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NIMPEAT'OBOP
Touumysanu u opazu Konrewkuy u Koiezu,

Co o0jaByBameTO Ha TPETHOT OpOj, MEI'YHAPOIHOTO HAYYHO CIHCAHUE
LHllamummcecT™ Beke 3adekopyBa CMENIO W CaMOYBEPEHO BO BTOpara TOMWHA OJ
CBOETO TOCTOEH-E. YCIIENIHUOT MOYETOK CO JiBaTa 00jaBeHH Opoja BO MHHATara
2016 ronuHa HE MOTTUKHYBA M HE 0XpadpyBa CUTE HAC KOHIITO CME aHTA)KUPAHH
BO 00jaByBamETO HAa HAIIIETO CIIMCAHUE J]a IPOIOJIKIME CO HAllOPUTE 32 HETOBOTO
pa3BuBame u apupmupame.

Mucwujata, OMHOCHO I1eITa Ha 0pOpMYBamHETO HA €THO BAKBO METyHAPOTHO
Hay4YyHO CIMcaHue Oemre ma ce adupmupa HaydHata padora Ha DUIOIOMIKAOT
(axynrer Bo Iltum, a co T0a M Ha YHHBEp3UTETOT ,,lome Jemuer™ (ILTwm,
Peny6nnka MakenoHuja), HO U 1a C€ OTBOpAT HOBU BPATH 32 COpabOTKa CO IPYTH
YHHBEP3UTETH BO HaIlIaTa JprKaBa M BO CBETOT 32 IITO HAajA00PO CBEIOYHN COCTABOT
Ha YpemyBaudkuoT onbop co 30 ypemaunu (yHHUBEP3UTETCKH MPOPECOpH) O
17 npxxaBu on bamkanot, om EBpoma, HO U MOIMHPOKO — 0 CBETOT. CBEIOIITBO
3a Hamatra OTBOPEHOCT 3a MefyHapoaHa copadoTka W kKako DakyiaTeT W Kako
YHUBEP3UTET € ¥ MYJITHINHTBAIHUOT KapakTep Ha CIIMcaHueTo ,,l lanmmmmcect Bo
KO€ MOJKE Jla e HyZIaT U 1a ce 00jaByBaar TPYIOBU Ha CETyM ja3UITH — MaKEIOHCKH,
AHTIIMCKH, PYCKH, TYPCKH, T€PMaHCKH, (PpAHITyCKH M HTaTHjaHCKH ja3uk. CeTo
TOA ja MOKa)KyBa HallaTa CepHO3Ha HaMepa J1a co3fazieMe MeryHapOoIHO HayqHO
CIHMCaHWe BO BUCTWHCKAaTa CMHUCIIAa Ha THE TpH 300pa.

Tperuot 6poj Ha ,[lamummcect™, Kako W MPETXOMHUTE aABa Opoja, HyIU
60raTcTBO 01 Pa3HOBUAHN HAYYHH COAPKUHHU Ol YETHPHU 00IACTH — IMHTBUCTHKA,
Hayka 3a KHIDKEBHOCTA, KYATYpOJIOTHja W METOAWKAa Ha HacTaBara — BO 23
Hay4YHd U CTPYYHH TPYAOBH IITO, CEKaKO, MPETCTaByBa €JCH HAIl MaJ MPHIIOT
KOH yHalpenyBameTo Ha Hay4yHara (DUIIOOIIKA, KYJATYPOJIOIMIKa M METOJUYKa
Mucia. 3aciIy’XHU 3a Toa ce aBropute: Buomera Jamymesa, Mapwuja JleoHTHK,
Munena Kacarocka-Uannoscka, Esen JI’Kanse-lBuuesnk, bapbapa BomanoBuk,
Banentnna MunomeBuk-CumonoBcka, Mepu bacoBcka, buijana VBanoBcka,
[Iuepuno Benyto, AnTonena 3anapara, ®panko Kocrantunu, Mapuja ['opruesa-
Humosa, Jlycn Kapanmxonmosa-Houoposcka, Kanpuje Typkan, Ampa Memuk,
Karepuna IlerpoBcka-Ky3smanoBa, Pomna BenmuxoBcka, Ctojanye Koctos,
Kamnna Munkoscka-Camyn, Exarepuna Hammuesa, [lerap Hamuues, Pea Jlyjuk,
Hypaj Kajaguou, Heyatu Jemup, Tatjana Mnuescka, Huna [lackanoBcka, Panko
Munanenocku, Mapuja I'pkoBa. HuBHuTe TpynoBu My aamoa efeH crennduyeH
Oerner Ha HOBUOT, TpeT O6poj ox ,,Ilamumriicect™.

BoommiTo He e ciry4ajHO ITO TO HaBEJJOBME TyKa CIIMCOKOT Ha aBTOPUTE
YUK TPYAOBHU ja Kpeupaa COAp)KMHATa Ha TPeTHoT Opoj oxn ,Ilammmmcect™. Toj
CIHCOK IO MOKa)KyBa C€ MOTOJIEMHUOT MHTEPEC Ha HAIM KOJEIIKH U KOJETH OJ
MakenoHwuja U 01 CTPAHCTBO J1a cOpabOTyBaaT co HAIMIECTO MET'YHAPOIHO HAYYHO
crucaHue. A TaKBHOT HMHTEpPEeC HE yBepyBa CHUTE€ HAC KaKO YPEIHHUIM JeKa
,llanmMmricecTt* co cexoj HOB Opoj ke 100MBa 1 HOB, TOBHCOK KBAJIUTET.

Panxo Mnadenocku, enagen u 002o6open ypeonux na ,, Ilarumncecm *

11



12

FOREWORD
Dear colleagues,

With the publication of the third issue, the international scientific journal
“Palimpsest” boldly and confidently steps into the second year of its existence.
The successful start with the two issues published in 2016 provides a boost and
encouragement to all of us who are engaged in the publication of this journal to
continue the efforts for its development and promotion.

The mission or the purpose of establishing such an international scientific
journal was to promote the scientific work at the Faculty of Philology in Stip and
Goce Delchev University (Stip, Macedonia), and to open new doors for cooperation
with other universities in our country and in the world, which is evident in the
composition of the Editorial board with 30 editors (university professors) from 17
countries of the Balkans, Europe and beyond - worldwide. The confirmation of
our openness for international cooperation as a faculty and as a university is the
multilingual character of the journal which accepts and publishes papers in seven
languages - Macedonian, English, Russian, Turkish, German, French and Italian
language. All this demonstrates our serious intention to create an international
scientific journal in the true meaning of these three words.

The third issue of “Palimpsest”, like the two previous issues, offers a wealth
of diverse scientific content in four areas - linguistics, literature, culturology and
teaching methodology in 23 scientific papers, which is our small contribution
to the promotion of the philological, cultural and methodological thought. The
credit for this goes to the following authors: Violeta JanuSeva, Marija Leontik,
Milena Kasaposka-Chadlovska, Evaine Le Calvé-Ivicevic, Barbara Vodanovic,
Valentina Milosevikj-Simonovska , Meri Basovska, Biljana Ivanovska, Pierino
Venuto, Antonella Zapparrata, Franco Costantini, Marija Gjorgjieva Dimova, Lusi
Karanikolova-Chochorovska, Kadrije Turkan, Amra Memi¢, Katerina Petrovska
Kuzmanova, Rodna Velichkovska, Stojanche Kostov, Kamila Mitkowska-Samul,
Ekaterina Namiceva, Petar Namicev, Rea Luji¢, Nuray Kayadibi, Necati Demir,
Tatjana Ilievska, Nina Daskalovska, Ranko Mladenoski, Marija Grkova. Their
papers give a distinctive feature to the new, third issue of “Palimpsest”.

The list of authors whose works create the content of the third issue of
“Palimpsest” is not coincidental. This list shows the growing interest of our
colleagues from Macedonia and abroad to cooperate with our international
scientific journal. And such an interest assures all of us as editors that “Palimpsest”,
with each new issue, will get a new and higher quality.

Ranko Mladenoski, editor-in-chief of “Palimpsest”
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OpuruHajieH Hay4eH TPy
Original research paper

BuoJsera JanymeBa

HPABUJIHATA YIIOTPEBA HA HABOJHUIIUTE
BO MAKEJOHCKHOT JA3UK - YCJIOB 3A CTABUJIHOCTA
HA JASUYHATA HOPMA

Ancrpakt: HcTpaxyBameTo ce OIHECyBa Ha TPETHOT DPAa3BOCH IMEpUOJ OJ
OCHOBHOTO oOpasoBanre Bo PM u mMma 3a men: na ro ucnura ogHocoT Ha HacraBHara
mnporpama no MakeoHCKH ja3UK KOH yHoTpe0ara Ha 3HAKOT HABOAHMIY; 1A TH aHAIU3Upa
NPAaBOMKMCHUTE COAPKHHU 32 HABOTHHULUTE BO YYeOHHIUTE MO MaKeqOHCKH jasuK Of
TJI€AHA TOYKAa HA HHBHATAa TOYHOCT, Ja MCIIMTAa Jallkn yHOTpe6aTa Ha HABOOJHHUIIUTEC BO
yueOHuITe 1O MaKeJOHCKM ja3sHK, Kako M BO Y4eOHUIUTE HO APYTd INpEeIMeTH €
npaBuiaHa. McTpaxyBameTo MMa KBAIUTATHBHA NapaaurMa (aHaiu3a Ha COApPXKHHA) U
JecKpUnTuBeH au3ajH. [Ipumepok ce ydeOHHIUTE IO MaKeIOHCKH ja3sUK U IO APYTH
HacTaBHU npeaMerd, HacraBHaTta mporpama u [IpaBomucor (1998 u 2015). Metoaute 3a
00paboTka Ha MOJATOLMTE U JOHECYBambe 3aKIYUYOIH Ce aHalHM3a, CHHTEe3a ¥ KOMIapanuja.
PesyaraTute O HCTPaXyBamEeTO IO IOKaXyBaaT CJIEIHOBO: Mal Opoj 4acoBH BO
HacraBHaTa mporpama 3a U3y4yBame Ha 3HAKOT HAaBOJHHUIIM, MajJ Opoj COIPXKHMHH 3a OBOj
3HAK BO yueOHHIUTE 110 MakeJOHCKHU ja3UK, KaKo U HEJOCTUT Ha 00jacHyBame 3a HeroBaTa
ymotpeba. OuekyBaHO, HABOTHHIMTE, MAaKO CE OJHECYBaaT Ha Mal Opoj MPaBOMUCHU
MpaBUiIa, HAJMHOTY ce ynoTpeOyBaaT BO yueOHHIUTE MO0 MaKeIOHCKH ja3ukK, a MOMAJKY BO
y4eOHHIUTe HO Apyrute npeiaMerd. Ilokpaj mpaBumiHata ymorpeba Ha OBOj 3HAK, Ce
3a0erexyBaaT TojeM Opoj HEIOCIEIHOCTH, Kako M NPUMEpPH Ha IOrpeliHa ynoTpeba.
OtTyKa, notpeOHa € peBH3Hja Ha MocTojHaTa HacTaBHa mporpama, Kako ¥ Ha y4eOHUIHTE,
3aIITO KBAJHUTETOT HA MAaTEPHjaIoOT OJ KOj YYCHHUIIUTE y4aT € MPEIyClIOB 3a YCBOjyBame Ha
[paBONMCHAaTa HOpMa, a Toa, IAK, BJIHjae BP3 OIPKYBAamETO HA CTAOWIHOCTa Ha
cTaHAapAHOoja3uuHata HopMma. OJ HCTpaxKyBameTo Ipou3JeryBa M HoTpebaTta of
JonoNHyBambe Ha [IpaBONMCOT cO HOBH INpaBWia 3a ymnorpedaTa Ha HABOAHULUTE BO
COTJIACHOCT CO NMOTPEOUTE Ha CEKOjIHEBHATA ja3U4HA MIPAKTHKA.

Kayunu 360poBu: HasooHuyu, yuebHuyu, HacmaseH npoyec, cmaioapoHOja3uyHa
HopMa.

1. BoBex

Ja3MYHNOT M ONIITECTBEHHOT Pa3BOj CE& HEMHHOBHO MOBp3aHH. Bo jasukor ce
pedIiekTHpaaT ONIITECTBEHHUTE TMPOMEHH OJf CUTe CcQepd Ha YOBEKOBOTO
JICjCTBYBahE¢ U TO] HCMHHOBHO C€ MEHYBa 3a Jla OJITOBOPU HAa MOTPEOUTE HA CBOUTE
KOPHUCHHUIIH. MaKeJJOHCKHOT CTaHAap/eH ja3uK, JeHeC, KAKO HOPMUpaHa BapHjaHTa
Ha ONIITOHAPOJHHOT ja3UK ¢ CTaOMIM3MpaH ja3UueH CHUCTEM W BO IMIIYBaHA M BO
roBopeHa ¢opma. Enen ox ycinoBuTe 3a OApKyBambe Ha CTa0MJIHOCTa Ha
CTaHJapJHOja3uYHATA HOpPMa € JOCJICJHOTO IOYUTYBake Ha IMPABOMUCHHUTE
npaBuiia. BaxkHO € J1a ce IIOCBETH rojeMo BHIMaHHE Ha CEKOj e O] TPaBOIMHUCOT, a
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0COOCHO Ha JEJOT INTO C€ OJHECYBa HA HABOJHHIIMTE, 3aTOA IITO BO MUIIIAHATA
MPAaKTHKa Ce jaByBaaT Pa3IMYHU pelIeHH]ja, MPOITYCTH, Ta IyPH U TPEIIKHA BO OJHOC
Ha HUBHaTa ynotpeba. [IpuunHuTe 3a Toa MOXe Aa OMAT Ol pa3jivyHa MPHUPOAA,
KaKo Ha MpHUMep, OTCYCTBOTO Ha COOABETHH IpaBuiia BO [IpaBOmUCOT, OTCYCTBO Ha
COOJIBETHU NPHUMEPH, HEMPELU3HOCT Ha MpaBHIIaTa IITO C€ BO TEKOBHA ymortpeoda,
KaKO ¥ HUBHO HETOYHUTYBAE.

AKO ce MMa TIpeJBHU]l JIeKa €lleH OJ HajBaXHHTE YCJIOBH 3a OJPXKyBame Ha
CTaOMITHOCTa Ha CTaHJapHOja3UvHATa HOPMa HA MAKEJOHCKUOT ja3UK € JOCIEeIHO
MOYHUTYBakE HA MPABONUCHUTE MpaBUia OJ HErOBUTE 300pyBayu, TOrall CTaHyBa
jacHO 30IITO OCHOBHOTO 00pa3oBaHWE € OCOOEHO Ba)KE€H NEPHOJ OJ Pa3BojoT Ha
yuenunute. Toa € mepuoj Kora YYEeHHUIMTE ce Haoraat Bo ¢aza Ha YCBOjyBame Ha
OCHOBHTE Ha CTaHIapJHOja3MYHATa HOpMa M OJ TOj IMEPUOJ 3aBHCH HHBHATA
HaTaMoIllHA TpaBonmucHa nucMeHocT. OTTyka, Mak, mpousieryBa Oapamero 3a
KBQJIUTET Ha MPABOMUCHUTE COAPKUHU IITO TM HU3Y4yBaaT YYCHUIIUTE BO OBO)]
MEPUOJ U 332 HUBHO 0COOCHO aKICHTHpame BO HACTABHHOT mpoiec. HacraBara mo
MakeI0HCKH ja3UK BO OCHOBHOTO 0Opa30BaHUE € OJ1 UCKIYUYUTEIHO 3HAYCHE, 3aT0a
IITO Taa T'M BOBEIyBa YYCHHUIIMTE BO OCHOBHUTE Ha €JIEMEHTAPHATA MHUCMEHOCT, a TOa
MpEeTCTaByBa rapaHiiyja 3a MPaBOINKCHATa MHUCMEHOCT Ha YYCHHIIUTE HE CamoO BO
HacTaBaTa Mo MakeJOHCKHM ja3WK TyKy M BO Oapamara OJf IAPYTHTE€ HACTaBHU
MPEJIMETH, HO U BOOIIIITO BO AKTUBHOCTUTE MOBP3aHU CO CEKOjAHEBHOTO KUBECHC
u paboteme. Criopeq Toa, NMO3HABAKHETO HA MPABOMKCOT € KIyYeH MPEenycioB 3a
YCHEIIHOTO THUCMEHO u3pa3yBame Ha ydeHunure. OTTyka TmpouslieryBa u
moTpebara 3a 3rojieMyBarmke Ha OpOjOT Ha YACOBHTE 32 H3YUyBamkC HA MMPABOMTUCHATE
COIIP)KMHU TIOCBETEHW Ha HABOJHUIIMNTE, KAKO U OJf HUBHA COOJIBETHOCT U
MPaBUJIIHOCT, a TOa Ke& UM T[IOMOTHE HAa HACTAaBHUIUTE MOCPUKACHO Jaa THU
peanu3upaaT aKTUBHOCTHTE M Ja OOpHAT IOBeKe BHUMAaHHE Ha HETyBame WU
KYJATHUBUPAKE HA TPABONUCHUTE HOPMHU.

HcrpaxkyBameTo UMa 3a I1eJ: Ja TO UCIHUTa OJAHOCOT Ha HacraBHata mporpama
mo MakeIOHCKH ja3uK 3a TPETHOT Pa3BOCH MEPUOJ O OCHOBHOTO 00pa30BaHHE BO
PM Bo oagHoc Ha ymnoTrpebara Ha 3HAKOT HABOJHUIM, Jila TH aHAIM3Upa
MPABOMKUCHUTE COAPXKHHM IIOCBETCHH HA HABOJHUIMTE BO YUYCOHHIIMTE IO
MakeIOHCKH ja3HK 3a TPETHOT MEPHO/] 0] OCHOBOTO 00pa3oBaHKE O] TJIeJHA TOYKa
Ha HHUBHATa MPEIM3HOCT, Ja HWCIWTA Jald ynorpedara Ha HABOJHUIIUTE BO
yueOHHIUTe 10 MaKeTOHCKH ja3uK, KaKO U BO YYCOHHUIIUTE MO IPYTU MPEIMETH OJ1
TPETHOT DPAa3BOCH IEPHOJ], € IpaBWJIHA W KOpekTHa. JlocienHata W TNpaBUIHA
MpHMeHa Ha HABOJHUIIUTE BO YUECOHUIUTE €, UCTO TaKa, TapaHIdja 3a cTabMIIHOCTa
Ha ja3uyHaTa HOpMa, HO, BO UCTO BpeMe, M MOTBpAA 32 KBAJIUTETOT HA MUIIAHUTE
Marepujaiu oJ kou ydar ydeHuinute. Ce pa3dupa, MOKBAIMTETEH MaTepujaji, BO
CMHUCJIa Ha TpaBWJIHA M JOCIEJHA ynoTpeda Ha HABOJHUIUTE, € MPEIyCIOB 3a
MPaBUJIHO YCBOjYBame Ha MPABOMKUCHATA HOPMA OJI YYCHHIIUTE INTO, CEKaKO, Ce
o/ipa3yBa Bp3 HUBHATa [IPABOMKUCHA TUCMEHOCT.

2. Pe3yaTaTu O 10CErallHU HCTPAKyBamba

Bbpojor Ha numiaHM Martepujaliu MITO C€ OJHECYBaaT Ha OJJEIHHU aCIEKTU O]
IIPAaBOIMCOT € I'OJIEM, a T0a, CEKAKO, € Pe3yJITaT Ha 3roJeMEHUOT Opoj OTCTallyBamba
O]l IPaBONKCHATa HOPMa, LITO CE OYUTJICAHHU BO MUIIAHATa NpakTuka. O MOHOBUTE
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HUCTpaxyBama c€ 3ajgpXyBaMe Ha ciegHumBe: HeratmBHarta 1ojaBa Ha
HAPYUIYBAKETO HA HOPMATa TO pasriedyBa PucroBckum Bo JlaBkoa-I opruesa
(2011). Toj ykaxxyBa Ha BUAJHMBHOT NPOLEC HA pa3rpagyBambe HA MaKEJOHCKUOT
ja3WK M cMeTa JeKa HHE KaKo KOPHCHHMIM Ha ja3WKOT, HE MOKEME M HE CMeeMe /ia
OugemMe MOMHPEHM CO HEKOM MIEBMjaHTHH jasMYHH M MPaBOIUCHHU IOjaBH BO
OINIITECTBOTO WLITO C€ 3aKOpeHyBaaT BO jaBHAaTa ped. PUCTOBCKM YKaxXyBa Ha
norpebaTta 0] HOBO aKTHBHpAmke Ha CTpydYHATa jaBHOCT, OJJHOCHO Ha moTpebaTa 3a
dbopMupame Ha eaHa odunMjanHa ApxkaBHa [IpaBomucHa KOMHCHja Koja
MEPMaHEHTHO OU r'o clie/ielia pa3BojoT Ha COBPEMEHHOT CTaHIapA, O yKaxKyBasia Ha
JIEBUjaHTHUTE TI0jaBH W OW Ipejasiaraina HOBU pemieHuja (crp. 206). Hukonoscka Bo
Jlakosa-I'opruea (2011) ce ocBpHYBa Ha akTyelgHaTra cocrojba BO Koja
(YHKIIMOHHpA HOpMaTa Ha MaKeJOHCKUOT CTaHIapJCH jasukK, T.€. HA CTUXHjaTa BO
BpCKa CO pa3BOjoT M ymorpebara Ha Hopmara. HukoioBcka amenupa Ha
BOCIIOCTABYBamkh¢ KOMYHHKAINHja U KOOpAWHANHja Mel'y Ap)KaBHUTE MHCTUTYLHH H
CTpyYmaIUTe 0] 00IacTa Ha HayKaTa 3a ja3MKOT M MOCeOHO O MaKeIOHHCTHKATA,
CO IIeJl J1a Ce 3aCUJIaT aKTMBHOCTHUTE 3a HETryBame Ha CTaHAapIHOja3MyHaTa HOpMa
(ctp. 207). Tlammea Bo JlaBkoBa-I'opfmeBa (2011) ykaxyBa Ha Toa jgeka
OTCTallyBakEeTO OJ OCHOBHOTO IIPaBOIMCHO NPaBWIIO 3a yroTpeba Ha rojgemara
OykBa € pe3yJiTaT Ha HEJOBOJIHOTO MO3HABAhE HA CONICTBEHHOT MajYlH ja3UK, KaKO
W Ha HaBJIETYBaKETO HAa HOBU 300pOBM KOM HE c€ NpeBeAyBaaT, TYKy cCe
IpeHecyBaaT OHaKa Kako INTO HajlaraaT IPaBOIMCHUTE IIPaBHIa Ha ja3UKOT OJ] KaJe
mto ce npe3emaar (ctp. 207). JIeoHTHK BO I[aBKOBa—fopreBa (2011) ro HacouyBa
BHAMAHHETO KOH MpOOJIeMHUTE INTO Ce€ jaByBaaT BO TpPaHCKpHIIUjaTa H ja
UCTaKHyBa HEONXOJHOCTa OJ JOYTOYHYBAaHkETO M  JOINOJHYBamEeTO Ha
MPaBONKMCHUTE MpaBuia Bo oBaa obmact (ctp. 207). Tacecka (2012) Bo cBojoT
MaruCTepCKU TPYA TMOKa)xyBa JieKa BUAOT U OpOjOT HA MPABONUCHUTE TPEHIKH BO
NUCMEHOTO H3pa3yBambe Kaj YUYCHHLUTE € JIeTepMHHUpaH OJl BO3pacTa Ha
YYEHUIINTE ¥ MPOCEYHUOT yCIieX Ha yueHHIUTe. Taa 3aKinydyBa JIeKa yYCHHLIUTE O
OJIleNIeHCKa HACTaBa He 3HaaT Jla TH IPUMEHAT HAaBOJIHUIUTE M JIeKa TH U30CTaBaaT
BO TEKCTOT HAIMIIaH BO JUPEKTEeH TroBop. Janymesa u JypykoBcka (2014) npeky
aHanmu3a Ha O0EMHa JHTEpaTypa yKaKyBaaT IcKa MaKO He IOCTOjaT MpaBHia 3a
ymoTpeba Ha Kocara I[pTa, Taa, Celak, ce ynoTpeOyBa BO MHIIaHATA IpakTHKa. Bo
TPYAOT Ce MOTBpAyBa morpedaTa ox moceonpaTHO HOPMHUPAHE U MPEUCIUTYBAE
Ha OJIpeJICHH TMPABOIUCHH peIlleHHja BOBEJCHU co Komudukanmjara (ctp. 505 —
522). JanymeBa u JypykoBcka (2015) mokaxyBaar neka mocrojaT rojieMm Opoj
OTCTaIlyBama O] paBUiiaTa 3a yrnorpeba Ha rojiemara u MaiaTa OykBa BO OZHOC Ha
mouMu oj obnacta Ha 0Opa30BaHMETO BO IHIIAHATAa NMPAKTHKa M yKaKyBaaT Ha
norpebaTa ol fHomosHyBame Ha [IpaBonucoT co HOBU MpaBWila M MPELU3UpaBE Ha
nocrojaute (ctp. 267 — 282). Jypykoscka (2015) Bo CBOjOT MarucTepcku Tpyxd, Bp3
OCHOBa Ha IUIIAH MaTepujajl OJf YeTUPUTE (PYHKIMOHAIHU CTUIJIOBH, IIOKaXyBa
rojeM Opoj OoTcTamyBama BO IMHIIAHATA MPAKTHKA, BO OJIHOC Ha ymnorpebara Ha
npTara u npruukara. Jaaymesa u Jypykoscka (2016), Bp3 ocHOBa Ha aHajM3aTa Ha
HacrtaBHata mnporpama M yuyeOHuIuUTe 10 MaKeIOHCKH ja3UK BO OCHOBHOTO
oOpa3oBaHue, TOKa)XXyBaaT Jcka € morpeOHa UTHA peBU3Hja HA OBHE MAaTepH]jaj,
3aToa IITO BO HUB IIOCTOjaT rojieM Opoj MPOIYCTH M HETOYHH HH(OpMaluu BO
OJIHOC Ha 00jaCHYBam-E€TO Ha pa3jiMKaTa Mery MPaBONUCHUTE M WHTEPIYHKLUCKUTE
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3HaIM, 2 BO OBaa CMHCIIA, OCOOCHO C€ WHAMKATUBHU TPEIIKHTE BO yrmoTpebara u
KJTacuUKanujaTa Ha 3HaKOT HaBOAHHUIU (cTp. 233 — 246). Janymiera (Bo peBu3Hnja)
BpP3 OCHOBAa Ha MaTepHjal OJ HOBHHAPCKHOT IMOTCTHJI MOKaXKyBa IeKa MOCTOjar
rojieMm Opoj OTCTamyBamka BO ymoTpebara Ha IpTaTa KakO IIPaBOMHUCEH U
WHTEPIYHKIIMCKU 3HAK M Ha NPTHYKATa KaKo MpaBonuceH 3Hak. HajuecTo oBue nBa
3HaKa ce 3aMeHyBaaT eJIeH CO JApYT, Oe3 Ja ce mMa MpeABH] JIeKa cTaHyBa 300p 3a
JIBA pa3IMYHM 3HAKAa, KOM MUMaaT CONCTBEHHU MPABOIMCHH MpaBwia. YnorpebaTa Ha
[pTaTa ja 3acerHyBa M ymoTpebaTa Ha HABOJHHUIIUTE KOW, BO OBaa CMHCIA, BO
JUPEKTHUOT TOBOP, YECTO CE€ 3aMEHYBaaT CO IPTHYKA.

JlaneHWoT mperiea MOKakyBa JeKa OTCTalyBamaTa OJf ja3uuyHaTa HOpMa
HAjYecTO Ce jaByBaaT KaKo pe3yJiTaT Ha HEMO3HAaBamhe Ha Pa3BOjHUTE 3aKOHUTOCTH
Ha MaKeJOHCKHOT ja3WK, Ha c¢ TMoMajara IpuWXa Ha POJCHUTE 300pyBaud Ha
MaKeJIOHCKHOT jasuK 3a MHIaHata popMa Ha ja3HKOT, OJHOCHO Ha HEMOYHTYBAkbEe
Ha HOPMHUTE Ha CTaHAAPIHHUOT ja3HK, HO, CEKaKO, C€ Pe3yJITaT U Ha HEeNPelH3HOCTa
Ha OJIpe/ICHU MPABOIUCHH MPABHJIA.

3. MeT010/10THja HA HCTPAKYBAHETO

HctpaxyBameTo MMa KBaJlMTaTHBHA Hapaaurma (aHajiu3a Ha COApPXKHHA) U
JecKpunTuBeH nu3aj. O MeToauTe 3a 00paboTKa Ha MOJATOIMTE U JIOHECYBAHE
HayYHH 3aKIy4olld ce YyhnoTrpedyBaar aHanm3a, CHHTE3a W KOMIIapanuja.
ITpumepokor ro mperctaByBaaT HacrtaBHaTa mporpama mo MakeIOHCKH ja3uK,
yueOHHIuTe 10 MaKkeOHCKH ja3uK, y4eOHUIUTE M0 APYTUTE MPEAMETH 38 TPETHOT
pa3BoeH nepuoj Ha OCHOBHOTO oOpa3oBanue Bo PM u IIpaBommcot ox 1998 u 2015
(memoT 3a HaBOAHHWIM). 3a Ja ce peaju3Mpa LenTa Ha TPYIOOT, HA IMOYETOK, ce
aHamu3upa HacraBHara mporpama mo MakeZOHCKH ja3HK 3a TPETHOT pPa3BOCH
[IEpUOJl OJf OCHOBHOTO oOpa3oBaHue Bo PM ox rienHa Touka Ha OpojoT Ha
YacoBUTE MNpPEIBUACH 3a H3ydyBame Ha HaBogHuuuTe. [loToa, ce aHanmu3upaar
NPaBONMCHUTE COAPKHUHU BO YYEOHHLUUTE MO MaKEeIOHCKH ja3WK 3a TPETUOT
pa3BoeH Mepuo O]l TJIeHa TOYKa Ha HUBHATA MPEIU3HOCT U jaCHOCT BO OJHOC HA
ucrtute npaBuna o IIpaBomucor. Ilopamu Toa mTo Bo PM, Oapem 3acera, He
rnocrojat yueOuunu mnoHoBu ox 2010 r., mpeaBua € 3eMEHO H3JAaHHETO Ha
[IpaBonmcor on 1998. [Monaramy, ce mcrnuTyBa ynorpebaTa Ha HABOJHHUIIUTE BO
y4eOHUIUTEe 10 MaKeJI0HCKU ja3uK, KAaKO U BO YUYECOHUIIMTE 110 JIPYTH MPEIMETH O]1
TPETHOT pa3BOEH MEPHOJ Of TJIeJHA TOYKAa HAa HWBHATA MPABUIHOCT M AOCIEIHOCT.
IlorBpma 3a mpaBHIHOCTa W JOCIEAHOCTa NPETCTaByBaaT IIpaBHjaTa BO
[IpaBonmcor ox 1998. Ha kpaj, mopamud TroneMoTo 3HaYewe, ymorpebata Ha
HaBOJHHIIMTE BO YYEOHUIIUTE CE IMOCTaByBa BO KOHTEKCT HA HajHOBOTO M3/IaHUE Ha
[IpaBonucor (2015).

4. Pe3syaTatu M IMCKycHja

4.1. HactaBHa nporpaMma no Make/oHCKH ja3uK 3a CeAMO OJj1eJIeHue

Bo oBaa HacraBHa mporpama ce HCTaKHyBa OCIIOCOOYBAa-ETO HA YUECHHIUTE 32
IpUMEHa Ha MAaKEeJOHCKHOT jasMK BO CHTE BHMJOBHM KOMYHHKallMja, Kako M JeKa
»IpeaMeror MakeJToHCKH ja3HK CO3[aBa OCHOBAa 3a IMpHMEHA Ha 3J00ueHHTE
3Haewma 3a CcraHiapaHojasMdHara HopMma...“ (HacraBma mporpama, 2008a, ctp. 3).
Bo IIporpamara ce McTakHATH M LIEJIUTE HAa HacTaBara 1Mo MakeJOHCKH ja3uk 3a
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Pa3BOJHUOT MEPHOJ OJ CEAMO JIO ACBETTO OJielieHHe. Mery Jpyroro, ce oueKyBa
YYEHHUKOT IPaBUIIHO J1a T'M ynoTpeOyBa npaBonucHuTe Hopmu (HactaBHa nporpawma,
2008a, ctp. 4). Ho, pazouapyBa (akToT IITO Mely LeJUTe Ha HacTaBaTa 3a CeIMO
ONJIeNICHNe, HUTy €AHa He ce oaHecyBa Ha mpaBonucor (HacraBHa mporpama,
2008a, ctp. 5). [lonaramy Bo mporpaMckoTo mojapadje Ja3uk, ce riiefa Jeka e
3acTalieHa caMO e€JHa IPaBONKCHA COApXHHA © Toa ymorpebara Ha
WHTEPIYHKIUCKUTE 3HAlW: IpTa, LPTHYKA, 3arpagd, SBE3AMYKa, amnocTpod.
KoHnkperHuTe nmenu 3a oBaa HacTaBHa €AMHHUIIA IOKaXyBaaT IeKa Ce OYeKyBa
YYEHHKOT Jia TH pa3INKyBa IPAaBONMCHUTE W WHTEPIIYHKIHNCKHUTE 3HAIM W JIa 3HAe
NPaBUIHO Ja THW ynorpedyBa MHTEpIYHKLUCKUTE 3HAUM. Bo pamkure Ha
aKTUBHOCTHTE HA 4YacoT, ce IpernopadyyBaar Be:KOM 3a IpaBWIIHA ymoTpeda Ha
HaBEJCHUTE 3HAIIM BO MHCMEHOTO u3pazyBame (HactaBHa mporpama, 2008a, cTp. 6
-9).

4.2. HactaBHa nporpamMa no MakeJoHCKH ja3HK 3a 0CMO o//leJIeHHe

Mery nenuTe Ha HacTaBaTa BO OCMO OIJEJICHHE, CaMO €lHa ce OJHEecyBa Ha
MPABOIUCHATE COJIPXKHHU, M TOa YYEHHKOT Ja C€ OCHOCOOM IPaBHIHO Ja TO
MIPUMEHYBa MMPaBOIKCOT Ha OJAeNHN (opMHU, TIpH yrioTpedara Ha j, Jb, b, B, §, 1, K,
r 1 x (HacraBna nporpama, 20080, ctp. 4). Bo mporpamckoro moapadje Jasuk,
3acTalleHa € caMo eJ[Ha IIPaBOIMHCHA COAPKIHA KOja ce OJHECyBa Ha IIPABOIHKCOT Ha
(bopMH cO OBHE ITIaCOBH, LITO € HABEICHO M BO KOHKPETHUTE IieNi. Bo pamkure Ha
aKTHBHOCTHTE Ha YacoT, C€ IpermopadyBaaT BeKOHM Ha OIHAIpEX MOATOTBEHU
TEKCTOBH CO TPEIIKM KajJe CE¢ HENPaBUIHO HANWIIAHU I HEHANUIIAHW OBHE
cornacku (HacraBna mporpama, 200806, ctp. 5 — 8).

4.3. HactaBHa nporpama no MakeJI0HCKH ja3uK 3a /IeBeTTO Oj/1eJieHue

Mery nenure Ha oBaa [Iporpama, camo eiHa ce 0JlHeCYBa Ha MPaBOIIMCOT, U TOA
YY4EHUKOT Ja ce OCrmocoOM TPaBWIIHO N1a TH ymoTpeOyBa HMHTEPIYHKIUCKUTE H
MPaBOMMCHUTE 3HAIM, HO HE € HaBeleHO 3a KOW 3Hamu cranyBa 300p (HacraBha
nporpama, 2009, ctp. 4). Bo nporpamckoro nozapayje Jasuk BO KOHKPETHHUTE LIEIH
ce OdYeKyBa YYEHHKOT Ja 3Hae Jia TNpaBHW pa3lInka Mery TpPaBONUCHUTE U
MHTEPIYHKIUCKUTE 3HALld, a BO PaMKUTEe Ha aKTUBHOCTUTE C€ IIperopadyBaatr
BexXOM 3a HHBHA ynorpeda, HO, IOBTOPHO, HE € HABEJCHO 3a KOW 3HAIM CTaHyBa
300p (HactaBHa nporpama, 2009, ctp. 6 — 8).

[Ipernenor Ha HactaBHata nporpaMa no Make10OHCKH ja3HuK 3a TPETHOT Pa3BOCH
nepuoJl TOKaXyBa Jeka OpojoT Ha YacoBH TMPENBUACH 3a H3y4yBambe Ha
IIPaBOIMCHU COAPXKMHU € He3HauuTeleH. AHanu3aTra IIOKaXyBa Jieka ce
NPEIBUACHU CAMO TPU NMPABOMKMCHHU COAPXKHUHHU (IO €IHA BO CEIMO, OCMO U JEBETTO
OJIJICJICHNE), @ CaMO €HA OJ] HUB CE€ OJHECYBa Ha pa3jinKaTra Mery IMpaBOIUCHUTE U
WHTEPIYHKIMCKATE 3HamM (BO Koja, cekako, Tpeba Ja ce cIoMeHar u
HaBOJHHLIMTE), HO, 32 JKaJ, HE € HaBeJEHO 3a KoM 3Hauu craHyBa 300p. OTTyka,
npousierysa W OapameTo 3a peBu3Mja Ha HacraBHaTa mporpama, 3a
KOHKpeTH3allyja Ha pa3jiukaTa Mely IIpaBOIMCHUTE U MHTEPIYHKIUCKUTE 3HALY, 32
aKLUEHTHPamke Ha 3HAYCHETO HAa HABOJHMILIUTE, KAKO U 3a 3rojieMyBame Ha OpojoT
Ha NMPaBOMUCHU COJPKHIHU.
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5. YyeOnuuu no MakeI0HCKH ja3uK 3a ceIMO O//1eJIeHne

Yyebnukor mo MakenoHckn jasuwk (JlumkoBcka, L[BeTKOBHK) BO menoCT €
Hanuiian crnopen HactaBHata mporpama 3a ceiMO OJIICJICHUE U COAPKH CaMo eHa
MPaBOMKCHA COJIPXKMHA MITO C€ OJHECyBa Ha IPABONHMCOT Ha 3HANUTE: IPTa,
UpTHYKA, 3arpajad, SBe3AWdYka arocTpod. HaBomHuIMTE BOOMIITO HE cCe
cnoMeHnyBaat (ctp. 163 — 164). YueOHukot Ha Benkoa u JoBaHoscka (2009), ncto
TaKa, COJIP’KM CaMo €IHa MPaBOIMHCHA COAPKMHA IITO CE OJHECYBa Ha HaBEACHHUTE
3Hanu. Y BO HEro HaBOAHMIIMTE BOOIIIITO HE Ce ClIoMeHyBaar (ctp. 122 — 124).

5.1. YueOonunu no MakeIoHCKH ja3uK 32 0CMO O//IeJIeHHE

Bo yueOnukoT Ha bornanoscku (ctp. 36 — 39) u Ha bojkoBcka u np. (2009, ctp.
80 — 87), 3acTtamena e caMO eJHa MPaBOMKMCHA COJAPKMHA, U TOA OHAa Koja ce
3abenexyBa Bo HactaBHara mporpama 3a ocMO OJJC/ICHHE, a Toa € MPaBOMKC Ha
(dbopMH IITO TM COJAPKAT COTNIACKHUTE ], Jb, B, K, I, 11, B, . Bo yueOHUKOT Ha
BenkoBa u JoBaHOBcKa, (CTp. 52 — 53) 3acTaneHu ce caMo YETHPU COIVIACKU j, Jb, B
U B, a IPEOCTaHATHTE, IITO CE 3aCTAlICHH BO JPYTHTE Ba yueOHHKA, MpernopadyaHu
u B0 HacraBHara mporpama He ce 3actraneHu. HaBonHunure, BO OBHE Y4eOHHIIU, HE
ce CIIOMEHyBaar.

5.2. YuyeOouunuu no Make0HCKH ja3uK 32 1eBeTTO oJ/eIeHHe

3a neBeTTo ojJeNeHue JOCTaleH € caMo yuyeOHUKOT Ha BenkoBa u JoBaHOBCKa
(2010, crtp. 46). Bo wHero camo Ha engHa cTpaHuna ce HaOpojyBaar
WHTEPIYHKIUCKUTE 3HAIM, @ ME'y HHB Cc€ CIIOMEHyBaaT HaBoaHUIuTe. [loToa, camo
CO elHa peuyeHHlla ce YKaXyBa JeKa HEKOM MHTEpIYHKLHCKH 3Halu ce
ynoTpeOyBaaT Kako IPaBOMKCHU, & BO IPOJOJKCHUE Ce HAaBEIEHH CUTE.

[Ipernenor Ha yuyeOHMINTE MOKaXyBa JeKa ce THE M3pabOTCHH BO COTIIACHOCT
co HacraBnara mporpama, rna ocranyBa Jia ce 3aKkJy4H Aeka OpojoT Ha MPaBONUCHU
COJPKMHHU € HEe3HAUUTENIeH. AHAIM3aTa MOKaXyBa JIeKa caMo BO JIEBETTO OJIJICHHE
ce CIIOMHYBA 3HAKOT HABOJHUIIM, HO 00jaCHYBamETO € MHOTY KPATKO U MOTPEIIHO
3aToa IITO HABOAHUIIMTE HE c€ ymoTpeOyBaaT Kako MPaBOIMHUCEH, TYKY caMO Kako
naTepnyHkunuckn 3Hak. ([IpaBommc, 1998, ctp. 140 — 146).

5.3. Ynorpe6a Ha HABOAHUIIUTE BO YueOHMINTe M0 MaKeJOHCKH ja3uK U MO
JAPYTd HACTABHM MpeAMETH 32 TPETHOT Pa3BoeH NMepuoj

Bo mponomxeHne ce HaBeiyBa BO KOHM CiIydad HajdecTo ce ymnoTpeOyBaat
HABOJHUIIMTE M CE UCIIUTYBA JJAJIU € Taa yrnoTpeda BO COTIIACHOCT CO MPAaBOMMCHUTE
Hopmu. (ITpaBomuc, 1998, ctp. 140 — 146). UcTo Taka, ynmorpedaTa Ha HABOIHHUIIUTE
ce pasriieJlyBa BO KOHTEKCT Ha HajHOBOTO m3nanue Ha [IpaBomwucot ox 2015 r. u ce
aHANM3MpaaT HEKOM OJI ITpaBUIIaTa.

