACjLU".

U cera cnobonno Moxame 11a ce corntacume co KoBuiocku 3a 6pojot Ha Gorat-
CTBOTO OJ1 JIyT'e IITO T UMaMe Ha pacroiiarame KaKko MOAIPIIKA Ha OHOj HUKYJIEI]
IITO HEKON HCZ[O6pOHaMepHI/IHI/I Ha MaKCJOHCKHUOT HApOJ KPUTHUYKH I'0 UMCHYBaa
»MaKeZoOHn3aM** (BO ceTa OHaa HamaJHa JUTepaTypa Bp3 MaKeJOHUCTUTE, TIOYHY-
Bajku oA mopoirara craruja ,,MakegoHckuit Benpoc” on Iletko P. Cnasejkos,
o6jaBeH BO BeCHUKOT ,,Makenorus™, 18.1. 1871 r. (Konecku 2020: 426), mro Ou
Tpedalio Ja € CHHOHUM 3a cerapaTru3aM OJf HEeIlITO Tyro U HaMETHATO, a HaIllUTe
npeany, OpaHejKu To HUKYJIEHOT IITO caMUTe To Oea MOCTaBuiIe Ha CBOja IMOYBa
O]l Kaj IITO Ce MoBeoa o HapoaHojasuuHara ctuxuja (Kopyoun 1965: 17-22).
A, IMHIaTa LITO c€ OTCKPUEHH BO OBaa KHHUTa C€ BUCTUHCKUTEC MMHUIba HA Ma-
keqoructute. lllamkapes, cekako ke ro HajaeMe Ha MOCIETHUTE CTPAHUIM Ol
Peunukos, a enno ox ckpueHute umuma My € K.A. Becenun, ,,Eqnn makegonen*,
CO WITO ja HariacyBaJ BO CBOETO CKPUTO MME CBoOjara ornpejeioa.

be3apyro, na ce coxpue MMeETO 3HAYENO W Ja C€ OCTaHE KWUB OapeM YIITe
HEKOe BpeMe WJIH JIa ce eMHUTrpupa... MakeJOHUCTUTE, BCYITHOCT, MOKEME Ja TH
IoCcTaBUME Mery MiagorpaMaTHdapuTe, KoM HemoOpo mpudaTeHH BO CBojaTa
CpeIHa, KaKo CenapaTHCTH, 3aIUTO OWile ¥ TEPMaHUCTH U CIAaBUCTH, U PYCKUTE
dhopmamuctu. [Togobpa e mpuka3HaTa 3a pyckute (HOpMaTUCTH, KOU CE 3a¢THO pa-
OoTelne Ha MOETCKMOT BO HUBHOTO JipymTBo OIIOJA3, Ho mpobneMoT ce jaByBai
KOTa cTarujara TpebaJso Jia ce MOTIHIIE, 3aIITO MOTIHUCHUKOT K& OWJI WIIH BEAHAIL
WHTEpPHUPAH WIN cTpenad. Hexoramr HeKoW ce KpTByBalie BO HIMETO HAa HWBHATA
WJHa craBa.

KoBuitocku cTporo ce Apku 10 CBOUTE 00J1acTH, UMEHO 10 XIX Bek, 10 Make-
JOHCKaTa KHHKEBHOCT, MpeJl c€, KaKo UCTOpHorpad u ucTopruyap Ha JIuTepaTypa-
Ta, HO OTBOpa U €IHO KIIYUYHO JIMHTBUCTHUYKO IIpaliamne, a Toa € NCEBJOHNMU3a-
1Mjara, Kako €IHO OJ] pallamara Ha ja3udHaTa HOMUHAIM]a, eJIeH 0] OCHOBHUTE
npoOJieMH Ha JTUHTBUCTHKATA U MIOETUKATA, TIOBP3aHO CO TEOpHjaTa Ha pedepeH-
1ara, Ho W TeopujaTa Ha MeTtadopara, BO UHj MPECEK Ce jaByBa MOTHBHUPAHOCTA
HA ja3WYHHUOT 3HAK.

Ha nceBmonm3mmariijara MokeMe Ja ¥ MPUCTATNME O Pa3uIHU aCIICKTH,
Mery JpyroTo M OJ MO3WIIMK Ha HOBHOT Ouorpadusam, KOj HHCHCTHpA Ha CaMoO
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¢/IHa HHIIKA 0]l OuorpadujaTa Ha aBTOPOT, MPEHEOPETHYBajKU CE JIPYro, a Haj-
YEeCTO MIapJaTaHCTBOTO, HE3aBUCHO JAJIH IO pOJa MIJIM MPHUPOJIA, M TI0 KalleM
WM CaMOOMTHOCT, MOPAIH JIOIIO APYLITBO WM JUYHO M3OMIITEHULITBO, 300pO-
BU IITO BO pa3nuyau GopMH 4yecTo ru kopucteme ['ane TogopoBckH, Koj cH T0
oduIMjan3upa TOKMy umeTo ,,['ane™.