5.3.1. Touna ynorpe6a Ha HAaBOAHHUIUTE

Bo HaBOIHUIM Cce CTaBaaT: a) HACJIOBU Ha JIUTEPATYPHU TBOPOH O] JOMAIIHU U
CBETCKH aBTOpH (MUTOBH, IIECHH, PacKa3d, pOMaHH, ApaMH, pPaguoJIpaMH), UMUbA
Ha YJIWIY, UMHBAa Ha (UIMOBM, Ha TEKCTOBHM, Ha Harpaad, Ha YYHJIHMILTA,
KOIIapKapCKu KIyOOBH, Opa, HATIPEBApH, My3WYKH KOMIIO3HMIIUH, IHECH, OIEPH,
IIECHH, Mjy3UKJIM, HEBJIAQAMHU OpraHU3alMd, JOMAIIHU M CTPAaHCKU INpOorpami,
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JIeKJIapalnu, JETCKA XOPOBH, KYIATYpHH TOMOBH, U3BJIONU OJ JUTEPATypHU Jena.
(bojkoscka u np. 2009, ctp. 5, 9, 16, 17, 23; JIumkoBcka, l[BeTkoBHK, cTp. 56, 66,
74, 85, 100, 156, 184; Benkoma, JoBanoscka, ctp. 5, 10; BenkoBa, JoBaHOBCKa,
2009, ctp. 9, 17, 68; bormanoscku: ctp. 4, 34, 58, 97, 98, 115; TpajkoBa-KocToscka
u np., 2010, ctp. 14, 41. 43, 44, 73; Benkona, JoBaHoBCKa, cTp. 118; fopfeBHR: 14;
Kapananuyescku, bemuecka-Kapamanescka, 2010, crp. 77, 105; Jdumosa u np.,
2010, crtp. 22, 25, 26, 41, 64, 69, 104; TumoBa u ap., 2010a, ctp. 6, 11, 48, 52, 54;
VYrpunoscku, Bacunecku, ctp. 22, 63). Bo I[IpaBonucot (1998, ctp. 141, 1. 389 a)
Mery CiydauTe Kora ce ynorpeOyBaaT HABOJHWIIM HE CE€ CIOMHATH HEKOW O]
ropeHaBe/ieHHTe mpuMepu. Meryroa, cuHTarmara ,u JAp.“ BO TOYKa a oOf
MpaBUIIOTO, Kako u ,uTH.“ ox IlpaBommcor om 2015 (ctp. 124, 1. 300)
MPETCTAaByBaaT IOTBpJAa JCKa W THE C€ BKJIydyBaaT BO CJydyad Ha TMpaBHUIIHA
ynotrpeba Ha HaBoAHMIUTE; §) 300pOBM KOM cakaMe Ha HEKOj HAYMH Ja THU
ucrakueme. (bojkoBcka u ap., 2009, ctp. 21; JJumkoscka, llBeTkoBuk, ctp. 41;
BenkoBa, JoBanoBcka, ctp. 63; BenkoBa, JoBaHoBcka, 2009, ctp. 152; Temkos,
2010, ctp. 6; Mapkocku, 2010, ctp. 64; Yrpunocku, Bacumecku, ctp. 9, 32;
Kapamanniecku, bemdecka-Kapamannescka, 2010, crp. 3, 29; KapamaHyescku,
Bbenuecka-Kapananyescka, 2010a, ctp. 21; lumosa u ap., 2010, ctp. 37; AumoBa u
ap. 2010a, ctp. 65). OBa mpaBuno Bo IIpaBomucor ox 1998 He mocrom, HO €
BKurydeHo Bo I[IpaBommcot ox 2015 (ctp. 124, 1. 299 a un 6). Axo ce nma npeaBun
JeKa yuyeOHUIUTE ce HalUIIaHU Ipe] u3jierysamero Ha [IpaBomucor ox 2015 r.,
TOTall € jaCHO JieKa aBTOPUTE HE MOXKEJe Ja r0 MMaar MPEeABH OBa MPaBUIIO, HO
JIeKa, Celak, ja TOYyBCTBYBaJie moTpebaTa oA ymorpeba HA HABOTHUIIM 3a Ja
WCTaKHAT WJIM HarjiacaTt oJipelieHu 300poBu. BkilyuyBameTo Ha OBa MPaBHIIO KaKO
3aceO0Ho BO IlpaBomucor ox 2015 e, cexako, pelieBaHTHO 3a MUIIAHATA MPAKTHKA.
Ho, on apyra cTtpana, Moxe J1a ce Kaxe JieKa € IIPaBUI0TO IPEMHOTY OIIITO U JIeKa
IIOCTOM MOXKHOCT JIa C€ CTaBaaT BO HaBOJHHUIM 300poBu kou cnopen [IpaBomucor
He Tpeba Ja ce craBaaT BO HABOJHUIM, HA MPUMEP, OMIITOMO3HATA H3Pa3Uu U
nocioButu (IIpaBommme, 2015, crp. 123, 1. 295), ox enHocTaBHa MpUYMHA OITO
criopeji JIMYHOTO BHJyBamke Ha aBTOPOT Tpeba aa ce Harmacar. [lanu, BO 0BOj
cilydaj, CTaHyBa 300p 3a TOYHA HJIM MOIpelIHa yrnoTpeba Ha HaBogHunure? OTTyKa
MpPOU3JIEryBa MoTpedara 3a Mpenu3upame Ha HOBOTO MPaBUIIO.

5.3.2. HegocienHoCTH NpH ynoTpedta Ha HABOAHUIIUTE

Bo oxnoc Ha ynorpebara Ha HAaBOJHUIIUTE BO yueOHHIHMTE ce 3alesexyBaar
rojieM Opoj HexocieqHoCTH. IMEHO, Ha €JHO MECTO BO YUEOHUIIUTE, BO HABOHUIIU
ce cTaBaaT W3BaJOLM, Ha NPHMEp, OJ MECHU WIM pacKkasH, a Ha APYro MECTO, BO
HCTHOT CJIy4aj, BO M3BaJOK OJ] IECHA M BO HACJIOBOT Ha MIECHATa MM PackaszoT HE ce
yHOTpeOCHN HaBOAHUIM. Min, nMIBbaTa Ha TUTEPATypHH Jella BO UCT yU4eOHUK Ha
€IHO MECTO CE HABEJCHU CO HABOIHUIIHU, HA IPYTO MECTO CO KOCH OYKBH, a Ha TPETO
MecTo co 3anebenenn Oykeu. MMa cityyan Kaie UMETO € HaBEICHO M CO KOCH H CO
3anebeeHn OyKBU WIIM € CTaBEHO M BO HABOJHHIM U TMPENAJCHO CO KOCH OYKBH
WM co 3anebeneHn OykBu. M moxpaj Toa IITO OBa HE MOXKE Jla C€ TPETUpPA KaKo
rpeika Bo ymorpebara Ha HABOIHHIUTE, CEMaKk BaKBaTa HEIOCIEAHA ymoTpeba, BO
rojemMa Mepa, Bivjae Bp3 MUIIAHATA MPAKTHKA Ha YYCHHUIIUTE, KO, OJ1 CBOja CTpaHa,
Moke na Oujar u 30yHeTH 3a Toa Janu Tpeba Wi He Tpeba Ja ce ymorpebar
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HABOJHHIIA BO KOHKPETHHOT CiIy4aj. BakoB BUI HEIOCIEIHOCTH ce 3a0enexyBaar
Ka] MMHIbA Ha JIMTEPaTypHHU Jella, CIWKH, aHCaMOIM, LPTEXH, TEIEBHU3UCKU
€MUCUHU, HAy4YHH CHUCAHHWja, KHHUTH, (PECKH, MY3UIKH KOMIO3HUIIMH, MY3UIKH
Manugecranuu, onepu, cumbponun. (bojkoscka u ap. 2009, ctp. 8, 9, 16, 74;
JumxoBcka, [{BeTkoBuUK, cTp. 15, 75, 194; Benkona, JoBaHoBcka, ctp. 7, 8, 10, 54,
65, 92, 93; bormanoscku, ctp. 7, 21, 55, 103; dumona u ap. 2010 a, ctp. 24, 45;
Opnaes, Opaes, 2010, ctp. 15; Opaes, 2009, ctp. 12, 44; Ilumosa u ap., 2010a, ctp.
9, 13, 55, 61, 64, 72, 77; Benkosa, JoBanoBcka, 2009, ctp. 7, 21). Bo IIpaBonucor
on 1998 (ctp. 142, T. 389 6) ce ykaxyBa Ha TOa JIeKa HABOJHUIIUTE MOXE Jia Ce
UCIYIITAaT aKo OJ OKOJHHOT TEKCT Ce€ 3Hae Ha INTO Ce OJIHECyBa MMETO, a KakKo
NpUMep Ce HaBEJICHW UMHUIbaTa Ha KIyOOBUTE M Ha jiureparypuute nena. Oma
yKaxyBame ce moTBpayBa u co IIpaBonucor ox 2015 (ctp. 125, 1. 302) xane ymre
Ce MCTaKHyBa JieKa HABOJHHUIIUTE MOXKE Jia C€ MCIYIITAT U BO CIy4aj KOora UMETO €
03HAYCHO HAa HEKO] JIPYr HAYWH, CO 3aTEMHETH, KOCU WM MOJBJICYCHH OYyKBH, a
Kako MpHMep Ce HaBEJEHH CIOPTCKH ApPYINTBA, (UIMOBH, KHUTH, BECHUIM W
CEKaKOB BHJ 3ApYyXeHHja. Moxe J1a ce TBPAH JeKa aBTOPUTE Ha YYEOHHIIUTE TO
nMajse npensun npasuwioto ox [IpaBomucor ox 1998. MeryTtoa, oBa mpaBmiio, Kako
u 1toa BO IIpaBommcor ox 2015 moxe na noBele IO CEPUO3HO HapylllyBame Ha
MpaBOMKCHATA HOpPMa BO OJIHOC Ha ymoTpebaTa Ha HaBOAHUIMTE. Bo mumranara
MPAKTHUKa CEKOj aBTOP, BP3 OCHOBA Ha OBHE JBE MpaBUjIa, MOXKE Ja TBPJH JIeKa HE
ynotpeOyBa HABOJHWIM 3aroa INTO CE 3Hae WM ce€ Tojapa3dupa Ha INTO ce
oJlHecyBa MMeTo. Bo Taa cmuciia, ocTaHyBa OTBOPEHO MPAIIAKETO 33 TOA BO KOU
ciiydau Ou ce ynoTpeOyBajie HABOJAHUIIUTE U 33 TOA ITO OM UM KakaJl HaCTaBHUKOT
Ha YYEHUWIIUTE 3a ynorpedbara Ha HaBOJAHWIIMTE, 3alITO Heynorpebda Ha
HaBOJIHUIINTE, HA IPUMEP, BO UME Ha MIeCHA, MOXe Ja 3HaYd U JeKa YICHUKOT He TO
3Hae MpaBWJIOTO 32 HUBHA ymoTpeba. McTo Taka, MOXe J1a ce CIlydd HAaBOJHHIINTE
Jla ce M30CTaBaTr BO CJIy4aj Kora ce nmpeaaBaaT 300pOBH Taka Kako IITO C€ UCKAXKaHH
Y HAIMIIAHU, 3al1TO aBTOPOT MOXKE JIa IPETIIOCTaBH JIeKa BO TO] CIy4aj Ce 3HAC WU
ce moapazOupa aeka Tpeba na ce ymoTrpedar HaBOIHHWIM. YIITE TIOBEKE OBa ce
onnecyBa Ha touka 302 on IlpaBomucor om 2015, Bo koja ce Benu Jeka
HABOJHMIIUTE MOYXE J1a CE M30CTaBaT akKo UMETO € Ha HEKOj IPYr HauyuMH O3HA4YCHO,
CO KOCH, TIOJIBIICYEHHM WM 3ajaebeneHn OykBu. Toa 3HauM Jeka ako MMETO Ha
NecHaTa, Ha TpUMep, € HaIUIIaHO COo 3ajie0esieHn OYKBU, HE MOpa Jla C€ CTaBU BO
HaBOAHHUIHU. [IOBTOpPHO, BO IITO K€ C€ COCTOM NMOYYyBameTO HAa HACTABHHUKOT BO
oJIHOC Ha ynoTpebaTta Ha HaBogHHUIKUTE? VM HACTaBHUKOT Ke IMOoydyBa 3a Toa KaJie
He Mopa Ja ce ynorpebaTt HaBogHunute? Kako u Ja €, uako JBETe MpaBujia UMaaT
COTICTBEHA JIOTHKA M CE€ OJHECYyBaaT caMO Ha MMHIba, THE MOXE Jla MpeIn3BUKaAT
CEpPHO3HM TPOOJIeMU BO MpaBWjaTra 3a ynorpeda Ha HABOJHUIUTE, OCOOEHO BO
HacTaBaTa 1mo MakelIOHCKH ja3uk. Bo mpuior Ha oBa TBpJCHE, CEe HaBeayBa
cinenHoBo. MMeHo, BO y4eOHMKOT Ha bBOTJaHOBCKM IMOJ WMETO Ha CIIMKaTa €
Hanumano Tunmjan: JleBojka mpen oriaemaso (ctp. 51), 3HaUM u UMETO HaA
aBTOPOT U MMETO Ha CIMKaTa ce JajJieHu co 3ajcOencHu OykBu. OTTyKa, HE € jJaCHO
ITO € TOa IITO CE Mo/Apa3oupa M IITO Ce 3Hae OJ OKOJHHUOT TeKcT. M3ocTaBameTo
Ha HABOJHHUIIUTE BO OJIHOC HA UMHUHbA KOTA CE THUE HA HEKOj JAPYr HAYMH O3HAYCHU
ce HaBeIyBa Kako MPaBHJIO BO HOBOTO m3naHue Ha [IpaBommcoT. ABTOpHTE TOA HE
MOXKEeJie Ja r0 MMaar MpeABHJ, 3aIITO Y4eOHWUIMTE BO TEKOBHA ymorpeba He ce
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noroBu o7 2010 r. OTTyka, MOXe Ja Ce IOCTaBH MPAIIAmETO 33 TOA 30LITO
aBTOpUTE ynorpeOyBaar 3ane0esieHH MM KOCH OYKBM, KOTa Ha paclojlaramke UM
CTOjaT HABOJIHUIIUTE.

5.3.3. Ilorpemna ynorpe6a Ha HABOJHULUTE

ITorpeninara ynorpeba Ha HaBOJHUIUTE Ce 3a0elieKyBa BO HEKOJIKY CIydau U
ce o/iHecyBa Ha ymorpeba Ha HECOONIBETEH KOMIjyTepCKH (OHT WM, TaK, Ha
HEMOYUTYBakhe HA HOpPMAara: a) HECOOJIBETEH KOMI[jyTepcku (oHT: ,, "
(bojkoBcka u zip., 2009, ctp. 8; JlumkoBcka, [[BeTkoBuUK, cTp. 9; BormanoBcku, cTp.
59). Unu, nax: ,, ... . (TpajkoBa-KoctoBcka u ap., 2010, ctp. 6, 13, 14, 15, 24, 27,
28, 29, 32; bormanoBcku, ctp. 94; Kapamanpescku, bemuecka-Kapamanyescka,
2010, ctp. 3, 39); 6) u BIC3HUTE W M3IE3HUTE HABOJIHUIM CC HANTUIIIAHU TOPE W Ha
MOYETOKOT M Ha KPajoT O] UMETO U TOA BO MME Ha CJIMKA, Ha pacKa3 M CO MOTpelleH
¢dont: " ... ". (Benkosa, JoBaHoBcKa, cTp. 55; bormanoscku, ctp. 52, 90; I1aBnos,
[TaBnos, ctp. 54, 105; Jumosa u ap., 2010, ctp. 58; JJumona u ap., 2010a, ctp. 43;
Jumkoscka, I[BeTkoBuK, cTp. 93); B) cO Npa3HO MECTO IO BIIE3HHTE M TpPEI
mne3nute HaBogHUIM. (bormanosckwm, ctp. 133); r) co mpasHO MECTO MO BIC3HUTE
HaBoguunu. ([Jumosa, 2010a, crtp. 60); a1) ce Oapa na ce Hamuiie NecHa Ha
OJIpe/icHa TeMa MJIU CO OJIpEeJIeH HAcllOB, a TeMaTa WM HACJIOBOT CE CTaBEHH BO
naBoauunu. (bojkoscka u ap. 2009, crp. 29; Iumkoscka, llBeTkoBuUK, cTp. 46, 56,
65; BenkoBa, JoBanoBcka, ctp. 17; BenkoBa JoBanoscka, 2009, ctp. 108;
Borganoscku, ctp. 12; Yrpunocku, Bacunecku, ctp. 36; Jumosa u ap., 2010a, ctp.
25). Hako e onmiTo mo3HATO JcKa HACIOBOT Ha TeMaTa HE Ce CTaBa BO HABOIHHMIIH,
cemak, BO HH3a Ciy4al HaBOJHHIIUTE C€ YNOTpEOCHH BO BaKOB CIIy4aj.
EnuHcTBeHOTO 00jacHyBame € Jieka aBTOPUTE TM UCKOPUCTUIIC HABOJHULIUTE 32 Ja
ja Harmacar wWiM Aa ja wcrakHar Temara. Op apyra cTpaHa, oBa IOBTOPHO ja
NoTBpyBa morpedara oj mperusupame Ha npasuioro o [Ipasomucor ox 2015
(ctp. 124, 1. 299 a u 0); F) He ce CTABEHH BO HABOJHUIIU, HUTY CO 33/IcOCIICHU, HUTY
CO 3aKOCEeHU OyKBH: M€ Ha HAI[MOHAJIeH MapK, M€ Ha JIeJ0, packas3, MaHacCTHp,
W3BaJOLUU OJ mecHW, uMe Ha ¢unM, dectuBan, ¢padbpuka. (Benkosa, JoBaHOBCKa,
2009, ctp. 60, 93; bormanosckwu, ctp. 68; Opnes, Opaes, 2010, ctp. 15; [IumoBa u
np., 2010a, ctp. 22, 40, 45; I1aBnos, [1aBnos, ctp. 131); €) co mpa3HO MecTO MO
BJIC3HUTE HABOJHUIM, a U3JIE3HUTE C€ IMOCTaBeHHW noiy: ,, Moct Bo Jlaurmya,,.
(bormanoBcku, crp. 2, 61); Cnopex IlpaBommcoT omnmTono3HaTH MOTOBOPKH,
M3pasu M MOCIOBUIM He ce u3nenyBaar co HaBoguuu (IIpaBomuc, 2015, ctp. 123.
T. 295). Ho, uma ciayyau Kajie ¥ NMOrOBOPKM M TaTaHKU CE CTAaBEHU BO HABOHMIIH,
HajBEpPOjaTHO 3a Na ce HWcTakHar u Harjacar. (BemkoBa, JoBaHoBcka, ctp. 32;
Temkos, 2010, ctp. 53). OBa e ymire enHa MOTBpAA 3a MoTpedaTa 01 MpeUU3upamke
Ha nipaBuioto. (IIpaBomuc, 2015, ctp. 124, 1. 299 a u 6).

5.3.4. HenocToewe HA NPaBUJIO

Bo IIpaBommcot ox 1998 u ox 2015 r. He MOCTOM MPABWIIO TITO PETYIHPa KaKO
Jla ce IoCcTalyBa CO H3BaJIOKOT OJf TIECHa BO OJHOC Ha HaBogHuIuUTe. Bo
WCIUTYBaHUTE MaTepHjald Ce CpekaBaaT IBOJHM peIleHHja, Aypd U BO HCT
y4eOHUK: a) BJIE3HW HABOJHHIIM, ITOYETOK HA M3BaJOK, M3BaJOK, TOUKA, a IMOTOA
W3IIE3HUTE HaBOJHUIM: ,, Bunun ... s)xanba.“. (Benkosa, JoBanoscka, 2009, ctp. 5,
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22); 0) BIEe3HW HABOJHUIIH, MTOYETOK Ha M3BAJIOK, M3BAJI0K, HABOJHUIIU, 1A TIOTOA
touka. (Benkosa, JoBanoscka, 2009, ctp. 49; bornaHoscku, ctp. 6; JlumoBa u ap.
2010, ctp. 43). OcranyBa Ja ce KOPUCTH OJpE/eHa JIOTUKA U J]a Ce KaXke JIeKa IIITOM
ce MOYHyBa CO HABOJHUIIM, CE 3aBPIIyBa CO HABOTHUIIM, I IypH IOTOA CE CTaBa
Touka. I[IpakTukaTa Tpeba a ro HOTBPAM WM JEMaHTUpa OBa peueHue. Onmro e
Mo3HAT (PAaKTOT A€Ka HABOJHUIIMTE BO aHTIMCKHOT ja3HK Ce MpeJaBaaT Ha IOMHAKOB
HAa4YMH OTKOJIKY BO MaKeJIOHCKHOT ja3WK, OJJHOCHO BJIE3HUTE C€ MUIIyBaaT Tope Ha
MOYETOKOT, a U3JIe3HUTE, UCTO Taka, Tope Ha KpajoT. Bo yuebuuuute no Mysnuko
o0Opa3oBaHUe, aBTOPUTE TH YIOTPeOHIIe HABOAHUIINTE HA HAYMH IITO TPEAN3BUKYBa
JWIEMH WM OTBOpa MOXKHOCTH 3a BOBelyBame Ha HOBO mpaBuio. Mmumara Ha
MEJIOAUUTE, IIe3-MeJIOAUNUTE, TECHUTE, CTHJIOBHTE BO My3HMKara M CJI. Ha
MaKEeJIOHCKH ja3uK, MPABWIIHO CE MMOCTaBEHH BO HABOJIHUIM CIIOpE] HOpMaTa BO
MaKeJZOHCKHUOT ja3uk. MefyToa, UMa UMHba Ha MEJIOJUHU U €1eH CTHI BO My3HKaTa
IITO C€ HAaNWIIaHW BO OPUTHHAI HA aHTJIMCKU ja3UK UM BO HHUB ce ymoTpeOyBaar
HABOJHUIIM CIIOPE] HOPMHUTE BO aHINIMCKHUOT ja3uk: “Blue Bossa”, "rock’n’roll",
“Hello”. (IumoBa u ap., 2010, ctp. 112, 115, 116; lumosa u ap., 2010a, ctp. 36).
OTTyKa ce TOCTaByBa MpANIambEeTO Jald € NPAaBONUCHO HMHUI-aTa Ha IIECHUTE
JIaZICHW BO OPUTHHAJI /1a C€ TPaHCKpHOMpaar, a moToa Ja ce yrnoTpedaT HaBOJAHHULIN
CIopell HopMaTa BO MaKeIOHCKHOT ja3uK WM, [IaK, Ce J03BOJIyBa yrnorpeda Ha UMe
BO OpPHUTHHAJ M HABOJHHIM CIOpE] HOpMaTra BO TYIHOT ja3uk. Bo IlpaBommcot ox
1998 u 2015 r., ucTo Taka, HE MOCTOW MPABWIO IITO PEryjupa Kako Tpeba Ja ce
MOCTalM BO OAHOC Ha HABOJAHMLIUTE BO Cly4yaj Kora JUPEKTHATa ped 3aBpLIyBa cO
uMe 1ITo, cropex [IpaBomucor, Tpeda a € cTaBeHO BO HABOMHUIH: ,,Onam BO (UMe
Ha kadyne) ,,Cxanman‘?. Jlanu Ha MECTOTO OJ1 MpAIIaTHUKOT Tpeda MOBTOPHO Jia ce
nocTaBaT HABOJHHMIM 3a Jla Ce 3aBPILU AUpeKTHaTa peu? Bo oBoj ciydaj, MoxkaT aa
ce HaBeJaT HEKOJKYy pelIeHHja: HajeJHOCTaBHO € HMMETO Ja HE c€ CTaBa BO
HaBOJHHILIM, [TOJ] IPETIIOCTABKA JIeKa ce 3Hae Ha IUTO ce OJHECyBa, HO IOrope Beke
ce CIOMHA JieKa € Toa MpoOJeMaTHYHO O TIOBEKE acIEeKTH; UMETO MOXE Ja ce
rpefage co 3aKOCeHH, 3anedesieHH M TOTHPTaHu OYKBM 3a Ja ce u30ersar
HABOJHUIIMTE U TUPEKTHATA ped Ja 3aBPLIM CO HaBOJHUIIM, HO U OBOj HAYMH HE Ce
MMOKa)XXyBa Kako 0COOEHO IMOTOAEH; UMETO MOJXKE JIa C€ CTaBH BO ITOJIYHABOJIHUIIH, a
[I0TOa Jja ce cTaBaT M3Je3HH HaBoaHuiM. Ho, OapeM 3acera, Ha MONyHaBOAHULUTE
HE UM ce NMPUIHIIYBa TaKBa YyJOra; MOXe Ja Ce CTaBaT M3JIe3HW HAaBOIHHUIM JABa
naTH, €JHAll BO MMETO Ha KayJeTo M eJHall KaKko 3HaK 3a 3aBpUIyBamke Ha
JupekTHaTa ped. Mnnute u3nanuja Ha [IpaBomucoT Tpeba na MOHYAAT COOIBETHH
peuieHuja.

6. 3akaydok

OII CIIpOBE€ACHATA aHaJIn3a, MOXKE aa CE€ U3BJICHaT MOBEKe 3aKJIy4ony U nmpeajor-
Hacokn. OunrieqHo e aeka Bo HacraHara mporpama ce mpenBuayBaaT Mai Opoj
YacOBU MMOCBETEHH HA HABOJHUIIMTE, 1A OTTYyKa MPOU3IIEryBa noTpedara oj] Hej3uHa
pesusmja. Bo cormacHoct co HacraBHara mporpama u OpojOoT Ha COIPKUHH BO
yueOHULUTE 10 MaKeJOHCKH ja3UK € He3HauYUTeleH, 1aleHu Ce CaMO TPH HACTaBHU
COIPXHUHHU O] TPOTPaMCKOTO MoApadje Ja3uk, a HUTy €Ha OJ HUB HE Ce OJHEeCyBa
Ha HaBoxHunute. OTTyKa, UCTO Taka, MPOU3NIEryBa 3aKIydOKOT JAeKa ¢ MoTpeOHa
peBu3Mja U Ha yuyeOHuuTe. OueKyBaHO, HABOJHUIUTE HajJMHOTY ce yImoTpeOyBaaT
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BO yuyeOHMIHMTE O MaKeJIOHCKH jasuK, Mako He € 3a 3aHeMapyBame HUBHATa
ynotpeba W BO y4yeOHHMIUTE IO APYTUTEe HAcTaBHU NpeaMeTH. McTpaxyBamero
MOKaXyBa Jeka, BO roieM Opoj ciaydad, ymoTpebara Ha HABOIHHLUTE € BO
COTJIACHOCT CO CTaHJAapIHOja3uYHATa HOpMa, HO OBUE CIydad Ce OJHECYBaaT caMo
Ha enHo npaswmio of [IpaBonucor ox 1998 r. u Ha ABe npasuna ox IlpaBonucor ox
2015, mpu wto npasuinoto ox IlpaBomucor ox 2015 r. (ctp. 124, 299, T. a u 06)
Tpeba N1a ce Mmpenu3upa, 3alTo BHECyBa JOMOJHUTENHA 3a0yHa 3a OHA ITO Tpeba u
He Tpeba ja Ouje CTaBeHO BO HABOJHHIM. Toa MOXXe HETaTHUBHO Ja BiWjac Bp3
ynoTpebara Ha HaBomHuuute. [pyru mpaBwia 3a ynorpebaTa Ha HAaBOAHUIUTE
BOOIILTO HE C€ CIIOMEHYBaaT. AHalM3aTa MOKaXKyBa JieKa [10CT0jaT HeAOCIEAHOCTH
BO ymoTpebara Ha HABOJHHIIMTE, a THE HEIOCIEIHOCTH HETaTHBHO BIHjaaT BP3
YCBOjYBamETO M yrnoTpedaTa Ha HAaBOJHUIUTE of yueHuuure. [lokpaj ciydante Ha
TOYHa ynortpeba, ce jaByBaaT W IPUMEPHU 3a IpeliHa yrnorpeda, ITO TOBTOPHO IO
HaJlara 3aKJIy9OKOT 3a peBU3Wja Ha YYEOHHIHTE M TpEelu3Npame Ha MpaBHiaTa,
3aITO MOKBAIUTETEH MaTepHjall Off KOj YICHHIIUTE y4aT € MPeayCcoB 3a MPaBUIHO
YCBOjyBame Ha HMBHATa MPaBOIMCHAaTa HOpMa OJ yYEHHIMTE, a TOa, Mak, BIHjae
Bp3 OJpXKYyBake Ha CTaOWIIHOCTA Ha CTaHAapAHOja3MYHATa HOpMa. AHanu3ara
MOKa)KyBa JleKa TMOCTOM M yNnoTpeba Ha HABOAHWIHNTE INTO HE € pPEeryjupaHa co
npasuiio Bo [IpaBonucor ox 1998 u 2015 r., a Toa, mak, ja moTBpyBa norpedara ox
JOTIOJTHYBalkE¢ Ha WIHUTE wH3laHuja Ha [IpaBomMcoT CO HOBH mpaBWia W
Mpenn3upame Ha IIOCTOJHATE.
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The Correct Use of the Quotation Marks in the Macedonian Language — A
Requirement for the Stability of the Language Norm

Abstract: The research refers to the third developmental period of the primary education
in Republic of Macedonia and it has three goals. First, to explore the Macedonian language-
teaching curriculum regarding the use of the quotation marks. Then, to analyze the
orthographic content dedicated to the quotation marks in Macedonian language textbooks
regarding their preciseness and correctness. Finally, to examine whether the use of quotation
marks in Macedonian language textbooks as well as in the textbooks for other teaching
subject is correct or not. The research has qualitative paradigm (analysis of content) and
descriptive design. The sample is consisted of Macedonian language textbooks and textbook
for other teaching subjects. Analysis, comparison and synthesis are the methods used for
processing the data and conclusions. The research shows that the Macedonian language-
teaching curriculum anticipates small number of teaching hours dedicated to the quotation
marks, thus the number of the content related to the quotation marks in Macedonian
language textbooks is also small and there are almost no explanations. The research
indicates that the quotation marks are used the most in Macedonian language textbooks, as
we expected and less in the textbooks for other teaching subjects. Finally, the research
suggests that although the quotation marks are used correctly in many examples, their use
refer to small number of orthographic rules. In addition, there are inconsistencies in the use
of quotation marks in many examples, and they are used in a wrong way. Therefore, there is
a need of revision of the existent Macedonian language-teaching curriculum as well as of the
textbooks, because the quality of the learning material is a crucial requirement for correct
knowledge of the quotation marks’ orthographic norm, and this affects the stability of the
standard language norm. The research also shows that the current orthography should be
supplemented with new rules for usage of quotation marks, regarding the needs of written
practice.

Keywords: quotation marks, textbooks, teaching process, standard language norm.
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STANDART TURK DIiLiNiN YUMUSAKLIGI VE AHENKLILiGI

Ozet: Standart Tiirk dilinin yumusakhigi birinci derecede seslerin 6zelliklerine,
ahenkliligi ise Tirkgenin ses uyumlarma baghdir. Tiirkcedeki ses Ozellikleri ve ses
uyumlari, Tirk¢enin melodi gibi hissedilmesine etken olmustur. Tirkgede biiyiik {inli
uyumu, kiiclik {inlii uyumu, iinsliz uyumu ve iinlii-iinsiiz uyumu vardir. Tiirk dilinde asagi
yukar1 her kelime uyum igindedir. Unliiler ilk énce aralarinda uyum saglar, sonra {insiizler
aralarinda uyum kurar, sonunda iinliiler ve {insiizler uzlasir. Bestede notalar belirli kurallara
gore siralandigi gibi Tiirkgede de sesler, bu ses uyumu kurallarina gore siralanir. Biz,
makalemizde Tiirk¢enin yumusakligin1 ve ahenkliligini aydinlatmak ve bu konuda 1928
yilinda kabul edilen yeni alfabenin ve ses uyumlariin 6nemini géstermek istedik.

Anahtar Kkelimeler: iinliiler (vokaller), akici yumusak iinsiizler (sonantlar),
uinsiizler (konsonantlar), ses uyumlari, ahenk, Tiirk¢e ahenk.

1. Giris

1923 yilinda Atatiirk, Tiirkiye Cumhuriyeti’ni kurmustu ve kendi vatanini
hizl1 adimlarla modernlestirmek ve ¢agdalastirmak istemisti. Atatiirk, milli kiiltliriin
temel direklerinden birinin dil oldugunu bildiginden dolay1 konusma diliyle yazi
dilini ve halkin diliyle aydinlarin dilini yakinlagtirmak i¢in dil inkilabin1 tegvik etti.
Dil inkilabinin ilk safthasi olarak 1 Kasim 1928’de yazi inkilab1 gerceklesti ve Latin
harfleri kanunla kabul edildi. Bdylece dil inkilabinin, yazi inkildbimin ve birgok
dilcinin emeginin neticesi olarak standart Tirk dili olustu ve biitiin giizelligiyle
ortaya ¢ikti.

Standart Tiirk dilinin yumusaklig1 birinci derecede seslerin &zelliklerine,
ahenkliligi ise Tiirkcenin ses uyumlara baghdir. Bunlar, Tiirk¢enin melodi gibi
hissedilmesinde etken olmuslardir. Tiirkgede biiyiikk iinli uyumu, kiigiik iinld
uyumu, iinsiiz uyumu ve tinlii-linsiiz uyumu vardir. Tirk dilinde {inliiler ve {insiizler
uyum icindedir. Unliiler ilk &nce aralarinda uyum saglarlar, sonra iinsiizler
aralarinda uyum kurarlar, sonunda kimi iinliilerle kimi {insiizler uzlasir. Bestede
notalar belirli kurallara gore siralandigi gibi, Tiirkcede de sesler, bu ses uyumu
kurallarina gore siralanir.

Bugiinkii standart Tirk dilinin yumusaklhigmma ve ahenkliligine onu
dinleyenler hayran oluyor. Tiirk dilinin bu seviyeye ulasmasinda yiizyillar i¢cinde
sanatcilarin elinde sekillene sekillene ortaya ¢ikan eserlerin yaninda son yiizyilda
gergeklestirilen dil ve yazi inkilabinin ve standart Tiirk dilinde ses uyumlarimin
onemli etkisi vardir.
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2. Tiirkcede Sesler ve Latin Tiirk Alfabesi

Tiirk alfabesi, Latin harfleri esas alinarak 1.11.1928 giin ve 1353 sayili Tiirk
Harflerinin Kabul ve Tatbiki Hakkinda Kanun ile kabul edilmistir. Yeni Tiirk
alfabesinde 29 harf bulunmaktadir. Bu harflerin hem matbaa hem de el yaz1 sekli
vardir. Onlar su sira ile siralanmistir: A a, Bb,Ce¢,C¢,Dd,Ee, Ff, G g, G g H
hii,IL,Jj,Kk,LLMmNnOo,O6,Pp,Rr,Ss,Ss,Tt,Uu,Uii,Vv,Y
Y, Z z.

Her dilde, alfabede bulundugu harflerden fazla ses vardir, ¢iinkii her dilin
diyalektolojisi zengin ses sistemine dayanir. Bu sebeple dil komisyonlarinin isi ¢ok
zor ve biiylik sorumluluk tasimaktadir. Her dilin alfabesi standart dile gore
hazirlanir. Standart Tiirk dili igin Istanbul agz1 se¢ilmistir. Zaman, bu se¢imin dogru
ve yerinde oldugunu gosterdi, ¢iinkii Istanbul agz1 standart Tiirkge i¢in en uygun
konusma dilidir.

Standart Tiirk dili yumusak ve ahenkli bir dildir. Bunu hissetmek ve bilmek
icin dilci olmak gerekmiyor. Bircok Makedonyali 6grencim, Tirkgenin bu
ozelliginden dolay1 Tiirk dili ve Edebiyati boliimiine yazilir ve Tiirkgeyi 6grenmeye
karar verir ya da Tiirk¢eyi se¢meli ders olarak alir. Tiirk¢edeki dil sisteminden,
iinliilerden, iinslizlerden, ses uyumlarindan haberi olmayan Makedonya’daki halk
ise, herhangi bir sohbette, Tiirkcenin her zaman yumusak ve ahenkli buldugunu
sOyler. “Tiirk¢eyi dinledigimde bana sanki miizik dinliyormusum gibi bana
geliyor.” ya da “Benim i¢in Tiirkce miizige benziyor” gibi ifadeler artik giinliik
hayatimda ve derslerimde sik sik duydugum sézlerdir. Makedonya’daki 6grenciler
Tiirkceyi sever ve onu yumusak, ahenkli, miizik gibi giizel bulur.

Bir dilini yumusak kilan birinci derecede finliiler, ikinci derecede akici
yumusak iinsiiz ve {i¢iincii derecede yumusak iinsiizlerdir. Standart Tiirk¢ede sekiz
iinlii (vokal) ve yirmi bir iinsiiz (konsonant) vardir. Tiirk¢e iinliilerle zengin bir
dildir. Tirk¢ede sekiz tinli vardir: a, e, i, 1, 0, 0, u, ii; bunlardan e, i, 0, ii incedir, a,
1, 0, u ise kalindir.

Tiirkcede Unliiler (Vokaller)

a | e | i | 1 | o | 6 | uw | i

ince Unliiler

e [ i [ & | u | | | |
Kalin Unliiler
a [ 1 | o [ w | | | |
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Tiirk¢ede yirmi bir {insiiz (konsonant) vardir: b, ¢, ¢, d, f, g, g, h, j, k, I, m,
n,p,r,s,s,t, v,y, z. Bunlardan b, ¢, d, g, 8, v, j, Z, , m, n, r, y yumusak iinsiizdiir,
Ps ¢ t k, h, s, f, s ise sert linsiizdiir. Fakat yumusak {iinsiizler de ayni derecede
yumusak degil. Yumusak iinsiizlere ait olan 1, m, n, r, y sesleri olduk¢a ahenkli ve
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giiclii seslerdir. Bu sesler, bazi niteliklerle tinliilere benzemektedir, bu sebeple bazi
dillerde bunlar sonant, Tiirk¢ede ise akict yumusak {insiiz olarak adlandirilir.

Tiirkcede Unsiizler (Konsonantlar)

bleleld[flglag[n[jlk[I[m[nf[p[r[s[s[t[v]y][e

Yumusak Unsiizler

blefdlglgljlv]z[t|m[nf[r]y[ [ [ [ [ [ [ |

Sert Unsiizler

plelelkfnfsiefs| [ [ [ [ [ [ [ [ ] [ ]|

Biitiin bu sesleri isaretleyen harflere baktigimizda ne kadar biiyiik dikkatle
secildiklerinin farkina variyoruz. Matematiksel olarak baktigimizda sekiz {inlii, bes
akic1 yumusak {insiiz ve sekiz yumusak iinsiiz ya da toplam olarak yirmi bir ses
Tiirk diline sedalilik, ahenklilik ve yumusaklik katar ve sadece sekiz linsiiz sert
kalir. Dogal olarak Tiirk diline sedalilik veren yirmi bir ses, sekiz sert iinsiize
kiyasen, ¢cok daha belirgin ve etkileyicidir.

Tiirk Diline Sedalilik, Ahenklilik ve Yumusakhk Matematiksel ifade
Katan Sesler

tinliiler (vokaller) e |i 0 |t [a |1 |o |u |8

akic1 yumusak l 'm |n |r |y 5 | Toplam 21 ses
linsiizler

(sonantlar)
yumusak iinsiizler |b |¢ |d |g |[¢g |j |V |z |8

(yumusak

konsonant)

Tiirk Diline Sertlik Katan Sesler Matematiksel ifade

sert iinsiizler pl¢ |t |k |h|s [f |s |8 | Toplam 8 ses
(sert konsonantlar)

3. Tiirk¢enin Ses Uyumlari

Tiirkgenin ses uyumlart Tiirk dilini melodik bir dil kilar. Tiirk¢ede biiyiik
inld uyumu, kiigiik inlii uyumu, iinsiiz uyumu ve tinli-linsiiz uyumu vardir. Bu ses
uyumlar1 hem kelimelerin kok ve govdelerinde hem de govdeler ile ekler arasinda
goriilmektedir. Bestede notalar belirli kurallara gore siralandigi gibi Tiirkgede de
sesler, bu ses uyumu kurallarina goére siralanirlar.

3.1. Unlii Uyumu - Bir kelime govdesinde, kelime kokii ile eklerde bulunan
iinliller belirli niteliklerle birbirlerine uymaktadirlar. Bdylece bir kelimenin ilk
hecesinde bulunan {inliinilin 6zelliklerine diger hecelerdeki {inliiler de uymaktadirlar.
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Bu ses olaymna dinlii uyumu denir. Unlii uyumu, Tiirkgeyi diger dillerden ayiran
temel Ozelliklerden biridir.

3.1.1. Biiyiik Unli Uyumu (Kahnhk-incelik Uyumu) - Bir kelimedeki
iinliilerin kalinlik-incelik bakimindan birbirine uymasina biiyiik iinlii uyumu denir.

Kalinlik uyumuna gore Tirkce bir kelimenin ilk hecesinde kalin (art)
iinliilerden biri bulunuyorsa (a, 1, 0, u), ondan sonraki hecelerde de uygun kalin iinlii
olur. Or. altin, dogu, kirlangi¢, karinca, uyku, agac vs. Tiirkce kelimelere eklenen
cesitli eklerin iinliileri de kalin olur, daha dogrusu kalin kokli veya govdeli
kelimeye ekin kalin varyanti eklenir. Or. aga¢ + lik + lar.

Incelik uyumuna gore Tiirkge bir kelimenin ilk hecesinde ince (6n)
iinliilerden biri (e, i, 0, i) bulunuyorsa, ondan sonraki hecelerde de uygun ince iinli
olur. Or. iiziim, erik, ergen, kelebek, oncii vs. Tiirkce kelimelere eklenen gesitli
eklerin {inliileri de ince olur. Yani, ince kokli ve govdeli kelimeye ekin ince
varyant1 eklenir. Or. ¢icek + ¢i + ler.

Bu biiyiik iinlii diizeni su ¢izelgeyle gosterilebilir:

Biiyiik Unlii Uyumu (Kahnhk-Incelik Uyumu)

Kalinhk Uyumu

ilk hecede

sonraki hecelerde

ornekler

a’dan sonra

a,1veyal a

aksam, altin

1’dan sonra

1,a veya a, 1

karlangig, 1k

o’dan sonra

u,aveyaa,u—1

oglan, dogu, onarim

u’dan sonra

u,aveyaa,u—1l

dudak, uyku, uyanik

Incelik Uyumu

ilk hecede

sonraki hecelerde

ornekler

e’den sonra

e,iveyai,e

kelebek, gelincik

i’den sonra

i,eveyae,i

isciler, bilezik

0’den sonra i, e —i onem, oncii, 6gretim

ii’den sonra ii,e —i yiiziik, tinlem, tirperti
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Biiyiik iinlii uyumu Tiirgenin en 6nemli 6zelliklerinden biridir. Yabanci
dillerden Tiirk¢eye girmis kelimelerde biiyiik tinlii uyumu yoktur, fakat tesadiifen
uyabilirler. Or. banka (it. banca), lokanta (it. locanda), beste (Far. beste). Bu uyum
Tiirkceye diger dillerden girmis bazi kelimeleri etkilemektedir. Baska dillerden
alian kelimeler biiyiik iinlii uyumu kuralinin diginda kalmalarina ragmen bazen bu
uyuma girerler. Or. hava (Ar. heva).

Yabanci kelimeler ve Tiirk¢e eklerle ilgili 6zel bir durum vardir. Baska
dillerden alinan kelimelerin son hecesi ile ekler arasinda kalinlik-incelik uyumu
olmalidir. Ekler, yabanci kokenli kelimenin son hecesinde bulunan iinliiye uyar. Bu
sebeple, yabanci kokenli kelimelerin son hecesinde kalin {inlii bulunuyorsa,
kelimeye Tiirkge eklerin kalin varyant1 getirilir, kelimenin son hecesinde ince tinlii
varsa, kelimeye Tiirkge eklerin ince varyant1 eklenir. Or. prensesler < prenses (Fr.
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princesse) + ler (Tiirkce ek); piyanocudan < piyano (it. piano) + cu + dan (Tiirkge
ekler).

3.1.2. Kiiciik Unli Uyumu (Diizlik-Yuvarlakhk Uyumu) - Bir
kelimedeki tinliilerin diizliik-yuvarlaklik bakimindan birbirine uymasina kii¢iik iinlii
uyumu denir. Tirkgede govdelerde ve kokler, govdeler ile ekler arasinda, diizlik-
yuvarlaklik bakimindan iinli uyumu bulunmaktadir. Bu uyuma goére Tiirkge
kelimelerde diiz tinliilerden sonra diiz tnliiler gelir, yuvarlak {inliilerden sonra ise
dar-yuvarlak veya diiz-genis iinliiler gelir. Kii¢iik iinlii uyumu tarihen biiyiik {inlii
uyumu kadar kuvvetli degildir. Ancak bu iki uyum igindedir.

Muharrem Ergin’e gore kiiclik iinlii uyumuna Eski Anadolu Tiirkcesi
doneminde rastlanmazken son donem Osmanli Tiirk¢esinde belirginlesmeye
baslamistir. (Ergin, 2002, s. 72). Bu uyum bugiinkii ¢agdas Tiirk¢ede kendisini
kuvvetli hissettirmektedir.

Kiiciik iinli uyumunun iki yonii vardir: diizliik uwyumu ve yuvarlakiik
uyumu.

Diizliik uyumuna gore Tiirkge bir kelimenin ilk hecesinde diiz iinliilerden
biri (a, e, 1, 1) bulunuyorsa, sonraki hecelerde de uygun diiz iinli bulunur. Diiz
iinliilerin ikisi kalin (a, 1), ikisi ise incedir (e, i). Boylece Tiirk¢e kalin tinliili
kelimelerde diiz kalin iinliiler (a, 1) bir araya gelirler. Tiirk¢ce ince {nliili
kelimelerde ise diiz ince (e, 1) tinliiler bir araya gelirler. Kii¢iik iinlii uyumuna gore
de eklerin inlilleri kelime gdvdesinin son hecesinde bulunan {iinlilye uyar. Eger
kokiin veya govdenin son hecesinde iinlii diiz ise bu koke eklenen eklerin iinlisi
diizliik uyumuna uyar. Boylece, diiz-kalin iinliilii veya diiz-ince tnlilii kelimelere
eklenen ekler kelime kokiinlin son hecesinde bulunan diiz iinliiye uyar. Kelime
govdesinin son hecesinde diiz-kalin {inlii varsa ekteki iinlii de diiz-kalin olmalidir.
Eger kelime goévdesinin son hecesinde diiz-ince {inlii bulunuyorsa ekteki iinlii de
diiz-ince olmalidir. Or. abla + lar, abla + dan, bitki + ler, bitki + de vs.

Yuvarlaklik uyumuna gore Tirkge bir kelimenin ilk hecesinde yuvarlak
iinliilerden biri (o, 6, u, i) bulunuyorsa, sonraki hecelerde, dar yuvarlak {inliiler (u,
i) veya genis diiz tinliiler (a, €) bulunur. Bu uyuma gore Tiirk¢e kokenli kelimelerde
/o/, /6/ tnliileri sadece birinci hecede bulunur. Yuvarlaklik uyumuna gore eger
gdvdenin son hecesinde yuvarlak {inlii bulunuyorsa bu koke eklenen eklerin iinliileri
de yuvarlaklik uyumuna uyar. Ilk hecesinde yuvarlak {inlii (o, 6, u, {i) bulunan
kelimelere ulanan eklerin iinliileri de kokiin son hecesindeki iinliiyl takip ederek
yuvarlak (u, i) ya da diiz genis (a, ¢) olur. Or. kural + lar + dan, dénem + ler +
den, tiziim + cii vs.

Bu kiiciik {inlii diizeni su ¢izelgeyle gosterilebilir:

Kiiciik Unlii Uyumu (Diizliik-Yuvarlakhk Uyumu)

Diizliik Uyumu
ilk hecede sonraki hecelerde ornekler
a’dan sonra a,1veyal a abla, baslangi¢
e’den sonra e,iveyai,e emek, etkinlik
1’dan sonra 1,a veya a, 1 151k, strma
i’den sonra i,eveyae,i bitki, dilek
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Yuvarlakhik Uyumu

ilk hecede sonraki hecelerde ornekler
o’dan sonra u,a —1 okullari, ortamlar:
6’den sonra ii,e —i donem, gorgiileri

u’dan sonra

u,aveyaa,u—1

duygu, kurallar

i’den sonra

ii,eveyae,ii —i

tirtin, giivenleri
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Yabanci dillerden Tiirkgeye girmis kelimelerde kiigiik {inlii uyumu yoktur.
Baz1 yabanci kelimeler tesadiifen kiigiik inlii uyumu kuralina uyar. Bu uyum
Tiirkceye diger dillerden girmis bazi kelimeleri etkilemektedir. Alint1 kelimeler
kiigiik tinli uyumu kuralinin diginda kalmalarina ragmen bazen bu uyuma girerler.
Or. ciinkii (Far. ¢iin ki), miiskiil (Ar. muskil) vs.

Alint1 kelimeler ve Tiirk¢e ekler arasinda da uyum vardir. Kigiik {inlii
uyumuna uymayan kelimelerde, ekler kelimenin son hecesinde bulunan {inliiye
uyar. Or. badem (Far. badam); badem + ler; badem + lik; kiraz (Yun. kerasi );
kiraz + lar; kiraz + Lik.

Bir Tiirkge kokenli kelime, ¢ok kiigiik istisnalar disinda, hem biyiik tnli
uyumuna hem kii¢iik iinlii uyumuna uyar. Bu iki iinlii kural1 birbirine aykir1 olamaz.

3.2. Unsiiz Uyumu - Bir kelimedeki iinsiizlerin yumusaklik ve sertlik
bakimindan birbirine uymasina insiz uyumu denir. Bu iinsliz uyumuna gore
yumusak ve sert lnsiizler bir arada bulunamaz. Muharrem Ergin’e gore Eski
Tiirk¢ede ve Eski Anadolu Tiirkgesinde tinsiiz uyumu yoktur. (Ergin, 2002, s. 76).
Bu uyum, kiigiik iinlii uyumu gibi daha ge¢ dénemlerde meydana gelmistir. Ilk
belirtilerini Osmanlica déneminde gostermeye baslamigtir. Fakat iinsiiz uyumu
ancak yeni Tiirkiye Tirkcesi doneminde gelismistir. Bu {insiiz uyumu baska
dillerden alinan kelimeleri bile etkilemektedir.

Tiirkcede seda bakimindan yumusak {insiizler, akici yumusak iinsiizler
(yumusak tiinsiizlerden daha yumusak ve sert iinsiiz karsilig1 olmayan iinsiizler) ve
sert linsiizler vardir. Bu {insiiz uyumuna gore Tiirk¢e bir kelimede iinsiizler belirli
bir kurala gore yan yana gelebilir.

Yumusak iinsiizlerle tinsiiz uyumuna gore Tiirkge kelime ig¢inde yumusak
iinsiizler yumusak iinsiizlerle (b, ¢, d, g, 8, j, v,z + b, ¢, d, g, &, j, V, Z), yumusak
iinstizler akict yumusak {iinsiizlerle (b, ¢, d, g, 8, j, v, Z + I, m, n, r, y) ve akici
yumusak iinsiizler akict yumusak iinsiizlerle bir arada yan yana bulunabilir (1, m, n,
r,y +1,m,n,r,y). Or. agri, bulgur, igne, irmik, girgin, giivence vs.

Sert iinsiizlerle tinsiiz uyumuna gore Tiirkge bir kelime iginde sert {insiizler
sert linsiizlerle (¢, f, h, k, p, s, s, t + ¢, f, h, k, p, s, §, t) ya da sert {insiizler akici
yumusak {nsiizlerle (¢, f, h, k, p, s, s, t + I, m, n, r, y) bir arada yan yana
bulunabilir. Or. akge, bohc¢a, doksan, bosluk, gercek, iclik, atki, yaprak vs.

Demek ki b, ¢, d, g, j, v, y, Z ile p, ¢, t, k, h, §, f, s linsiizleri bir kelimede
yan yana gelemezler.

Bu iinsiiz uyumu diizeni su gizelgeyle gosterilebilir:
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Unsiiz Uyumu

Yumusak iinsiiz Akic1 yumusak iinsiiz Sert iinsiiz
(sonant)
b) c’ d? g’ g’j’vﬂz l’ m, n’ r’y ‘;afa h, k’p? s, s’t

Yumusak Unsiizlerle Unsiiz Uyumu

Sert Unsiizlerle Unsiiz Uyumu

yumusak iinsiiz + yumusak iinsiiz
b, c, d,"g, gJ,v,z+b,c,d, g, 8,j,v,2
Or. dagci, dizge, gozcii, izci

yumusak tinsiiz + akic1 yumusak iinsiiz
"bacad’gagaj7V9Z+lamanaray
Or. agri, ayva, baglam, bilgi, bulgur,
dalga

sert linsiiz + sert Uinsiiz
99 f’“h’ k’ p’ s’ Sa t + G’ f’ h’ k’ p’ s’ s’ t
Or. aski, atki, eksi, etki, icki, is¢i

sert iinsiiz + akici yumusak iinsiiz
i 99fahakapas9$9t+lamanaray
Or. akma, alcak, altin, ant, arka, asma,
el¢i

akic1 yumusak {insiiz + akict yumugak
unsiiz
Lm,n,r,y+lmn,r,y
Or. alma, anlam, ayni

Bu iinsiiz uyumu kelime i¢inde bulundugu gibi kokler, govdeler ve cesitli
ekler arasinda da goriilmektedir. Unsiiz uyumu ilk iinsiizii sert ya da yumusak
olabilen eklerin varyantlarinda vardir (Or. Yapim eki: -ca, -ce / -¢a, -¢e; -cak, -cek /
-cak, -¢ek; -ci1, -ci / -¢1, -¢i; -cik, -cik / -¢ik, -¢ik; -cil, -cil / -¢1l, -¢il; -da, -de / -ta, -
te; -dar, -der / -tar, -ter; -gan, -gen / -kan, -ken; -g1, -gi / -ki, -ki; -gin, -gin / -kin, -
kin (is + ¢i; siit + ¢li; savas + kan; giris + ken); Cekim eki: -da, -de / -ta, -te; -dan, -
den / -tan, -ten; -d1, -di / -t1, -ti (agag + ta; ¢igek + te; kii¢iik + ten; ¢ocuk + tan) vs.
Ekler ve varyantlari, kelimenin sonunda bulunan {nsiiziin 6zelligine goére eklenir.
Tirkcede ¢, ¢, k sert iinslizlerinden biriyle biten bir kelimeye, sert iinsiizii ile
baslayan ek eklenir.

Yabanci dillerden Tiirkgeye girmis kelimelerde iinsiiz uyumu yoktur. Or.
mesgul (Ar. mesgul). Bazi alinti kelimeler rastlantisal olarak iinsiiz uyumuna
uymaktadir. Unsiiz uyumu Tiirkgeye diger dillerden girmis bazi kelimeleri
etkilemektedir. Alint1 kelimeler tinsliz uyumu kuralinin diginda kalmalarina ragmen
bazen bu uyuma girerler. Or. bahg¢e (Far. bagge), miktar (Ar. mikdar), miithis (Ar.
mudhis), siiphe (Ar. subhe) vs.

3.3. Unlii - Unsiiz Uyumu - Unlii-iinsiiz uyumuna gore Tiirkce kokenli
kelimelerde bulunan biitiin iinliiler ve bazi iinsiizler birbirine uyarlar. Unlii-iinsiiz
uyumu arka (kalin) {inliileri ile arka damak (kalin) {insiizleri ve 6n (ince) linliileri ile
on damak (yumusak, g, k, 1) iinsiizleri arasinda goriiliir. Daha dogrusu kalin {inliiler
kalin {insiizlerle, ince iinliller de ince iinsiizlerle bir arada bulunabilir. Bugiinkii
Tirkiye Tiirkcesinde alfabe disinda daha birka¢ ses kullanilir. Bu seslerin resmi
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Tiirk alfabesinde ayri harf isaretleri yoktur fakat transkripsiyon isaretleri vardir:
kalm g (g), kalm k (k), kalin 1 (1) sesleri bugilinkii Tiirkiye Tiirk¢esinin kiiltiir
dilinde duyulmaktadir. Tiirk dilinde {inliilerin kalin (art) ve ince (6n) oldugu gibi,
inslizler de kalin (sedasiz) ve ince (yumusak, sedali) olabilirler. Yukarida
bahsettigimiz {insiizlerin ince ve kalin olmak iizere iki sekli soyle gosterilebilir: k /
k, g/ g, 1/1. Tirkge asilli kelimelerde k, g, 1 iinsiizleri sadece ince olan e, i, 6, i
tinliileri ile bir kelimede bulunabilir. k, g, I’ insiizleri ise sadece kalin olan a, 1, 0, u
iinliileri ile bir arada bulunabilirler. Or. kedi - kog (k — k); giimiis - gaga (g -
£); kelebek — losluk (1-17).
Bu iinlii-iinsliz uyumu diizeni su cizelgeyle gosterilebilir:

Unlii - Unsiiz Uyumu

Ince Unliilerle Unlii-Unsiiz Uyumu Kahin Unliilerle Unlii-Unsiiz Uyumu
ince tinlii + ince tinsiiz kalin tinlii + kalin tinsiiz
e i,0,ii+k,gl a,outk g’
Or. kedi, giimiis, kelebek vs. Or. kog, gaga, losluk vs.
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Aslinda, Tiirkgeyi bilmeyenler, Tiirk¢eyi 6grenmeye basladiklarinda en ¢ok
ses uyumlarini 6grenirken zorlanirlar. Tiirk¢edeki ses uyumlarii 6grenmek hi¢ de
kolay degil. Ogrencilerin emeklerini ve ¢abalarmni yillarca izliyorum, fakat sonucta
istedikleri mertebeye ulastiklarinda sanki miitkemmel bir besteyi elde etmisler gibi
onlarda bir seving belirir.

4. Siirde Zirvesine Ulasmis Tiirk Dilinin Yumusakhgi ve Ahenkliligi

Yukarida verdigimiz bilgilerden seslerin belirli ses uyumu kurallara gore
siralanarak Tirkcenin miizigini olusturdugunu tespit ettik. Bir toplum ve bir
medeniyet dilinin sesleri ve onlarin yan yana gelmesinden dogan miizik millidir. Bir
toplum ve bir medeniyet dilinin biitiin kelimeleri milli olamaz ¢iinkii alint1 kelimeler
de igerirler, fakat onlar girdikleri dilin igerisinde adaptasyon yasarlar ve dilin
miizigine uyarlar. Dilleri dilciler takip eder, onlarin standartlasmasi i¢in dilcilerden
ve yazarlardan olusan komisyonlar calisir, fakat bu emekten yararlanip dili
gelistirenler halk, &grenciler, aydinlar, gazeteciler, yazarlardir. Ozellikle biiyiik
sairler bir dilin biitiin giizelliklerinden yararlanip dilin miizigini en yiiksek seviyeye
ulastirirlar.

Biiyiik Tiirk sairleri de biiyiik emegin neticesi olarak standart Tiirk dilinin
yumusakligini ve ahenkligini zirveye ulastirmiglardir. Bu konuda, 6zellikle Ahmet
Hagim, Yahya Kemal Beyatli, Faruk Nafiz Camlibel, Ahmet Kutsi Tecer, Nazim
Hikmet, Necip Fazil Kisakiirek, Ahmet Muhip Dranas, Cahit Sitk1 Taranci, Fazil
Hiisnii Daglarca, Orhan Veli Kanik, Cahit Kiilebi, Attilda ilhan, Abdurrahim
Karakog, Sezai Karakog gibi sairler 6nciidiir. Bu ve buna benzer sairler, Tiirk dilinin
miizigi lizerinde yillarca sevgi ile calisip Tiirkgenin ahenkliligi acisindan Tiirk
edebiyatinin incilerini yarattilar. Bunu asagidaki misralar1 okuyarak daha iyi
hissederiz: “Agir agir ¢ikacaksin bu merdivenlerden / Eteklerinde giines rengi bir
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yigin yaprak / Ve bir zaman bakacaksin semaya aglayarak.” (Adhmet Hasim,
“Merdiven”); “Birdenbire mes’idum isitmek hevesiyle, / Génliim dolu Istanbul’un
en Ozli sesiyle.” (Yahya Kemal Beyatli “Kar Musikileri”); “Derinden derine
irmaklar aglar, / Uzaktan uzaga ¢oban ¢esmesi. / Ey suyun sesinden anlayan baglar,
/ Ne soyler su daga coban cesmesi?” (Faruk Nafiz Camlibel, Coban Cegmesi);
“Geceleyin bir ses bdler uykumu, / i¢im iirpermeyle dolar: -Nerdesin? / Artyorum
yillar var ki ben onu, / Asikiyim beni ¢agran bu sesin.” (4hmet Kutsi Tecer,
“Nerdesin?”); “Ne giizel sey hatirlamak seni: / Oliim ve zafer haberleri iginden, /
Hapiste / ve yasim kirki ge¢mis iken...” (Nazim Hikmet, “Piraye i¢in Yazilmis Saat
21-22 Siirleri’nden); “ikinizin de ne es, ne arkadasiniz var, / Siikiit gibi kimsesiz,
¢1glik gibi hiirsiiniiz. / Diinyada taginacak bir kuru basiniz var / Onu da ne tarafa
olsa gotiirlirsiiniiz.” (Necip Fazil Kisakiirek, “Kaldirimlar”),; “Yesil pencereden bir
giil at bana, / Isiklarla dolsun kalbimin i¢i. / Geldim iste mevsim gibi kapina /
Gozlerimde bulut, saglarimda ¢ig.” (Ahmet Muhip Dranas, “Serenad”);
“Gokyliziiniin baska rengi de varmis! / Geg¢ farkettim tasin sert oldugunu. / Su
insan1 bogar, ates yakarmis! / Her dogan giiniin bir dert oldugunu, /insan bu yasa
gelince anlarmus.” (Cahit Sitki Taranci, “Otuz Bes Yas”); “Ufleme bana annecigim
korkuyorum, / Dua edip edip, geceleri. / Hastayim ama ne kadar giizel / Gidiyor
ylizer gibi, vicudumun bir yeri.” (Fazid Hiisnii Daglarca, “Agw Hasta”);
“Istanbul’u dinliyorum, gézlerim kapali; / Serin serin Kapali Carsi; / Civil civil
Mahmutpasa; / Giivercin dolu avlular. / Cekic sesleri geliyor doklardan, / Giizelim
bahar riizgarinda, ter kokulari; / istanbul’u dinliyorum, gozlerim kapali.” (Orhan
Veli Kanik, “Istanbul’u Dinlivorum”); “Senin dudaklarin pembe / Ellerin beyaz, /
Al tut ellerimi bebek / Tut biraz.” (Cahit Kiilebi, “Hikdye”); “Ben sana mecburum
bilemezsin / Adin1 mih gibi aklimda tutuyorum / Biiyiidiik¢e bilyliyor gozlerin /Ben
sana mecburum bilemezsin / Icimi seninle 1sitiyorum” (Attila Ilhan, “Ben Sana
Mecburum”),; “Tarife sigmiyor askin anlami; / Ancak ¢eken bilir bu derdi, gami /
Bir kor diigiim bastan sona tamami; / Cozemedim, ¢Oziilmiiyor Mihriban.”
(Abdurrahim Karakog, “Mihriban”); “Zambaklar en 1ss1z yerlerde agar, / Ve vardir
her vahsi ¢icekte gurur. / Bir mumun ardindan bekleyen riizgar, / Isiksiz ruhumu
sallar da durur, / Zambaklar en 1ssiz yerlerde agar.” (Sezai Karako¢, “Monna
Rosa”).

Yukarida ¢ok az sayida aldigimiz drneklerde de goriildiigii gibi, Tiirk dilinin
ahenkliligini ve yumusakligini duyan ve yansitan bu sairler, bunun gibi daha birgok
siirleriyle kendilerini ebedilestirirken son doénemde Tiirk¢enin ahenkliligini ve
yumusakligini da zirveye ulagtirip ebedilestiler.

5. Sonug¢

Standart Tiirk dili yumusak ve ahenkli bir dildir. Bir dili yumusak kilan
birinci derecede {inliiler, ikinci derecede akici yumusak iinsiizler ve iigilincii
derecede yumusak {linsiizlerdir. Tiirk¢ede sekiz tinlii ve yirmi bir {insiiz vardir.
Tiirkce iinliilerle zengin bir dildir. Tiirkcede sekiz iinli vardir: a, e, i, 1, 0, 0, u, i;
bunlardan e, i, 6, {i incedir, a, 1, 0, u ise kalindir. Tiirk¢ede yirmi bir iinsiiz vardir: b,
c,¢,d, f,g, g hjk ILmmnprs, st v,y z Bunlardan b, ¢, d, g, g, v, ], z,
yumusak iinsiizlerdir; I, m, n, r, y akic1 yumusak iinsiizlerdir; p, ¢, t, k, h, s, f, s ise
sert tinstlizlerdir.
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Tiirk dilindeki sesler biiyiik iinli uyumu, kii¢lik iinlii uyumu, {insiiz uyumu
ve Unli-linstiz uyumu kurallarina gore siralanarak Tiirkgenin ahenkligini
olusturmaktadirlar. Tiirk dilinin her sesinde ve ses uyumlarinda onlar1 yaratan ve
onlar1 nesilden nesle aktaran milletin asirlarca, yillarca siiren emegi vardir. Bu
sebeple, Tirk dilinin miizigi, asirlarca, yillarca olusup bize dev yazarlarin ve
saheserlerin aracigiyla ulasti. Onlarin sayesinde c¢agdas Tiirk yazarlari, o6zellikle
sairleri, Tiirk dilinin imkanlarini arastirip yararlandilar, Tiirk dilinin ahenkliligini ve
yumusakligini zirveye ulastirip ebedilestiler ve standart Tiirk dilinin gelismesinde
bir merhale oldular.
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SOFTNESS AND MELODY IN STANDARD TURKISH LANGUAGE

Marija Leontik
Softness and Melody in Standard Turkish Language

Abstract: The softness in the standard Turkish language firstly depends on the
structures of the sounds, but the melodiousness depends of the sounds’ harmonies in the
Turkish language. They make the Turkish language melodious. Those harmonies are the big
vowel harmony, little vowel harmony, consonant harmony and vowel-consonant harmony in
the Turkish language. Everything is in harmony in the Turkish language. Firstly, vowels are
in harmony between themselves, on the other hand the consonants and in the end both
vowels and consonants make harmony among each other. The sounds in the Turkish
language take the order like the notes in the music. We, as linguists, want to explain the
softness and the melodiousness in Turkish language and present the role of new Turkish
alphabet accepted in 1928 and the sounds harmony in this matter.

Keywords: vowels, sonant, consonants, sound harmonies, melodiousness, Turkish
language melodious.
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ATPUBYTOT BO ®PAHIIYCKHNOT JASUK U HETOBUTE
EKBHUBAJIEHTU BO MAKEJOHCKHOT JA3ZUK: METAJABUYHU
CJIMYHOCTH U PA3JIMKA

Ancrpakt: Bo dpaHIyckHoT ja3uk, aTpuOyT MpeTcTaByBa OHOj PEUCHHUYEH YWICH 4uja
¢byHKIMja € oa mage ommc Ha CyOjeKTOT cO IOCPEICTBO Ha KOITYJIaTHBEH IJIaroll, WM Ha
JUPEKTHUOT O0O0jeKT IpeKy MpeoAHH Diarond. Bo MakeloHCKaTa TIpamarHKa oOBaa
neGUHUIHUja ce OJHeCYBa Ha PEYCHUYHUOT WIEH KOjIITO MMa (yHKIMja HAa UMEHCKH Je] Ha
MIPUPOKOT.

Op gpyra cTpaHa, BO MaKEIOHCKHOT ja3uK IIOJ IOMMOT ampubym ce moxpa3bupa
HECaMOCTOCH, BTOPOCTEIICH PEYEHHYEeH WIeH KOjIITO, MCTO Taka, OIpeneslyBa OApeneH
MMEHCKH KOHCTHUTYEHT O] IVIeJHa TOYKa Ha HEKOja 0COOCHOCT, HO TOA ONpEAEIyBame Io
BPLIM JHMPEKTHO, 0e3 IIarojcko MOCpeAcTBO. EKBHBAJICHT Ha MaKeJOHCKHOT aTrpulOyT BO
(paHIlycKaTa rpaMaTiKa € enumemon.

Umajkn ru npensua oue (GopMadHM M (QYHKIHOHAIHHM DPa3JIMKM BO NOIVIE] Ha
aTpuOyTOT BO JBaTa ja3nkKa, BO OBOj TPyA Ke HAlpaBUMe NMpeniel Ha Pa3IMuHUTE BHIOBU
aTpuOyT BO ()PAHI[yCKUOT ja3UK U HA HUBHUTEC METaja3W4HU €KBHBAJICHTH BO MaKEeIOHCKAaTa
rpaMaruka.

Kayunu 300poBM: ampubym, @panyycku jasux, MAaxkeOOHCKU ja3uk, Memajasux,
eKBUBANEHMIL.

1. BoBen

Mertaja3suKkoT KOj TO KOpUCTH (hpaHIlycKarta TrpaMaTHKa 3a MpeIuKaTHBHATA,
OIHOCHO aTpuOyTuBHaTa (yHKLHja HAa NpUIaBKaTa 3HAYUTEIHO CE Pa3lMKyBa OJ
METajasuKoT BO MaKEJIOHCKAaTa, HO M BO JIPYTUTE €BPOICKH TrpamaTHku. MmeHo,
aTpuOyTOT BO (paHIlyCcKara TpaMaTHKa MpPETCTaByBa IPBOCTEICHA, NpHMapHa
¢yHKIHMja, Joaeka aTpuOyTOT BO APYTHTE jasHLM C€ OJHECyBa Ha ONHUIIyBaykKara
yJora Ha MpHJaBKaTa M MpeTcTaByBa BTOpocTeneHa (yHKuuja. Taka neduHupaHx,
aTpuOyTOT BO MaKeIOHCKATa W BO JIPYTHTE SBPOICKH IPaMaTHKH OJroBapa Ha OHa
LITO ce HapeKyBa enumem BO (QPaHIyCKHOT ja3HK.

OBue 3HAYUTEIHN METaja3uyHM pa3IMKH MHOTY 4eCTO JI0BeIyBaaT 110 3a0yHa u
HEJaCHOTHHU Ka] MAKEJIOHCKUTE, HO M Kaj CTPAaHCKUTE M3y4yBayd Ha (PaHI[yCKUOT
jasuk. Co men Ja mpUAOHEcCEeMe 3a pa3jacHyBalbe Ha TEPMHUHOJOIIKHUTE Pa3IHKH,
HUE BO TPYIOT Ke HampaBHUME Mperie] Ha pa3liMyHaTa TEPMUHOJIOTHja Koja ce
KOpPHUCTH 3a (hpaHLlyCKHOT aTpuOyT, Ipea ce€, BO MaKeJOHCKaTa rpamMaTHKa, HO CO
KpaToOK OCBPT Ha TEPMUHOJIOTHjaTa M BO HEKOJIKY JIPYTH €BPOIICKH IPaMaTHKH.
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2. ®paHIYCKUOT KOHLENT 32 aTPUOYT BO cIopeada co APyruTe eBpPONCKH

rpaMaTHKu

@OpaHnyckara rpamMatuka IO KOPUCTH TEPMUHOT ampubym 3a TpHIABCKaTa
¢$yHKIIHja 3a KOja BO IPYTHTE ja3uIlH, KAKO aHTIMCKH, TePMaHCKH, UTAJHjaHCKH WITH
MOPTYTAJICKU, C€ KOPHCTH ofapendara npeduxamueen(na) wnu npeduxamug. On
Jpyra cTpaHa, BO FpaMaTUKUTE Ha OBHE ja3HLH, KOHLIENTOT ampudym ce KOPUCTH 3a
¢yHKIHjaTa Koja BO (ppaHIlycKaTa rpamaTuka ce HapekyBa enumem. McTo Taxa,
(bpaHIycKaTa rpaMaTHKa IpaBH pa3iiuka Mely aTpuOyT W JOmONHeHHe (aTpulyT #
JOTIOJTHEHNE), I0/IeKa BO APYTHTE TPAMAaTHKH TOA HE € CIIy4aj.

Bo aHrmckara rpamaTtuka, 3a GpaHIyCKAOT aTpuOyT ce KOPUCTH TEPMUHOT
complement KOjIITO BO aHIIIMCKHOT ja3WK, CIIOPE] €lHA IMOIIMpOKa JeduHHIIU]a,
npeTcTaByBa Jei o npeaukaror.! Mmeno, Bo peuennia ox tunot: The man seems
happy, aHTTIUCKWUTE pEYHUIM ja neduHUpaar mpuaaBkara happy kKako subject
complement Wi IoNOJIHEHNE Ha cyOjekToT. Bo mpumepn kako: Success made the
man happy, wWcTara TpHUIaBKa Cc€ ONHUIIyBa Kako object complement win
JonoJHeHne Ha 00jexToT. Toa nomonHeHHe Ha 00jeKTOT HE € rpaMaTHYKU CHHOHUM
3a OHa IITO ce HapekyBa complément d’objet BO (paHIyCKHOT jasuk. Bo
AHTIIMCKHOT ja3uK, PPaHIlyCKUOT KOHLENT 3a complément d’objet u complément de
circonstance ce UMeHyBaar Kako object u adverbial. (Maillard & Almeida, 1999, p.
110). Llemarcku, aHIIHCKAaTa TEPMHUHOJOTHja OM MoOXKela Ja ce TNpHKaKe Ha
CJIEAHUOB HAYUH:

SUBJECT PREDICATE
(CYBJEKT) (TIPEJINKAT)

This little house is cold
Osaa mana KyKa [ CTyJleHa
Determiner Attributive head noun copula predicative adjective, subject

adjective complement

[IaBHA IMEHKA | KOIyJa

JlerepMuHaHT AtpubyTHBHa MpeUKaTHBHA MpUIaBKa,

NpHUIaBKa JIOTIOJTHEHHE Ha CY0jeKTOT
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Memajasuunu exgugsanenmu na ampubymom 60 AHSIUCKUOM JA3UK
(cnopeo Maillard & Almeida, 1999, p. 120)

Cnopen Majap, TEpMHHOT O0ono/iHeHue, KOJIITO Ce KOPHUCTH BO aHDIUCKHOT
jasHK, € cooJBeTeH, OapeM Kora craHyBa 300p 3a (paHLycKHOT arpuOyT Ha
Cy0jeKTOT, OHMAejKM KOmyJara cym W Jpyrure arpuOyTHBHHM [Iarojid OTBOpAaar

! Ipexukaror Bo aHIIHCKaTa rpaMaTHKa ce AehHHIPA KAKko e O PeYCHHIATA KOj COIPIKH [IAToN H
MOJXKe, UCTO TaKa, 11a CONPIKHU objexm, donoanenue (PpaHIyCKUOT aTpHOyT) WK npuiouika onpedenoa.
(Maillard & Almeida, 1999, p. 114).




THE ATTRIBUTE IN THE FRENCH LANGUAGE AND ITS EQUIVALENTS IN THE
MACEDONIAN LANGUAGE: METALANGUSTIC SIMILARITIES AND DIFFERENCES

3aJI0JDKUTEITHO MECTO 33 €JIEMEHTH KOH TO JOIOIHYBaaT HUBHOTO 3Hauewme. Cenaxk,
BO (DpAHIYCKHOT ja3WK HE OM MOXeEIl J]a C€ KOPUCTH OBOj TEPMHUH HAMECTO aTpHOYT,
Ougejku Bo (paHIyckata TpaMaTHKa c€ NpaBU pa3luka Mery aTpudyT u
JIOTIOJTHEHHUE (32 TUPEKTEH WM WHANPEKTeH 00jekT). Ox apyra cTpaHa, 3a pa3inka
O]l aHIVIMCKHUOT ja3uK, KaJe IMpUIaBKaTta ¢ HEMEHIINBA, BO (PAHIyCKHOT ja3UK Taa €
KOHTPYEHTHA 0 POI U Mo OpOj O MMEHCKHUOT KOHCTHUTYCHT KOJIITO TO OIWIIYBA,
NITO ymaTyBa Ha Toa Jieka aTpuOyTHBHATAa NpHUIaBKa BO INpPB pell Ce OJHECYyBa,
OJTHOCHO 2U OONONHY8a Cy0jeKTOT WIH 00jeKTOT.

3a ga ce HaAMHHAT TEPMUHOJOMIKMTE Pa3NMKU ce Ipeanara (ppaHIyckara
rpaMaThka Ja TO YCBOU TEPMHHOT Hpeduxamueen WIH Npeoukamug 3a
perMeHyBamke Ha CErallHuoT arpulyT co IITO OM ce ycoracuia CO HajTOJIeMHOT
JIeJT 07l eBpoIicKaTa rpamariuka Tepmunonoruja. (Riegel, 1985, p. 211).

I'epmaHcKaTa TEPMUHOJOTHja BO HOINIEA Ha arpubyTOT € MHOTY CIMYHA Ha

aHIIIMCKaTa, CO Taa pas3lidKka IITO BO TepMaHCKaTa rpaMaThka IPEIUKATOT €
OTpaHMYCH caM0 Ha Diaroickara ¢opma. [maromor, omnHocHo Pridikat, mMa
(GyHKIMja HAa OpPraHM3alMCKU ILIEHTAap BO TepMaHCKara pedeHuna. ATpulOyTor ce
o3HauyBa Kako das Prddikatsnomen wnm das Prddikativ, omHOCHO TpeINKaTCKO NME,
a ce pasNMKyBaart, Kako U BO (DpaHI[yCKHOT ja3ukK, JABa TUNA npeduxamcko ume: die
prddikative Ergdnzung zum Subjekt, uTo oarosapa Ha (paHIyCKHOT aTpuOyT Ha
cyojektor u die prddikative Ergdnzung zum Objekt koe ce ogHecyBa Ha
(panmycknoT arpudyT Ha 00jekT. bunejku TepmuHoT Ergdnzung 3HaUn 0ononneHue
Ha TepPMAHCKH ja3HK, MOXE Ja C€ 3aKIy4H JeKa W BO IepMaHCKara rpamaTHhka
aTpuOyTOT ce ONMUINYBa KaKO IJIArojcko JomnoiHeHue. [IpuymHaTa 3apagu Koja BO
TEepMHHOJIOTHjaTa HpPEIHUYH OMOJHYBadKaTa, a He ONHMIIyBadykara (yHKIMja Ha
aTpuOyTOT, € Toa IITO aTpUOYTOT, KAaKO M BO aHIVIMCKATa rpaMaTHKa, He Ce COIacyBa
CO IMEHKaTa Ha K0ja ce OJHECYBa.

ITto ce omHecyBa n0 (DPaHIyCKHOT CMUTET, BO FeépMaHCKaTa rpamMaTHKa ce
KOPUCTH TEPMUHOT das attributive Adjektiv, omHOCHO aTpuOyTUBHA MPUABKA:

SUBJEKT PRADIKAT

(CYBJEKT) (ITPEAMKAT)
Dieses kleines Haus Is Kalt
Osaa mana KyKa e cmyodena
Begleiter Attributives Nomen Pradikatskern Pradikatsnomen
JlerepMuHaHT adjective (Substantiv) (Préadikat) IIpenukarcko ume

AtpulyTHBHa Hmenka Ilpequkar | i
NpHIaBKa pradikatives Adjektiv
IpenukaTuBHa NpUAaBKa

Memajasuunu exeusarenmu Ha ampubymom 80 2epMaAHCKUOM ja3UK
(cnopeo Maillard & Almeida, 1999, p. 120)

43



44

Milena KASAPOSKA-CHADLOVSKA

Bo mopTyrajckuoT M BO UTAJHjAHCKUOT ja3MK CO TEPMUHOT ampubym ce
03HauyBa OHa IITO BO (hpaHIlycKaTa rpaMaTHKa ce HapeKyBa enumem. Kora craHyBa
300p 3a (paHIyCKHOT aTpuOyT, CUTyalMjara € CIMYHA KaKo BO AHIJIHUCKUOT H
TEepMAaHCKHAOT ja3WK, OJAHOCHO MW Kaj OBHE ja3WIHd Cce TpUOETHyBa KOH
TEepMUHONOTHjaTa Oa3upaHa Bp3 MMEHKaTa npeduxam. VIMEHO, BO MOpTyrajickara
rpamaruka, 3a arpuOyTOT ce KOPHCTH TEPMHHOT predicativo, WIH Hpeouxamus,
J0JieKa WTalMjaHcKaTa rpaMaTHKa To UMEHyBa Kako parte nominale del predicato,
OJHOCHO Kako HMEHCKHM Jell Ha NpeAMKaToT. 3a pa3iuka oJf aHIIMCKaTa H
repMaHCKaTa rpaMaTHKa, TyKa He c€ KOPHCTH TEPMHHOT donoaHerue. Toa ce TOIKH
Ha (haKkTOT LITO BO ja3ULUTE CO JATUHCKH KOPEH, aTpUOYyTOT ce collacyBa BO POA U
Opoj co MMEHKara Ha Koja ce omHecyBa. OTTamy, Kaj HUB, KaKO IITO HaBEIOBME U
MPETXOJHO, 3a HMEHyBamke Ha arpuOyTOT HEe ce KOPHCTH TEepMHHOJIOTHjaTa
JIONONHeHUe Ha KonyiamusHuom uiu ampudymusuuom 2nazon. (Maillard & Almeida,
1999, p. 118).

Bo omHoc Ha arpubytor, Majap m Anmejma mnpemaraar (¢paniyckara
rpamMaTuka Ja T'M CIeQW aHaau3aTa M TEpPMUHOJIOTHjaTa KOUM ce cpekaBaaT BO
MOPTYTaJICKUTE TpamMaTUKU. VIMEHO, KOPHCTEjKM THM TepMHHUTE predicativo do
sujeito n predicativo do objecto, BO HUBHHTE AehUHUIMK ce 300pyBa 3a 060jHa
@yHKyuja Ha IPEIUKATUBOT, OJ] elHa CTpaHa Ja To JAOIOJHYBa IJarojoT, a Of Ipyra
CTpaHa Jia TO ONHUIITYBa Cy0jeKTOT, OJHOCHO 00jEKTOT BO pCUCHUIIATA.

SUJEITO PREDICADO

(CYBJEKT) (ITPEOVKAT)
Esta pequena casa é Fria
Osaa mana KyKa e cmyoena
Atributo nome (verbo) copula (nome) predicativo do
Atributo UMEHKa KoIyJa sujeito
Atpubyt MPeIUKaTCcKo HMe Ha
Atpubyt cy0jexkToT

Memajasuunu exeusarenmu Ha ampudymom 60 ROPALY2ANCKUOM JAZUK
(cnopeo Maillard & Almeida, 1999, p. 120)

2. MeTaja3nyHU ¥ KOHUENTYAJIHH PA3JIUKH €O MAKEJOHCKHUOT ja3uK

Bo MakemoHCKHOT ja3WK, TEpMHUHOJOTHjaTa IITO C€ KOPHCTH 3a
IpeauKaTUBHATA U NPUIMIITYBauykaTa (yHKLHMja HA MIPUJIABKAaTa € MHOTY CIMYHA Ha
TEPMUHOJIOTHjaTa KOJjalITO C€ KOPUCTH BO €BPOICKUTE TIPAMATUKH KOU TH
pasnienasMe. MIMeHo, TepMUHUTE ampubym, BO MakelOHCKaTa U BO (paHIlycKaTa
rpamaruka, peTcTaByBaaT ,,JJaKeH map™, CO Toa IITO 3HAYEHETO Ha aTpudyTOT BO
MaKeZIOHCKaTa TpaMaThKa OIr0Bapa Ha 3HAUYEH-ETO BO APYTHUTE €BPOIICKH TPaMAaTHKH.
ITorouHo, BO MakeIOHCKHOT ja3HK, MOA aTpubyT ce moxpasdupa: Hecamocmoen,
8MOpoCmener peueHuyeH 4YjleH CcO Koj ce Hagie2ysda 60 CMpYKmypama Ha
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UMeHckama 2pyna Oudejku  moj 60CNOCMABY8A  CUHMAKCUYKA GDCKA  CO
UMEHKAMAa-yeHmap Ha UMeHCKama epynd. (MHHOBa—fypKOBa, 2000, ctp. 219). OBoj
omuc, NakK, oJroBapa Ha aeuHunMjaTa 3a GPaAHILYCKUOT enumen.

Enurerot ce cpekaBa M BO MakeJOHCKaTa rpaMaTuka, HO TOj C€ Pa3lIMKyBa Of
MaKeIOHCKHUOT aTpulyT. IMeHo, mpuaBKara BO MaKeTOHCKHOT ja3uK UMa (pyHKIHja
Ha aTpuOyT Kora ce ynorpeOyBa CO CBOETO NMPUMAPHO 3HAYCHE (UpPEeHA KOuLyid).
Jlokoiky, mak, ce yHmoTpeOu co MPEeHOCHO 3Hauewme (Kpeagu oyu), TOTall CTaHyBa
30op 3a emmrer. OTTaMy, EHNHMTETOT MOXE Ja ce¢ IOe(HHHUpa Kako eleH BUI
cemanmuuxa eapujanma Ha aTpuOyTOT, OJHOCHO Kako HEroBa Pa3HOBHIHOCT.
HeroBara ocHOBHa (yHKIMja ce COCTOM BO TOa WITO MPHIOHECYBa 3a MOToJeMa
EKCIIPECUBHOCT Ha UCKa30T.

Bo makenmoHckaTa rpaMaTHKa, €KBHBaJCHT Ha (PaHIyCKHOT arpuOyT Ha
Cy0jeKTOT MPETCTAaBYBa UMEHCKUOM Oell HA 21d20ACKO-UMeHCKuom npupok. MeryToa,
HajYeCTO Ce CpeKaBa Kako eKBUBAJICHT Ha (paHIyCKHOT arpulyT Koj HMa
3aJJ0JDKUTENTHA CHHTAaKCHYKa (YHKIMjA, OXHOCHO HA OCHOGHUOM ampubym Ha
cybjekmom. Hacriporn Toa, (QpaHIyCKHOT IMOMOIIEH aTpuOyT Ha CyOjeKToT, BO
MaKeIOHCKaTa TpaMaTHKa ce pa3mieyBa MoJ HACIOBOT UHMeZPUPAH NPeOuKamueeH
ampu6ym (Munosa-I'ypkosa, 2000, ctp. 221) umu nepecmpuxmusen, axmyeneu
ampubym. (IlerpeBcku, 2010).

ITo ce ogHecyBa 10 GppaHIlyCKUTE KOHCTPYKIUHU CO 33aJJOJDKUTEIICH aTpHOyT
Ha TUPEKTHUOT 00jEKT, IIPH OIPEIeTyBambeTO Ha (YHKIMOHAIHUTE CKBUBAJICHTH BO
MAaKEIOHCKHOT ja3HK rojieMa yJaora urpa riarojioT BO KOHCTpYyKIHUjara.

Kako exkBuBajeHTH Ha OBOj aTpuOyT, BO MaKEeIOHCKAaTa IpaMaTHKa Haj4ecTo
ce CpeKaBaaT npediowky Gpasu 60 NO3UYUjA HA UMEHCKU Oell Ha NPUPOKOm KOH Ce
BOBEJICHU CO MpeMIo3uTe 3a M kaxko. HuBHara ¢yHKIHMja, BO OBOj Cily4aj, HE €
npuMapHa TyKy BropudHa. OCBEH TOa, MAaKO CO MHOTY MOMaJia 3a4eCTEHOCT, KaKo
EKBUBAJICHTH MOXE J1a CE CPETHAT U He3dB8UCHU, becnpednowky pazu 6o nouyuja
Ha umencku den Ha npupoxom. (LIBetkoBcku, 1988, ctp. 37). Kako exkBuBaneHT Ha
nomowHuom ampubym Ha o006jekmom, BO MAaKEJOHCKHOT ja3WK HajuecTo IO
CpeKkaBaMe UHmMepUPaHuom npeouKamueer ampuoym.

a) KAC-O:
Elle est belle ( est- komyna, belle - ocHoBeH arpuOyT Ha Cy0jeKTOT);
Taa e ybaBa ( e- KOIyJIaTUBEH I11aroj, ydaBa - IMEHCKH JIeJT Ha IJIaroJICKO-UMEHCKHU TPHPOK).

6) KAC-II:

Il est rentré ivre (est rentré - moBpeMeHO aTpuOYTHBEH INaroi, ivre - IOMOLIEH aTrpubyT Ha
Cy0jeKToT);

Toj ce spamu nmMjau (ce epamu - HE Ce TPETHPA KAKO KOIYJIATHBEH IJIAroi, MUjaH — HHTETPHPAH
MIPEANKATHBEH aTpHOYT KOj CEe OJHECYBa Ha Cy0jeKToT).
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B) KAO-O:

11 croit cette femme heureuse (croit - ocHoBeH arpuOyTuBeH riiaroi, heureuse - ocHoBeH aTpuOyT Ha
JHUPEKTEH 00jeKT);

Toj mucau dexa xeHaBa e cpeKHa (JeKJIapaTHBHA PEYEHHIA CO IVIaroJICKO-UMEHCKHU IPUPOK);

Toj ja cmema eHaBa 3a cpekHa (cvMema 3a - TIaTOJICKU M3pa3 CO KOMyJNaTUBHA (yHKIHMja, CPeKHA -
3aBHUCEH (TPEAJIONIKN) UMEHCKH JIeN Ha TIPUPOKOT).

r) KAO-II:

Elle boit son café froid (boit - moBpemeHo arpuOyTtuBeH riaroin, froid - momorieH arpubyt Ha
JIVPEKTEH 00jeKT);

Taa xagero ro nue JaaHo (nue - HeMa KOIyJIaTHBHA (DYHKLH]ja, JAJHO - HHTETPUPAH NPSIUKATHBEH
aTpuOyT KOj Ce OJJHECYBa Ha JIUPEKTHUOT 00jEKT).