KoBuniocku HH JjaBa MOIIIHE MITyCTPAaTHBEH PUMEp 3a BpcKaTta Mery IICeBIO-
HOMM3aIMjaTa ¥ HOBHOT Omorpaduzam, IpeKy MPBOTO OOIAUPAHO, BCYITHOCT, U
€IMHCTBEHOTO OOIAMPAHO, MME BO MPBUOT JIE] O[] KHUraTa, KOe My MOCIYKUIIO
na ro 00jacHH ,,HAYMHOT Ha yrmoTpeda Ha W3IaHNueTO", a Toa € TOKMY OHOJj TIPHUH-
LU TO OOMYHO ce HaBeAyBa BO JiejlaTa IITO C€ COCTaBYBaHHU 10 MPUHIUIN Ha
CEMHOTHKATA, U I'0 Cyrepupaar HAYMHOT Ha YUTAakbC HAa KHUT'aTa, PEYHUKOT, Hy6-
JUKanujara, 3a koja KoBHUJIOCKM MOIITHE CyreCTHBHO IO KOPUCTH HEYTPaTHUOT
300p ,,M3MaHue", HE3aBUCHO JIaJTH Kako eypeMus3aM i, MaK, BO COTIaCHOCT CO
CeMHOTHKaTa, KaKko 9ajop-3HaK, IMoj KOj CUTE 3Hauema Ha 300poT ce coOpaHw,
KaKo ILITO BO OBaa KHUTa cOOpaHM ce CHTE CKPUEHH MMHIbA O]l MAaKEIOHCKHUOT
XIX Bek.

[Ipumep: banacues, ['eopru, (c. 69)

OTtBopame cera Ha cTpanuiia 69 U BO peuHHYKaTa cTaTHja 3a banacues, mery
npyroto untame (1869, Oxpun — 1936, Codwuja), myOauIucT-MeIneBUCT, Ty OTH-
LUCT, apXEOJIOT.

BbamacyeB nHaky € aBTOp Ha e€HA OX MpPBHUTE MOHOTrpaduu 3a ,,Kimnment Ox-
puncku™ (1892), exen on uaeHoBUTE HA MiafaTa MakeOHCKAa KHIDKOBHA JIPYKH-
Ha IITO IO MOKPEeHYyBa CIUCaHUeTo ,,JI03a™ u eeH o7 OHUE y4eHH Jyre IITO BO
MMETO Ha CBOUTE MaKeIOHNUCTHYKH MOTen HuKoram He npudarnie Karenpa Ha
Oyrapcku yHuBep3uteT. OBa ro ucrakuHysa Bo cBoute Memoapu [lerap Kapues,
ouorpador Ha bamacues, Bo oHaa cMucia Bo Koja bamacdueB my Omun Onorpad Ha
I'purop Ipnnues.

A, camuor banacues, 1o poja, 6e3apyro Oui onaceH u 3a Ersapxujara, 3amro
€ BHYK Ha IIOCJIETHUOT OXPUJICKH NTATPUK APCEHH], a HETOBUTE UJICH 32 MAKEIOH-
CKaTa KHIDKEBHOja3MYHA MaTUIa € WACHTUYHA CO COOABEeTHaTa Ha PanuH.

,,PEUHUKOT Ha IICEBJIOHHMMHTE BO MaKeJOHCKaTa KHIDKEBHOCT og XIX Bek*
COAPXH OOraTcTBO MOJATOLHM 332 MakKeJOHCKara myonuuucTuka. OBOj MOIaTOK €
0COOCHO 3HAYacH, ako ce MMa NPEJBHUJ JcKa Ha OBaa TeMa MOIIHE MajKy BHU-
MaHHe M € TIOCBETEHO BO MUCTOpHjaTa Ha MaKeJIOHCKaTa KHMKEBHOCT, YIITE TI0-
MaJIKy BO IOETHKATa, IpH c¢ MTO Tpeba ce MMa MpeaBu JeKa Haj3HaYajHUTE
MaKeJOHCKH MHCcaTeNH, TIpell ce, Owte myonuucTy, kako [ purop [pnuges, Pajko
Kunzugos, He To 3a00paBaMe HU MPETXOAHMKOT HA MaKeJOHCKaTa Mmpepoaoa,
Juvutprja MunaaumHoB. M HUKaKo ceTa OHaa MakeIOHCKA ITyOIUITNCTHKA OKOTY
WnuHaeHcKoTo BocTaHue, Koe Ke OMie Ha HACIOBHUTE CTPAHMILIM HA CHTE CBET-
CKH BECCHHUIIU BO TOA BPEMC.