Memajazuunu exeusanenmu Ha ampudymom 80 MaKeOOHCKUOM jAUK

2.1. UIMeHCKHOT e/l HA IPUPOKOT BO MAKEJOHCKHUOT ja3uK

Bo MakemoHCkara rpaMaTHKa Ce€ Ppa3iHKyBaaT 21acoicKu, nepugpacmuien
(ananumuuxu) U 21a20NCKO-UMEHCKU NpupoK. Inazoncko-umeHcKuom npupox ce
MMEHYBa M CaMO KaKo HMEHCKH MPHPOK,” HO Ce CpekaBaaT M Ha3HBUTE npeouKamus,
cocmagen UMeHCKU NPUPOK, He21a20NCKU NPeouKam.

Co 0BOj THI MPUPOK CE€ ONHINYBaaT HEKAaKBH OCOOMHHM WJIM COCTOjOM Ha
HETOBUOT HOCHUTEN, OJHOCHO TOj IpeTcTaByBa MpuMapHa (Qopmanusanuja Ha
MpeJUKaTH Ha CcOCTOj0a, OMHOCHO Ha HempolecyanHu npenukaru (Tomonnmscka,
1991, ctp. 116) (Hean ne e yuumen 1o 60 nociedHo gpeme y4uUmMeacmaysa 60 HeKoe
sagppreno ceno).’

HmeHCcKHMOT e HA MPHPOKOT, 32 KOj BO JUTeparypara ce cpekapaaT W
TEPMUHHUTE NPEeOUKAMCKO uMe, JNEeKCUYKU NOIHO3HAUEH Oell, JeKCUUKO jaopo,
cyOjekmHo WA npeomMemcko OOnoaHyéarse, MPETCTaByBa NpPEIUKATHBHA UMEHCKa
rpyrna Koja BO MakKeOHCKHOT ja3WK C€ OJJUKYBa CO HEOOENEeKaHOCT OJ] aCIeKT Ha
KaTeropyjara OINPENeNeHOCT, HEeOoOeNeKaHOCT IO 3aBUCHOCT M COINIaCyBame CO
HE3aBUCHAaTa WMEHCKa TIpyma, OmHOCHO moameToT. (Tomommmceka, 1972; Bo
MHHOBa-fypKOBa, 2000, ctp. 190).

Bo MakemoHCKHOT rpaMaTH4YKd CHUCTEM C€ IPaBH pasjivKa IOMEry UMEeHCKU
NpUpoOK 00 OCHOBEH, NPUMAPEH 8UO N NPUPOK 00 MOPUUEH, CEKVHOAPEH GUO.

Ipumapnuom umencku npupox, Kako LITO BeKe HaBEAOBMe, I'M Mmoapa3oupa
KOHCTPYKIIMUTE BO KOM KaKO TIOBP3yBayKH IJIaroll Ce jaByBa KOITYJaTHBEH,
CHHCEMAaTHYCH T1aroli (HajuyecTo BO 0Baa yJjora ce cpekaBa THITMYHUOT KOMYJIATHBEH
IJ1aroJl cyM) U MMEHCKa, NPUAABCKA, 3aMEHCKa HJIM MPUJIOIIKA JIEKCEeMa, KOM ce
HEMapKUPaHU IO 3aBHCHOCT M KOU C€ OJHECYBaaT Ha Cy0jeKTOT BO pe4eHHIIaTa, CO
KOT'O C€ M KOHTPYEHTHH 10 Pof U 0poj.

Bmopuuen umencxu npupox TpeTCTaByBa NPUPOKOT KOj BKIy4dyBa
MPEUIONIKH H3pa3d, OJHOCHO U3Pa3H MapKHUPaHU IO 3aBHCHOCT, KOM MOXE Ja ce
pa3mienyBaar Kako MMEHCKHU IIPUPOK caMo BO ompenesieHu ciydau: Osoj npupox ce

2 Hasusor ro xopuctu Llgetkosekn (1988).
* Mpumepor e HaBexen kaj: Tomonumeka, 1991, crp. 116.
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cMema 3a Hemunuyen 3amod Wmo 00 Kame2opujanHo-2pamamuyki Acnexkm,
maxkeume MApKUpauu no 3a8UCHOCH OOIUYU He MoxHcam 0a OUOAm KOHCIMUmMyeHmu
HA UMEHCKUOM NPUPOK, HO UCMOBPEMEHO He MOodceMe Humy 0da um ja oopeueme
osaa @yukyuja 6udejku 00 CEeMAHMUYKU ACHEeKm HeKOU 00 HUe, 0OUYHO CO
8MOPUUHO, NPEHOCHO, 3HAYERe, UMIAUYUPAAM MOKMY MAK8U COOPICUHU KOU Ce
CBOjCMEeHU 3a UMEHCKUOM NpUpoK-ocobuna, ceojemeo, cocmojoa. (1IBETKOBCKH,
1991, ctp. 45).

Hajuectn mpensios3n co KOu ce BOBeIyBa HMEHCKHOT JeJ1 BO OBOj THI MIPUPOK
ce MpemIo3uTe: Ha, 60, co, Oe3, 00, noo, 3a, kako (Pecuonom e Ha wimpeKx no
mepopucmuukuom xHanao [...]. (), Paba mu ywme e na noza. (pasr. ct.), Jagsnume
npemnpujamuja ce éexe Ha mepen u ce Ha zomosc [ ...]. (1), Hosume pecucmapcku
mabnuuku ce 80 coznacuocm co cmaunoapoume. (1), Taa e 6e3 nuxaxos cpam. (pasr.
CT.).

2.2. UMeHCKHM NPUPOK CO NMPEAJIOroT 3a

IIpemyioror 3a € eneH oI HajuecTUTe IPeUIo3d KOM Cce cpekaBaaT BO
NPEIUKATCKU U3Pa3H BO MAKEIOHCKHUOT jazuk. Toj HayecTo ce cpekaBa CO IJIaroiu
CO HEIEJIOCHO 3HauCHhe KOM, 3apajii CBOMTE BAJCHIUCKU KapaKTEPUCTHKH, MOXKE J1a
OCTBapaT CHHTarMaTcka BpCKa CO JAPYTHTE PEeYeHUYHHU YJICHOBH OOMYHO WIIM CaMo
CO OBOj MPEJJIOT.

CBpP3HUKOT 3a HajYECTO CE CpekaBa BO MMEHCKO-TIPEINKATCKH KOHCTPYKIIAU CO
IPEOJHH IVIarojM BO KOM CO MPEIJIOLIKUOT U3pa3 He My ce NPHUIMIIYBA IPU3HAK HA
Ccy0jekToT TyKy Ha 00jekToT. Bo TakoB ciydaj, He craHyBa 300p 3a mpumapua
npedukamcka penayuja (Cy0jeKT-IPUPOK), TYKY 3a CHOpedHd, CMpPAaHudHd, 3aToa
IITO, Kako INTO HaBenyBa L[BeTkoBcku, npusmwaxom [...] ce oOHecysa Ha
dononnysaremo Ha npeduxamom-oojexmom. (1lBetkoBcku, 1988, ctp. 200).

bunejku npeanomkuTe M3pasd CO 3@, 3a KOM C€ cpekaBaal M TEPMUHUTE
UHCMPYMeHmaleH NPUPoOK, NPeOUKAmusHa onpedenda, npeouKamcKo npouupysarse,
211a20JICKO OONONHY8AIbe, NPeOUKamue, TOOIUCKY TO ONpeeTyBaaT 00jeKTOT, THE Ce
ynoTpeOyBaaT cO [Jaroid IITO O3HA4yBaaT cCmas, Mucierbe, NpusHasare,
npoenacysare, 00jasysarse, npagere Hewimo 3a Aa CTaHe MPEAMETOT OHA IITO TO
HCKaXyBa NpenukaruBHaTa ompezaenda. Co TakBU KapaKTEPUCTHKH Ce CpeKaBaar
ONpeleieHd NPEOJHH M HEKOM IOBpAaTHH IJIArojM, Kako: cumema, ce cMemd,
npoauacyea, npu3Haed, KoM MOXe Ja KOHOTHpaar mpuiaBcku Gopmu Bo (QyHKIH]a
Ha MMEHCKH JIeJl Ha IIPUPOKOT, KaKO U INIaroJINTe HA3HAYY8d, UMEHY8d, Cmasd, KOU
HE KOHOTHpAaaT MNPUAABCKU, TYKy HMMEHCKH (QOpPMH Kako JeKcuuko jaapo (Me
cmemaam 3a naumka a He me Hu 3anosuane. ([), Ha cmapnemama u npeuyu moa
wmo muozy 00 ayremo ue ja cmemaam 3a namemua. (1), [...] 3a na xpaj da my
coonwimu Ha pakomemapom Ha Bapoap Oexa e npoznacen 3a najyoas. (M).

2.3. AMeHCKH NPUPOK €O MPEAJIOroT KaKo

Bo pamkuTe Ha MMEHCKara Npenukalnuja co 3aBHUCHH (GopMHU ce cpekaBa U
npemIoroT xako. OCBpHYBajKM c€ Ha OBOj THII 3aBHCHA INpennkanuja, l[BeTkoBckn
pasriienyBa caMO MPUMEpPH BO KOM KaKO MPETCTaByBa JAEN ON MPEAUKATCKOTO HUME
KO€ Ce OIHecyBa Ha CyO0jeKTOT, MpHUTOa NPUIHMINYBajKH My Ha ILEJIHOT HCKa3
3HaYeHe Ha cropenda IO AT Ha COIOCTaByBame Ha JIBa nouma. OTTamy,
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MMEHCKHOT IPUPOK CO Kako ce HapeKyBa cnopedben (JKenume ce Kaxo 6umo, co
2o0unume cmauysaam ceé noybasu. (H. nup.), Ilo namnpesapom Oeseme Kako
nonaperu. (J1).

Crnopen Tononumcka, Kora MpeasoroT Xgko BIETyBa BO KOHCTPYKLHH CO
HEKONYJIATHUBHHU IJIarojid, MPeUIOMKHOT H3pa3 MPETCTaByBa KOHMAMUHAYU]A METY
npuionikata (Ha4nMHCKa) U arpubyTcka (kBanudukaTHBHA) onpenesnda, Mpy MITo 3a
HETO0 Ce KOPUCTH TEPMHUHOT CUHAmMeMa €O NPULOUKO-AmMPUOYMCKO 3HAYere
(Tonmonumwcka, 1969, crp. 51) (Pabomu kaxo éyoana 3a 6e3 napu. (pasr. cT.),
Tpuawe kaxo cnoynagena 00 asmomoounl 00 agmomodun bes da 600u cmemrka dekd
Hexoj modxce 0a ja npezaszu (J1).

Bo MakelIOHCKHOT ja3WK, NPEAJIOrOT KaKO MOXE Ja Ce CpPeTHE H BO
KOHCTPYKIIMM CO HEKOW TJIarOJIM Kako: oyewysd, uzbupa, onuuiysa, Oepunupa,
oxapaxmepusupa, BO KOW NPU3HAKOT Ha KOj yHaTyBa HMEHCKHOT Jel My ce
MPUITUITYBA Ha JHPEKTHHOT O0jeKT, ONHOCHO CcTaHyBa 300p 3a cropeaHa
npenukauuja (IIlymun u Mepken 2o oueHuja Kako no3umusHo 0010JICY8AILemo Ha
docosopom 3a acoyujayuja na Yxpauna. (B), [...], npoexmom wmo sicumerume 20
uzbpaa kaxo npuopumemen. ().

2.4. UnTerpupaH npeinKaTuBeH aTpuoyT

VHTEerpupaHuoT NOpeAuKaTHBeH aTpuOyT ce peduHUpa Kako WieH Of
noBpIIMHCKaTa pedeHndHa cTpykrypa (Il est revenu. 1l était malade/ Ce Bpath.
Bbeme nujan), Koj Bo Hea ce cMeCTyBa IPEKy MPEAUKATOT O BTOpara 1o peaocien,
KOITyJIaTUBHA pedyeHulia o JurabuHckata ctpykrypa (Il était malade/beme nujan) u
KOj TO MEHYBa 3HAUEH-ETO Ha €/IeH O/ UMEHCKHTE apIyMEHTH BO PAMKHTE U BO TEKOT
Ha peanm3anyjara Ha miaroinckara npenukauuja (7oj ce epamu nujan). OBOj THI
aTpuOyT ce OIUIMKYBa CO HEKOJIKY IIOBaXKHH OCOOMHU:

— mpeTcTaByBa (opMaiH3anrja Ha KOHACH3WpaHa 3aBHCHA peYeHHIIa BO Koja
Bpien QyHKIHja Ha JEKCHIKO jaJIpO Ha UMEHCKHAOT PUPOK;

— MOKa)XyBa JIBOjHA CHMHTAaKCHYKa U CEMaHTHYKa 3aBUCHOCT, KOH Cy0jeKTOT U
KOH TJIarOJICKAOT IPEAHKAT;

— ocoOnHaTa Koja ja IPHUNHUINYBa € aKTyellHa caMo 3a BpeMe Ha peajH3alijara
Ha TJIaroJICKOTO JIejCTBO.

3. 3akay4yHu 3a0eIelKH

Bp3 ocHoBa Ha mperiegoT Ha TEPMUHOJIOTHjaTa KOJjalITO Ce€ KOPUCTH 3a
(paHIycKHOT aTpuOyT BO MaKkeJIOHCKATa rpaMaTHKa, MOXKE J1a C€ 3aKITy4H JAeKa Kako
CKMBAJICHT Ha OCHOBHHOT aTpuUOyT Ha Cy0jeKTOT W HAa OCHOBHHOT aTpHOyT Ha
00jeKTOT, BO MAaKeJOHCKUOT ja3WK Ce€ cpekaBa HMMEHCKHUOT JeJl Ha NPEeIuKaToT
(oOmueH W mpemyomKKM WMeHCcKH Jen). Ox apyra cTpaHa, €KBHBaJCHT Ha
TTIOMOITHHOT aTpuOyT Ha Cy0jeKTOT, OHOCHO 00jeKTOT MPETCTaByBa HHTETPUPAHUOT
MPEIUKATUBEH aTpUOYT.

CropenyBajku 1o ()paHIlyCKHOT METaja3uK CO METaja3uKOT KOJIITO C€ KOPUCTH
3a arpuOyTOT BO APYI'HTE €BPOIICKU IPaMaTHKM, c€ BOO4YyBa, Mely ApPYroTo, Aeka
¢paHIycKkaTa rpaMaThKa € €JUHCTBEHA KOjallITO TO KOPUCTU TEPMHHOT aTpulyT 3a
mpeauKaTuBHaTa (yHKIW]ja Ha MpuaaBkata. HajroneMHoT fien o Apyrure eBpOICKH
rpaMaTUKd TO KOpPHUCTaT TEPMUHOT mpenukar. Hue ce cormacyBaMe co CTaBOBUTE
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criopen kou Ou Owo moje3Ho (paHIlycKarta rpaMaTHkKa Jla ja ycoIiacu CBojara
TEPMHHOJIOTH]ja 32 aTpUOYTOT CO MPEOCTaHATUTE EBPOIICKH TpaMaTuKu, OUejKu Toa
BO TojemMa Mepa OM NIpPUAOHENO 3a HAaAMHHYBaWke€ Ha MPOOJEeMHTE CO KOU ce
coouyBaaT CTyACHTUTe/ mpodecopuTe KoM TO U3ydyBaaT WIM TO TIpeaaBaar
(hpaHIyCKHOT ja3uk.
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The Attribute in the French Language and its Equivalents in the Macedonian
Language: Metalangustic Similarities and Differences

Abstract: The attribute in the French language is the part of the sentence whose
function is to provide a description of the subject by means of a copula verb as an
intermediary, or of the direct object via transitive verbs. In the Macedonian grammar, this
definition refers to the part of the sentence that functions as the nominal part of the predicate.
When the French attribute refers to the subject of the sentence, then, a distinction can be
made between two types of attribute: a) basic attribute, and b) auxiliary attribute of the
subject.

The metalinguistic equivalent of the first type of attribute in Macedonian is the nominal
part of the predicate, whereas in the case of the second type of attribute, the equivalent is the
integrated predicative attribute. Similarly, the attribute of the object in the French grammar
distinguishes between: a) basic attribute and b) auxiliary attribute of the object. The basic
attribute of the object in the Macedonian grammar is treated as an independent part of the
predicate. The term integrated predicative attribute is used in the case of the auxiliary
attribute of the object as well.

Nevertheless, the term attribute in the Macedonian language refers to a sentential
member which is independent and of secondary importance, and which determines a
particular nominal constituent from the perspective of a specific feature, directly and without
the interference of a verb. The French equivalent of the Macedonian attribute is the epithet.

Taking into consideration these formal differences relating to the attribute in these two
languages, this paper offers an overview of various examples which clearly illustrate the
usage of all these different types of attribute in the French language. Additionally, it also
aims to clarify the metalinguistic differences which exist in French and in Macedonian.

Keywords: Attribute French, Macedonian, equivalents.
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DES VERTES ET DES PAS MURES : FRUITS ET LEGUMES
DANS LES PHRASEMES FRANCAIS ET CROATES

Résumé : Le présent article aborde un €lément pittoresque parmi les sujets de
réflexion qu’offrent les expressions figées : les phrasémes dont 1’un des constituants est un
nom de fruit ou de légume. Prenant pour point de départ le frangais, ou ce type
d’expressions est assez fertile, nous fonderons notre propos sur un corpus d’une centaine de
phrasémes, dont nous proposerons d'abord une description linguistique. Suivant deux idées
sur le signe linguistique qui sont que, 1° le signe nous est imposé par le code social qu’est la
langue et est donc figé et que, 2° le signe utilisé consciemment pour communiquer quelque
chose est un signe intentionnel, nous étudierons la maniére dont s’opere la désémantisation
et proposerons une typologie basée sur nos observations. Puis nous chercherons des
équivalents en croate, langue dans laquelle les noms de fruits et de légumes sont
comparativement fort peu exploités dans les phrasémes. Faisant notre I’approche d’Umberto
Eco, selon lequel la traduction est une négociation, nous proposerons diverses stratégies,
depuis la traduction littérale jusqu’a la recherche d’une équivalence, que celle-ci s’établisse
grice a un phraséme existant en croate ou s’accompagne d’ajustements: adaptation,
transposition, banalisation. Explorant les possibles stratégies a mettre en ceuvre, nous
tenterons de déterminer dans quelle mesure les solutions proposées sont pertinentes.

Mots-clés: phraseme, désémantisation, traduction, frangais, croate, fruits et
légumes.

Introduction

Désémantisation et figement vont de pair sur un axe qui mene, a la faveur
du contexte, de la dénotation propre, (n”)actualisant (que) 1’'usage principal, a une
signification quasi-imprévisible, a 1’issue d’un détournement qui s’opere dans une
association d’idées. Ce processus trouve dans les expressions figées un terrain de
prédilection bigarré, ludique, mais aussi fort vaste. C’est pourquoi nous limiterons
la présente étude a un ensemble restreint au sein de ce groupe hétérogene : d’une
part, au niveau du champ sémantique, en ne considérant que les phrasémes dont 1’'un
des constituants est un nom de légume ou de fruit. D’autre part, en privilégiant la
sélection dans notre corpus d’expressions a base verbale ou adjectivale.

Partant de la constatation que le sens des phrasémes n’est jamais
compositionnel, nous essayerons de discerner divers degrés de désémantisation et
d’éclairer la fagcon dont s’opére cette derniere. Observant que la perte de substance
sémantique constitue un obscurcissement du sens, nous établirons une gradation sur
une échelle allant d’un niveau de grande transparence a une totale opacité. Le

51



52

Evaine Le CALVE-IVICEVIC, Barbara VODANOVIC

comportement du phytonyme sur cette échelle est le facteur qui d’emblée capte
notre attention, mais il apparaitra que le constituant verbal participe lui aussi a
éclaircir ou au contraire obscurcir le composant sémantique retenu dans
I’association. En d’autres termes, plus le verbe conserve sa valeur pleine et son sens
littéral, plus grande est la facilit¢t a décoder 1’association construite sur le
phytonyme. Ainsi prendrons-nous en compte le comportement des deux
constituants — verbal et substantival — pour proposer une typologie fondée sur le
degré de désémantisation, depuis les expressions que nous pouvons qualifier de
« littérales » (pousser comme une asperge), jusqu’a celles ou 1’opacité est totale et
dont on peut dire qu’elles sont « métaphoriques » (jeter des pommes cuites). Une
telle classification présente un intérét quant a la réflexion sur la construction du
sens, mais il nous reste a montrer si elle peut aider le traducteur, en I’occurrence
vers le croate. Nous proposerons pour clore notre étude une palette de stratégies
possibles, accompagnée d’une évaluation des compromis qu’elles impliquent et de
leur succes respectif.

Le codage des unités lexicales

Chaque signe linguistique utilisé consciemment pour communiquer est un
signe intentionnel. Chaque signe utilisé pour communiquer est le résultat d’une
association entre forme et idée. Cette association, et le phraséme en est une, peut
étre interprétée dans sa signification compositionnelle et dans sa signification
« globale ». Kleiber (2010) le souligne : « expressions idiomatiques et proverbes
métaphoriques vont de pair au niveau représentationnel en rendant accessibles deux
sens, un sens compositionnel ou littéral, qui n’est pas le leur, et un sens qui est le
leur, qui s’avére non compositionnel et qui donc est dit opaque ou figé, sens
lexicalisé ou conventionnel, qui doit étre appris comme étant le sens de la
dénomination idiomatique ou proverbiale » (p. 139). Ainsi les phrasémes font-ils
partie « des éléments qui représentent un potentiel d’ambiguité » (Ballard 1989, p.
20). Hélas pour le traducteur, méme lorsqu'il a saisi le sens conventionnel, il n’est
pas au bout de ses peines, car la signification compositionnelle n’est pas tout a fait
effacée : « deux significations coexistent dans la méme séquence, un sens global qui
correspond a la totalité de la séquence et un sens littéral, sous-jacent, qui est
réactivé en cas de besoin dans le discours » (Mejri 2005, p. 190), or cette
coexistence complexifie notablement la recherche d’un équivalent.

Ce sens conventionnel ou global coincide avec le plus haut degré de
désémantisation des composants du phraseme, sur une échelle dont nous décrirons
les degrés, entre littéral et opaque, dans les pages qui suivent. Mais avant de
procéder a une classification, il convient de s’interroger sur les mécanismes qui
président a la formation du « sens lexicalisé ». Recourant au modéle de la nouvelle
version de la sémantique du prototype développée par Kleiber (1990), nous
observons que la plupart des phrasémes est construite sur des effets prototypiques,
et que les différents éléments participant a une méme catégorie sont unis par une
« ressemblance de famille » (Kleiber 1990, p. 152). Or, dans la structuration en air
de famille, le prototype se voit ramené du rang de principe organisateur, résumant
I’ensemble des propriétés de la plupart des exemplaires a celui de phénomeéne de
surface, pouvant avoir des sources et des formes différentes en fonction du modéle
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de la catégorie lui donnant naissance. Dans une telle conception catégorielle, « ce
n’est plus le concept ou son correspondant sur le plan sémantique, 1’acception ou le
sens, qui constituent ’indicateur d’une catégorie, mais 1’unité lexicale. Il en résulte
une version polysémique ou multi-catégorielle qui (...) rend compte de ce qu’un
méme mot peut regrouper plusieurs sens différents, c’est-a-dire peut renvoyer a
plusieurs types de référents ou de... catégories » (Kleiber 1990, p. 155). Alors
comprenons-nous plus aisément comment, moyennant 1’actualisation de I'un des
sémes, en ’occurrence la forme, s’opére le lien entre la citrouille et la téte, ou
comment s'opére le choix du phytonyme « poire » pour des phrasémes aussi variés
que : se fendre la poire, laisser mirir la poire, couper la poire en deux ou encore
c¢’est pour ma poire. Ici s’installe un premier niveau d’opacité, en particulier pour
les allophones, dés lors que 1’association ainsi créée tire sa 1égitimité du fait qu’elle
est partagée par les membres d’'une méme communauté dont elle refléte le savoir
commun, mais ne trouve pas nécessairement d’écho dans une autre langue-culture.
Ainsi le radis est-il considéré par les francophones comme une unité de mesure
dépourvue de valeur, fonction que remplit la féve (bob) en croate.

Par ailleurs, nous observons que dans le cadre du phraséme «la
catégorisation se trouve justifiée par des liens d’association entre les différentes
instances (ou type de référents) et non pas par un rapport entre toutes ces différentes
instances et une méme entité, a savoir le prototype » (Kleiber 1990, p. 159), ce qui
aide a comprendre comment pomme, poire, péche, citron, chou et citrouille peuvent
établir un méme lien avec la notion de téte. Ici le probléme de 1’opacité s’épaissit
dans la mesure ou, en ’absence de figure centrale prototypique, « il est permis de
concevoir qu’une catégorie est formée de types de référents ou de sous-catégories
différentes, reliées entre elles de telle sorte que la premiére, par exemple, peut ne
plus rien avoir a faire directement avec la derniére » (Kleiber 1990, p. 161). Ce
modele permet de concevoir comment « chou » et « citron » peuvent rivaliser pour
se superposer a « téte » dans le phraséme se creuser la téte.

L’étude phraséologique doit aussi prendre en compte que certains éléments
de la phrase sont construits en transgressant les régles de la sélection de leurs
constituants lexicaux ou morphologiques. La transgression entre forme et idée s’est
déja opérée au niveau présuppositionnel, dans la parole potentielle ou 1’on a associé,
par exemple, la forme de la téte avec les contours du chou ou de la citrouille. Dans
la parole effective, cette transgression donne lieu a des phrasémes tels que ne rien
avoir dans la citrouille. Ce faisant, la composante verbale garde son sémantisme
intact, de manicre que le verbe ne subit aucune transgression des paradigmes.

Divers auteurs, dont Svensson et Mejri, s’accordent a dire qu’il existe une
fixité formelle et une fixité sémantique du phraséme. Les éléments phraséologiques
sont donc soumis a un figement qui s’opere sur plusieurs niveaux, et 1’expression
est figée en raison de sa conventionnalité et de son inflexibilité. En d’autres termes,
une expression figée doit étre congue comme une unité chez le locuteur, et ce
dernier doit sentir qu’il y a une relation entre les mots, ce qui a pour résultat que les
mots sont per¢us comme une unité. Elle doit également étre inflexible au niveau
syntaxique, c’est-a-dire soumise a un blocage syntaxique. Il existe, tout d’abord, un
blocage grammatical qui provoque un figement syntaxique et sémantique. Gross
(1996) établit une distinction entre ces deux types de figement : « Une séquence est
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figée du point de vue syntaxique quand elle refuse toutes les possibilités
combinatoires ou transformationnelles qui caractérisent habituellement une suite de
ce type. Elle est figée sémantiquement quand le sens est opaque ou non
compositionnel, c¢’est-a-dire quand il ne peut étre déduit du sens des éléments
composants » (p. 154). Quant a Mejri (2009), il souligne que toute atteinte a cette
fixité formelle et a la globalité sémantique des séquences figées serait considérée
comme un défigement. La conventionnalité et I’inflexibilit¢ de ces expressions
provoquent chez les locuteurs un sentiment de proverbialité et de figuration. A cela
viennent s’ajouter l’informalité et I’affect — dont il sera question dans notre
typologie des degrés de désémantisation — qui participent de 1’idiomacité, dans
laquelle s’inscrit la problématique du phraséme.

De la transparence a I’opacité

Les expressions « littérales » présentent un sens quasi-compositionnel,
résultat de I’évidence du trait sémantique actualisé, et donc de la composition des
sens de leurs constituants (avoir les yeux en amande) et c’est le contexte qui
sélectionne les sémes neutralisés, actualisés et saillants. Le phytonyme connait une
part de désémantisation, mais elle n’est pas complete : amande perd ses traits
matériels et morphologiques, pour ne garder que sa forme oblongue. Dans les
expressions « métaphoriques », en revanche, 1’opacité provient du fait que leur sens,
qui par opposition au sens compositionnel peut étre qualifié de « sens figé », est
imprévisible et ne résulte pas de la combinaison sémantique de leurs parties (courir
sur le haricot) puisqu’il est basé sur la transgresssion des actants dans un autre
paradigme. Ainsi, comme nous I’avons dit plus haut, ’opacité croit-elle avec la
désémantisation. Nous basant sur ces observations, nous aboutissons a une
typologie des expressions figées composant notre corpus articulée comme suit.

Le premier groupe correspond au niveau de désémantisation le plus bas. Le
verbe et/ou I’adjectif conserve sa signification premiere et la plus fréquente. Quant
au phytonyme, il suscite une association basée sur une caractéristique physique ou
attribuée aisément décodable, prototypique. Ainsi 1’association entre la couleur
jaune et le citron ne réclame-t-elle aucun effort de décryptage particulier. Autre
exemple avec avoir une ligne de haricot vert ou, dans la juxtaposition des notions
silhouette et haricot vert, le récepteur devinera sans peine que c’est sur le caractére
filiforme du légume que porte la comparaison. Nous remarquons, et ceci n’est sans
doute pas fortuit mais découle de ce qui vient d’étre dit, que cette catégorie réunit
en premier lieu les expressions comparatives. De fait, la comparaison, hormis
lorsqu’elle est ironique (or, & en juger par notre corpus, il semble que les
phytonymes ne donnent lieu a aucune comparaison ironique), se fonde sur une
association directe, retenant un trait sémantique perceptible (jaune comme un
citron) ou un trait attribué aisément déductible (ridé comme une vieille pomme). Par
ailleurs, I’élément initial (verbal, adjectival ou nominal) est sémantiquement stable.
Parmi les traits sémantiques relevant des propriétés intrinseques, au niveau de
I’aspect physique sont retenues la couleur (jaune comme un citron / coing, rouge
comme une tomate, pdle comme une endive), la texture (teint de péche, ridé comme
une vieille pomme), la taille (haut comme trois pommes, grand comme une asperge),
la forme (nez en patate, oreilles en feuille de chou, yeux en amande, ligne de
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haricot vert, téte de chou), ou encore la forme et la taille combinées (la téte comme
une citrouille / pastéque) et, au niveau des aptitudes, est retenue par exemple la
croissance rapide (pousser comme un champignon / une asperge). D’autres traits
sémantiques relévent des propriétés extrinséques du légume évoqué, comme par
exemple sa répartition dans ’espace du jardin (se fenir en rang d’oignons) ou
I’usage que I’on en fait (pressé comme un citron). Enfin figurent ici les propriétés
arbitraires, comme par exemple le trait « simplicité » attribué au chou (béte comme
chou). Qu’ils présentent une comparaison explicite, avec comme, ou une analogie,
avec de, le décodage des exemples ci-dessus ne réclame pas de gros effort.

Le deuxieme groupe de notre typologie s’articule également autour d’une
analogie, mais cette fois batie par synonymie, au sein de phrasémes comportant
pratiquement tous une initiale verbale. Nous pouvons y distinguer deux sous-
groupes, selon le comportement sémantique du constituant verbal. Dans le premier,
le verbe est sémantiquement stable, et I’analogie déductible par le contexte. Le
phraséme comportant le phytonyme vient se superposer a une autre expression,
transparente, reposant sur une ressemblance plus ou moins arbitraire. Tel est le cas
pour ne pas avoir un radis (un sou), ne pas valoir une cacahuéte / un trognon de
chou (un sou), travailler pour des prunes / des haricots / des néfles / des queues de
cerise / une poignée de cerises / des cacahuétes (des miettes), ou ’analogie repose
sur la valeur dérisoire attribuée aux fruits et 1égumes actualisés, ou encore pour en
pleine poire (figure), ou la forme du fruit suscite 1’association. C’est également ici
que nous trouvons s’occuper de ses oignons et c’est (pas) tes oignons (affaires),
images imprévisibles et moins faciles a décoder que faire ses choux gras (son
profit) phraséme évocateur des lors qu’il comporte 1’adjectif « gras », méme si ’on
ignore ce qu’est un chou gras. Quant a avoir [’air concombre (con), il est beaucoup
moins surprenant car ici le choix du synonyme est le résultat d’une attraction
phonique évidente. Enfin, citons envoyer cueillir de [’oseille, ou le phytonyme est
arbitraire dans la mesure ou il pourrait étre remplacé par maints autres termes (le
seul trait sémantique actualisé étant I’abondance de la plante dénommée), mais
vient par son noyau verbal se superposer a une expression en amont (envoyer
promener / paitre / balader), a I'instar des autres exemples de ce sous-groupe.

En revanche, nous ne ferons pas apparaitre dans ce groupe les expressions
avoir du blé / de ['oseille (de I’argent), donner une chdtaigne / un marron / une
péche (un coup de poing), ou raconter des salades (propos mensongers), qui
constituent des exemples d’emploi argotique ou populaire des phytonymes y
figurant, mais ne réunissent pas les caractéristiques du phraséme, puisqu’il est
possible de leur appliquer des transformations syntaxiques (la chdtaigne qu’il lui a
donnée), d’actualiser les constituants (sa / cette chdtaigne), d’opérer une
substitution synonymique (donner / mettre / envoyer / filer une chdtaigne / un
marron / une péche ; prendre / recevoir / encaisser une chdtaigne), ou encore
d’insérer un élément nouveau (donner une sacrée chdtaigne, donner deux ou trois
chataignes).

Dans le second sous-groupe, 1’élément verbal est lui-méme désémantisé.
Sont réunis ici des phrasémes dont le sens est assez aisément décodable grace a la
superposition synonymique (a condition bien sir que le récepteur connaisse
I’expression en amont, supposée plus claire car comportant un constituant
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substantival non désémantisé), doublée d’une association basée sur des
caractéristiques physiques supposées connues ou observables. Ainsi, c’est sur le
trait sémantique « rondeur » en association avec la forme de la téte que reposent se

fendre la poire / péche (gueule), ou encore en avoir dans le chou, avoir du chou, ne

rien avoir dans la citrouille, travailler du chou, se prendre le chou, se creuser le
citron, se payer la pomme / la poire de gqn, ou réapparaissent des phytonymes
synonymes de « téte, crane » déja rencontrés parmi les phrasemes comparatifs cités
plus haut. Curieusement, nous ne retrouvons pas ici la patate qui, en frangais
populaire, peut désigner la téte, la figure. Mais faisant preuve d’une forte
polysémie, ce phytonyme surgit ailleurs, aussi bien dans en avoir gros sur la patate
(le ceeur), suscitant une association isolée, opacifiée a la fois par le verbe et
I’adjectif,que dans avoir / donner la patate (1a forme physique). Notons a propos de
ces deux derniers phrasémes qu’ils suscitent a leur tour une superposition
synonymique semble-t-il arbitraire avec avoir / donner la péche. Nous observons
une semblable aptitude a la polysémie pour la cerise qui signifie tantdt « santé »
avec se refaire la cerise, tantot « malheur » avec porter la cerise, a cette différence
prés que cette derniére image n’est pas arbitraire : ici c’est la notion pleine qui est
retenue, par le truchement de l'expression porter la guigne, elle méme résultat d’une
attraction phonique a partir de « guigner » (regarder de travers).

Le troisieme groupe réunit des phrasémes ou le trait sémantique retenu,
propre au légume ou fruit actualisé, s’accompagne d’un surplus sémantique
imprévisible, qu’il nous revient de déduire. Ainsi le phraséme comme des noix sur
un bdton associe-t-il de fagon arbitraire la notion noix a celle de baton en
implicitant, cette fois-ci fort logiquement, qu’un tel agencement est impossible a
réaliser. Méme structure pour mettre du beurre dans les épinards, qui peut donner
lieu a une lecture littérale (compositionnelle) et ou le surplus sémantique réside
dans la supposition que les épinards sont plus savoureux avec du beurre et que la
consommation de beurre est un signe d’aisance. Le surplus sémantique dans manger
les pissenlits par les racines consiste également en une association fortuite étayant
un surplus sémantique en forme de déduction, a cette différence prés que celle-ci
fait une ironique entorse a la logique, puisque pour consommer les pissenlits de
cette fagon il faut étre mort. En revanche, le surplus sémantique de manger son blé
en herbe refléte une observation fondamentale du cycle de la nature : il faut attendre
la récolte avant de consommer ce que l'on a semé, sous peine d'anéantir ses
réserves. Avec la patate chaude, que ’on se la passe, la refile, ou que ’on y joue,
c’est aussi la notion pleine qui est actualisée, avec 1’idée qu’il est trés désagréable
de tenir une pomme de terre chaude, a laquelle se greffe le surplus sémantique que
ladite patate devient alors un probléme indésirable. Si pleurer sans oignons
(facilement et sans raison) repose sur la propriété bien connue qu’ont les oignons a
faire larmoyer, s habiller comme un oignon s’appuie sur la connaissance de la
structure de I’oignon, composé d’une superposition de feuilles charnues, avec pour
surplus sémantique I’idée que porter plusieurs couches de vétements protége mieux
du froid et permet d’adapter son habillement a son activité. Avec (avoir du) sang de
navet, c’est la supposition que ’anémie, le manque d’énergie ou de courage, se
reflétent dans la couleur d'un sang dont la paleur est comparable au jus du navet.
Pour (avoir un) ceeur d’artichaut, ¢’est I’idée que la mollesse induit une incapacité
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de résistance, a savoir dans le cas du cceur, siége des désirs d’amour, une facilité
extréme a s’éprendre. Dans avoir un pois chiche / petit pois dans la téte le trait
sémantique retenu est la petite taille, avec pour surplus sémantique la supposition
que plus un cerveau est petit, plus son propriétaire est béte. C’est le trait « glissant »
qui est retenu dans mettre une peau de banane (sous les pieds de qqn), avec pour
surplus sémantique 1’allusion a I’intention visée : faire choir (échouer) autrui. Enfin,
pour naitre dans un chou et son pendant naitre dans une rose les traits sémantiques
retenus sont la rusticité par opposition a la délicatesse, avec pour surplus
sémantique les histoires populaires selon lesquelles les garcons naissent dans les
choux et les filles dans les roses.

Le quatrieme groupe réunit les phrasémes dont le sens n’est pas déductible
de leurs constituants, la désémantisation y étant extréme a tous les niveaux. Un
premier sous-groupe réunira ceux dont le sens compositionnel peut constituer une
piste d’interprétation pour aboutir au sens complet. Le second sous-groupe, en
revanche, ne se préte pas a une lecture littérale et présente un niveau extréme
d’opacité.

Parmi les phrasémes métaphoriques ou nous trouvons une piste
d’interprétation, figurent : aller planter ses choux (se retirer), qui renvoie a
« cultiver son jardin » ; marcher a la carotte (agir pour une récompense), qui fait
écho a « la carotte et le baton » ; faire le poireau (attendre longuement), qui évoque
I’immobilité et la posture d'une personne attendant. La poire et la pomme déja
rencontrées plus haut dans le sens de « visage », réapparaissent ici dans cette
signification avec se lécher la poire en concurrence avec se sucer la pomme
(s’embrasser), ou 1’on peut discerner une description du baiser. C’est aussi dans
cette signification que la poire participe a la figure métonymique une bonne poire,
désignant une personne conciliante. Nous observons par ailleurs que la poire fait
preuve d’une intéressante polysémie, puisqu’elle figure en outre dans une série ou
elle désigne un « commerce fructueux » qui peut étre tour a tour : une occasion
favorable — laisser miirir la poire, la poire est / n’est pas miire ; une réserve
financiére — garder une poire pour la soif ; une occasion de compromis — couper la
poire en deux, ce dernier phraséme renvoyant par ailleurs a I’idée de « trancher »
(décider).

Viennent clore ce passage en revue les phrasémes métaphoriques ou la
désémantisation est telle qu’aucun décodage n’est possible a partir des constituants :
les carottes sont cuites et ¢’est la fin des haricots (tout est perdu), ramener sa fraise
(intervenir), secouer les prunes (réprimander), aux petits oignons (avec un soin
particulier), courir sur le haricot (importuner), faire chou blanc (échouer), étre dans
les choux (perdre, étre dernier), étre dans les pommes cuites (Etre épuisé), jeter des
pommes cuites (a qqn) (conspuer) et tomber dans les pommes (s’évanouir), a la noix
(de coco) (sans valeur) et vieille noix (vieil imbécile).

Traduire

En raison de leurs particularités, les phrasémes offrent aux traductologues
un champ de bataille fort propice aux rivalités des partisans de deux camps. D’un
cOté ceux qui pronent la déverbalisation, avec pour souci essentiel 1’acceptabilité du
texte traduit pour le lecteur dans la culture cible. De ’autre, ceux qui congoivent la
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langue comme une fagon de percevoir le vécu, soulignant que séparer la forme de
son contenu est une pictre gageure, car les deux sont indissociables.

Dans cette lice, les phrasémes constituent une catégorie truculente, car
faisant appel a des images inattendues, dotées d’une grande force expressive (haut
comme trois pommes), permettant la visualisation (ridé comme une vieille pomme),
suscitant des effets picturaux (manger les épinards par la racine), souvent cocasses
(avoir un pois chiche dans la téte) et présentant une expression extrémement
efficace et concise (couper la poire en deux), autant de traits qui vont de pair avec le
figement. Le traducteur trouve ici une source de réflexion et souvent de difficultés,
car les langues « fixent leur matérialité (phonétique, syntaxique, lexicale, etc.) dans
des contenus dont la forme de I’expression est tellement prégnante qu’il est
vraiment difficile de dissocier les deux faces des signes linguistiques (forme du
contenu et forme de l’expression) » (Mejri 2010, p. 32), or ces contenus sont
précieux car ils recélent une grande part de ce qui fait I’originalité des langues.

A la singularité des images suscitées, ancrées dans le savoir partagé par la
collectivité des locuteurs, et au « dédoublement» du sens vient s’ajouter la
conventionnalité de ces expressions, inhérente au figement, qui de tous ses critéres
constitue celui qui concerne le plus étroitement le traducteur. Or, s’il est vrai que la
traduction doit s’accomplir « au moyen d’équivalents ayant le méme degré (ou
presque) d’appropriation » (Mejri 2009), et que 1’équivalence consiste a reproduire
« Deffet, c’est-a-dire : les choix lexicaux, I’équilibre des phrases, la musicalité, le
mouvement, le ton, la poésie, 1’atmosphére des lieux et des époques, les niveaux de
lecture » (Jolicceur 1995, p. 25), on comprend pourquoi la traduction des phrasémes
pose un probléme réputé insoluble. En effet, trés rares sont les situations ou une
méme association prototypique se retrouve dans les deux langues. Par conséquent, il
faut bien traduire (dans toutes les acceptions du syntagme), or la superposition du
sens lexicalis¢é avec I’image surgissant du sens littéral pose la question de
I’équivalence sémantique ainsi, dés lors qu’elle participe a 1’expressivité du texte,
que celle de I’équivalence stylistique, ce qui invite a la recherche d’une image
comparable. Par ailleurs, le phraséme étant ancré dans la culture du texte original, le
traducteur doit se préparer a privilégier une dimension du phraséme aux dépens
d’une autre, car « la traduction se fonde sur des processus de négociation, cette
derniére étant justement un processus selon lequel, pour obtenir quelque chose, on
renonce a quelque chose d’autre, et d’ou, au final, les parties en jeu sortent avec un
sentiment de satisfaction raisonnable et réciproque, a la lumiére du principe d’or
selon lequel on ne peut pas tout avoir. » (Eco 2006, p. 18).

Le choix d’une traduction littérale, offrant une équivalence formelle et
sémantique, est justifié dans les cas de parfaite adéquation, tel que jaune comme un
citron / zZut kao limun ou rouge comme une tomate / crven kao rajcica (paradajz,
pomidor). C’est, de fagon prévisible, dans le premier groupe de notre classification,
offrant le niveau de désémantisation le plus bas, que sont réunis les phrasémes
auxquels ce procédé est applicable. Toutefois, ils sont trés peu nombreux, soit parce
que le croate ne dispose pas de phraséme pour lexicaliser une notion (comme par
exemple pour se tenir en rang d’oignons), soit parce qu’il puise ses référents a des
catégories autres que les phytonymes (pdle comme une endive / blijed kao kreda /
krpa), soit parce que le référent actualisé en francais suscite des associations
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différentes en croate (ridé comme une vieille pomme vs rumen / vedar / zdrav kao
Jjabuka).

Dans les autres cas, et bien qu’elle réponde a des intentions louables,
puisqu’elle va dans le sens du respect de la lettre, la recherche de 1’équivalence
formelle et sémantique donne lieu a une création syntagmatique s'apparentant au
calque, et se révele peu fertile car le phraséme lui offre une forte résistance. Les
résultats obtenus sont incertains, le plus souvent inappropriés qu’ils dépassent les
limites de l’acceptabilité (prenons pour exemple faire le poireau : que dire de
praviti se poriluk 7), qu’ils péchent par une tendance a I’exotisation (dénoncée par
Berman) sous forme d’un syntagme n’ayant plus rien d’un phraseéme (cekati kao
poriluk), ou qu’ils aboutissent a une perte du sens lexicalisé du phraséme original
(ainsi la traduction littérale en croate de couper la poire en deux / prepoloviti krusku
ne comporte-t-elle pas le sens de «trouver un compromis»). La solution
éventuellement envisageable pour pallier cette lacune peut é&tre [’insertion
explicative, du type nespretno, kao da si posloZio orahe na Stapu pour comme des
noix sur un bdton, mais elle implique un étoffement accompagné d’une
rationalisation (Berman), si bien que le reméde est pire que le mal.

Plus heureuse est la voie qui consiste a s’inspirer de I’existant, avec
I’adaptation, qui recourt a un phraseme de la langue cible offrant une image certes
un peu différente mais recourant a des concepts et référents adéquats et véhiculant
le méme sens. Tel est le cas de haut comme trois pommes traduit par visok kao
lakat. Ainsi pourra-t-on, pour manger les pissenlits par les racines, proposer
kopriva z riti (iz guzice) raste komu. Encore faudra-t-il veiller a ce que les figures de
style employées soient appropriées, suscitant une impression correspondante.
Comme le suggere 1’exemple ci-dessus, le croate pose a la différence du frangais la
question du dialecte, a laquelle vient s’ajouter celle du registre. Ainsi pourra-t-on
juger trop vulgaire le phraséme cité ci-dessus et lui préférer biti pod crnom zemljom,
moyennant une déperdition sémantique. De méme, si nous proposons blijed kao
krpa (kreda) pour traduire pdle comme une endive, il faudra tenir compte que
I’inverse n’est pas vrai et qu’a blijed kao krpa correspond mieux pdle comme un
linge. Le traducteur se heurte aux limites fixées par le répertoire de la langue cible
et a I’incertitude de parvenir a une équivalence d’effet. De fait, il faudra dans
presque tous les cas déplorer une déperdition, au niveau sémantique, mais
possiblement aussi prosodique.

Le traducteur peut aussi se tourner vers la transposition dans la sphere
culturelle d’accueil. Dans cette perspective, manger des pissenlits par la racine
trouvera son équivalent dans biti na Mirogoju, ou ne rien avoir dans la citrouille
sera rendu par biti glup kao duduk. De tels choix d'équivalence dynamique
comportent tous les défauts de 1’approche cibliste, ethnocentrique, en introduisant
dans un texte étranger un élément puis€ a une autre sphere culturelle (duduk,
Mirogoj). Pour ces diverses raisons, rares sont les situations ou ils peuvent
s’intégrer dans le texte sans en troubler la cohérence, d'autant plus parce que le
phraséme est ’'un des éléments privilégiés du discours ou s’exprime le génie de la
langue-culture.

Reste enfin "option de la déverbalisation et de la banalisation, qui répond
au souci du transfert du sens mais implique un total irrespect a 1’égard du caracteére
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phrasémique de sa forme. Ainsi pour courir sur le haricot la solution choisie ne sera
pas i¢i na jetru mais plutot nervirati, Zivcirati. Une telle approche, qui réduit la
matérialit¢ de la lettre a un encombrant moyen de faire passer une information
d’une langue dans une autre, fait figure de stratégie du pis-aller.

A TD’issue de ce passage en revue des stratégies dont dispose le traducteur,
nous voyons que la classification menée plus haut n’est malheureusement pas d’une
grande aide dans la recherche d’un équivalent. Par ailleurs, il apparait que la
traduction des phrasémes donne lieu a une négociation ou « [t]raduire signifie
toujours "raboter" quelques-unes des conséquences que le terme original impliquait.
En ce sens, en traduisant, on ne dit jamais la méme chose » (Eco 2006, p. 110). A ce
titre, le phraséme échappe a la régle selon laquelle « on peut considérer [que] les
S[équences] F[igées], ayant une fixité totale représentent une vraie aubaine pour la
traduction puisqu’il suffit d’en faire I’inventaire et d’en trouver les équivalents
polylexicaux ou monolexicaux » (Mejri 2009).

Conclusion

Parmi les expressions figées, le phraséme constitue une source fertile
d’expressivité. Le corpus sous étude, composé d’une centaine de phrasémes
comportant un nom de fruit ou de 1égume, en apporte une illustration pittoresque,
d’autant plus intéressante que le croate posséde beaucoup moins de phrasémes a
constituant phytonymique désignant des plantes potageres et/ou des fruits. De plus,
les notions et les sémes actualisés en croate ne sont le plus souvent pas les mémes
qu’en frangais : ainsi la pomme apparait-elle pour évoquer la santé (rumen / vedar /
zdrav kao jabuka), signification que ne lui attribue pas le francais. Aussi est-il
pleinement justifié de dire qu’ « avec le figement les difficultés se multiplient d’une
maniere croissante » (Mejri 2009). C’est pourquoi nous avons abordé ce sujet en
deux temps, par une description linguistique suivie d’une réflexion traductologique.
Il s’avére que, si la classification linguistique éclaire les images suscitées par les
phrasémes et en facilite la compréhension, elle ne permet pas de dégager une
méthodologie pour leur traduction. Faisant nbtre la démarche d’Umberto Eco
(2006), qui envisage la traduction comme une négociation, nous montrons que
chacun des phrasemes sous étude place le traducteur devant un choix qu’il réalisera
en «renoncant a certaines des propriétés » et « ne sauvant que celles qui sont
importantes pour le contexte » (p. 98). Toutes les voies ne promettent pas un succes
égal, mais 1’opération traduisante demeure gratifiante car « [l]a négociation n’est
pas toujours une tractation qui distribue avec équité pertes et profits entre les parties
en jeu. Je peux juger acceptable une négociation ou j’ai concédé a la partie adverse
plus que ce qu’elle m’a concédé et pourtant, vu mon propos initial et sachant que je
partais nettement désavantagé, m’estimer satisfait quand méme. » (Eco 2006, p.
110).
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Tricky Veggies: Fruit and Vegetables in French and Croatian Phrases

Abstract: This paper deals with a picturesque element in the topics represented
by phrases i.e. phrasemes, one part of which is a fruit or vegetable name. Starting from
French, where this type of phrases is rather common, we will base our remarks on a corpus
comprising a hundred phrasemes, which will first be described from a linguistic perspective.
Taking the premise that (1) linguistic signs are imposed by language as a social code and are
therefore fixed and (2) signs consciously used to comminicate are intentional signs, we will
study the way in which desemantisation takes place and propose a typology based on our
observations. Then we will look for the equivalents in Croatian, the language in which the
names of fruit and vegetables are not very much used in phrasemes. Using Umberto Eco's
approach that translation is negotiations, we propose a range of strategies, from a literal
translation to equivalence, realised with an existing Croatian phrase or through adjustments:
adaptation, transposition, and banalisation. We will explore possible strategies that are to be
used and attempt to determine the relevance of the proposed solutions.

Keywords: phrasemes, desemantisation, translation, French, Croatian, fruits
and vegetables.
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Banentuna MujomeBuk-CHMOHOBCKA

JABUYHATA NMNOJIMTUKA HA ®AIIU3MOT BO UTAJINJA
N BOPBATA INPOTUB JNJAJIEKTUTE (AHTUANJAJIEKTHA
KAMIIAIbHA)

Ancrpakt: OBoj TpyX ce ofHecyBa Ha Oop0OaTa NPOTUB IHjaJIEeKTHTE, OMHOCHO Ha
aHTHUIMjaJeKTHAaTa KaMIlamka Koja MPEeTCTaByBa COCTABCH HeJ Ha ja3uyHarTa MOJHMTHKA Ha
¢damms3mot Bo MTanuja, Bo MepUOAOT OJ ABACCETTUTE A0 TPUECETTUTE TOAWHHN HA MUHATHOT
Bek. CTanyBa 300p 3a MEPHOAOT BO KOj (alICTHYKATa BIaJa HA TOTAIUTAPHUOT PEXKUM Ha
benuro MyconuHN MHTEpBEHHUpAILE CO TOJEM €HTYy3Wja3aM M CTpacT, co OPOjHH MEPKH U
3aKOHU BO IIOJIETO HA ja3UKOT, HA HETOBaTa yHnoTpeda U Ha jasHyHaTa coCToj0a BO LIEJIIOCT BO
UTAJIMjAHCKOTO OILITECTBO, KAKO PE3YJNITAT HA 3ajaKHYBambETO Ha HAIIMOHATHHOT UACHTUTET
1 TCHJCHIUjaTa 3a ja3uYHO 00CIHYBabE.

Kayunu 360poBu: jazux, oujaiekm, KaMnarda, HenucCMeHoCm, 61a0d, (auusam,
Myconunu.

HajexnataHTeH W HajUITyCTPATHBEH MPHMEP 3a JUPEKTHBHHOT MOJEN Ha
jasu4yHaTa IOJUTHKA IMpPeTCTaByBa ja3W4yHaTa IIOJUTHKa Ha  (amu3MoT
cnpoBeayBaHa Bo nepuoaoT oa 20-tute qo 40-tute rogunu Ha 20 Bek Bo Mranuja
BO PaMKHUTE Ha TOTAIUTAPHUOT PEKHM Ha OCHOBOIOJOXHHUKOT M WJECH TBOpEI| Ha
¢damusmot, bennro Myconunu.

[ToTTHK 3a KOHCTUTYHpamE Ha OBaa ja3WyHa IIOJIMTHKA C€ CHIIHUTE
MAaTPUOTCKU YyBCTBAa Ha CHUTHAaTa ydeHa Oypxoasuja UM HEj3MHHOT HECKPOTIMB
cTpeMex 3a obdenuHera Mranuja. BeymHocT, uaeonomkaTta no3agiHa Ha ja3HyHaTa
MOJUTHKA Ha (PAaIM3MOT € CTapoTO Mpalame 3a ja3UKOT CO CBOUTE MyPUCTHUYKH H
HaIMOHAJUCTUYKU CTaBOBM 0J] 19 Bek, 3aCHOBAaHHU Ha MJI€jaTa 3a U3eJHAUyBambe Ha
Halujata M jasuKoT, KOM BO KYJITypHaTa KiuMa Ha Qamu3MoT ce OyaaT, HO
MOIUGUIMPAHH U TIPUIIATOJICHN Ha HOBATa PEATTHOCT.

OCHOBHUTE KapaKTepUCTHKHM Ha jasMyHaTa IOJUTHKAa Ha (amu3MoT ce:
OTBOPEHOTO HEIMPHJaTEICTBO KOH IUJATICKTUTE U CEKAKOB OOJUK HAa PETHOHAIU3AM,
HETPUjaTeJICKUOT OJHOC KOH jasWIUTe Ha MaJIMHCTBaTa W OopbaTa NpPOTHB
MPHUCYCTBOTO HA CTPAHCKUTE 300pOBH KOM TOTEKHYBaaT OJl HEIpPHjaTeICKUTE
HAIWH.

3aeJHUYKUOT HMEHHUTE]I KOj TH I[OBp3yBa OBHME KAapaKTEPUCTHKH €
on0paHaTa Ha HAIlMOHATHHOT ja3WuK, Ha HEroBaTa YMCTOTa M eauHCTBO. OTTyKa,
MOJKe Jla ce W3JeNaT TPU TJaBHH MOJHbA Ha JISjCTBYBamkhe HA ja3MYHATA MOJUTHKA
3a BpeMe Ha (aliu3MoT U Toa: TPTHYBajKu o] cepara Ha 00pa30BaAHUETO, PEKUMOT
ce CTpeMH Jla pealn3upa MOJMTHKA Ha ja3MYHO OOCAMHYBame BPIICJKHU perpecHja
Bp3 JAMjaJIeKTHTE KOja TMOJOIIHA TpepacHyBa BO BHCTHHCKa Oopba TpPOTHB
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JIMjaICKTUTE, MOTO0Aa, C¢ MOaKTyelaHaTa Wjeja 3a ,,cJHA HalMja, €IeH jas3uk™
NOBJIEKYBa 3HAYAjHM WHTEPBEHIIMU BO OIHOC HAa ja3WIIMTE HA MAJIIHHCTBATA M TOA
BO JOMEHOT Ha 00Opa3oBaHMETO, Kako W Ha HHUBHATa ymnorpeba BO jaBHUOT H
MMPHUBATHUOT JKUBOT. U na Kpaj, HamopoT Jaa €€ HJOCTUTHE W OAPXH HJACATIOT Ha
jA3UYHOTO €IMHCTBO KYJIMHHHMPA BO aBTApXM4HAa ja3MYHa IMOJMTHKA BO OJHOC Ha
T.H. ET30TU3MHU.

Bop6a npoTuB qujajekTuTre, T.e. AHTHAUjAJEKTHA KAMIIakha

BaxHo ¢ ma ce HamoMeHe Aeka moTpebaTa O co3/laBame M MIMPCHE Ha
€JIeH HaJlperioHaJIeH ja3uueH BapueTeT, BO MoJiepHa 00a, ce pafa cexoram Kora ce
opopMyBa eIHAa HOBa HallMja WJIM KOra Ce MHTEH3WBHpa NoTpedara Taa jaa ce
MOYYBCTBYBA IMOKOMITAKTHA M MOOOCIUHETa, KAaKO ITO ce cly4dyBa Bo Mrtanuja mo
[IpBara cBeTcka BojHA, a c€ HarJlacyBa BO BPEMETO Ha (alu3Mor.

Bo uTanujaHCKOTO OMIITECTBO, OOTraTO CO JOKATHH M PETHOHAIHHU ja3HYHH
BapUETETH, HA HEJOCTUTOT OJ 3aeJHHYKO CPEICTBO 32 KOMYHHUKAalHja My Ce
MPUKIY4YyBa U aHandadeTu3MOoT Ha nujanektooHute. Tue, mak, ce MpUHYICHHU J1a
ja mo0eaT HEMUCMEHOCTa MpH(aKkajku ro HAAPETHOHATHHOT ja3uYeH BapUeTET.

Bo ropunute no [IpBara cBeTcka BojHa U Ha MOYETOKOT Of ,,(amucruuxara
epa““ ce jaByBa UTHa NOTpeda O COBIaAyBamke Ha HEMMCMEHOCTA MPEKy IINPEHhE Ha
»CIUHCTBEH ja3uk“. TOKMy co JoarameTo Ha (hamn3MOT Ke ce 3acuiu OopOara
npoTuB aHan(}habeTH3MOT U Beke co mporpamara Ha Harponamnata ¢ammcTiyuka
napTHja Npe3eHTUpana oJ MycoJIMHU BO JTHEBHUOT (hallIMCTUYKU BECHUK ,,I1 popolo
d’Italia“ ce mHCHCTHpa Ha 3ajakHyBame HA OCHOBHOTO O0pa3oBaHHE M Ha OopOata
IIPOTHB HEMMCMEHOCTa U Taa € OKapaKTepU3UpaHa Kako ,,HajaIluCcTHUKa Ol CUTE
pedopmu.

Bo Taa Oopba Moke na ce U3IBOjaT HEKOJKY JOMEHH BO KOH Ce
WHTEpPBEHHpa, HO Haj3HAYajHH C€ JIMHTBUCTHMYKOTO M COLUOJIMHIBUCTUYKOTO IIOJIE
IITO IMoApa3dWpa HAacTaBa M YYeHE Ha UYUTakme W NHUIIyBamke OJ CTpaHa Ha
HETMMCMEHH BO3PACHU JIMIA | JIeI[a, KAKO U HACTaBa M M3Y4yBamhe Ha UTAJIHjaHCKUOT
Ja3UK KaKo HaJIpErMOHAJICH, CTAHIap/ICH ja3UK, TPTHYBAjKH OJ1 IUjaJIeKTOT.

Ox monmuTHMYKa TiEeTHA TOYKa, Oopbara NPOTHB HEMUCMEHOCTa |
NOTTUKHYBAalkETO Ha OOPa30BAaHMETO HECOMHEHO INpeTcTaByBaaT IpoIaraHjia 3a
(amMCTUYKAOT PEKUM HE CaMO BO paMKHUTE Ha 3eMjaTa TYKy M BOH Hea.

MeToaoT ,,01 AUjaTEKT A0 ja3UK*

Yiite ox moomamMHa TOCTOENO YOeoyBameTOo leKa HaJMHHYBAmETO Ha
HEIMCMEHOCTa € IOBP3aHO CO IIMPEHEeTO Ha MTAIMjaHCKUOT ja3UK U IOKpaj Toa
LITO ONMCMEHYBAaWmETO, Ma CHopel Toa M 00pa3oBaHHETO, HE C€ EeIWHCTBEHUOT
KaHaJ 332 M3y4YyBambe Ha UTAIHJaHCKHOT ja3uK. [IpoOiieMOT MOYHAT MTOMHTEH3UBHO
Jla ce OCTaByBa 3a BpeMe Ha BaeCETTOJUIIHUOT PEXKHUM KOTa MOXKe J1a Ce U3][BOjaT
nBe ¢asu u Toa: mpBa (asza Koja moapaszdupa IIUpPEHE Ha UTANHMjaHCKUOT ja3uK
npeKky o0pa30BaHHETO, BKIYYyBajKU ja AMJAKTHYKaTa yrnorpeba Ha JWjaleKTOT, U
BTOpa (a3a Koja 3anmoyHyBa nojonHa Bo 1934 roguHa Kora AMjajeKTOT € UCKIyYeH
3apaly ITO MOXe Ja ce 3a0esexu 3a0aByBame Ha MPOLECOT Ha ONIMCMEHYBAbE.

3HavyacH NPUI0HEC 38 KOPUCTECHETO HA JHjaJeKTOT BO HAJIMHHYBAamHETO Ha
aHandabeTu3MOT M H3yYyBaKETO HA HWTAIHMJAaHCKHOT jJa3WK Jall HajTOJIEMHOT
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¢mno30) Ha WTANMjAaHCKHOT ja3UK OJl MpBAaTa YETBPTHHA Ha JIBA€CETTHUOT BEK,
[ly3ene JlomGapno-Panude, aBTop Ha mporpamMuTe 3a OCHOBHO yumiuinTe oj 1923
TOJMHA, IPUMEHYBajKH I'0 MO3HATHOT METOJ ,,0ll IWjaseKT 10 jasuk™. Toj ocobeHo
ja HarIacWJI BaXXKHOCTa Ha JMjaJeKTOT KAaKO HHCTPYMEHT BO H3y4YyBameTO Ha
UTaNjaHCKUOT ja3UK, CMETajKu ro Kako ¢opma Ha )KMBOT, U3pa3 Ha KyJTypaTta, Ha
TpaaullMjaTa i BHATPEIIHUOT CBET HA YOBEKOT.

CymrecTBeHHTE UEH BP3 KOU C€ 3aCHOBA METOJIOT ,,0]1 AMjalIeKT J10 ja3uK"
ce: Ja3UYHHMOT U KYITypeH Oaraxk Ha y4YEHUKOT, OWJIMHIBU3MOT Ha YYCHHKOT,
MpeJaBambeTO HA rpaMaTHKaTa Ha HEarcTPaKTeH HaYMH Moarajku Ol JIHTepaTypHH
TEKCTOBH HalMIIaHU Ha JUjalieKT, OJ €AHa CTpaHa, U IPELIKUTEe Ha YYEHHKOT, Of
IpyTa, TPEeBEAyBAmETO Ha JUTEPaTypPHH TEKCTOBM HANMIIAHM Ha OWjaJieKT |
KOpEKIIMjaTa Ha TPEIIKUTE Ha YYCHUKOT.

Crnopenbara ce Bpiuesia Mel'y jasuKOT IITO YYEHUKOT IO OCEAYyBaJl M OHOJ
HITO T'O y4ell O]l CBOjOT YUUTEI U OJf CBOUTE KHHUTH. Taka, TUjaIeKTOT KOj OMII TOJIKY
OMpa3eH ¥ OMaJOBaXyBaH, HO BO CYIITHHA JKWB, JUHAMHYEH U OOraT jasuk Ha
YYEHHUKOT, c€ 3700 cO M3BOHPEIHA AMJAKTHYKa BaKHOCT M OMJI €JUHCTBEHATa
MOJKHA TI0jJJOBHA TOYKa BO M3yUyBamETO HA HTAINjaHCKUOT ja3uk. OBOj MeTOx OWII
3aJI0JDKUTEJIEH 32 TPETO, YETBPTO U METTO OJIeJIeHne BO OCHOBHOTO 00pa3oBaHue U
BO CYLITHHA C€ COCTOEJ O]l BexXOHu 3a mpeBenyBame O AUjaleKT Ha UTaJIdjaHCKH
jasMK W He cIyXenl camo Bo OopOara mpoTuB aHan(aOeTH3MOT, TYKy HEroBaTa
OCHOBHa IleJ1 OWjia BO H3y4YyBameTO Ha HWTAIUjAaHCKHOT ja3WK cdaTeH Kako
Ha/IperMOHANIEH ja3U4eH BapueTeT.

Bo Bpcka co BHIOT Ha aMjaJeKT KOj OW ce KOpHCTeNll BO HAcTaBara,
nporpaMara IpeABHIYyBa Ja Ce 3eMe KaKo OCHOBA PErMOHAJIHHMOT IUjaJIeKT ILTO,
UCTO Taka, HaWAyBa Ha KPUTUKHU OJl CTpaHa Ha HEKOW MOJAPKYyBadd Ha OBOj METOJ.
Tue wcTakHyBaaT Jieka YYCHHKOT I'O TO3HABa CaMO JIOKATHHOT aujanekt. Jpyr
po0JieM KOj ce€ HaMETHYBa BO CIPOBEAYBamkETO Ha OBOj METOJ € JHjalieKTodoHaTa
XETePOreHOCT Ha IIKOJICKATE OJJICNICHUja, a CHTE Ce CIUHCTBEHH BO HETOBOTO
pemraBame, T.. OArOBOPOT TO HaofaaT BO CTPYYHOCTa M OCTPOYMHOCTa Ha
HACTaBHHKOT.

JlebaTata BO TEYaTCHHOT MEAMYM Ha TeMa ONMUCMEHYBaWme Ce OJUIMKYBa
MIOBEKE CO BO3JUTHYBalke Ha MIOCTUIHATUOT HANPEAOK U NPE3EMEHUTE HHULIUjaTUBH
OTKOJIKY CO JHCKycHja 3a METOJOJOLIKO-IHJAKTHYKATE MpoOIeMH  3a
eNMMUHMpame Ha aHangabetusmor. Bo oBaa cmucnia, HUTY CHEIHjaTHU3HPAHUTE
CHHCaHHWja He JaBaaT KOHCTPYKTHUBEH npunoHec. Jlombapno-Paguue My npugaBa Ha
IUjanekToT (yHJaMEHTAIHA BaXXKHOCT BO jJa3MYHOTO oOpa3oBaHue. Mokeme
HaBUCTHHA Jla OuaeMe COIJaCHM CO CHIMIIMjaHCKHOT II€faror BO BpCKa CO
MpPE/IaBambeTO HA rPaMaTuKara, Jieka Taa He Tpeba Ja Oujie ancTpakTHa, TyKy Tpeda
Jla ce yCBOjyBa IMpPEKy MpHMEpH, Kako M co (akTOT JAeKa PEUYHHUKOT HE cMee Jaa
MPETCTaByBa eIHOCTAaBHA 30MpKa 07 300pOBH KOW HHKOTAIl He OWiie BKIYYEHU BO
BHCTHHCKA KOMYHHKAIHja.

Ox eneH COBpeMEH HayyeH aclieKT, He MOXKe a Jla He Ce KPUTHKYBa €IcH
METOJ KOj C€ CIIy>)KU CO IPEBeIyBame O]l JIOKAJIHO-PypaleH ja3uyeH BapueTeT Ha
ypOaH HaJpervoHajJeH BapHETeT — JBa BapUETeTH KOM C€ H3pa3 Ha pa3iIuyHH
KyJITypH W ONINTSCTBEHH KJIaCH W KOU OJrOBapaaT Ha pPa3iHYHU JIMHTBHCTHYKH
COIPXKUHHU U pa3IMYHU KOMYHUKAaTUBHH MOTPEOH.
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Heycnex Ha MeTOAOT ,,011 ANjAJIEKT A0 jasUK*

[Ipomenn HacTaHyBaaT W BO JOMEHOT Ha IIKOJICKaTa IMOJIMTHKA. [oneMo
HE3aJJ0BOJICTBO M CHJIHA aBep3Hja KOH ymoTpedara Ha IMjaleKTOT BO HAacTaBaTa M
IIKOJICKUTE MpOorpaMH Hu3pa3syBa M CO3[JaBavyoT M BOJAYOT Ha (almu3MOT BO
Uranuja, beanto MyconuHu, Koj 011 Ha 4Yeslo Ha aHTHIWjaJIeKTHATa KaMIlamka Ha
PEeXKUMOT KoOja OWia CHpoBEICHA OF KpajoT Ha JABAECETTHTE IO ITOYETOKOT Ha
TPUECETTUTE TOAMHU Ha JBAeCETTHOT BEK. 3a TOa KOJIKY CHJIHO O 3acerHar [lyde
CO TpallameTo 3a MPHCYCTBOTO HA JUjaJIeKTOT BO IIKOJCKUTE MPOTpaMH HU
CBEJOYM M Ipenuckara LITO ja BOAENI CO MMHUCTEpPOT 3a oOpaszoBaHue Epxoie,
couyBaHa Bo llenTpamnuor apxuB Ha Mrtanuja. Bo Taa mpenucka Oapa na my ce
Janar nHGOpMAanHH 3a MECTOTO KOE My € JaAeHO Ha IHjaleKTOT BO OCHOBHOTO
YUHJIMIITE KOj, CIOpe] HEKOM M3BOpHU, € BO OCHOBaTa Ha OOpa30BAHUETO IIUPYM
3eMjaTa. Bo 0roBOpOT MHHHCTEPOT BENH JeKa IWjAIIEKTOT HMa TPETMaH caMo Ha
MOMOIITHO CPEACTBO BO METOAMTE MPHMEHETH BO HacTaBaTa IO ja3HK U JieKa e
coceMa IOTPEIIHO TBPACHETO JeKa AMjaJeKTOT € BO OCHOBaTa Ha 0Opa30BaHHUETO
Ha HAIMOHAIHO HHBO. BCyIIHOCT, MporpaMUTe COIpIKAT CaMO KYCH NMPEBOIH O]
JUjaekT Ha WTaJUjaHCKU jasHK CO LIl Ja Ce COBJIajaaT HajuecTUTE NPaBONUCHH
rpemku. [Ipuroa Tpeba na ce 3eme npeasun U GakTOT AeKa yUSHULUTE KOU goaraaT
Ha YYWIWIITE TO BlajeaT caMmo AHMjaJeKTOT KOj € €IWHCTBEHOTO CPEICTBO CO KOE
THE KOMYHHIIMPAaT CO HACTABHUKOT. 3ajjayaTa Ha YYHTEJOT € Jia My TIOMOTHE Ha
YY4EHUKOT Ja TO COBJaJa TOBOPHHOT HWTAIWjaHCKH ja3WK, a Toa MOXE Ja ce
peanmusnpa caMo co ynotpeda Ha JIOKaJTHHOT JUjalIeKT.

Bo 1934 roauna aujanekToT € AeUHUTHBHO €IMMUHUPAH O/ MPOrpaMuTe
Ha MHHUCTepoT Epkoute, Taka mTO Ha HacTaBaTa MO UTATUjaHCKH ja3HK M ce JAaJCHU
moroieM Opoj YacoBM BO OJHOC Ha OHaa MO ApyruTe mpeaMmerH. Ha Toj HaumH ce
UCKOpEHyBa HAacTaBaTa II0 ja3uK OJ JIOKaJHaTa KyaTypHa tpanunuja. Co
nporpamute Ha Epkone ox 1934 roanHa ce 3aBpiryBa oHaa mpBa ¢asza oJ ja3uyHaTa
MOJUTHKA BO (PAITUCTUYKOTO YUMIIHIITE BO KOja IUjAIEKTOT € MpeIMEeT Ha HacTaBa.

LenocHOTO eMMUHUpake Ha AUjaJCKTOT OJ IPOrpaMMTe, O]l €Ha CTPaHa,
ce JIOJDKU Ha 320CTPYBAm-ETO HAa aBTOPHTApU3MOT Ha PEKUMOT, a OJ JpyTra CTpaHa,
ce CiIydyBa 3apaly TOa IITO METOJIOT ,,0 AMjaleKT A0 ja3UK' HUKOIall BUCTHHCKU
HE Cce 3alBPCTHI BO AuIakTuKaTa. [I[puunHuTE 32 OBaa HEeoCTBapeHa apuPMUPAHOCT
Ha JHMjaJeKTOT OM MO’Kele Ja ce HajoaT BO HECOOJIBETHaTa O(OPMEHOCT Ha
HACTaBHUIIUTE 32 HOBATa 3a/lauya, BO HEJOBOJIHATA Pa3pabOTEeHOCT Ha CAMUOT METOA
KaKO ¥ BO HH(PPaCTPYKTypHUTE HEJTOCTATOLIH.

Ho, ucto Taka, He TpeOa na ce 3a60paBu JeKa JUjaleKTOT KaKo CPEACTBO 3a
KOMYHHUKaIlja BO YYMJIMILTaTa HUKOrall HE MCYe3Hall, 0COOCHO BO pypajHHUTE
30HH, 3apagd (PaKTOT LITO MOTOJIEMHOT SN O]l YYCHHILIUTE C€ AUjaIeKTOPOHH.

Bo tpuecerture ronuuu Ha 20 Bek 3amoyHyBa BTOpara (as3a o1 jasuvHaTa
MOJIMTUKA Ha (ammM3MOT BO YYWIMINTaTa, JOOWBajKM KapaKTEPUCTUKUA Ha
aBTapxHja, T.e. Ha OOHMJI Ja ce eIMMHUHHpA KOj M Jla € CIEMCHT o0elexaH Kako
HEMOXKeJIeH BO HAIMOHAJIHHUOT ja3WK, Na OTTyKa W Ha caMMOT aujanexr. Cemak,
HETPIEJIMBOCTa KOH IHMjaJIeKTOT O CTpaHa Ha (AIIMCTHYKUOT PEXKHUM, Koja € ce
MOMPHUCYTHA BO YYWIMIITETO, HE Ce MaHU(pecTHpa Ha HCT HAYUH M CO HCT
WHTEH3UTET U BOH yYMWJIMIITETO.
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Co ornen Ha (akTOT Jgeka BO TOa BpEME IHUJjAIIEKTOT € MOIIHE BaKHO
BUTAJHO M3Pa3HO CPEACTBO HA TOJIEM JeN O] TOIylalujata, He MOXe jaa Ouje
[EJIOCHO UC(PIICH O IUPEKTHATa M MHIUPEKTHATa MOJUTHYKA MPOIarania, TyKy
caMo O] MPOLECOT Ha 0(pOPMYBaAHETO HA HOBUOT UTAJIM]aHCKHU ja3uK.
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Abstract: This outing addresses the battle against dialects, anti-dialect campaign,
which is an integral part of the linguistic politics of the fascism in Italy during the 20s and
30s of the last century. It's about the period in which the fascist authority of the totalitarian
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laws in the language department: its use and state as a result of the strengthening of the
national identity and the tendency for a linguistic unification.
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Abstract: The purpose of this paper is to investigate the different strategies and
linguistic forms that native speakers of German use to express the speech act of request. It
presents the findings of an introductory study of the most common modification devices
they use to formulate their requests. First, we give a short description of the research we
conducted. Then, we present the findings focusing on the modification devices used in a
variety of different situations. In particular, we focus on their dependence on the variables of
power, social distance and degree of imposition. We also illustrate our findings with
examples from the pool of speech acts that we collected.
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1. What is a request?

The speech act of request is a directive speech act and a very common event
in everyday interaction. It is produced for various everyday purposes in order to
receive certain information or to prompt the hearer to act in some way. They are
culturally bound and are differently formulated in different communities.

For example: Es zieht hier. (with the meaning: Machen Sie bitte das

Fenster/die Tiir zu!)

In other words, it is crucial to understand the meaning of the speech act of
requesting not only for the persuasive interpersonal, but also for successful cross-
cultural communication. Speech acts facilitate the speaker to convey his/her
communicative intention and enable the hearer to understand the information and
the message as it is actually intended and meant by the speaker.

Ellis (1994) states that the speech act of requesting “can be connected to
numerous interactional, illocutionary and sociolinguistic characteristics” (p.176-8).
At interactional level, requests are often presented as discourse initiators intending
to prompt the hearer to perform an action. Ellis (1994) lists three conditions at the
illocutionary level that the speaker needs to fulfill for the requests to be appropriate:

First, the speaker must be sincere in his or her wish that the hearer perform the act.
Second, the speaker believes that the hearer is able to perform the act. Third, the
speaker does not believe that the act will be performed without the request. (Ellis,
1994, p. 167)

There are three types of strategies which refer to the speech act of requests
depending on the level of directness that are essential for understanding the
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utterance as an act of request. These can be summarized in the following three
groups: direct strategies, conventionally-indirect strategies (CI), and non-
conventionally indirect (NCI) strategies (Blum-Kulka, House, &. Kasper, 1989).
Direct and conventionally-indirect strategies involve a continuum of different
strategies.

The perspective of expressing the speech act of requesting can be projected
toward the speaker ( 'Kann ich Ihre Notizen haben?) or toward the hearer *Kénnen
Sie mir Ihre Notizen ausleihen?) or both the hearer and the speaker (‘Konnen wir
zusammen das machen?) (Blum-Kulka et.al., 1989). Since one should take into
consideration many factors when the speech act of requesting is performed (for
example, social status, power, age, social distance, gender, and degree of
imposition), the speaker has the opportunity to use different strategies for
expressing his/her intention (linguistic as well as non-linguistic) to minimize or
strengthen the effects of his/her own request, ask or appeal to the interlocutor.

According to Yule (1996), the pragmatics is the study of the speaker’s
meaning and the contextual meaning. Hymes (1972) notes that competence is the
most general term for the capabilities of a speaker. The pragmatic competence is the
ability to use the language effectively in order to achieve a specific purpose and to
understand the language in a given context (Thomas, 1983: 92). Requests have
attracted a lot of interest from sociolinguists because they have been used to
reveal the role that pragmatic competence plays in speaking a certain language
and performing a certain speech act. Some studies suggest that the length of the
stay in the target community influences interlanguage pragmatic behaviour
(Kasper, 1992).

2. Modification of requests

In our analysis of the speech act of request, we mostly rely on the research
and methodology developed by Trosborg (1995) and Sifianou (1999), who have
made great contribution to the study of the speech act of requesting in pragmatics.
Research on requests is often shaped on the basis of the studies in the fields of
cross-cultural and interlanguage pragmatics. Trosborg (1995) and Sifianou (1999)
stated that the speech act of requesting consists of an illocutionary act in which the
speaker is expecting the hearer to perform a certain action that is for the benefit of
the speaker. The speaker might not obtain what he/she has expected, wanted or
needed and the hearer, in some situations, might feel more or less offended. Some
cross-cultural studies point out that this speech act requires both speakers’ sufficient
knowledge of the target language (in our case it is the German language) and
hearers’ specific pragmatic competence and linguistic ability. According to Sifianou
(1999),

internal modification devices refer to those linguistic elements that appear within the
same request act in order to mitigate or intensify its force (e.g. Could you probably

' The German examples in brackets are given by the authors.
> Ibid.
? Ibid.
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open the door for me?*), whereas external modification devices appear in the immediate
linguistic context surrounding the request act (e.g. Could you open the door for me? I'm
carrying so many bags that I cannot do it’). (Sifianou, 1999, p. 158)

According to Searle’s theory (1979), the speech act of requesting consists
of a head act (the actual request) and modification of the request (which can be
external or internal). The aim of the linguistic means that speakers use to modify
their requests vary depending on the impact they want to achieve. Their use may
result into mitigating, strengthening or aggravating the request.

According to Fraser (1978, p. 13), “mitigators are defined as elements that
soften or ease the force of the request intentionally”. Elements for reinforcing and
strengthening the acts of request are used to increase the force of the request.
Elements that modify the act of request in the opposite direction are called
aggravators, and they are used for threats, insults and moralizing statements (Blum-
Kulka, 1982, p. 35). Internal and external modification categories are of two types
of modification categories. The external modification categories can occur after the
request: head act + supportive move, or they can precede the request: supportive
move + head act.

The internal modification categories can be classified in two major
categories. The first one is the so called “downgraders”, which includes elements
that are used to mitigate the force of this speech act, by adding the element “engl.
please” (germ. bitte) to a request as a sign of politeness. The second category
includes “upgraders” which emphasize the degree of inevitability such as the use of
intensifiers, commitment indicators and time intensifiers. Examples of
modifications, as well as interactional data among German speakers are presented
below.

3. Design of the research and methodological frame

The aim of this study is to investigate the speech act of request by German
native speakers as representatives from another cultural and language orientation
and their written expressions of this speech act, as well as the use of the
modification devices when performing this speech act. This study presents the data
that were obtained by the native speakers of German, the instruments as well as the
methods for their analysis. The requests analyzed were taken from the DCTs. The
situations used in these tests were chosen since they are frequently used in everyday
life.

The research questions for this study are the following:

a) What knowledge and competence in the field of pragmatics is expressed by
the native speakers of German when performing the speech act of request in
written expressions?

b) Which modification devices are used by German native speakers when
performing the speech act of request?

* The listed English examples translated into German: ,Kénnten Sie vielleicht die Tiir fiir mich
offnen? *.

> “Kénnten Sie vielleicht die Tiir fiir mich aufmachen? Ich kann sie nicht dffnen, ich trage zu viele
Tiiten.*
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4. Investigating a request speech act used by German native speakers

For the purpose of investigating how German native speakers formulate the
speech act of requesting and how they use the modification devices, we
administered the well-known “germ. Diskursergédnzungstest”/engl. Discourse
Completion Task, /DCT/. Many researchers have criticized this kind of test (Beebe
& Cummings 1996, Billmyer 2000), but it is still the most commonly and frequently
used test as a tool for measuring and evaluating the pragmatic competence not only
for L2 language learners, but for native speakers as well. The advantage of this test,
used as a tool for data collection is that the given situations are similar to the real
ones. The test is also practical because it enables researchers to collect data from a
large number of participants within a short period of time (McNamara & Roever,
2006, p. 65) Even though the assumption about the Discourse Completion Task is
that it cannot reflect reality, it can still offer substantial benefits. McNamara &
Roever (2006) give the following explanation about the function and importance of
this written test:

Although DCTs (and most multiple choice measures) measure knowledge
and do not allow direct predictions of real-world performance, they can be
thought of as measuring potential for performance, as knowledge is
arguably a necessary precondition for performance. (p. 67)

Our DCT was created to measure the formulation of the speech act of
request and its modification devices in different situations used by native speakers
of German.

This research investigates how native speakers of German use this speech
act and focuses primarily on the language devices that they use to modify it. In
particular, we focus on the use of internal and external request modification devices.
The DCT was written in the native language of the respondents (German language)
and was distributed to a group of 30 native speakers of German, age 20-80. We
compiled a corpus consisting of 30 requests by personally contacting native
speakers of German and asking them to fill in the DCT, or by sending the DCT via
e-mail to our respondents. The DCT which was used for our analysis contained 12
different situations (scenarios) varying in power, social distance and degree of
imposition. All participants were asked to imagine themselves in a particular
situation and to write a spontaneous answer taking into consideration the given
power, social distance and the degree of imposition.

5. Research findings

For the purposes of determining which modification devices are used for
expressing the speech act of request it is important to point out the relevance of the
variables shaping this speech act. Within the research presented in this paper, the
variables that were taken into consideration were: power, social distance and degree
of imposition. Table 1 presents the situations used in this research:
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Table 1. Scenarios describing the speech act of request and their variables

Situation Appropf‘late Power Sf)cml Degre(.e f’f
context input distance | Imposition

Request

1 submitting a term n n average
paper

5 invitation for giving . . high
a speech

3 requegtmg, asking ) n average
for a ride
asking for a cigarette

. . - +

4 lighter average
borrowing lecture

5. - - average
notes

6. borrowing money i i high

from a friend
asking for the
7. missing cream of a +/- - average
meal in a restaurant

8. waiting in the line +/- - average
9 asking fqr an N N high
explanation
asking for the bad
10. school test note to be + + high

checked again
reserved seat in a

11. train - - average
asking for moving a

12. vehicle to a different - - average
parking lot

The choice of the speaker/hearer perspective of the request presents a point
of specific interest in the request realization. Requests may have speaker perspective
(Kann / Darf ich ein Glas Bier haben?), hearer perspective (Konnen Sie mir ein
Glas Bier bringen?), common perspective (Konnen wir das machen?) or it may be
impersonal. (Es muss gemacht werden).

The examples below demonstrate the distribution of different perspectives
used by our test respondents:

1. Request directed to the speaker - used with different forms of the modal verbs
(indicative active form and/or conjunctive form), such as:
Kann ich/Konnte ich ...?, Darfich ...?7, Ich wollte ..., ich mochte/wir mochten...,
etc.
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2. Request directed to the hearer:
Kannst du/Konnen Sie bitte ...?7, Konntest du/Konnten Sie sich vorstellen ...?,
Mochten Sie ...7? Hast du/haben Sie Zeit...?, Hittest du/Hdtten Sie Zeit ...?,
Seien Sie/ sei so nett / so freundlich ..., Du musst ..., Sie wiirden uns sehr helfen,
wenn ..., Was halten Sie davon ...?, Es wdre Ihrerseits angebracht, wenn ..., Es
muss hier ein Irrtum von Ihrer Seite vorliegen ..., Haben Sie was dagegen, wenn
...2, Es wdre toll, wenn Sie uns ..., Es wiirde/wdre eine Ehre, wenn Sie ..., Es
wird mich/uns sehr freuen, wenn Sie ..., Stell bitte dein Auto auf einen anderen
Platz ..., Wiirde es Ihnen ausmachen/Macht es Thnen/dir aus, wenn ...? etc.,

3. Request from a common perspective:
Koénnten Sie mit mir durchgehen?, Kénnen wir zusammen ...?2, Ich mdochte, dass
wir das noch mal besprechen.

4. Impersonal requesting:
Ist es moglich ...?, Geht es, wenn...?. Kann es verlingert werden? Hier fehlt...?
Wiire es (vielleicht) moglich...?, Besteht (eventuell) eine Moglichkeit, dass ...?7,
Es wdre auferordentlich nett/grofsartig, wenn ...? Woran liegt es, dass...?

Table 2 presents the frequently used perspectives expressed by the German
native speakers who participated in this research:

Table 2. The frequently used perspectives while expressing the speech act of
requesting.