Bo Taa cmucna, oco0eHo e 3aciTyKeH U H3/1aBavdoT Ha OBa U3JlaHue, ,,CoBpemMe-
HOCT", 3aIITO CO OBaa KHUTA ja OTBOpa UCTOPHCKATa MEPCIEeKTHBa Ha MaKeIOH-
cKara ImyOIUITNCTHKA.

U cera He HU OCTaHyBa HUIITO APYTO OCBEH 110 OMOIIMOTEKUTE, 1A U IPEKY HH-
TCPHET, Aa I'n n06apaMe HMHBaTa CKpUEHH BO OBaa KHHUIa, 3alliITO MHOT'Y HEIIITa
IITO Cera HY I'M OCTIOpYyBaar Ke I HajJaeMe BO HUBHOTO BUCTHHCKO CBETIIO.
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U, cekako, Man 3arpad KOH MakeJOHCKHTE MyOIHIUCTH OJ] MpBaTa MOJOBHHA
Ha XX BeK, 10 ,,COBpeMEHOCT.

U na ce Hajoeme Ha ckanuiaTa Ha MaKeIOHCKUTE KOHCTAHTH, O BPEMETO Ha
Kmument u Haym Oxpuacku no Bpemero Ha Pane Cumjan (Pagosan IlaBios-
ckn) u Jopnan Ilnesnem (Jopman L[BeraHoBcku) A MOXXeOW MCTOTO TO Harmpa-
B cBoeBpemeno U Haym Oxpuncku (LipHopuser; Xpabap), kako ja ro Beiauya
CBOjOT cobpart, ako nenaT ucTa omnpenenoa. [Ipu cé mTo u oBa NMe Ke Aa TPUIIATH
3arckpueHo Ha cB. Haym Oxpuicku, 3a1To OBa My UME MY € CIIOpe[ IPOPOKOT
Haywm, xako mro Ha Kimument Oxpujcku My e criopen cBetd KiimMment Pumckn.
[Ipopokot Haym ja npopeue nponacra Ha Hunaseja, a ceetn Meroaunj ConyHckn
— npomnacta Ha MopaBckara 3emja. A 1mto HarnpaBu ceetd Haym. [Tocrojano ro
Oele mpepacka)xyBajl IPOPOILITBOTO MeToANEBO, KaKO LITO JIO3apUTe — Mporac-
TuTe Ha cute umnepuu (J/loza, op. 1, 1892).

IlceBnoHnMHUTE ce jaByBaaT Ha OHAa pasJeJIHUHA IUTO T'M OBP3yBa AHOHUM-
HaTa M aBTOpCKaTa JIMTepaTypa, a 0co0eHo Onie KapaKTepUCTUYHHU 32 )KEHCKOTO
niucMmo (cr. Kosusoseku 2018).

A TOKMY TH€ TEMH 10 OJHOC Ha MaKeJOHCKaTa KHHXeBHOCT o1l XIX Bek cyBe-
peno ru Biajgee Cnasuo KoBunocku. OuekyBaMe yIuTe HEKOja TeMa J1a ja OTCKPHE
O]l HEeTIpeTIIeTHO HEempereaanara 6orata KHIDKHIHA 01T MakeToHCKHOT XIX Bek.

bu6mmorpaduja

Kounosckn, C. (2018). Maxegonckoiio oucencro iueopewitieo 6o XIX eex. Cxomje:
Wucrutyt 3a Makenoncka nureparypa. [Kovilovski, S. (2018). Makedonskoto zZensko
tvorestvo vo XIX vek. Skopje: Institut za makedonska literatura.]

Konecku, b. (2020). Maxegonckuoiu XIX eex. Llenoxyiinu gena, Kpuiluuko usganue, wom
6. (Anacracuja I'ypunnosa, Jluauja Kanymescka-/Ipakynescka, bo6an Kapanejoscky,
cocraByBaun; [eopru Crane, Oenemku u komeHTapn). Cromje: MAHY. [Koneski, B.
(2020). Makedonskiot XIX vek. Celokupni dela, kriticko izdanie, Volume 6. (Anastasija
Gur¢inova, Lidija KapuSevska-Drakulevska, Boban Karapejovski, sostavuvaci; Georgi
Stalev, beleski i komentari. Skopje: MANU. |

Kopybun, b. (1965). 3a ctuxmjara M cBecTa BO Pa3BHTOKOT Ha MAaKEIOHCKHOT ja3WK.
Maxegoncku jasux, XVI (1965), 17-22. [Korubin, B. (1965). Za stihijata 1 svesta vo
razvitokot na makedonskiot jazik. Makedonski jazik, XVI (1965), 17-22.)