Request Request directed to | Request from a | Impersonal
directed to the | the hearer common perspective | requesting
speaker

98 218 4 21

Taking into consideration the number of requests presented in the table
above, we may conclude that the request directed to the hearer is the most common
perspective used by the native speakers of German, regardless of the social distance
between the partners in the communication or the power of the speaker and the
hearer. In the following section we will present the most common modification
devices used by native speakers of German when making requests.

6. Linguistic devices for request modification used by native German

speakers

As it was already explained earlier in this paper, speech act modification
means application of certain linguistic devices with the aim of changing the force of
the speech act in focus. We further examine the internal modification devices we
were able to observe in the written answers of the native German speakers involved
in this study.
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One of the most common internal modification device is the use of the
modifier bitte (please) which plays the role of a downgrader, as in the examples
below:

- Bitte geben Sie mir die Moglichkeit zu einer Verldngerung, damit ich die
Arbeit zu Ende bringen kann!

- Herr Ober, bringen Sie mir bitte noch die Krdutercreme?

- Kénnte ich bitte einen Zeitaufschub bekommen?

- Kannst du mir bitte dein Vorlesungsskript leihen, damit ich fiir die Priifung
lernen kann?

- Kannst du bitte dein Auto wegfahren, mein Vater kommt gleich von der
Arbeit und méchte es in die Garage fahren.

- Kannst du mir bitte meine Zigarette anziinden?

- Kannst du den Platz bitte freimachen?!

- Darfich bitte IThre Namen und Dienstnummer wissen?

- Kannst Du mir bitte die Arbeit zum Kopieren ausleihen?

- Bitte stell dein Auto sofort an eine andere Stelle, mein Vater kommt gleich
nach Hause. etc.

The above written examples state that the modifier bitte (please) as a
modification device is used in a variety of situations, which was supported by the
written answers of the native speakers of German, regardless of the social distance
between the speaker and the hearer or the power of the hearer. There are no rules in
using the lexeme bitfe in the context of the perspective expressing a request. Bitte is
considered a modification device of a speech act of requesting and it is used in
interrogative, declarative or imperative sentences expressing a request, with the aim
of mitigating the intention expressed by the speech act of requesting.

Another “downgrader” which was frequently used in the written answers in
the DCT was the adverb/particle vielleicht:

- Koénnten Sie mich vielleicht mitnehmen?

- Konntest du mir vielleicht 100 Euro leihen?

- Wiirden Sie mich vielleicht vorlassen?

- Haben Sie vielleicht Feuer?

- Wire es vielleicht moglich eine Verldngerung zu bekommen?

- Hitten Sie vielleicht noch einen Platz im Auto frei?

- Koénntest du mir vielleicht deine Mitschriften leihen?

- Koénnte ich vielleicht bei euch mitfahren?

- Vielleicht finden Sie etwas Zeit, mir zu erkliren, wie ich meine Arbeit fiir
Sozialkunde verbessern konnte.

- Sag mal Judith, kannst du mir vielleicht dein Vorlesungsskript leihen?

- Konnen Sie vielleicht iiber meine Arbeit nochmal driiber schauen und mir
genauer erkldren, wieso meine schlechter bewertet wurde?

- Besteht die Moglichkeit, dass Sie mich vielleicht vorlassen?

- Wiren Sie vielleicht so nett und wiirden Sie mich mit nach Hause nehmen?

- Ist das vielleicht eine Losung?
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In many examples, the adverb eventuell is used in the same way as the
adverb vielleicht:

- Wiirdest du mir eventuell dein Vorlesungsskript ausleihen?

- Haben Sie eventuell fiir mich einen fireien Platz in Ihrem Auto?

- Konntest du mir eventuell 100 Euro leihen?

- Besteht eventuell die Mdoglichkeit meinen Abgabetermin um ein bis zwei
Tage zu verschieben?

Naturally, these two adverbs, vielleicht and eventuell are not always used as
downgraders, thus mitigating the speech act of request. They can also be used as
“upgraders” emphasizing the degree of certainty or obligation, and have the
function of obligatory or compulsory indicators. For example, in the situation when
someone else has taken someone’s seat on a train/bus, these adverbs express the
polite request of the speaker in form of a suggestion:

- Wire super, wenn du dich eventuell woanders hinsetzen kénntest.
- Konntest Du vielleicht nach einem anderen Platz Ausschau halten?

As it can be seen from the above responses referring to different situations,
expressing the speech act of request, it can be stated that this speech act is mostly
conveyed by using modal verbs: konnen, méchten, diirfen, and wollen.

- Kannst du mir deine Mitschrift bis morgen geben?

- Darfich mit Ihnen nach Hause fahren?

- Wir méchten Sie gern einladen, uns Ihre Sicht der Dinge zu erldutern und
mit uns zu diskutieren.

- Ich méchte, dass Sie meine Arbeit noch mal kontrollieren.

- Herr Lehrer, ich habe eine Frage zu meiner Arbeit, konnen wir diese
zusammen durchgehen?

- Konnen Sie mir eine Verldngerung anbieten?

- Wollen Sie sich nicht wenigstens entschuldigen?

Thus, the conjunctive form of the modal verbs is used more frequently than
their indicative conjugated present forms, to express a request:

- Diirfte ich die Seminararbeit nun erst in einer Woche abgeben?

- Konnten Sie mich mitnehmen?

- Konnten Sie mir die noch einmal genauer erldutern?

- Sie konnten sich wenigstens bei mir entschuldigen und sich erkundigen, ob
ich verletzt bin, so wie es von jedem normalen Menschen erwartet wiirde!

Apart from the conjugated forms of the modal verbs, the conjunctive forms
of the verbs were also used by the native speakers of German to express a request, a
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fact that occurred also in Macedonian foreign language learners to express
politeness.

Moreover, the use of the conjunctive forms of the auxiliary verbs haben -
hiitten (to have), sein - wdiren (to be) and werden - wiirden (to become, to get,
would) is understood as a (strict) command:

Hiitten Sie vielleicht noch einen Platz im Auto fiir mich frei?
Hiitten Sie mal Feuer fiir mich?

- Wiren Sie eventuell bereit, die Rede zu halten?

Wiiren Sie so nett und wiirden Sie mich mitnehmen?
Wiirden Sie mir bitte Feuer geben?

Wiirden Sie sich meine Arbeit nochmal anschauen?

Wiirden Sie meine Abgabefrist bitte verschieben?

In rare cases, the particle mal is used in combination with modal verbs to
express the urgency of the request made by the speaker:

- ‘Tschuldigung, darf'ich mal ihre Streichholzer benutzen?

- Kann ich mir bitte mal dein Skript von letzter Woche ausleihen?

- Hey, hdttest du mal kurz Feuer?

- Entschuldigung, darfich mich mal vordrdingeln?

- Sehen Sie mal, ich habe eine Platzkarte fiir diesen Platz, wiirden Sie mich
bitte setzen lassen?

- Kannst du mal schnell das Auto woanders parken?

7. Conclusion

The speech act of request is the most common speech act in everyday
living, the purpose of which is to try to get or to force the hearer to do something.
This paper presents the results of a research conducted among native speakers of
German on how they modify their requests to vary the effect. Depending on
different kinds of context variables, power, social distance and degree of imposition
presented in the situations analyzed in this research, it can be concluded that there is
a variety of modification devices used when a request is formulated with
perspective to the speaker, to the hearer, from a common perspective or as an
impersonal request. The most common modification devices used, are: bitte,
vielleicht, eventuell, mal, the modal verbs in their conjugated and present forms, as
well as the conjunctive forms of the auxiliary verbs haben and sein (to have and to
be). The findings of this research indicate that the German native speakers
predominantly formulate this speech act with hearer perspective. Native German
speakers have at their disposal a variety of internal modification devices which
function is to mitigate requests. To express a request in their written expression,
German native speakers mostly use the particle mal, which also expresses urgency
and impatience.
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UN’IPOTESI: LA NORMA TASSO.
L’IMPERFETTO SENZA LABIODENTALE: -EA -EVA' NEI CANTI
DI GIACOMO LEOPARDI

Abstract: Il presente contributo trae spunto dalle I/mplicazioni leopardiane del
1947 di Gianfranco Contini. L’argomentazione tende a dimostrare 1’interiorizzazione di
un’ipotetica norma Tasso da parte di Giacomo Leopardi e si esamina in diacronia 1’officina
della sua lingua poetica; una norma che secondo il Tasso prescriverebbe in poesia un uso
peculiare della desinenza dell’imperfetto con o senza dileguo della labiodentale (-ea, -eva) e
seguirebbe una prassi consolidata: «4veva fra ‘1 verso, non seguente vocale, non s’usa dal
Petrarca o da’ petrarchisti» (Tasso, 1575). Mediante uno spoglio del lessico poetico
leopardiano — compiuto anche sulle riproduzioni degli autografi — e un esame delle cinque
eccezioni contenute nella cantica giovanile del 1816, L’Appressamento della morte,
s’intende dimostrare che 1’anno cruciale per tale uso linguistico, nel quale Leopardi si dedica
ad un attento esame e studio delle opere di e su Torquato Tasso, ¢ il 1817. L’unica eccezione
¢ nel verso 63 del Frammento XXXIX dei Canti, parziale rielaborazione della cantica del
1816. Seppur contenuta nella Starita del 1835, ¢ smentita dall’autografo napoletano che
confermerebbe in toto tale uso; ¢ comunque da considerare al fine di accertare che
I’ipotetica norma Tasso sia quantomeno una consolidata prassi scrittoria dell’originale, e
petrarchista sui generis, Giacomo Leopardi. Attraverso l’ipotesi avanzata e [’analisi
linguistica compiuta, si conferma dunque ancora una volta la tesi che la lingua poetica
leopardiana ¢ un umicum scaturente dalla genialita del poeta; ¢ il prolifico germoglio
ottocentesco che sa succhiare e riplasmare la linfa dall’albero della tradizione; ¢ dunque una
lingua poetica innovatrice senza causare grandi sussulti, perché assorbe e rigenera il canone
petrarchesco e tassiano.

Parole chiave: Leopardi, norma Tasso, Canti, lingua poetica, imperfetto,
labiodentale.

' E’ indispensabile premettere che I’ipotesi avanzata in questo contributo riguarda soltanto le forme di
imperfetto in -eva, -ea e non quelle in -iva, -ia. Infatti le forme in -iva sia nel Tasso che nel Leopardi
non sembrano soggette alla ipotetica norma sulla quale argomentero. Rammento inoltre che
nell’indicativo imperfetto le «desinenze originarie — anche nella terza coniugazione — non
presentavano la labiodentale, in continuazione di forme gia latino-volgari ("HABEAM, *BIBEAM in
luogo di HABEBAM, BIBEBAM); i tipi femeva e sentiva — diffusisi gia in epoca antica sul modello
della prima coniugazione dove v era stabile (amava) — si sono imposti definitivamente solo in eta
moderna, dal momento che ancora nella prosa ottocentesca era molto diffuso I’imperfetto in -ea, -ia,
almeno con alcuni verbix». (Serianni (1997, p. 290). Cfr. anche Rohlfs, 1966-1969, 11, §§ 550-554, pp.
286-295.
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Nel 1947 Gianfranco Contini rispondeva a Giuseppe De Robertis e
analizzava con grande acume talune Implicazioni leopardiane (Contini, 1970, pp.
41-52); lo studioso di Domodossola esortava dunque ad una concordanza
leopardiana allora mancante’ e tracciava una regola generalizzante, ma con alcune
sostanziali eccezioni, sull’usus scribendi del recanatese. In buona sostanza Contini
giungeva ad affermare che relativamente alla desinenza dell’imperfetto nei Canti
vigerebbe un consolidato uso del poeta cosi definito: «desinenza di tipo -ea
all’interno del verso, dov’¢ monosillabica quando segua consonante [...]; desinenza
di tipo -ea in fin di verso, dov’¢ sillabica [...]; desinenza di tipo -eva solo
all’interno quando segua vocale e percio sinalefe». (Contini, 1970, p. 43).
Attraverso un accurato studio variantistico procedeva quindi ad esaminare le
eccezioni, relegandole e isolandole attraverso motivazioni metriche, o di dettati
prosastici, o di complessi descrittivo-elegiaci. Sin qui il Contini, ma le motivazioni
delle scelte leopardiane mi appaiono comunque meritevoli di ulteriori
approfondimenti.

Quelle enunciate dal Contini non sono anzitutto le uniche eccezioni; ve n’¢
una in particolare che credo possa assumere un rilievo peculiare ed ¢ quella del v.
63 del Frammento XXXIX:

E cresceva’ la pioggia e la bufera.

Dall’interrogazione tramite la LIZ e dallo spoglio sono emersi alcuni dati
interessanti: nei Canti leopardiani vi sono infatti 17 forme di imperfetto in -eva con
19 occorrenze; di queste ben 5 si trovano nei 76 versi del Frammento XXXIX.* Un
dato estremamente sproporzionato se visto nel complesso dei quarantuno Canti, ma
pur sempre da tenere ben fermo al fine di avanzare una mia ipotesi che,
opportunamente suffragata, possa evidenziare un canone diacronicamente maturato
nella lingua poetica del Leopardi. Serianni (2001, p. 185) riferisce di una norma
testimoniata dal Tasso «secondo la quale un verbo in -eva avrebbe potuto usarsi
solo in fin di verso (dunque per servitu rimica) o davanti a vocale (dunque con
oscuramento della vocale desinenziale per effetto della sinalefe)». La testimonianza
del Tasso € contenuta in una lettera dell’ottobre 1575 a Luca Scalabrino (Molinari,
1995, pp. 252-253):

? Fra le piu recenti Savoca, 1994.

* Qui la desinenza priva di dileguo della labiodentale & posta dinanzi a consonante e smentisce almeno
in parte le predette enunciazioni continiane.

* I dati sono ricavati dall’interrogazione della LIZ (Letteratura Italiana Zanichelli) e dallo spoglio
compiuto sull’edizione critica Peruzzi (1998?) anche mediante la visione della riproduzione fotografica
degli autografi. Ho effettuato i dovuti riscontri anche sull’edizione critica De Robertis (1984). Si tenga
presente che Iedizione De Robertis (1984) utilizza rispetto all’edizione Peruzzi (1998%) un diverso
sistema di numerazione progressiva dei Canti: da 1 a 39 secondo I’edizione Starita 1835, cui si
aggiungono i Canti, pubblicati postumi, 40. /I Tramonto della luna e 41. La Ginestra. La numerazione
che qui utilizzo ¢ quella dell’edizione Peruzzi, (19982). Ho inoltre adoperato per ulteriori conferme
I’edizione critica, con supporto digitale che permette la visione degli autografi, diretta da Gavazzeni
(2006).
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“Aveva fra ‘1 verso, non seguente vocale, non s’usa dal Petrarca o da’ petrarchisti; né io
intendo allontanarmi da loro esempio, non tanto perch’io la stimi grand’imperfettione di
numero,” quanto perché mi pare che ‘I cercar brighe, dove si possano schivar con suo
onore, sia da cervel gagliardo e contenzioso. Si che mi sara cara ogni diligenza che ‘1
Signore usara per rimovere da’ miei versi tutte le parole simili: e ‘1 supplico e scongiuro
a seguir come ha cominciato”.

Quella di cui il Tasso scrive e argomenta sarebbe dunque una vera e propria
norma, una regola, o forse e piu propriamente una semplice prassi scrittoria non
altrimenti conosciuta né dal Serianni, né da altri studiosi® e con agilita — spero non
infruttuosa — potrei ipoteticamente chiamare quest’ultima norma Tasso,
considerando che ¢ stato il primo allo stato attuale degli studi a parlarne. E una
norma — quella  enunciata dal Tasso — che riguarda soltanto le desinenze
dell’imperfetto in -eva; € lo stesso Tasso infatti che la applica o la fa applicare
scrupolosamente nella Gerusalemme Liberata: tutte le 35 forme realizzate in 64
occorrenze di imperfetto in -eva sono seguite all’interno del verso da parole che
iniziano per vocale oppure, e nettamente minoritarie (6 su 64), si trovano alla fine
del verso’. Non puo dirsi la medesima cosa per le desinenze in -iva per le quali ho
riscontrato tre versi in cui tale imperfetto & seguito da consonante.® Cido come utile
elemento di prova del fatto che la regola di cui Tasso parla, sebbene non la
consideri importante, valga solo per gli imperfetti in -eva, -ea.

Riprendo dunque a quanto affermato dal Contini nel 1947; mi sembra che lo
studioso rischi di straripare oltre gli effettivi usi del Leopardi per due ragioni.
Anzitutto generalizza un uso, ma deve dar conto di ben tre eccezioni di -eva in fin di
verso (Sopra il ritratto..., 37; La vita solitaria, 95; Consalvo, 39),9 liquidandole,
dicevo, con argomentazioni acute e finissime ma talvolta non totalmente assorbenti.
Sull’occorrenza -eva dell’imperfetto e desinenza alternativa -ea ¢ stato dimostrato
che la seconda forma per verbi di ampio uso e frequente occorrenza ¢ ben attestata
non solo in poesia ma anche nella prosa del secondo Settecento, anche se si
riconosce che la forma con dileguo & tipica della poesia;'® sarebbero dunque anche

3 «difetto, vizio di ritmo» Molinari 1995, p. 252 n.
% Lo stesso Serianni (2001, p.185 n.) sulla base di un accurato riscontro ammette che la «norma ha
qualche fondamento nel Petrarca», rimandando allo studio del Vitale (1996) che «ha ridimensionato la
portata del monolinguismo petrarchesco» di continiana memoria (Serianni, 2001, pp. 38-39).
" 11 dato & stato ottenuto dalla LIZ e riscontrato manualmente sull’edizione Caretti (1993) della
Gerusalemme Liberata.
8 Canto 6.103; Canto 14.31; Canto 8.57.

aspetto, / E dalle menti insieme / Quel che da lui *moveva*/ Ammirabil concetto, si dilegua. /
Desiderii infiniti / E visioni - Sopra il ritratto.37; spaziosi campi / M'apri alla vista. Ed ancor io
*soleva*,/ Bench'innocente io fossi, il tuo vezzoso / Raggio - La vita solitaria.95; diparte e dice,/
Addio per sempre. E contraddir *voleva*,/ Dissimulando l'appressar del fato, / Al moribondo. -
Consalvo.39.
10 «[...] nella prosa del secondo Settecento, in alcuni verbi di largo uso, la forma dell’imperfetto con
dileguo della labiodentale ¢ molto comune e diafasicamente neutra. L’uso di forme come avea, e poi di
parea, dicea ecc. € troppo esteso per poter essere ricondotto a motivazioni stilistiche. Invece, chi fra gli
scrittori estende 1’uscita in -ea a tutte, o a quasi tutte le forme verbali, connota la sua prosa in senso
alto: queste forme erano pur sempre piu familiari al linguaggio della poesia che a quello della prosa.
[...] Insomma: a parte avea e qualche altro verbo, un alto grado di permeabilita al tipo in -ea
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in poesia forme alternative e senza particolari implicazioni, se non di natura metrica
o stilistica? Non ¢ cosi, o non credo lo sia per l’originale lingua poetica del
Leopardi. In secondo luogo, anticipavo, quella che ho chiamato norma Tasso &
quasi integralmente riscontrabile nel Petrarca lirico.'' Questo dato e I’ormai
consolidatissimo e sui generis petrarchismo leopardiano spingono verso un’ulteriore
riflessione. I Canti hanno 17 forme con 19 occorrenze in -eva e 48 forme con 79
occorrenze in -ea. Il rapporto delle occorrenze ¢ dunque di oltre una su quattro.
Appare chiaro che nella poesia dei Canti -ea ¢ certamente la desinenza imperfettiva
del verso e sin qui nulla di nuovo, poiché gia dal Settecento «il tipo abituale della
lirica era, o appariva, -ea» (Serianni, 2001. p. 185). Ma c’¢ di piu. La norma Tasso
sembra essere rispettata dal Leopardi con I’unica eccezione di cui abbiamo detto: il
v.63 del Frammento XXXIX; un Leopardi peraltro che in altri luoghi della propria
poesia dal 1817, e spieghero 1’importanza di questa data, ¢ categorico nell’applicare
questa norma. Infatti da un riscontro operato con la LIZ, riguardante non soltanto i
Canti ma anche i Paralipomeni della Batracomiomachia e le Poesie varie,'” emerge
con assoluta chiarezza che la desinenza -eva si trova sempre dinanzi a vocale
all’interno del verso o in clausola. Accade sempre nelle ottave dei Paralipomeni,
opera della maturita poetica del Leopardi e anche nelle poesie varie non
ricompresse a vario titolo nei Canti. E pur vero che ben cinque imperfetti in -eva
davanti a consonante nell’Appressamento della morte"> sembrerebbero smentire
quanto affermato.'* Tuttavia la Cantica del 1816 credo sia la classica eccezione
proprio perché antecedente al 1817: un anno che rappresenta una cesura netta
nell’officina linguistica del poeta; un anno di riflessione e di svolta; un anno nel
quale — e non a caso — la riflessione linguistica e la sensibilita poetica del Leopardi
si misurano anche con gli scritti teorici di e su Torquato Tasso. L’Appressamento
della morte del 1816 ¢ infatti poco piu di un apprendistato; ¢ pertanto il frutto di un
Leopardi appena diciottenne ed ¢ un «esempio di versi studiatamente ricchi di
arcaismi trecenteschi [...] (atare ‘aiutare’, roggio ‘rosso” ecc.).» (Migliorini-
Ghinassi 2000, p. 586). Acutamente infatti c’¢ chi ha parlato di «effetto-antico nelle
poesie giovanili» (Serianni, 2001, pp. 27-29) dei poeti sette-ottocenteschi,
riferendosi ad una vera e propria iniziazione per appropriarsi dei diversi generi della
tradizione poetica. Inoltre proprio le 5 eccezioni dell’ I’Appressamento della morte

testimonia la volonta di dare una patina letteraria alla scrittura: se queste forme non erano esclusive,
erano certo piu caratteristiche della lingua poetica.» (Patota, 1987, pp. 204-205).
" Cfr. Vitale 1996, p. 192. Un’unica eccezione in 230.11: ¢k ’i 'v'aggiungeva col penser a pena. Nella
propria edizione delle Rime Leopardi glossa 1’aggiungeva con giungeva. (Petrarca, 1957, p. 310 n.11).
1211 Data Base Testuale della LIZ si basa sull’edizione Flora del 1958.
"> Mai pubblicato vivente il poeta.
'41) Bella, che vinto & 'ngegno di poeta./ *Spandeva* suo chiaror per ogni banda/La sorella del sole, -
Appressamento, canto 1.7

2) al vento,/ E 'l mesto rosignol che sempre piagne/ *Diceva* tra le frasche suo

lamento./ Chiaro apparian da lungi - Appressamento, canto 1.12

3) E 'ntanto tra le frasche crescea 'l vento,/ E *sbatteva* le piante del bel

loco,/ E si facea piu - Appressamento, canto 1.42

4) veniami 'ncontra come fera/ Rugghiando orribilmente senza posa,/ E *cresceva* la pioggia e la
bufera./ E ne la selva - Appressamento, canto 1.69

5) che 'l turbo placasi e vien meno./ Ed i' *vedeva* gente molta e magna/

Passar non lunge innanzi a quel - Appressamento, canto 2.10
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sono gli elementi di prova decisivi ai fini della nostra ipotesi. Nel comporre e
rivedere 1 propri Canti Leopardi interviene decisamente in quattro casi su cinque,
rielaborando per eliminazione o diversa posizione tali eccezioni nel Frammento
XXXIX.

Occorrera dunque indagare il Frammento XXXIX tentando di cavarne la
conferma alla mia ipotesi. Il terzultimo dei frammenti leopardiani credo sia una
miniera di preziose informazioni linguistiche cui attingere. Sebbene pubblicato
soltanto nella Starita del 1835, quel frammento ¢ di gran lunga anteriore; altro non ¢
infatti se non il rielaborato rifacimento di un frammento del giovanile
Appressamento della morte del 1816. Dopo quasi quattro lustri il poeta riprende in
mano il manoscritto'” e vuole salvare «almeno una parte del funereo canto
dall’oblio, a cui I’aveva condannato». (Fubini-Bigi, 1971,> p. 268). Rielaborandone
la materia dantesca e la struttura volutamente arcaicizzante, il poeta ne riplasma
entro taluni margini anche e soprattutto la lingua; ecco dunque che dai primi 82 vv.
del Canto I dell’ Appressamento della morte scaturiscono — rimodellati e riplasmati,
maturi e voluti — 1 76 vv. del Frammento XXXIX. Risultato: 5 imperfetti in -eva su
un totale di 20 nei XLI Canti sono in quei versi; dunque ben il 25% delle
occorrenze. Non solo, la riscrittura e la limatura conducono il poeta ad eliminare dai
versi originari della cantica le eccezioni ai vv. 7, 12, e 42; spie queste di un ormai
consolidato uso leopardiano e forse di una norma interiorizzata e applicata dal
poeta.

Esamino dunque per completezza d’indagine le cinque occorrenze del
Frammento XXXIX: Spandeva, v.7; prometteva v.24; cresceva, v.48; cresceva, v.63,;

15 Formentin (1986, pp. 271-305) sostiene che il Leopardi attese ad una prima revisione integrale della
Cantica tra il 1831 e il 1832: «le corrispondenze che legano strettamente la Cantica, il rifacimento e i
primi due canti dei Paralipomeni spingono a credere che Leopardi si sia rimesso a lavorare intorno al
poemetto giovanile tra il 1831 e il 1832, comunque non oltre il 1833 (e senz’altro non negli immediati
paraggi della Starita), come starebbero a dimostrare le differenti abitudini grafiche a cui si attengono
gli interventi di AN rispetto all’edizione del 35 nonché all’autografo del Consalvo, la cui stesura risale
gia al periodo fiorentino» (p. 283). Successivamente una parte del primo canto fu rielaborata per essere
introdotta sotto forma di frammento nell’edizione napoletana dei Canti. La tesi del Formentin &
dunque che «Leopardi torno sul testo della Cantica in due momenti successivi, separati da un intervallo
di tempo non brevissimo, e, quel che piu conta in vista di due differenti progetti, dapprima la
pubblicazione integrale e autonoma della Cantica, poi una pubblicazione parziale entro la cornice dei
Canti. Quella che probabilmente all’inizio fu una scelta imposta da una condizione di necessita, si
tramuta col tempo in un recupero che trova le sue ragioni nella simpatica per un motivo da sempre caro
all’immaginazione leopardiana. Attraverso la trasposizione in senso simbolico effettuata all’altezza
della stampa, Leopardi trasfonde nel vecchio brano qualcosa della sua tragica e patetica coscienza del
morire di ogni speranza, vi lascia trasparire la lezione che si deve trarre dalla breve favola della vita:
rende quei versi degni in qualche modo di sostare in margine alla grande poesia dei Canti» (p. 299). 11
Genetelli (Delco-Toschini — Genetelli, 2002, p. LIX n.) non accetta I’ipotesi del Formentin della
prima revisione integrale tra il *32-33, motivando: «come sostenere che il Leopardi a quell’altezza
cronologica (con alle spalle ’edizione milanese delle Operette e la fiorentina dei Canti), potesse avere
in animo di pubblicare un poemetto di matrice strettamente cristiana, a cio sospinto oltretutto da poco
nobili motivi pecuniari? E si vedano pure le prove grafiche da noi qui di séguito addotte». Al di la
della datazione di un rifacimento integrale della Cantica, che il Genetelli colloca «assia presto, e quindi
non negli anni maturi» (p. LIX), quel che piu interessa ai fini della nostra analisi ¢ un dato, se non
certo, fortemente probabile: nei dintorni cronologici ed editoriali della Starita il poeta ha
effettivamente ripreso in mano il manoscritto per recuperarne quel frammento che ¢ stato poi inserito
nel corpus dei Canti.
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taceva v.76. Nei vv. 7, 63 e 76 1 tre imperfetti sono originari; appartengono alla
stesura del 1816 e sono confermati nel cosiddetto autografo pavense edito da
Zanino Volta nel 1862.'° Esemplificativa nel v. 7 Spandeva il suo chiaror per ogni
banda I’unica variante rispetto all’autografo napoletano: I’inserimento dell’articolo
il dopo Spandeva con conseguente oscuramento della vocale per sinalefe e
probabile rispetto della norma Tasso. 1l prometteva v.24 rientra fra le numerose
correzioni e varianti dei primi 82 vv. e crea sinalefe con il seguente era; ’intero
verso risulta pertanto quasi interamente riscritto:

24 Onde speme nutria di quel pini grande  (Appressamento...)
24 Che il cor le prometteva era piu grande (Canti).

Mutata la materia, si trasformano le strutture linguistiche e il lessico poetico
di questo frammento. Un Leopardi ormai maturo sta giocando anche e soprattutto
una partita linguistica con sé stesso diciottenne e questo frammento, col quale il
poeta vuole preservare qualche briciola di una lontana poesia che non sentiva piu
sua, ¢ la risultante di un Leopardi dall’animo profondamente trasformato ma che
nuovamente sembra presagire la fine; fine che non tardera a giungere.

Un altro verso interessante per dimostrare la nostra ipotesi ¢ il 48:

1816 An'" E crescea I’ombra a lo'® ‘ngrossar del nembo
1816 V E crescea ‘1 bujo a lo ‘ngrossar del nembo

L’autografo napoletano che prelude all’edizione Starita contiene anche
talune di quelle microvarianti, di natura soprattutto grammaticale, con cui il poeta
eliminera «l’effetto antico nelle poesie giovanili» (Serianni, 2001, p.27): arcaismi,
preposizioni analitiche, apocope postvocalica, aferesi di 7 in parole comincianti per
-in o per -im ecc. Ed ecco riplasmato linguisticamente il v.48

E il suon cresceva all’appressar del nembo.

La forma dell’imperfetto con dileguo di labiodentale del verso
dell’Appressamento dinanzi a consonante riacquista la v intervocalica dinanzi a
vocale e dunque sinalefe. Credo sia questo un altro momento emblematico in cui &
possibile cogliere il Leopardi lirico dinanzi a quella che abbiamo definito norma
Tasso; in piena maturita il poeta applica scrupolosamente questa regola. E vero che
alla base delle sue scelte vi sono spesso e soprattutto ragioni puramente foniche,
musicali e metriche,” tuttavia la fortissima ed ormai consapevolmente maturata

16 per ulteriori dettagli cfr. Peruzzi 1998, I, pp. 625-45; 11, pp. 269-277.

'7 Con An s’intende ’autografo napoletano, con V quello pavense dell’ Appressamento della morte.

'8 Sulla ratio correttoria delle preposizioni analitiche si veda soprattutto Girardi, [1994] ora 2000, pp.
65-69.

Y E’ lo stesso Leopardi ad affermarlo teoricamente, riferendosi alla rima Zib.1907: «Ne’ versi rimati,
per quanto la rima paia spontanea, e sia lungi dal parere stiracchiata, possiamo dire per esperienza di
chi compone, che il concetto ¢ mezzo del poeta, mezzo della rima, e talvolta un terzo di quello, e due
di questa, talvolta tutto della sola rima. Ma ben pochi sono quelli che appartengono interam. Al solo
poeta, quantunque non paiono stentati, anzi nati dalla cosa (13.0tt.1821.).» Sull’importanza degli
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suggestione petrarchesca, filtrata — fors’anche teoricamente ma di certo
linguisticamente — attraverso il Tasso, credo si sia connaturata dentro I’affilatissima
lima linguistica della sua officina poetica e abbia magari agito di rimando.

Non sarei tuttavia onesto se non analizzassi infine 1’unica eccezione a
quest’uso leopardiano, il v. 63:

E cresceva la pioggia ¢ la bufera

Il verso ¢ del 1816 e tale sembrerebbe essere rimasto sino alla revisione per
la Starita del 1835. Si potrebbe dunque obiettare che 1’uso con o senza dileguo della
labiodentale in Leopardi risulterebbe neutro o dovuto a pure motivazioni metriche.
Di contro, oltre le argomentazione svolte sopra, va evidenziato che il v. 63 del 1816
precede quella che sara un’accurata frequentazione delle opere del Tasso e del
pelagaccio dei Critici del Tasso,” iniziata dal Leopardi su stimolo del Giordani
nell’autunno del 1817*'. Si hanno inoltre precisi riscontri nello Zibaldone che
confermano la lettura anche delle Lettere poetiche™ e cid potrebbe confermare
ulteriormente la mia ipotesi qualora si consideri che il Leopardi in questa fase non
cerca altro che «lingua e poi lingua».”® Forse cid chiarisce lo spartiacque
rappresentato dal 1817 e di cui abbiamo anticipato I’importanza. L’ Appressamento

aspetti fonici, musicali e metrici in Leopardi si vedano Beccaria, 1975, p. 179; Nencioni, 1988, pp.
380-383; Beccaria, 1993, pp. 693-697; Girardi, 2000, pp. 43-51
20 pacella 1991, 111, p.489: «Leopardi comincio sistematicamente a leggere il Tasso nell’autunno del
1817». Alcune lettere al Giordani del 1817 e del 1818 confermano un Leopardi assorto nella lettura
non solo del Tasso, ma anche dei suoi interpreti linguistici, o per I’appunto e con malcelato sarcasmo
pelagaccio dei Critici del Tasso.
2! Lettera a Pietro Giordani — Piacenza. Recanati, 21 Novembre 1817: «[...] Poco prima di ricevere le
vostre ultime, avea cominciato a leggere il Tasso, e il vostro consiglio intorno alle prose che vanno
lette, m’¢ arrivato opportunissimo, perché gia quelle sue scolasticherie mi facevano dare indietro
[...». (TPTP, 1997, p.1156). Lettera a Pietro Giordani — Milano. Recanati, 22 dicembre 1817 «[...]
ho voluto anche dare un’occhiataccia a quelle Cruscate e Stacciate e ‘nfarinature e ‘nferrignerie che
stanno dintorno alla Gerusalemme, la qual cosa m’ha portato piu avanti ch’io non credea né
volea.[...]» (TPTP, 1997, p. 1158). Lettera a Pietro Giordani — Milano, Recanati 16 Gennaio 1818:
«[...] Oh non crediate ch’io mi sia voluto impantanare in quel pelagaccio dei Critici del Tasso. Fate
conto che ogni mezzo tomo non m’abbia rubato piu di una o due sere, e che io non ci abbia cercato
altro che lingua e poi lingua. [...]» (TPTP, 1997, p.1159).

? Non ¢ agevole dimostrare con esattezza a quale altezza temporale il Leopardi legga le Lettere
poetiche; del resto non rientra nella mia analisi questa ricostruzione filologica, ma non posso escludere
che questa lettura avvenga proprio nel 1817; basta infatti osservare che il 20 dicembre 1826 — nove
anni dopo ’inizio di questa assidua frequentazione del Tasso — il Leopardi le cita espressamente: |[...]
V. il Tasso Apologia agli Acc. Della Crusca, opp. Ed. del mauro. T. 2. p. 309. e le Lettere
poetiche, dove si vede che il Tasso veniva facendo comunicare al Barga i pezzi del suo poema in
iscriverlo, per avere il suo parere. Zib. 4237; in queste facciate il Leopardi annotava una notizia
poco nota oggidi, e curiosa da sapersi Zib. 4236: la coincidenza temporale e di argomento fra la
Gerusalemme ¢ la Siriade, un poema latino in dodici libri di Pietro Angelio, o degli Angeli da Barga
Il recanatese comunque, e questo ¢ il dato che ci interessa, conosce il Tasso attraverso 1’edizione
settecentesca curata da Giuseppe Mauro: Delle Opere di Torquato Tasso con le controversie sopra la
«Gerusalemme liberatay con le annotazioni intere di varj autori, notabilmente in questa impressione
accresciute, Venezia 1735-1742, 12 voll . [il vol. I era apparso nel 1722 con titolo diverso: le Opere di
Torquato Tasso raccolte da Giuseppe Mauro, vol. I, Venezia, 1722] (I’indicazione bibliografica ¢ stata
desunta dalla pregevolissima edizione critica Pacella, III, p. 458).

2 Lettera a Pietro Giordani - Milano, Recanati 16 Gennaio 1818. (TPTP, 1997, p.1159).
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della morte non rispetta la norma Tasso dal momento che credo preceda
quest’assidua frequentazione del Tasso nel 1817. Non cosi la coeva e successiva
poesia, variamente stratificata e andata a confluire in quel corpus -
omnicomprensivo e diacronicamente stratificato in almeno cinque momenti
fondamentali — cui il Leopardi diede il titolo definitivo di Canti pochi anni prima
della morte. Perché dunque il poeta non corregge quel verso? A ben guardare e in
verita il verso ¢ corretto: I’autografo napoletano infatti reca:

Sormontavan la pioggia e la bufera

Nella Starita pero riappare E cresceva... il cui perché non saprei spiegare, o
forse non ho avuto la forza e la capacita, ’ardore e la competenza per formulare
un’ipotesi che potesse avere finanche un minimo fondamento di ragionevolezza;
difficile infatti sostenere che si tratti di un errore dell’editore, anche se i rapporti —
soprattutto di natura economica — tra il Leopardi e lo Starita sono stati pessimi;
difficile e poco plausibile soprattutto perché dovrei ipotizzare e ragionevolmente
smentire un non adeguato controllo dell’edizione da parte del poeta: possibile certo,
ma poco probabile. Semplicemente non ho voluto dunque inserire e aggiungere
superfetazioni linguistiche a quelle che probabilmente gia emergeranno dalla mia
ipotesi e dall’analisi compiuta.

Permane comunque la consapevolezza che — anche attraverso 1’ipotesi
avanzata e ’analisi linguistica compiuta — sembra fuor di dubbio e anzi si conferma
ancora una volta la tesi che la lingua poetica leopardiana ¢ un unicum scaturente
dalla grandezza del poeta: un gigante della letteratura italiana che sfugge a
compressioni e rigidi incasellamenti. La poesia leopardiana ¢ il grande germoglio
ottocentesco che sa succhiare e magnificamente riplasmare la linfa linguistica
dell’albero della tradizione; ¢ dunque innovativa senza causare grandi sussulti
perché «si riallaccia alla tradizione petrarchesca e tassiana» (Marazzini, 2004, p.
198); pertanto la metaforica e plurisecolare autostrada della poesia italiana di cui
parla Quondam (1991, pp. 21-23) ha si il suo casello di entrata in Petrarca e quello
di uscita in Leopardi, ma credo che questa grande arteria, nella quale scorrono
accanto ai grandi della poesia italiana gli innumerevoli globuli rossi gregari (la
foltissima schiera dei petrarchisti minori € minimi) abbia un’ampia stazione di
rifornimento, di sosta e, perché no, di riflessione e meditazione sulla lingua poetica:
questa vasta area di sosta ¢ il tormentato e geniale mondo poetico di Torquato
Tasso.
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Hypothesis: Tasso’s rule.
The Imperfect Tense without Labiodental: -Ea -Eva in the Giacomo Leopardi's Canti

Abstract: This essay is inspired by Implicazioni leopardiane, written by Contini in
1947. This argumentation wants to prove the internalization of an hypothetical Tasso’s rule
in Giacomo Leopardi’s poetry and to diachronically examine the workshop on his poetical
language; a standardisation that would require a particular use of the imperfect verbal tense
suffix in poetry, with or without the disappearance of the labiodental (-ea, -eva), which
would follow a stabilized procedure: «A4veva fra ‘I verso, non seguente vocale, non s usa dal
Petrarca o da’ petrarchisti» (Tasso, 1575). Through the examination of Leopardi’s poetical
lexis — also on autographs’ reproductions — and an examination of the five exceptions
included in his juvenile songs from 1816, L’ Appressamento della morte, we want to prove
that 1817 was the crucial year for this linguistic use — where Leopardi commits to a precise
examination and study of all of Tasso’s pieces and those about him. The only exception has
been found in the line 63 of Canti’s Frammento XXXIX, a partial rework on the
Appressamento. Even if it is included in the 1835’s Starita, it has been proved wrong by the
Neapolitan autograph that would entirely confirm this use; however it has to be considered
in order to presume that Tasso’s hypothetical rule is at least a consolidated writing routine of
the original Giacomo Leopardi, and Petrarchist sui generis. Through the accomplished
linguistic analysis, we can confirm once more the thesis about Leopardi’s poetry being an
unicum sprung from Recanati’s genius; that’s the XIx™ century’s prolific germ able to
absorb and reshape the lymph from the tradition’s tree; therefore this is an innovating
poetical language that doesn’t provoke shocks, because it absorbs and restores Petrarch’s
and Tasso’s standards.

Keywords: Leopardi, Tasso’s rule, Canti, poetical language, imperfect verbal,
labiodental.
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L’IMPORTANZA DELLA NUOVA LINGUA ITALIANA NE LA VITA
MILITARE DI DE AMICIS

Abstract: La questione della lingua ottocentesca tra puristi e innovatori interessa
anche Edmondo de Amicis che segue 1’insegnamento manzoniano per ottenere una lingua
nuova, punto d’incontro dei vari regionalismi del tempo, e nuovo simbolo di un’italianita in
divenire. L’unita d’Italia, infatti, aveva permesso 1’avvicinamento di stati singoli diversi tra
loro, ma necessitava adesso di una nuova organizzazione per omologare le lingue ¢ i modus
vivendi dei nuovi cittadini italiani. L’insegnamento della lingua nelle scuole reggimentali
diventa uno strumento di educazione e formazione della cittadinanza, dal momento che i
soldati risultano essere i protagonisti di tale cambiamento, avendo combattuto per 1’unita, e
gli esponenti della nuova classe cittadina. De Amicis riprende la lezione manzoniana,
mostrando grande ammirazione per lo scrittore maestro; cita infatti nella sua opera anche il
romanzo manzoniano I Promessi sposi, confermando I’importanza della Provvidenza per la
classe degli umili, che al tempo rappresentava perfettamente i nuovi italiani.

Parole chiave: De Amicis, lingua italiana, Manzoni, innovazioni linguistiche,
scuole reggimentali, Vita Militare.

Introduzione

Nel 1867 Edmondo De Amicis inizid a collaborare alla rivista ltalia
militare di Firenze, organo di propaganda del Ministero della Guerra, di cui fu
anche per breve tempo Direttore e sul quale vennero pubblicati i Bozzetti militari.
Dato I’immediato e ampio successo, gli stessi furono stampati in volume con il
titolo La vita militare. Bozzetti con una prima edizione del 1868, una seconda del
1869 e infine la definitiva del 1880 cui segui Racconti militari. Libro di lettura ad
uso delle scuole dell'esercito (Firenze, 1869), entrambi ben presto adottati come
libri di testo nelle scuole militari. Il primo dei bozzetti,Una marcia come se ne
danno tante, fu scritto dal De Amicis su invito della rivista, che lo pubblico nel
numero del febbraio 1867, intendendo cosi dare una risposta, implicita ma chiara,
all'appena uscito libro di 1. U. Tarchetti, Una nobile follia (Milano, 1867), ispirato a
una visione dell'esercito e della vita militare giudicata irriverente e trasgressiva. La
ragione del successo immediato dei bozzetti sta proprio nell'esaltazione che il De
Amicis faceva dell'esercito come istituzione simbolo di un’unitd nazionale
fortemente sentita, ma ancora non compiutamente realizzata. L'esercito, di cui
I’autore parla, ¢ il neonato esercito nazionale che alla prima importante prova
bellica, del 1866, aveva dato prove infelici e deludenti e che aveva bisogno,
pertanto, di un'efficace azione propagandistica verso l'opinione pubblica. La
sollecitazione ai sentimenti di solidarieta, all'amore patriottico, alla comprensione
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tra ufficiali e soldati e tra esercito e popolazione, ¢ l'ingrediente di carattere morale
e pedagogico che rimarra uno dei motivi principali dell’intera produzione letteraria
deamicisiana (Turletti V., 1908, pp. 407-410).

L'altra ragione di successo sta nella scelta linguistica e stilistica operata dal
De Amicis sul modello del Manzoni e del manzonismo che produce quello stile
"preciso e limpido" che molti anni dopo il Croce lodera come uno dei suoi principali
pregi e che fu segnalato subito come elemento distintivo e apprezzabile da molti
critici (B. Croce, 1947).

La lingua adoperata segue il modello del fiorentino parlato; si tratta di una
lingua media, dal lessico definito, scevra di ricercatezze, raffinatezze e asperita
lessicali e sintattiche tipiche di scrittori come il Carducci o come poi il D'Annunzio,
sulla linea di un pit 0 meno esplicito manzonismo (Borlenghi A., 1963).

Nella Vita militare, come avverra anche nei libri di viaggio, il De Amicis si
dimostra abilissimo nel mescolare, quasi a collage, diversi generi letterari; i bozzetti
comprendono, infatti, racconti, apologhi, descrizioni quasi cronachistiche, appunti,
memorie autobiografiche ed epistole in un impasto che rende il prodotto letterario
gradevole e interessante per la ricostruzione del clima sociale e civile dell’epoca.
Valga come esempio L ‘esercito italiano durante il colera del 1867 (De Amicis E.,
1869, pp. 283-348) ,stampato nel 1869 a Milano e poi rifuso nelle edizioni
successive di La vita militare, resoconto della campagna in Sicilia, cui il De Amicis
partecipo, per la lotta al colera, in cui il giovane scrittore sa rendere il senso di
estraneita e di diffidenza della popolazione civile nei confronti dello Stato unitario e
dell'esercito che lo rappresenta.

La successione dei bozzetti restituisce un chiaro quadro della vita da
soldato: nei primi racconti, infatti, sono descritte le principali figure dell’esercito,
come I’ufficiale di picchetto, I’ordinanza, il coscritto e la sentinella per dare un’idea
delle mansioni dei diversi ruoli e del rapporto paterno tra gli ufficiali di piu alto
grado e i nuovi arrivati; nei bozzetti intitolati La madre(De Amicis E., 1869 pp.
61-78), Una medaglia (De Amicis, 1869, pp. 349-366), Partenza e ritorno(De
Amicis E., 1869, p.382) sono, invece, analizzati i rapporti dei soldati con le proprie
famiglie. Il legame con i genitori resta, ovviamente, sempre molto forte, nutrito dal
continuo scambio di epistole che permettono alle famiglie di conoscere 1’esatta
posizione dei figlie e il loro stato d’animo e ai soldati di essere rincuorati dalle dolci
parole affettuose delle madri. L orgoglio materno nei confronti del figlio soldato ¢
notevole in Una medaglia, in cui una madre assiste alla premiazione del figlio
vivendo tale momento come uno dei piu belli della vita; in Una madre, invece, la
stessa percorre molti chilometri a piedi sapendo che il figlio fosse appena giunto in
una cittadina vicina, pur di vederlo anche solo per un attimo.

Partenza e ritorno risulta particolarmente interessante: De Amicis racconta,
infatti, questi due importanti momenti nella vita del soldato, quello in cui deve
lasciare la famiglia per partire con ’esercito e quello in cui finalmente tornera a
casa e, pur essendo gravemente mutilato, 1’affetto nei suoi confronti restera lo stesso
da parte di tutti; cio a dimostrazione che il valore di un soldato ¢ grandissimo e non
puo essere scalfito da nulla, anzi puo solo essere accresciuto. Ulteriore elemento
degno di nota del bozzetto ¢ il rimando esplicito a Manzoni che 1’autore fa nel
momento in cui la madre del soldato in partenza gli mette in valigia una copia de I
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Promessi sposi, suo romanzo preferito fin da bambino, quando lei glielo leggeva la
sera. Il soldato leggera pagine del testo durante le pause della sua vita militare e, in
una delle lettere inviate a casa, ringraziera la madre per il pensiero avuto e dira che
in guerra si legge molto di piu, o per diletto o per ingegno, cid per continuare a
nutrire lo spirito avvilito da tutte le brutture cui € costretto ad assistere.

Nel racconto, la prosa narrativa ¢ intervallata da lettere che il soldato
scambia con la propria famiglia nelle quali descrive le proprie esperienze ed
emozioni provate durante la campagna militare.

In quella inviata da Martellago il 17 Settembre si racconta che, dopo la
guerra:

“...un altro fenomeno da notarsi ¢ I’ardore della lettura che nasce vivissimo in
tutti anche nei piu alieni o per indole d’ingegno o per insufficienza di cultura
da questa maniera di occupazione e di diletto. Tutti leggono, tutti cercan libri;
il parroco del paese ¢ stato costretto a mandare in giro tutti i volumi della sua
biblioteca. A me che vado agli eccessi, come tu dici, in tutto, ¢ venuta una
vera mania; non ¢ piu voglia di libri quella ch'io sento, ¢ fame, fame rabbiosa.
Ma son sempre fedele al mio amore antico. Tutte le ore libere del giorno e
della sera le passo leggendo e rileggendo e pensando e sviscerando questo
caro, questo benedetto, questo santo romanzo I Promessi Sposi, mio eterno
compagno ed amico, fonte per me di tante dolcezze, di tante consolazioni, e di
quella eguale e soave tranquillita d'animo e di cuore, in cui ogni mio affetto si
purifica e si rafforza, ogni mio pensiero s'innalza, e le cose e gli uomini e il
mondo e la vita, tutto mi si presenta all'intelletto sotto il suo aspetto migliore,
tutto circonfuso d'amore e di speranza. Non so come; ma la mia patria, il mio
reggimento, te, gli amici, tutto sento d'amar di pit e piu nobilmente,
meditando questo vangelo della letteratura...”. (De Amicis E., 1869, p.
382).

Chiara qui la posizione manzoniana dell’autore che cita I’opera principale
del suo maestro come vangelo consolatorio del soldato lontano da casa. La lettura
diventa, inoltre, strumento per superare ¢ dimenticare le brutture della guerra e per
dare nuova speranza al popolo. Altra abitudine tipica dei soldati, accompagnata dalla
lettura ¢ quella della scrittura: si scrivono lettere per restare in contatto con i propri
cari e lo si fa scarabocchiando sul foglio parole inclinate verso 1’alto a cercar
I’ispirazione, dopo che da circa quattro mesi stanno imparando quell’alfabeto e quei
termini che in precedenza avevano gia letto in qualche libro (De Amicis E., 1869,
p.236) . L’alfabetizzazione dei soldati ¢ quindi compito dell’esercito, impegnato a
ricercare un linguaggio comune per tutti i provenienti da diverse regioni italiane; la
formazione di uno stato unitario italiano ha, da sempre, posto al centro
dell’attenzione dei governi, il problema di un lessico tecnico comune, da formarsi
attraverso la fusione delle diverse realta regionali. Nel creare un unico esercito
italiano, che andasse a sostituire quelli locali, come il napoletano e il piemontese, si
richiedeva appunto ’elaborazione di un linguaggio facilmente comprensibile a tutti i
soldati e d’immediata recezione. Ai tempi dell’Unita, I’esercito diventa quindi uno
dei motori attivi del processo d’italianizzazione del nostro paese.
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La figura paterna compare, invece, in Una morte sul campo (De Amicis E.
1869, pp. 442-444), in cui un ufficiale ¢ costretto a dare la triste notizia della morte
di uno dei suoi soldati al padre dello stesso. Anche in questo caso la reazione del
genitore ¢ di massimo orgoglio, nonché di enorme affetto nei confronti sia
dell’ufficiale ambasciatore che degli altri soldati, compagni di caserma, visti ora
come altri figli dal genitore addolorato.

E’ possibile ritrovare anche bozzetti che descrivono i rapporti dei soldati
con i cittadini dei luoghi attraversati: Una sassata (De Amicis E., 1869, p.47-60) e
Un mazzolino di fiori (De Amicis E., 1869, pp. 165-173) possono essere, infatti,
considerati racconti opposti in quanto mentre il primo narra di un’accoglienza poco
carina nei confronti dei soldati da parte di un gruppo di “monelli” del luogo, come
si evince dallo steso titolo; il secondo narra il ricordo di un giovane che da bambino
aveva gettato un mazzolino di fiori al passaggio dei soldati nella sua citta e anni
dopo rincontra lo stesso soldato che non aveva dimenticato il gesto gentile.

Carmela (De Amicis E., 1869, pp. 174-214) ¢, forse, uno dei bozzetti piu
famosi e mostra I’animo gentile di uno dei soldati che, avendo conosciuto una
giovane ragazza con evidenti disturbi di comportamento causati da un trauma
precedente, s’impegna nel risolverle il problema. Inizialmente il suo ¢ un dovere da
buon protettore del suo popolo, ma in seguito si trasforma in qualcosa di piu, in un
sentimento che lo spingera, addirittura, a sposare la giovane.

Da una completa lettura dell’opera risulta evidente che I’esercito ¢
considerato dall’autore una vera e propria scuola di vita, ma anche una scuola
formativa che, tra i vari scopi, aveva anche quello di stimolare, nelle coscienze
degli italiani dell’epoca, I’apprendimento di un linguaggio comune, una lingua
unica che avrebbe unito il paese e lo avrebbe reso alla stregua dei gia formati Stati
nazionali europei. I riferimenti alla lettura, alla scrittura, al Manzoni e il linguaggio
scelto per 1 bozzetti confermano proprio questa tesi.

Corpo

Edmondo De Amicis scelse, per la Vita Militare, la varieta linguistica piu
diffusa all’epoca, intermedia tra dialetto e lingua nazionale, che oggi definiremmo
italiano regionale; lo scrittore aveva capito che, affinché tutti potessero leggere la
sua opera era necessario adottare non una lingua dotta, ma una semplice e
comprensibile a tutti (Prelato G., 2011, pp. 53-73)

Creare una lingua unica per la neonata Italia unita serviva a modellare
anche il nuovo cittadino: “...per lui amare la lingua italiana era come amare la
patria. Sin dai suoi primi studi di lingua gli pareva di “diventare da un giorno
all’altro, per effetto di quello studio, piu intimamente, piu patriotticamente italiano ”
(Tosto E., 2001, pp. 31-46).

Dal momento che la questione della lingua ¢, per De Amicis, cosi inerente
al tema dell’unitd nazionale (Momigliano A., 1954, p. 77) il pensiero va
direttamente al Manzoni e alla sua relazione al ministro Broglio del 1868, intitolata
“ Dell’unita della lingua e dei mezzi per diffonderla”, se non addirittura ad
Humboldt, che agli inizi dell’800 affermava che la lingua esprime e foggia I’anima
nazionale ( Mounin G., 1968, p. 174).
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Nel 1905 De Amicis pubblico I’'Idioma gentile dove scriveva: “dobbiamo
studiare la lingua anche per dovere di cittadini e aggiungeva che la si deve studiare
per amor di patria, per sentimento di unitd nazionale... qualunque sia il nostro
ufficio e la natura dei nostri studi... perché sono una cosa patria e lingua, pensiero e
parola, parola e vita.” (De Amicis E., 1945, p. 3-8).

L’importanza di sapersi correttamente esprimere e di saper far coincidere il
proprio pensiero con le parole ¢ legato alla qualita dell’esistenza, a qualunque classe
sociale si appartenga. Il potere uguagliante della lingua doveva piacere parecchio al
De Amicis che era molto sensibile anche alle idee socialiste (Prelato G., p. 53-73).

L’atteggiamento deamicisiano oppone concretezza a chi si opponeva
all’arricchimento del lessico italiano attraverso 1’immissione di elementi nuovi. Il
prestito di necessita diventa per De Amicis necessario perché: “una perifrasi sciupa
una bella idea, un’espressione non immediatamente compresa manda a male un
dialogo” (De Amicis E., 1874, p. 194).

Il mutamento diacronico della lingua, che prevede anche I’inclusione di
parole nuove ¢ un tema che verra trattato anche in opere successive, dall’autore, per
dimostrare che la lingua cresce come un organismo vivo senza rischiare di essere
corrotta (Marazzini C., 1999, p. 176).

Il preservare la lingua diventa, per I’autore, un dovere di tutti i cittadini e
non solo degli scrittori perché se tutti maltrattano la lingua e la imbastardiscono,
allora anche le penne piu fini saranno travolte dalla barbarie universale (De Amicis
E., 1905, p. 7) . Quando parla di parole nuove, De Amicis intende quelle prese in
prestito da lingue straniere per designare nuove cose per le quali mancano, nella
nostra lingua, termini adatti. Le uniche parole che davvero rendono volgare un
linguaggio sono quelle usate in modo improprio nel tentativo, mal riuscito, di
sostituire forestierismi, al contrario concretamente richiesti dal contesto.

Tra le righe de La Vita militare compaiono spesso termini tipici del
linguaggio militare utilizzati dall’autore su richiesta dell’argomento trattato. Per
dare, infatti, veridicita alla descrizione delle azioni dei soldati, del loro
abbigliamento e delle armi utilizzate non era possibile fare a meno di termini
tecnici.

Un lessico militare, perd, esisteva gia in Italia in quel periodo e aveva
alcune caratteristiche precise: la predominanza di francesismi; la presenza di una
ricca tradizione italiana in ambito militare, affiancata dai diversi repertori locali che
aveva formato nel tempo un ampio glossario di termini in uso e la brevita delle
parole, per indicare un oggetto o un comando, che diventa una delle peculiarita piu
importanti per un linguaggio nuovo, al fine di raggiungere la velocita dell’azione e
quindi il suo buon esito.

Nei primi decenni dell’Ottocento erano apparsi, anche, i primi dizionari
specialistici in campo militare, che fornivano una base di partenza per una
comunicazione sovra-regionale all’interno della penisola. Tali strumenti possono
essere utilizzati come cartine di tornasole della situazione del lessico militare
italiano al momento della formazione dell’esercito nazionale.

Il lessico in formazione doveva essere anche ampiamente condiviso da un
esercito. Il primo Dizionario specifico fu compilato da Giuseppe Grassi nel 1817 e
si presentava come un’alternativa all’uso della lingua francese. Vi era, infatti, una
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lista di francesismi che, secondo I’autore, potevano essere sostituiti da termini
italiani di identico significato. Tra questi ricordiamo le parole: casotfo al posto
garritta e drappello al posto di plotone, che ritroviamo nei bozzetti militari di De
Amicis, a dimostrazione della distanza tra 1’autore e i puristi italiani.

Nel 1824 fu pubblicato un secondo dizionario ad opera di Giuseppe
Ballerini, ancora in linea con il precedente. La scelta dei termini avveniva su base
toscana e francesismi e regionalismi erano inseriti solo se difficilmente sostituibili.

Gia nella seconda meta dell’Ottocento era quindi maturato il processo che
voleva riaffermare il valore dell’italiano sul francese, attraverso il ricorso a un
repertorio di base toscana arricchito da neologismi, forestierismi e localismi che
porto alla formazione di una terminologia fortemente condivisa negli ambienti
militari del neo-costituito stato italiano (Biffi M., 2011, pp. 149-161).

La prioritaria ricerca della lingua comune determind in questa fase
rinnovate modalita di confronto con le varieta regionali diverse dal toscano. Una
sorta di antidialettalismo funzionale caratterizza alcuni vocabolari bilingui,
compilati per insegnare il corrispettivo italiano delle voci locali. Le istanze di
uniformazione lessicale non frenano del tutto, com’¢ naturale, 1’apporto delle
varieta regionali (Zolli P., 1869). Tra i numerosi dialettismi che penetrano in questo
periodo nell’italiano comune, molti sono legati a referenti materiali e alla vita
pratica. Si aggiungono, infatti, al lessico comune anche termini regionali riferiti ad
ambiti specifici come quello gastronomico e tecnico.

Nonostante I’intento di avvicinare i giovani ad una prima forma di Italiano
standard, 1’ autore non adotta un registro schiacciato sulla norma e alieno da
qualsiasi concessione alla devianza popolaresca o addirittura al dialetto, bensi
concede spazio anche al dialettismo e alla nota colloquiale Tomasin L.).

Nel racconto incentrato sulla figura del coscritto, scaraventato
dall’arretratezza rurale nel vortice della vita militare, De Amicis sperimenta, infatti,
il registro di un italiano popolare dall’aspetto realisticamente sconnesso, sia nel
parlato della recluta, sia nella malcerta lettera indirizzata al padre: “Non si mangia
da signori, si sa; ma a far da mangiare per tanti ¢ difficile farlo bene, e poi I’appetito
non manca, basta fare il suo dovere.” (De Amicis E., 1869, p. 146).

Riguardo al dialetto, I’autore scriveva cosi:

“...E impossibile significare quanta dolcezza, quanta effusione di cuore e che
delicato senso di mestizia si sentiva in que' comiati. E poi, 'accento particolare
del dialetto che si presta tanto all'espressione degli affetti soavi, e poi la
commozione profonda di poco prima, e poi la notte, e il silenzio che si
cominciava a diffondere nelle file.” (De Amicis E. 1869, p. 90).

E inserisce, infatti, espressioni dialettali per mostrare la variegata
composizione dell’esercito italiano, in cui ogni soldato proveniva da paesi
totalmente diversi gli uni dagli altri. Le espressioni dialettali sono riportate nel testo
in corsivo: Dio ve salva fioi tuti ( De Amicis E., 1869, p. 90).

La lingua usata in letteratura appariva di difficile comprensione per il
popolo a causa dell’alta percentuale di analfabetismo. Mentre alcuni intellettuali
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erano fautori di un italiano dotto che escludesse rigorosamente il parlato, altri
invece, come Manzoni, si posero il problema di come conciliare le due lingue e
come risolvere la questione su un terreno sociale e politico. Inizialmente, Manzoni
tentd di risolvere il problema a livello regionale attraverso la prima edizione del
Fermo e Lucia; poi con l'edizione definitiva del 1840-42, I'ambizione fu quella di
porsi su un piano nazionale. Tuttavia, nonostante la corrente antimanzoniana fosse
di gran lunga piu cospicua di quella manzoniana, fu quest'ultima che prevalse.

I1 Manzoni fu posto a capo di una commissione del Ministero della Pubblica
Istruzione, il cui primo risultato fu la stesura di un Dizionario della lingua italiana,
basato sulla parlata fiorentina colta. Nelle scuole si adottarono manuali antidialettali
e per un certo tempo fu seguita la pratica del trasferire i maestri dalla propria
regione d'origine in altra di dialetto diverso, al fine d'impedire che usassero il
proprio dialetto.

Questo, senza considerare che nel 1861 1'80% della popolazione risultava
analfabeta, conoscendo soltanto il proprio dialetto. Al tempo dell'unita, se si
escludono i toscani, i romani e gli alfabetizzati, 1'italiano era parlato da non piu di
700.000 persone.

Naturalmente con la scolarizzazione, l'emigrazione forzata verso le zone
industriali e col trasferimento dei giovani di leva in tutto il territorio nazionale, I'uso
della lingua italiana tendeva a imporsi sui dialetti e nel primo decennio del '900 la
percentuale degli analfabeti era ridotta al 38% (Migliorini B., 2001).

Secondo il giudizio manzoniano, le radici della lingua italiana andavano
cercate solo in Firenze, cio¢ in quella citta la cui lingua fa tutt'uno col dialetto, non ¢
molto diversa dallo scritto ed ¢ sostanzialmente parlata da tutti i cittadini. Non
avrebbe avuto senso fare un collage delle parlate migliori, poiché la lingua ¢ un
unicum inscindibile: o la si prende cosi com'e o niente. Le parole sono specchio
della realta e devono veicolare contenuti uguali per tutti. Parlato e scritto possono
essere sovrapponibili. Il linguaggio deve essere il piu possibile standardizzato,
altrimenti 'unificazione linguistica ¢ impossibile.

In secondo luogo occorreva assolutamente rinunciare alle tesi dei puristi
secondo cui il fiorentino da imitare doveva restare quello trecentesco.

Manzoni non accettava, inoltre, 1’idea che la lingua potesse essersi
sviluppata nel tempo come invenzione umana partendo dalla condizione ferina degli
uomini primitivi. L’uomo, a suo parere, non poteva aver vissuto in una condizione
priva di linguaggio. Non accettando 1’idea di una trasformazione dell’essere,
Manzoni rifiutava la concezione materialistica ed evoluzionistica del linguaggio,
tipica della cultura settecentesca.

Manzoni fotografd la situazione linguistica della meta del secolo
distinguendo tra lingua parlata e lingua scritta. Riguardo agli italiani afferma che
essi riescono a destreggiarsi bene solo parlando in dialetto, mentre 1’italiano
standard resta per loro ancora di difficile accesso. L’italiano scritto offre deboli
risorse rispetto all’energia dell’espressione dialettale. Rinunciare quindi alle realta
linguistiche locali significa rinunciare all’efficacia della comunicazione.

Con ’'unificazione politica italiana, fu messo in campo un progetto per
I’unificazione linguistica. La proposta di Manzoni fu quella di diffondere come
lingua parlata un italiano di tipo unico, il fiorentino, ma I’evoluzione della societa e
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della cultura italiana porto alla formazione dell’italiano attraverso un’altra via,
quella delle varieta regionali. Nello scritto del 1835-36 Sentir messa, Manzoni
formula la teoria dell’indispensabilita dell’uso come realta viva:solo I'uso pud
individuare una lingua viva e in Italia I’unico uso vivente che pud essere proposto
come modello ¢ quello toscano

Le autorevoli obiezioni alla riforma linguistica auspicata da Manzoni non
compromisero pero del tutto la fortuna del fiorentino vivo, una formula che aveva il
merito di aggiornare il tradizionale primato toscano mediante le aperture alla lingua
parlata. Voci colloquiali e modi di dire prettamente fiorentini trovano spazio fra le
letture scolastiche, ed ¢ lecito collegare al filotoscanismo manzoniano i pur
diversissimi capolavori di Edmondo De Amicis.
L’uso di adoperare parole straniere senza adattarle al sistema linguistico di
destinazione ¢ recente, ha avuto inizio nel Seicento per poi diffondersi, in modo
rilevante, nel Novecento (Sermonti R., 2008).

Conservare la purita della lingua ¢ un sogno [...]. Le cose vivendo sempre, ¢
modificandosi sempre continuamente [...], ne segue la necessita ch’ella
s’accresca sempre di nuovi modi; i quali ¢ ben naturale che a noi italiani
vengano in gran parte di fuori, perché la vita ci viene in gran parte d’altronde.
Molte di queste parole e modi nuovi sono comuni a tutte le lingue colte
d’Europa, e perod sono europeismi, non barbarismi, perché non ¢ barbaro quello
che ¢ proprio di tutto il mondo civile e proprio per ragione appunto della civilta.
[...]. Voler respingere le parole nuove ¢ voler mettere 1’Ttalia fuori del mondo
(De Amicis E., pp. 301-302).

La citazione di De Amicis chiarisce immediatamente I’atteggiamento del
nostro nel confronti dei prestiti linguistici.

Nell’ Idioma gentile, De Amicis perseguira [’intento di diffondere «la
buona lingua toscana» tra i giovani (ma non soltanto), aiutandoli ad arricchire il
proprio lessico e a evitare uno «stile manierato e letterario (Marazzini C., 1999., p.
176) ».

Quasi in apertura, I’immagine della lingua che si arricchisce, che cresce
come un organismo vivo, in verita, viene messa in ombra dall’insistita enfasi sul
pericolo di corruzione, rischio insito nel suo inevitabile mutare.

“[...] ma con la trasformazione naturale e inevitabile della lingua non si deve
confondere la corruzione, la quale consiste nell’introdurvi, come si fa dai piu,
parole e frasi barbare e non necessarie, idiotismi oziosi, modi dell’uso spurio,
forme che ripugnano all’indole sua. Ora, da questa corruzione ¢ dovere d’ogni
cittadino colto preservare la lingua della patria, perché, come ciascuno fa la
parte sua, sia pure minima, nella grande opera collettiva, da cui la lingua
risulta, cosi concorre ciascuno a corromperla, sia pure in parte infinitesima,
parlando e scrivendo male. Non ¢ dovere soltanto degli scrittori, ¢ di tutti;
perché dove tutti maltrattano e guastano la lingua, finiscono anche gli scrittori
con essere travolti dall’universale barbarie. Nel grande commercio nazionale
della lingua € onesta il non mettere in giro monete false/” (De Amicis E.,
1905, p. 7).
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L’argomento viene ripreso poi attraverso una sorta di rappresentazione

“polifonica”:

Per parole nuove intendo principalmente quelle che noi prendiamo a prestito
da lingue straniere per designare nuove cose (come istituzioni, invenzioni,
usanze), per le quali non abbiamo nella nostra lingua parole proprie, perché
son cose che non ebbero origine, ma furono introdotte da paesi stranieri nel
nostro. Come di altre parole e locuzioni si domanda: — E errore? Non ¢ errore?
— di queste si suole domandare: — Si pud o non si puo dire? O che parola
italiana vi si potrebbe sostituire? — A questo riguardo, invece di stenderti un
lungo elenco di vocaboli, e di ripeterti (ché altro non potrei fare) le discussioni
che si fecero e si fanno sulla convenienza d’accettarne alcuni e di rifiutarne
altri, e sui vocaboli italiani che potrebbero far le veci dei rifiutati, credo piu
opportuno riferirti certi pareri che mi furono dati intorno all’argomento da
persone di dottrina e di buon senso, alcuni molti anni fa, altri di recente; dai
quali tu potrai dedurre una norma generale da seguire, parlando e scrivendo
(De Amicis E., 1905, pp. 257-258).

Non sembra esserci alcuna cautela o esitazione nei confronti dell’uso dei
prestiti di necessita. La concretezza del discorso porta 1’attenzione anche sulle

convenzioni e sulle scelte grafiche:

“Quest’uso di scrivere le parole in corsivo non mi va; mi pare una transazione
puerile, eccetto che la parola cosi scritta non debba essere adoperata che una
volta sola. Seguendo quest’uso si verrebbe a poco a poco a veder libri
stampati meta in corsivo e meta no, e ad avere una lingua doppia, bastarda,
ridicola. Che significa il corsivo? Che riprovate la parola. Se la riprovate,
perché ’usate? Perché non ce n’¢ altra. E se non ce n’¢ altra, perché riprovate
quella ( De Amicis E., 1905, p. 190)?”.

Nel testo La vita militare, compaiono infatti pochissimi termini in corsivo

che sono solitamente prestiti linguistici o espressioni dialettali:

Sono:

e un altro squillo di tromba ¢: 1’attenti. (p. 12)

* partendo, il suo fronte indietro era sempre fatto a norma del

regolamento(p.16)
* le lunghe e melanconiche note del silenzio (p. 17)
o altri celebri per farla franca (p. 28)
» andate al vostro letto a ripulir le vostre robe. Marche! (p. 136)
* una camiciola da debardeur cascante (p. 162)
» bagnavi di lacrime I’ Antologia latina (p. 389).

Ancora concretamente attente al contesto pragmatico della lingua, le
argomentazioni con cui conclude il proprio discorso in difesa delle parole nuove
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“Altro € dire in un vocabolario, in un trattato, in un elenco di modi errati,
questa parola non va e questa frase ¢ barbara; altro ¢ dover esprimere quella
tal cosa in una commedia, in una novella, in un qualunque scritto destinato al
pubblico, dove una perifrasi sciupa una bella idea, un’espressione non
immediatamente compresa manda a male un dialogo, una parola affettata o
vaga o equivoca guasta tutta una descrizione”. (De Amicis E., 1905, p. 194).

Data la vicinanza geografica tra la Spagna e I’ltalia, le strette relazioni
storiche — sia nell’ambito politico che commerciale e culturale — tra i due paesi,
nonché la somiglianza delle due lingue, ¢ facile immaginare che un fiorente
scambio linguistico si sia prodotto fin da epoche remote.

Un ispanismo, come qualsiasi altro forestierismo, non necessariamente
mantiene, nell’evolversi nel nuovo ambiente linguistico, il contenuto semantico che
aveva nella lingua originale o, in altri casi, puo addirittura sparire dal linguaggio
d’arrivo.

Nel testo in esame ¢ stato rinvenuto anche un esempio di ispanismo
appartenente sempre all’ambito del linguaggio militare: il termine borraccia
compare in circa 13 occorrenze sia alla forma singolare che plurale, ad indicare un
elemento dell’equipaggiamento del soldato per conservano e portare durante il
viaggio acqua o vino. Il termine corrisponde allo spagnolo borracha che indica otre
da vino da cui deriva borracho “ubriacone” e borrachear “bere senza misura”. Si
riannette anche alla lingua latina con borra ammasso di lana da cui lo spagnolo
borro montone di eta tra uno e due anni a pelo corto. Sembrerebbe quindi che il
primo significato di borraccia sia stato quello di otre di pelle, fiasco da vino, affine
allo spagnolo burjaca che indica la sacca di cuoio dei mendicanti. Da qui il
significato di sorta di fiasca per il viaggio, usata da viaggiatori e soldati (Pianigiani
0., 1933).

Dal punto di vista strutturale,é possibile ritrovare alcune modifiche
nella lingua del secondo ottocento che vengono effettuate o meno dal De
Amicis in base al suo rapporto con le innovazioni manzoniane:

Dittongo e monottongo dopo palatale (tipo figliuolo/figliolo)

La riduzione di uo a o dopo suoni palatali ha a Firenze e nella Toscana
settentrionale origini molto antiche, fin dai primi documenti in volgare, ma nel
contempo un‘affermazione molto lenta. Solo tra fine Cinquecento e inizio Seicento
si puo infatti dire che tale monottongamento si fosse largamente diffuso nel ceto
popolare ¢ medio fiorentino, trovando perd una certa resistenza nelle classi piu
colte, sensibili al modello linguistico trecentesco in cui il dittongo era pressoché
costante e, dopo la meta del XVI secolo, attente alle teorie bembiane che lo avevano
sistematizzato, esportato e consolidato in tutta Italia. Nei primi anni dell‘Ottocento,
tuttavia, o per uo dopo palatale ¢ generalizzato anche presso gli strati alti fiorentini
e, mentre precedentemente Manzoni, alla ricerca di una lingua viva, lo aveva
accolto, con una crescente sicurezza gia dalla meta degli anni Trenta, De Amicis,
invece, preferira la versione con dittongo del termine figliuolo che compare nel testo
con ben 64 occorrenze, rispetto ad 1 sola occorrenza per il termine senza dittongo
figliolo. Questa scelta puo forse essere forse giustificata analizzando il significato



THE IMPORTANCE OF THE NEW ITALIAN LANGUAGE
IN VITA MILTARE BY E. DE AMICIS

lessicale del termine: figliuolo compare nei bozzetti La madre, 1l figlio del
reggimento, Carmela, La medaglia, Partenza e ritorno e Una morte sul campo ed
indica I’affetto delle famiglie nei confronti dei figli o dei maggiori rispetto ai
giovani soldati. L’unica occorrenza di figliolo compare nel bozzetto Il figlio del
reggimento in cui il termine non intende suscitare alcuna tenerezza nel lettore.

Alternanza a/e in protonia (tipo danaro/denaro)

Riguardo I’alternanza dei termini denaro e danaro si rileva nel testo la
protonia delle vocali a/e in alcune parole. La protonia ¢ appunto la condizione della
sillaba o della vocale che precede la sillaba accentata: nel caso analizzato il termine
denaro compare solo 5 volte e si riferisce al denaro usato dai soldati; mentre il
termine danaro ha 10 occorrenze ed ¢ sempre usato in riferimento ai poveri.
Probabilmente le forme scelte dal De Amicis sono spiegate alla luce dell’effetto
che I’autore voleva suscitare sul lettore utilizzando diverse versioni dell’italiano,
quella piu arcaica e quella standard in base ai personaggi che lo parlano nei racconti
(Savini, 2002, p. 22). La stessa cosa accade per il termine meraviglia che compare
in 22 occorrenze in alternanza con maraviglia con la protonia della a che presenta
solo 4 occorrenze.

Vedono/veggono; chiedo/chieggo

Per questi due verbi ¢ attestata, nella prosa manzoniana, un‘alternanza tra
tema radicale in dentale (d) e tema radicale in velare (g), variazione comune nella
prosa ottocentesca. Nella seconda edizione del romanzo manzoniano le uniche
forme impiegate sono quelle etimologiche in consonante dentale, in genere piu
comuni nell‘uso e meno letterarie; gli allotropi in consonante velare, variamente
presenti nei due paradigmi, tendono a rimanere confinati entro gli anni Trenta, ma
De Amicis continua ad utilizzarle soprattutto nelle lettere che i soldati scrivono alle
proprie famiglie, prediligendo quindi una forma di italiano meno letteraria. La
forma veggono compare con 4 occorrenze alla prima persona plurale e 5 occorrenze
a quella singolare. Stesso risultato si ottiene analizzando le due forme: chieggo con
3 occorrenze rispetto a chiedo con 0 occorrenze. Non risultano altre forme verbali di
questo tipo.

Pronome

Le scelte morfologiche manzoniane per 1‘espressione dei pronomi personali
soggetto di terza persona sono state largamente indagate, definite e precisate,
soprattutto per la prosa narrativa, da un ampio numero di studiosi e di anni. Uno dei
principali risultati acquisiti ¢ la posizione di compromesso attuata da Manzoni tra
lingua fiorentina della tradizione letteraria e lingua fiorentina parlata, tra volonta di
modernizzare, in senso meno letterario la lingua italiana, e rifiuto di forme sentite
come troppo informali o inutilmente superflue nella loro allotropia. Nel dato
concreto, Manzoni respinge le forme ridotte e’, gli, la, le, pur ben vitali nel
fiorentino vivo e persino piu frequenti di lui, lei, loro, introducendo questi ultimi
soprattutto nelle parti dialogiche, ma meno frequentemente nella prosa diegetica,
nella quale utilizza spesso le forme essa, essi, esse, invece inusuali nel fiorentino
parlato (Savini, 2002).
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Nella scrittura epistolare manzoniana, scompare totalmente, a partire dal
1840, 1’uso dei pronomi soggetto egli e ella e le forme lui, lei, loro rimangono
generalmente non ammesse alla funzione di soggetto. Il pronome ella resiste,
invece, in tutto 1°epistolario come forma allocutiva di cortesia. Sono molto rare,
invece, le forme esso, essi, esse tra cui ¢ prediletto piu spesso solo il femminile
singolare. Non vengono mai adottati, neppure negli anni giovanili e in contesti di
alta formalita, i pronomi letterari ei, eglino, elleno. Al polo opposto delle forme
clitiche proprie della parlata familiare e del vernacolo fiorentini, non compaiono
mai ei ¢ gli, mentre sono presenti, certo in misura contenuta, le forme del femminile
la e le.

Il nostro autore, invece, sceglie, in ben 33 casi il pronome di terza persona
singolare ei che viene preferito, soprattutto nelle forme contratte quand’, perch’, s’.
Analogamente compaiono pero altrettante occorrenze dalla forma pronominale egli.

Anche il pronome femminile singolare ella compare in 57 occorrenze, sia in
forme apostrofate come: quand’ella, perch’ella, ch’ella che in posizione di soggetto
all’inizio di frase, a differenza di quanto accadeva negli scritti manzoniani. La
formula allocutiva di cortesia scelta € il pronome, Lei, che perd compare anche
come pronome femminile. Evidente la preferenza accordata dall’autore alla forma
essa che compare 90 volte pur essendo inusuale nel fiorentino parato, ma gia
ampiamente accettata dal Manzoni.

Per quanto riguarda il pronome maschile egli o /ui, De Amicis utilizza
entrambe le forme alternativamente, a differenza di Manzoni che sperimenta il
pronome soggetto sottinteso.

Riguardo le forme letterarie elleno e eglino, notiamo che la prima ¢
totalmente assente dal testo deamicisiano, mentre la seconda compare in un
caso,nella forma precisa di queglino: —Viva i bravi soldati! queglino ripeterono
allontanandosi (De Amicis E., 1869, p. 266).

Metaplasmo di declinazione

Si tratta di un fenomeno morfologico, di natura evolutiva, per cui una parola
passa da una declinazione o da una coniugazione a un’altra, oppure subisce un
cambiamento di genere o di numero. Tradizionali e ampiamente attestate tra il
XVII e il XIX secolo sono le oscillazioni arma/arme e arme/armi. Se nella
produzione manzoniana, la forma arme ¢ impiegata soprattutto con valore di
singolare e solo talvolta col valore di plurale, nell’opera deamicisiana la forma arme
compare solo 4 volte, sempre con significato plurale, mentre il plurale armi
compare 55 volte. La forma singolare arma, oggi affermatasi, ¢ usata solo una volta
dal De Amicis, cosi come era poco usata dal Manzoni. Nella prosa sette-
ottocentesca la forma arme era in declino, soprattutto per il plurale, ma nel singolare
manteneva ancora una qualche vitalita sostenuta dalle indicazioni lessicografiche.

L’enclisi pronominale, tratto tipicissimo dell’italiano scritto fino
all’Ottocento, si avvia a diventare un arcaismo morfosintattico, presente solo in
scritture di orientamento passatista e in forme cristallizzate, De Amicis In due casi
utilizza la forma siansi per dire si siano.

Il linguaggio militare ha un forte carattere d’internazionalita, che si
accentua in determinati periodi storici. In Italia la formazione di un lessico
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nazionale unitario va collocata nel corso dell’Ottocento, a lato del processo di
unificazione e con chiari collegamenti alle istanze risorgimentali.Un lessico
militare, pero, esisteva gia in Italia in quel periodo e aveva alcune caratteristiche
precise: la predominanza di francesismi; la presenza di una ricca tradizione italiana
in ambito militare, affiancata dai diversi repertori locali che aveva formato nel
tempo; un ampio glossario di termini in uso e la brevita delle parole, per indicare un
oggetto o un comando, che diventa una delle peculiaritd pit importanti per un
linguaggio nuovo, al fine di raggiungere la velocita dell’azione e quindi il suo buon
esito.

Nei primi decenni dell’Ottocento erano apparsi, anche, i primi dizionari
specialistici in campo militare, che fornivano una base di partenza per una
comunicazione sovra-regionale all’interno della penisola. Tali strumenti possono
essere utilizzati come cartine di tornasole della situazione del lessico militare
italiano al momento della formazione dell’esercito nazionale.

Il lessico in formazione doveva essere anche ampiamente condiviso da un
esercito. Il primo Dizionario specifico fu compilato da Giuseppe Grassi nel 1817 e
si presentava come un’alternativa all’uso della lingua francese. Vi era, infatti, una
lista di francesismi che, secondo [’autore, potevano essere sostituiti da termini
italiani di identico significato. Tra questi ricordiamo le parole: casotto al posto
garritta e drappello al posto di plotone, che ritroviamo nei bozzetti militari di De
Amicis, a dimostrazione della distanza tra 1’autore e i puristi italiani.

Nel 1824 fu pubblicato un secondo dizionario ad opera di Giuseppe
Ballerini, ancora in linea con il precedente. La scelta dei termini avveniva su base
toscana e francesismi e regionalismi erano inseriti solo se difficilmente sostituibili.

Gia nella seconda meta dell’Ottocento era quindi maturato il processo che
voleva riaffermare il valore dell’italiano sul francese, attraverso il ricorso a un
repertorio di base toscana arricchito da neologismi, forestierismi e localismi che
porto alla formazione di una terminologia fortemente condivisa negli ambienti
militari del neo-costituito stato italiano (Biffi M., 2011, pp. 149-161).

Il linguaggio militare ¢, da sempre, condizionato dalla lingua tecnico-
scientifica e si caratterizza anche per una costante stratificazione diacronica: termini
che si riferiscono ad armi non piu in uso come fionda,freccia, spada continuano a
convivere, nel lessico militare, accanto a fucile mitragliatore, bomba, radar, caccia-
bombardiere.

Il gergo di caserma (o meglio un gergo di caserma, in parte nazionale e in
parte caratterizzato localmente) ¢ stato poi condiviso dalla quasi totalita della
popolazione maschile dal 1861 al 1° gennaio 2005, fino ad esportarne alcuni termini
anche nella lingua comune.

Tra le righe della Vita militare compaiono spesso termini tipici del
linguaggio militare utilizzati dall’autore relativamente all’argomento trattato, per
dare veridicita alla descrizione delle azioni dei soldati, del loro abbigliamento e
delle armi utilizzate. Possiamo dividere i termini secondo il relativo campo
semantico di appartenenza:
abbigliamento militare- pastrano, zaino, cappotto, berretto, elmo, sacca, medaglia,
calzoni, pennacchio, piastra, bottoni, stivali, ghette, cintura,fibbie, borsa e
mantello,
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armi- baionetta, fucile, sciabola, granata,lama, stocco, daga, coltello, salva,
cartucce e schioppi;

ruoli di gerarchia militare- uffiziale, tenente, battaglione, comandante, ufficiale di
picchetto, corpo di guardia, sentinelle, piantone, sergente, colonnello maggiore,
capitano, caporale, reggimento, soldato, pattuglia,squadrone, generale,
luogotenentee bersagliere.

Oltre ai numerosi francesismi che sono gia stati analizzati precedentemente’
¢ possibile ritrovare molti termini che erano ormai di uso comune nel linguaggio
tecnico militare tanto da essere annoverati gia nel Dizionario della lingua militare di
Giuseppe Grassi del 1833. Tale opera provvedeva a fornire non solo la definizione
semantica del termine, bensi laddove esisteva, anche 1’analogo francesismo.

Cio a testimonianza del fatto che ad inizio Ottocento i termini tecnici
militari non erano ancora di uso comune e quindi era necessario fornire al lettore
I’equivalente francese di immediata comprensione. Nella seconda meta del secolo
invecei termini tecnici italiani erano diventati di uso comune, tanto da essere inseriti
anche in un testo letterario.

Conclusione

L’ammirazione del De Amicis per Manzoni ¢ evidente anche dal contenuto
dell’opera stessa: viene infatti citato piu volte il maestro e nell’ultimo bozzetto, //
giorno piu bello della vita, ¢ presente un chiaro riferimento alla teoria della
Provvidenza che aiuta gli umili. Cesare e Luisa infatti, convoleranno a nozze dopo
aver subito varie molestie e, come in una fiaba, diventeranno ricchi grazie agli aiuti
economici del colonnello e del re. Sara proprio il colonnello ad evidenziare a Luisa
quanto al Provvidenza sia stata importante per lei. L’opera Vita militare si dimostra
un utile specchio della condizione italiana postunitaria sia dal punto di vista sociale
che da quello linguistico e come tale va considerata utile documento per
comprendere 1’evoluzione della lingua italiana nel tempo.
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The importance of the New Italian Language in Vita Miltare by E. De Amicis

Abstract: The issue about the language among purists and innovators in the
nineteen century interests Edmondo de Amicis who follows the Manzoni's teaching to get a
new language, meeting point of the various regionalisms of time, and the new symbol of an
Italian identity in progress. The unity of Italy, in fact, had allowed the approach of
individual states different from each other, but now a new organization to approve the
languages and the modus vivendi of the new Italian citizens is needed. Language teaching in
the regimental schools becomes a tool for education and training of citizenship, since the
soldiers appear to be the protagonists of this change, having fought for the unity, and the
exponents of the new citizen class. De Amicis resumes Manzoni lesson, showing great
admiration for the master writer; cites in his work also Manzoni's novel The Betrothed,
confirming the importance of Providence for the humble class, which at the time represented
perfectly the new Italians.

Keywords: De Amicis, the issue of the language, Manzoni, regimental schools,
linguistic innovation, Vita Militare.
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L’ETRANGER DI A. CAMUS E UOMINI E NO DI E. VITTORINI: UN
CONFRONTO

Abstract: Il presente testo propone un’analisi comparativa di alcuni aspetti di due
romanzi del novecento, L étranger di A. Camus e Uomini e no di E. Vittorini. Partendo da
un raffronto delle figure dei due autori, accomunati da una certa marginalita rispetto alla
culture engagée del dopo-guerra, si cerca in seguito di mettere in risonanza alcuni tratti
stilistici e concettuali dei loro due romanzi, per scoprire nei due protagonisti I’ombra dei
rispettivi autori.

Parole chiave: Vittorini, Camus, esistenzialismo, politica, dissenso, solitudine.

Introduzione: Vittorini e Camus

11 primo romanzo di Albert Camus, "L Etranger" viene pubblicato nel 1942,
"Uomini e no", di Elio Vittorini, esce a pochi anni di distanza, il 1945.

Tentare di rintracciare dei tratti comuni nella vita e nell'opera di due autori ¢
sempre un'operazione rischiosa, nella misura in cui si corre il pericolo di volere
adattare dei fatti a delle impressioni, di voler vedere ovunque conferme di quelle
che in fin dei conti rimangono solo delle ipotesi interpretative soggette a fattori
esterni ai testi quali la sensibilita personale; si rischia quindi di voler fare quadrare il
tutto in nome di una pit o meno fugace e piu 0 meno intensa sensazione che ci ha
fatto, magari erroneamente, rilevare un certo senso di attiguita, semantica, stilistica,
ideale.

Possiamo notare alcuni punti comuni che se non ci possono fare affermare
con certezza che Vittorini conoscesse il testo di Camus, sono tuttavia significativi in
quanto ci consentono di ravvisare una certa affinita di poetica tra due opere
altrimenti concepite in circostanze e con finalita ben distinte.

Non voglio cadere nell'errore di analizzare un testo attraverso la lente di un
altro testo che funga da griglia ermeneutica del primo, non vorrei accavallare i due
scritti che mi accingo a mettere a confronto fino a farne un palinsesto, nel senso piu
proprio del termine.

Percio cerchero almeno inizialmente di appoggiarmi a cio che di piu solido
ho a disposizione, ossia i testi stessi ¢ il loro relativo apparato critico.

Non ho potuto fare a meno, leggendo e scoprendo i due testi a breve
distanza 1'uno dall'altro, di rilevare delle consonanze che, se non potevo spiegarmi
come palesi rimandi intertestuali, pure sembravano indicarmi una qualche possibile
"parentela" poetica.

D'altro canto ¢ sufficiente ripercorrere anche sommariamente le biografie
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dei due autori per potervi rintracciare i segni comuni dell'emarginazione culturale e
della ricerca intellettuale individuale (e talvolta individualista), sovente vista con
sospetto in un'epoca, quella del dopo guerra, caratterizzata dal trionfo delle
ideologie di massa e dalla necessita di adeguamento netto ad uno schieramento
politico preciso.

Vittorini fu vittima, come altri intellettuali del suo tempo (basti pensare
all'accoglienza che inizialmente la critica militante di sinistra riservo all'opera di
Giorgio Bassani), di un periodo storico che esigeva, per altro non del tutto senza
valide motivazioni di ordine storico e sociale alla base, che 1uvomo di cultura si
facesse voce dell'auspicato rinnovamento della societa civile rinunciando ad ogni
remora e ad ogni "fisima intellettualoide" per offrire il suo appoggio a una parte
piuttosto che all'altra, senza possibili tentennamenti.

Entrambi gli autori parteciparono attivamente alla resistenza nei loro paesi,
entrambi si avvicinarono al partito comunista per poi successivamente
allontanarsene, guidati dall'idea che l'intellettuale non possa ridurre sé stesso e la
propria opera a mezzo di propaganda politica, non possa quindi "suonare il piffero
della rivoluzione" (Vittorini, 1947).

Celebri in questo senso rimasero le diatribe tra Vittorini e Togliatti in Italia,
tra Camus, Sartre e Simone de Beauvoir in Francia.

Le posizioni critiche verso le degenerazioni del comunismo marxista prima,
la comune denuncia delle atrocita della guerra d'Algeria e delle espansioni
territoriali sovietiche dopo, la ricerca di un possibile impegno nella societa civile
che restasse al di fuori della mera logica di partito, sono alcuni dei tratti comuni
nella tormentata parabola politica dei due autori. Forse piu tormentata ancora per
Vittorini che per Camus, a causa del particolarissimo caso dell'ltalia all'interno del
panorama europeo e per l'apparente mancanza di una strutturata filosofia alla base
della sua azione, filosofia che invece si sviluppa in Camus di pari passo con il suo
processo di maturazione letteraria.

Nel 1951, sulla Stampa, Vittorini scrivera un articolo che ¢ una sorta di
apologia della sua scelta di allontanamento dalle logiche di partito, nella quale
rifiuta ’accusa di aver mutato il proprio orientamento ideologico e accusa il partito
di non essere stato all’altezza delle aspettative che lo avevano nutrito:

“Percio ogni loro delusione riguardo al comunismo non ¢ una delusione che
produca in loro un mutamento ideologico, ma una delusione che li riempie di
amarezza storica. Essi non pensano: "Il comunismo non ¢ quello che credevamo."
Pensano invece: "Il comunismo non ¢ diventato quello che la storia lo spingeva a
diventare". (Vittorini, 1951).

Vi ¢ qui racchiusa tutta la disillusione del letterato che aderi al Partito piu
per una sorta di comune sentire con i suoi membri che per una convinta e totale
presa di posizione ideologica.

“Io non mi sono iscritto al Partito comunista per motivi ideologici. Quando mi
sono iscritto non avevo ancora avuto I’opportunita di leggere una sola opera di
Marx, di Lenin o di Stalin. [...] Dunque io non aderii ad una filosofia aderendo al
vostro Partito. Aderii ad una lotta e a degli uomini. o seppi che cosa fosse il
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nostro Partito da come vidi che erano i comunisti [...]. Erano i migliori tra tutti
coloro che avessi mai conosciuto, e migliori anche nella vita di ogni giorno, i piu
onesti, i piu seri, 1 piu sensibili, i piu decisi e nello stesso tempo i piu allegri e i
piu vivi”. (Vittorini, 1947).

Significativo ¢ anche I’appello di Vittorini (1945) nel primo numero del
Politecnico:

“A tutti gli intellettuali italiani che hanno conosciuto il fascismo. Non ai marxisti
soltanto, ma anche agli idealisti, anche ai cattolici, anche ai mistici. Vi sono ragioni
dell'idealismo o del cattolicesimo che si oppongono alla trasformazione della
cultura in una cultura capace di lottare contro la fame e le sofferenze?”.

Si puo ravvisare gia in queste righe il germe del futuro dissenso con
Togliatti, nonché i tratti di un auspicato nuovo umanesimo sociale, basato sulla
solidarieta e sulla partecipazione attiva ma certo piu sulla cultura che sulla ferrea
ideologia partitica.

Concetto, quello dell’'umanesimo solidale, che ritroviamo in tutta la
parabola letteraria-filosofica di Camus, da “La peste” a “L ’homme revolté”, insieme
con la necessita per I’'uomo e ancor piu per ’artista di potersi aprire alla realta
intera, senza filtri ¢ imposizioni di natura esterna; ¢ la ricerca (di un ateo convinto)
di una forma di giustizia umana piu alta e compiuta di quella conosciuta, la volonta
di essere un uomo migliore per sé stesso e per gli altri uomini.

“J’ai essayé de toutes mes forces, connaissant mes faiblesses, d’étre un homme de
morale. [...] Ma tentation la plus constante, celle contre laquelle je n’ai pas cessé
de mener un exténuant combat : le cynisme”. (Camus, 1964, 254 ¢ 317).

Superare 1’ostacolo interno della propria innata tendenza alla solitudine e
quello esterno del necessario inquadramento di qualsiasi pensiero speculativo
all’interno di un’ideologia saldamente ancorata alla storia, riuscire in cid vorrebbe
dire essere un uomo di morale vera, faticosamente maturata, e non presa a prestito e
imparata a memoria da un prete o un arringatore di folle.

Non ¢ cosi raro che cio che inizialmente si presenta come il piu radicato e
amaro pessimismo indifferente conduca per vie traverse a grandi ideali collettivi,
basti pensare all’ultimo Leopardi de “La ginestra”.

Vittorini (1945), d’altro canto non si distacca da questo discorso quando
dichiara di «cercare in arte il progresso dell’umanitay.

Infine possiamo di sfuggita considerare come Vittorini sia stato a piu riprese
accostato alla corrente neorealista, e in uguale misura, Camus a quella
esistenzialista (soprattutto dopo la pubblicazione de "La peste").

Entrambi gli autori hanno sempre rifiutato di venir cosi riduttivamente
caratterizzati.

L’impossibilita di categorizzare rigidamente la vita e I’opera degli autori ha
di fatto contribuito a una fortuna alterna dei testi.

Cio ¢ sicuramente piu vero per Elio Vittorini poiché sappiamo che
I’importanza e la preminenza della figura di Albert Camus nel panorama culturale
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francese e internazionale, sebbene fatta oggetto da parte della critica di varie accuse,
non ¢ mai stata davvero messa in discussione.

Lo stile

Vorrei dapprima, in poche righe, tracciare alcuni punti di possibile contatto
tra gli stili dei due romanzi, di fatto assai distanti tra loro ma che pure mi pare
possano essere messi a confronto su certuni aspetti.

Jean Paul Sartre (1943) constata che, nella narrazione de L’ Etranger , si
accumulano frasi corte di cui ognuna: «est come une prise de vue sur un geste, sur
un objet». Sarte rimarca anche 1'influenza della letteratura americana, in particolare
di Hemingway.

Sappiamo quanto per Vittorini sara importante la scoperta e la traduzione
degli autori americani nel periodo di Solaria e in quelli successivi.

E indubbio che la letteratura d’oltre oceano abbia esercitato un certo
influsso in entrambi gli autori, osservabile sia nella scrittura “neutra” e rapida di
Camus, sia (in misura minore e preminentemente nelle sezioni piu narrative) in
quella diretta e accumulatrice di Vittorini.

Entrambi i romanzi hanno in comune la ricerca di una forma distante dallo
standard letterario del romanzo realista (come pure, per quanto riguarda Vittorini,
da quello che sara poi definito neorealista).

Leggendo Uomini e no, troviamo nelle parti scritte in corsivo le forzature
piu evidenti delle tecniche letterarie tradizionali (si veda ad esempio al capitolo LV
la forma teatrale che assume il dialogo tra madre e nonna).

Mentre nelle parti scritte “normali” abbiamo un andamento orizzontale,
cronologico degli eventi, nelle parti in corsivo ci troviamo davanti a uno sviluppo
narrativo verticale, a spirale quasi, spesso dialogico o comunque dialettico, non
procedente secondo i tradizionali dettami dei rapporti temporali e causali bensi
costruito su di una graduale acquisizione di senso da parte dell'autore nei confronti
del suo personaggio, della sua storia e della realta nella quale 1'ha posto ad agire, ma
anche del lettore nei confronti del romanzo stesso.

Nelle parti in corsivo scompaiono i passati remoti, utilizzati altrimenti
spesso nella narrazione vera e propria, € vengono sostituiti da un'alternanza di
presente e passati prossimi, i tempi dell'azione in diretta ma anche del flusso di
coscienza e della testimonianza. Si passa dalla terza persona, la persona del
romanzo classico, della narrazione, ad un’ ambigua prima persona.

Qual ¢ il senso di questo ricorso alla prima persona?

"Le récit a la premiére personne introduit bien un point de vue, mais il le fait
ouvertement. Et I'auteur parlant a la premiére personne s'interdit par le fait méme
de pénétrer a l'intérieur des personnages, excepté lui-méme, personnage-
narrateur..... Le plus souvent, le je ne recouvre lui aussi qu'une fiction. Qu'il
s'agisse de confidences faites a l'auteur ou de papiers retrouvés, le je n'a d'autre
fonction que de permettre l'introspection. " (Barrier, 1962, p. 21).
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Questo estratto evidentemente fa riferimento alla scrittura in prima persona
del romanzo di Camus, mi sembra pero che tale discorso si possa ben applicare
anche a Vittorini.

In effetti, 1’utilizzo della prima persona in Uomini e no ha forse il solo
scopo di staccare nettamente, a livello contenutistico, visivo e stilistico, le parti in
cui I’autore ed il suo personaggio si dedicano alla propria reciproca introspezione.

Se apparentemente la storia di Meursault sembra essere narrata in uno stile
unitario e piano, dobbiamo considerare preliminarmente la distanza che separa la
parte prima dalla parte seconda (basti pensare che, a parita quasi esatta di righe,
I’azione narrata della prima si svolge in diciotto giorni mentre la seconda abbraccia
un periodo di piu di undici mesi), nonché la continua, seppur abilmente dissimulata,
alternanza tra un registro assai piano e descrittivo ed uno pit eminentemente lirico.

\

E stato scritto a riguardo:

"L'écriture de L’ Etranger n'est pas neutre, et n'est pas une. Simplement, le fond
littéraire se trouve neutralisé. dissout par la présence active de tout un ensemble de
signes a-littéraires" (Barrier, 1962, p. 11).

Non ¢ evidentemente una sola nemmeno la scrittura vittoriniana, come
abbiamo visto, bensi fortemente sperimentale; ¢ una scrittura densa di significato,
caricata di senso attraverso un’incalzante ripetizione, un utilizzo abbondante e
sapiente della punteggiatura per dare rilievo ed enfasi dove voluto, una struttura
eminentemente paratattica.

Ci troviamo a volte al crocevia tra il linguaggio teatrale, quello parlato,
quello lirico-letterario e possiamo anche sottolineare la presenza talvolta
(soprattutto nei capitoli corsivi) di reminiscenze di una lingua profetica di origine
vetero-testamentaria.

La parola vittoriniana s’inserisce nella realtd narrata non solo
interpretandola ma tentando quasi di plasmarla al fine di renderla piu viva e
prontamente percepibile.

E, in questo senso, una scrittura che potremmo definire quasi simbolica:

"Nel mito utopico, tempo e spazio si concentrano in pancronia e pantopia ; il
paesaggio (o la scena) diventano emblema, come l'oggetto e il personaggio.
Intanto la parola, fondamento musicale del «melodrammay, ¢ ripetuta e vuole,
nella sua materialita, iscriversi nel reale per trasformarlo con la sua presenza.
Nella banalita dell'invenzione, I'celoquio» e la «dispositio» semplificano, fondono
«parodisticamente» il patrimonio di una lingua simbolica antica ¢ comune con
significati del tutto nuovi, moderni e sostanzialmente diversi da quelli
tradizionali" (Girardi, 1975, p. 96).

La scrittura di Camus ¢ anch’essa principalmente paratattica, visiva; ma al
contrario di quella di Vittorini, ¢ una scrittura che tende ad eclissarsi, a scomparire,
a non esibirsi.

E proprio I’apparente linearita e semplicita della sua lingua, in realta
costruita a regola d’arte e orchestrata in ogni effetto dall’inizio alla fine, a far
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risaltare per contrasto I’assurdita di talune situazioni descritte e accentuare 1’effetto
di straniamento che domina 1’intero romanzo.

"De fait, il est bien évident que la syntaxe de L'étranger passe par une distorsion
et une discordance des liens courants: obscurcissement des liens logiques par
l'itération de subordonnants injustifiés ou au contraire par le recours a la
juxtaposition et a la coordination qui effacent les relations, confusion des
perspectives temporelles par I'emploi quasi constant du passé composé". (Abbou,
1969, p. 2).

Se ¢ vero che entrambe le opere sono passibili di un’interpretazione che le
riconduca all’ambito del realismo, nessuna delle due scritture puo definirsi realista
in quanto non ¢ mostrare la realta cio che interessa precipuamente i due autori ¢ le
immagini del reale che ci vengono offerte sono “preventivamente” distorte dal ritmo
imposto alla narrazione.

N2 e Meursault
"Il y a une disproportion entre l'importance monstrueuse des événements et
l'inertie lucide de 'ame qu'ils secouent". (Fieschi, 1942).

Mi pare che questa affermazione ben si adatti a entrambi i personaggi.

Da un punto di vista narrativo possiamo trovare delle corrispondenze, o
piuttosto delle somiglianze, tra i protagonisti dei due romanzi come tra alcune scene
in essi rappresentate.

Sono entrambi uomini giovani, ma non giovanissimi, che percepiscono in
prima persona e che ci fanno fortemente percepire la loro alterita rispetto al mondo
esterno e alle situazioni nelle quali si trovano ad agire; il loro senso di estraneita ¢
tanto piu acuto in quanto mai esplicitamente descritto o giustificato.

I protagonisti dei due romanzi sono entrambi personaggi chiaramente e
fortemente ispirati dalle figure dei propri rispettivi autori.

Per quanto riguarda N2 ¢ sufficiente gettare uno sguardo sulle sue origini
siciliane e sulla sua esperienza resistenziale a Milano; il distaccarsi dell’autore nei
paragrafi in tondo e il suo aperto dialogare con il proprio personaggio se da un lato
potrebbero attenuare 1’impressione della loro identita, dall’altro ce ne offrono ancor
piu sicura conferma.

Come ogni alter-ego che si rispetti, N2 non ¢ la copia romanzata del proprio
autore, € un personaggio con una sua esistenza indipendente, nella quale sarebbe
pero ingenuo non ravvisare i tratti guida della personalita di Vittorini.

Per Camus il discorso € ancora piu esplicito.

Lo spazio della narrazione ¢ la stessa Algeria in cui I’autore nacque e visse
la sua giovinezza, simile ¢ il rapporto apparentemente anaffettivo con la madre,
simili le condizioni di vita in poverta, solitudine morale, la tendenza a sviluppare un
individualismo che urta con le convenzioni sociali; se cid non bastasse Camus
stesso, nei suoi Carnets, afferma: «Trois personnages sont entrés dans la
composition de L Etranger : deux hommes (dont moi) et une femme».

Entrambi i protagonisti, come i loro creatori, sono stranieri nel mondo che
abitano, perché lontani dalle loro origini (geografiche e ideali), perché incapaci di
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una reale integrazione in una realta compresa forse troppo acutamente per essere
accettata.

Sia Vittorini che Camus sono nati in un paese dove, come dice un
personaggio del “Malantendu”, «le soleil tue les questions» e il calore che cosi
grande importanza avra nell’economia della storia di Meursault, che arrivera a
dichiarare di aver ucciso un uomo per via del sole troppo forte, ¢ lo stesso calore
che illumina di giallo e di azzurro la Sicilia nei ricordi veri o immaginati di N2 e,
per contrasto, lo stesso calore invece mite che scalda I’insolito inverno milanese del
’44.

In N2 si ¢ voluto vedere la figura dell'intellettuale catapultato nel mondo
dell'azione, consapevole a livello ideale del suo compito nella storia ma non in
grado fino in fondo di adempiervi in virtu appunto di quella sua pit marcata
sensibilita che gli fa cogliere l'insensatezza e quasi la vacuita d'ogni cosa che lo
circonda che non sia il suo piu vero sentire; ed il deserto che finisce per proiettare
fuori di sé ¢ lo stesso deserto che si porta dentro e che lo empie ed ¢ il deserto che
forse ogni uomo si mena seco, che di cid sia consapevole oppure no : (“Egli la
sorpasso, ¢ fu solo; vide nella citta il deserto...Un uomo entra. Ed entra nel
deserto.”), ("...passare anche anni senza che tu sia uomo con una donna, e allora
prenderne una che non ¢ la tua ed ecco avere, in una camera d'albergo avere, invece
dell'amore, il suo deserto."), ("Ha il suo deserto intorno; e non il suo soltanto; anche
di ognuno... ") (Vittorini, 1945, cap. XVII, XXVII e CXXX).

Nella figura di Meursault non ci ¢ consentito di vedere l'immagine
dell'intellettuale disilluso, sebbene risulti evidente in tutta la narrazione che una
profonda distanza lo separa del mondo nel quale agisce e dalle persone che
popolano questo mondo e che a lui si rivolgono senza mai riuscire a decifrare
appieno le motivazioni di questa abissale lontananza e di questo disagio sociale; si
potrebbe pensare forse anche a un profondo gap culturale, sebbene questo punto sia
solo di sfuggita toccato nel momento in cui viene fatto notare il fatto che Meursault
sappia ben scrivere, al contrario di Raymond di cui infatti si incarica di redigere una
lettera.

Non conosciamo il nome di N2 come non conosciamo il nome di Meursault,
di cui anche il cognome appare raramente.

Siamo di fronte a due personaggi che assommano su loro stessi tutto il tono
ed il senso della narrazione e che a essa rimangono tuttavia quasi estranei,
imperscrutabili, due anime chiuse in loro stesse che possiamo osservare reagire alle
sollecitazioni esterne di una realta ben piu grande di loro senza riuscire a cogliere
appieno il nesso logico sotteso al loro agire.

Pur potendo talvolta seguire i pensieri di tali anime, non si arriva quasi mai
a carpire la verita che ne guida e ne dipana I’esistenza; le rare volte che vi
riusciamo, siamo in presenza dell’autore stesso che viene in nostro soccorso, sia che
parli per bocca del suo personaggio, come lo sfogo finale dinnanzi al prete di
Meursault, sia che compaia spettralmente a dialogare con esso, come nel caso di
alcuni dei capitoli in tondo di Vittorini.

"Tel est bien Meursault : un homme qui a cessé de se poser des problémes, qui a
renoncé a jouer le jeu social, qui s'est reconnu réfractaire aux conventions de toute
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sorte, qui n'attend rien de personne et juge inutile de se confier a personne, qui a
depuis longtemps rompu tout dialogue avec sa mére et qui ne se soucie d'en nouer
un véritable ni avec une maitresse ni avec un ami, qui garde le plus souvent dans sa
subconscience le secret de ses émotions et qui a pris I'habitude de vivre a la surface
de lui-méme, d'une existence essentiellement végétative, attentif du moins a
l'instant qui passe, prét a en jouir, a y associer méme autrui pour le mieux vivre,
sans jamais contracter a ces occasions aucun de ces liens qui nouent des rapports
d'interdépendance entre les é&tres; étranger aux intéréts des hommes sans étre
misanthrope ni méme solitaire; présent a ses seules sensations, mais, sur ce plan,
d'une présence totale et parfois ardente”. (Castex, 1965, p. 79).

Vediamo come questa descrizione di Meursault, nei suoi aspetti piu assoluti,
possa essere adattata al personaggio N2, anch’esso ben piu presente alle sensazioni
donategli dalle sue epifanie d’amore o d’infanzia che all’azione concreta di
partigiano che dovrebbe dirigerne interamente i pensieri e gli atti, anch’esso
costretto a una solitudine esistenziale che ¢ I’esatto opposto della misantropia.

I due vomini sono soli, nella loro stanza o in altre stanze, e fumano soli. O
con i compagni, o con Raymond, o con Lorena o con Marie. L’assurdita del destino
di Meursault, come ’assurdita della guerra civile o I’assurdita di amore che non
riesce mai a compiersi, non accettano altra risposta che un muto persistere al
mondo.

Non ¢ possibile per N2 combattere per la ricerca della sua felicita, per
cercare di fare sua finalmente ¢ davvero la donna che ama e che lo ama, solo contro
gli altri uomini si pud combattere, li si puo uccidere, ma non ¢ I’insensatezza di cio
che hanno fatto che si eliminera, bensi solo 1’involucro di carne di un brano di
umanita.

Perché sono uomini i partigiani come sono uomini i fascisti, o i nazisti,
come a volte sono uomini addirittura i cani, come Blut o come il cane di Solimano,
che ha un rapporto di odio ¢ amore sostanzialmente umano con il suo bizzoso
padrone.

In prigione Meursault dice:

«J'ai fini par ne plus m'ennuyer du tout a partir de l'instant ou j'ai appris a me
souvenir». (Camus, 1942, p. 120).

N2 non si limita a ricordare, egli ¢ chiuso tra i ricordi della sua infanzia e
quelli di un amore lontano eppure mai conclusosi, attraverso l'intervento dell'autore
egli cerca una forzatura impossibile del reale, un’ inclusione nel passato di qualcosa
che non gli appartiene ma che anzi lo tiene, forse unica cosa ancora, saldamente
ancorato al presente, la "cosa" tra lui e una donna, tra lui e Berta.

E a nulla vale per il protagonista il percepire la giustezza delle azioni che
compie, delle azioni che i1 suoi compagni partigiani compiono, sebbene consapevole
della necessita di una lotta non ¢ in tale lotta che pud, come altri, trovare
I'appagamento delle sue tensioni, la risposta alla mancanza di senso che percepisce
con la coda dell'occhio nella realta assolata che lo circonda.

Tocca all'autore intervenire (prendiamo ad esempio il paragrafo CIV) con
una riflessione esegetica dei fatti narrati esternamente a lui e sempre a lui tocca il
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tentativo di fornire un'interpretazione "filosofica", in quanto eminentemente
costruita in forma dialettica, degli avvenimenti mostruosi che non puo esimersi dal
raccontare ma sui quali allo stesso tempo non puo lasciare un commento ai suoi
personaggi, troppo coinvolti e stravolti e mutati dalla Storia per potersi concedere
una pausa elucubrativa.

Sono entrambi personaggi che osservano, che meditano, che ricordano.

Sono entrambi una storia muta immersa in una Storia che li apostrofa ma
con la quale non riescono davvero a dialogare.

Una delle pit comuni critiche al romanzo di Vittorini ¢ stato il
rimproverargli il carattere fortemente dualistico dell'opera, stilisticamente,
contenutisticamente e finanche visivamente divisa in due parti intersecate tra di
esse.

Forse durante periodi storici gravi e mostruosi come quello narrato, o
descritto, dall'autore cio che ¢ piu proprio del' uomo e cio che invece se ne distanzia
subiscono effettivamente una scissione piu forte, piu chiara.

Forse l'amore, la compassione, il ricordo, l'infanzia, il furore contro
l'ingiustizia e la ricerca della serenitd sono elementi impossibili da tessere
armoniosamente con la crudelta e la crudita della guerra civile, della tortura, della
paura, della morte.

Sergio Pautasso (1967) ha osservato che:

“Vittorini, pur partendo da una determinata situazione storica, ha voluto, come
scrittore, darne una proiezione simbolica anziché una descrizione realistica”. (p.
113).

Se l'infanzia rappresenta un'uscita dalla Storia, un /ocus amoenus integro e
a-temporale dove la potenza delle nostre passioni, scevre ormai da ogni
coinvolgimento etico e morale e da ogni responsabilita civile, ritorna nuda e integra
nella sua innocenza, allora tale fuga non ¢ piu possibile ricercarla impunemente in
un teatro di battaglie e sconvolgimenti epocali; forse N2 ¢ consapevole di cid e vede
fuori di se lo specchio della sua oramai indifferente e rassegnata disperazione e
trova infine nell'adempimento eroico del suo compito di combattente (1'uccisione di
Cane Nero) la giustificazione e quasi la "scusa" di un gesto dettato dalla pit umana
condizione di amante abbandonato e disilluso.

Meursault come N2 ¢ complice della propria morte, entrambi terminano la
loro vita nella narrazione in una notte che si sono ostinati a cercare, scegliendo
consapevolmente di non opporsi al precipitare di eventi che a quella notte li avrebbe
condotti.

Meursault potrebbe ben tentare di difendersi in tribunale, potrebbe fare
appello alla sua intelligenza per convincere la giuria dell’effettiva non
premeditazione del suo delitto, potrebbe mentire e fingere per muovere a
compassione il cuore del giudice che, da parte sua, non chiederebbe che un minimo
segno di pentimento.

"Merasult demeure ainsi attaché a la ligne de conduite qui a constamment été la
sienne. Il va sa voie, sans se soucier d'autrui. Il s'interdit toute spéculation, tout
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calcul. La cohérence et la fermeté de son caractére ne se démentent & aucun
moment, méme en face de la menace capitale ... Cet étre amoral et asocial,
réfractaire a tout engagement comme a toute responsabilité, uniquement attentif a
ses propres états, devient ainsi un héros, si I'héroisme consiste en un mépris du
danger. Mais 1'héroisme de Meursault n'est pas ce renoncement a soi que seul
pourrait justifier la conscience d'une valeur supérieure, d'un idéal religieux,
politique ou social. Il est, au contraire, fidélité & soi. étranger a la société, présent a
Iui méme". (Castex, 1965, p. 91).

Anche N2 diventa un eroe, quasi per caso, rifiutando fino alla fine la
salvezza che si tenta di offrirgli, ermeticamente concluso ormai nella sua
disperazione egli sceglie di perdersi perché:

“Ognuno si perdeva [...] Era facile perdersi, era molto semplice. C’era un’altra
cosa semplice ch’egli voleva; che arrivasse Berta. Lo voleva di pit che dormire; e
di piu che perdersi. Forse infinitamente di piu. Era anche piu semplice. Ma Berta
non arrivava. E che poteva fare lui se non arrivava? Il fatto stesso che non arrivasse
significava che non poteva arrivare; che non sarebbe mai arrivata, o che sarebbe
sempre ripartita, come sempre; ¢ che era inutile aspettare, inutile cercare di
sfuggire, inutile cercare di sopravvivere, di non perdersi”. (Vittorini, 1945, cap.
CXXV).

In entrambi i romanzi la morte del protagonista € presagita, annunciata, ma
non narrata.

Il vero sollievo dell’eroe arriva solo allo scoccare dell’ora fatale, alla
pacifica accettazione della propria imminente morte egli si mette nuovamente nella
condizione di poter amare:

“Et moi aussi, je me suis senti prét a tout revivre. Comme si cette grande colere
m’avait purgé du mal, vidé d’espoir, devant cette nuit chargée de signes e
d’¢étoiles, je m’ouvrais pour la premicre fois a la tendre indifférence du monde.
De I’éprouver si pareil a moi, si fraternel enfin, j’ai senti que j’avais été heureux,
et que je I’étais encore”. (Camus, 1943, p. 183).

Solo il completo e definitivo abbandono di ogni speranza, di ogni desiderio
di appagamento, di ogni sogno d’avvenire, possono concedere infine la pace e la
comunione con una realtd fino a quel momento percepita come estranea e
impenetrabile.

“«Nessuna cosa ora ¢ sola.» «Sarebbe ogni cosa anche tutto il resto?»
«Precisamente. E dov’¢ una cosa ¢ anche tutto il resto.» [...] Egli siede, siede lei
sulle sue ginocchia; e nessuna cosa del mondo ¢ una cosa sola. Anche la notte fuori
dai vetri non € una cosa sola; ¢ tutte le notti”. (Vittorini, 1945, cap. CXXXI).

Fino alle ultime pagine di entrambi i romanzi possiamo considerare quasi
nulla I’azione poietica e fattiva dei personaggi sul proprio destino; dice Meursault:
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“Tout se déroulait sans mon intervention. Mon sorte se réglait sans qu'on prenne
mon avis”. (Camus, 1943, p. 149).

Possiamo ben mettere a confronto questa affermazione di Meursault con la
fine dell'avventura di N2, vittima di un destino che non domina e che allo stesso
tempo accetta e addirittura infine invoca e abbraccia.

Nel teatro dell’assurdita del mondo, dell’assurdo delle persone che lo
abitano e dell’assurdo della storia che queste persone fa uccidere tra di loro,
Vittorini pone la potenza del sentimento amoroso come motore di una narrazione
che avrebbe altrimenti potuto prendere una direzione assai diversa, piu
classicamente orientata all’esaltazione dell’esperienza resistenziale e alla riflessione
sul senso sociale e civile della stessa (aspetto comunque presente nell’ opera).

L’impossibilita della soddisfazione dell’anelito d’amore finisce per fungere
da miccia alla conflagrazione di una tensione di ordine piu esistenziale che gli
eventi storici hanno esasperato.

Conclusione

Per concludere possiamo affermare che nei due romanzi assistiamo a un
conflitto tra uomo e realta, tra interno ed esterno, tra la possibilita di un’integrazione
al mondo o quantomeno ad una sua accettazione e l’inevitabile scacco a cui va
incontro 1’eroe, qualsiasi cammino egli scelga di seguire (se ancora una scelta ¢
possibile).

In Vittorini come in Camus, la vera disperazione si nutre in realta di
speranze e cessa di esercitare il suo sordo lavoro d’erosione sul cuore dell’'uomo nel
momento in cui ci si abbandona con 1’animo in pace all’ineluttabile fine di tali
speranze, nel momento in cui si comprende e si accetta la propria intrinseca unita
con un mondo e una storia contro i quali, fino ad allora, si era intrapresa una muta
guerra ermeneutica che mai avrebbe potuto essere vinta.
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Abstract: This text proposes a comparative analysis of some aspects of two novels
of the twentieth century, L'étranger by A. Camus and Uomini e no by E. Vittorini. Based on
a comparison of the figures of the two authors, united by a certain marginality during the
post-war’s culture, it tries then to put in resonance some stylistic and conceptual traits of
their two novels, to find out that maybe in the two protagonists it is possible to see shadows
of their respective authors.
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HAJIUMIICECTHA TPAHCBEP3AJIA: TOITIOCOT KAKO
HUHTEPTEKCTYAJIHA UHTEPCEKLIUJA

Ancrpakr: Ilenta Ha OBOj TEKCT € Ja IOHYIU TEOPETCKO-UHTEPIPETATHBHO
enmabopupame Ha TOIIOCOT Kako eJHA HHTEPTEeKCTyallHa BapHjaHTa. [loarajkn ox TeopucknTe
JECKPUIIUI Ha TONOCOT KaKO MHTEPTEKCTyalHa HHTEPCEKIUja U HETOBUTE UMILIUKAIIUU BO
OJJHOC Ha MAIUMIICECTHATA NPHPOJa HAa KHIDKEBHOCTA M HEj3UHUTE MHEMOHHMYKU (yHKIHH,
TEKCTOT, KOHKPETHO, ce¢ (oKycupa Bp3 TOmocoT ¢Gurypm Ha MeMoOpHja Kako
UHTEPTEKCTyallHa U UHTEPAUCKYP3UBHA MHTEPCEKIMja/ CIOAENEHO HACIENCTBO IOMEry
(OIKIOPOT, WCTOpHjaTa M yMETHHYKAaTa KHIKEBHOCT, KaKO M BP3 HHTEpIpeTanijaTa Ha
HETOBUTE MOJAIUTETH U QYHKIIMU BO KHHKEBEH KOHTEKCT.

Kayunn 3060poBM: monoc, ¢ueypu Ha Mmemopuja, UHMEPMeKCMYarHoCm,
naiumncecm.

Axo ce nocmampa HU3 NPUMAMAa HA RAMMErbEMo, IUMepamypama
ce nojasyea Kako Mmemomexuuuxka ymemuocm par excellence. Taa eo
Kpeupa npocmopom HA NAMemermeno 60 KOjulmo meKcmogume-
npemxooHuyu ce npesemaam NpeKy  PasiuyHu - CmeneHu  Ha
mpancgopmayuja.

Pename Jlaxman

1. ITojnoBHM TEOpUCKH NIPEMUCH

[Ipenmer Ha WHTEpeC Ha OBOj TEKCT CE TEOPUCKUTE M MHEMOHHYKUTE
UMIUTMKAIUN Ha CO3JaBalkbeTO M HAa MPOYYYBAKETO HA TOMOCOT (GUTYypU Ha
MemopHja. OBHE UMILTHKALUK CE TeMeNaT BP3 ABE TECOPUCKH MPEMHUCH: MPBO, BP3
emadopanruuTe Ha TOMOCOT KaKo MHTEPTEKCTyalHa BapHjaHTa Koja (yHKIHOHHUpA
cropeJl NPUHLHMIIOT Ha ,,MHTepTEeKCTyanaHa uHTepcekuuja“ (Orai¢, 1990, crp. 13);
BTOPO, BP3 OIPEAyBamETO Ha (PUTYpUTE HA MEMOpPHja KakKo ,,Iell O KOJCKTUBHATA
MEMOpHja Ha €JCH HApPOJ U Ha €IeH CY0jeKT KOj Ce CTPEMH Ja Ce OJIUIETBOPU BO
pasmuasy auckyp3usan npaktukn”. (Kulavkova, 2009, ctp. 44)." Hammor dokyc e
[OCTaBEH BP3 KHIDKCBHUTE OTEIOTBOPYBamba Ha TOHNOCOT (UrypH Ha MeMmopwuja

! ,Bo (opMa Ha TeKCTyanM3HpaHa CeMHOTH3MpaHa HH(OpMaIHja, B0 popMa Ha ycHa HH(OpMALHja
BpEKaHa BO ja3HKOT HA IIPEJAHMUETO, JIEreHaTa, MUTOT, BO (JopMa Ha BH3yeJIHA M HA MYJITHMEIHU]jaIHa
nH(bOpMaIKja BTUCHATA BO CKAMEHETHOT ja3HK Ha CHMOOJIOT, BO HAcIeAeHUTe QpycTpalun, BO €THO-
CTaBOBHUTE M KOJEKTUBHHTE TPayMH, BO TOBOPHMOT ja3sHK BO (opMa Ha JEKCHYKH, Mopdoromku,
CHHTAKCHYKU U CECMAaHTHYKH 66,]'[831’1, BO Gara)KOT Ha KOJICKTUBHUOT MCHTAJIMTET, BO ajly3MBHATa U
nejcrBeHara Mok Ha crepeorunute”. (Kulavkova, 2009, ctp. 44).
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KOJIITO ja TMOTBPAyBa CBOjaTa BAJICHTHOCT BO HEKOJKY TEOPUCKUA KOHTEKCTH,
aKTyaJu3Upajku OAJENHM KOHLENUUM (NPBEHCTBEHO OHHUE KOM IpHUIaraar Ha
CJIaBUCTHYKaTa CEMHOTHYKA W WHTEPTEKCTyallHa MapajurmMa — TeopuuTe Ha Jypuj
M. Jlotman, Ha Penate Jlaxman, Ha Urop Cmupnos, Ha y6paska Opank Tomnmk),
MOJEIHAKBO, aKTyalIU3UpajKu I'M U KaTErOpUUTE KOU CE ONEPaTUBHHU BO HUB (KaKo,
Ha MPUMEpP, HHTEPTEKCTYAIHOCTAa U HEJ3MHUTE BUAOBU, MEMOpHjaTa U OJIJCITHHUTE
MHEMOTEXHUYKH OTICpallMH, PEleNIHjaTa, CEMUOTHYKHTE (QYHKIMH Ha TEKCTOT,
OJTHOCOT 3HAYEHE — CMHCIIA).

PasriieyBaHMOT KOMITJIEKC UMILDIMKAIMK Ha TONOCOT (DUTYpU HAa MEMOpH]a,
IIOKpaj TeopHcKaTa BTEMENEHOCT, MMa W CBOja HHTEpIpETaTHBHA MOTBpAA H
MOTKperna BO MpPUMEpPHU OJ MaKeIOHCKaTa KHIKEBHOCT o XX u o XXI Bek,
n30paHu cropesa JWYHATa YHTATENICKa NpeepeHlrja: BO IMHUKIYCOT MECHH 3a
Mapko Kpane ox bnaxxe Konecku, BkiyuuTenHo u mnecHara bonen [ojuumn, BO
pomaHoT Kpane Mapko on Cnoboxan MHLIKOBUK U BO npamata boien /lojuun on
Ileopru CraneB. MMajku Tv TpeABHI TE3UTE KOM CE HM3JIOKEHH BO HEKOU O]
TEKCTOBUTE 00jaBeHH BO 300pHUKOT [[pna Apanuna xaxo ¢uecypa ma memopuja
(resure 3a Kpame Mapko kako ,uctopucku cyncrpar Ha bonen [ojumn™
(Kulavkova, 2009, ctp. 44) um xako ,ucropucka xunepOonuzupana ¢urypa
antaronuct Ha LlpHa Apanuna“) (Kulavkova, 2009, ctp. 41), ctanyBa OYHIIETHO
nexka ¢urypata Ha Mapko Kpame, pemoBHO, € WHTerpupaHa BO OHWHapHO-
OMO3UTHHTE, 1A U BO TPUIAPTUTHUTE CTPYKTYPH INTO TH TMOBJICKYBAaT pElalldiUTe
mery llpua Apanwuna, bonen [lojuun, Jlena Anrenmna. OTtramy, cdareHu Kako
YICHOBH-KOHCTUTYSHTH Ha €JIHa TeMaTcKa IeJIMHA, CeKoja oJf OBHE (UTYpU Ha
MEMOpHja, HOCTaBeHa KaKo WHUIMjaJeH IIpeIMET Ha HHTEpeC, HY)KHO, IO HaJIOXKyBa
HaBpakameTO M BP3 MPEOCTaHATUTE CO IITO CE ONpaBayBa W H300pOT Ha OBHE
KHIKEBHH TTPUMEPH.

2. TeopuckuTe HMMIUIMKALIMM HA TONOCOT KAKO HHTEPTEKCTyaJHa

HHTepCceKIuja

TakcaTWBHO H3JIOKEHH TEOPHCKHUTE MMIUIMKALMK Ha TOMOCOT (QUTYpH Ha
MeMOpHja yIaTyBaaT Ha MOMIMPOK CHEKTap TEOPHCKH KOHIEMIMH M KaTerOpHUH,
IITO I'M MOOMJIM3Mpa CUTE€ YMHUTENIN BO KHIDKEBHATa KOMYHHUKaIMja (M aBTOPOT, U
TEKCTOT, U YUTATEJIOT).

1. Tomocor e xwumeprekcTyalieH (QEHOMEH: HeTroBaTa KOHCTHUTYTHBHA
OJUIMKa HE C€ COCTOM BO €(PEKTHMBHOTO MNPUCYCTBO HAa IMPOTOTEKCTOT, TYKY BO
penanyjata Ha TpaHcopMandja IITO XHIEPTEKCTOT ja BOCIOCTaByBa KOH
XMIIOTEKCTOT, KOj HE MOpa Ja ce UMEHYBa, ,,aMa 0e3 KOjIITO XUIEPTEeKCTOT He Ou
noctroen” (XKener, 2003, crp. 69) wu, cexako, He Ou Oun pa3doupius. Tokmy
MOMEHTOT Ha TpaHC(OpMaIlFja ja MHIUIHPA U KOMEHTaTOPCKaTa HMIPErHUPAHOCT
Ha XWIIEPTEKCTyaJlHUTE peJaluu. BropoueMm, KHIKEBHUTE aKTyalu3alud Ha
TOIOCOT, PEIOBHO, OTIEPHPAaT CO TPaHC(HOPMATUBHO-KOMEHTATOPCKUTE MOCTAIIKH.

2. TomocoT € MPOTOTEKCT: ako TOMOCOT Ce JAeAylupa Bp3 OCHOBAa Ha
MHOILITBOTO TEKCTOBHM KOHKPETHM3allMW, TOTAIl CEKOja HEroBa cliefHAa TEKCTOBHA
peanu3aiiija ynaTryBa Ha HEKOja MPETXOJHA TEKCTyalln3aluja, T.€. Ha KOHKpPETEH
MPOTOTEKCT (KHMKEBEH HJIM HEKHIDKEBEH), KOj Ce CTaTycHpa Kako MpeJIoliKa BO
oJlpeJieHa TeKCTOBHA HU3a M YMJIITO CTATyC Ha IMPOTOTEKCT, IIOMAJIKy MJIH IOBEKe,
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EKCIUTMIIUTHO € Ha3HaueH BO MaHU(ECTHUOT TEKCT. TOMOCOT KaKo KOHKPETU3UPaH
IIPOTOTEKCT BO mecHuTe Ha bnaxe KoHecku e curHamuszupaH HU3 MOTOLUTATUTE
Mpe3eMeHH O JIeTeHAnTe/ IpeAanujaTa coOpaHu U 3alMLIaHK Ol CTpaHa Ha Mapko
emnenkoB. Bo ciy4ajoT Ha MUIIKOBHK, MPOTOTEKCTOT € EKCIUIMIIUPAH Of CTpaHa Ha
CaMHMOT aBTOP BO IOTOBOPOT, KOj UMa yJora Ha maparekcT. ,,OCHOBHAaTa 3aMucia
Oeme Ja ce clieaT CTpYKTypaTa M MOEHTHTE Ha HuKiIycoT Ha KoHeckw, mTo e, ce
HaJIeBaM, 3alla3eHO BO CHOT TEK Ha pPacKaxKyBameTo. Bo TEKCTOT, BO cekoja Iiasa,
BIPaJIcHU Ce MO CTHX WJIM [Ba Of MecHuTe Ha KOHECKH U CHHTarMu Of JIeTeHIUTE
Ha llemeHkoB, Taka na OWJaT MPENoO3HATIMBH W Kora ce mapadpasupasd, jJa My
JlafaT CBOj IeYaT Ha PaKoNKMCOB KOj UM € HUM nocBeTeH™ . (MunkoBuk, 2003, ctp.
100). Bo cnyuajot Ha 'eopru CraneB, Ha MOYETOKOT Of JIpaMaTa, HACIOBEH KakKo
WHTPOIYKIIMja, WHTETPAJHO € IUTHPAaH KOHKPETHUOT MPOTOTEKCT — HapoJIHATa
necHa bonen JJojuun. Ilonaramy, Bo ¢ycHOTHTE ce ymaTyBa M Ha NPEOCTaHATUTE
MPOTOTEKCTOBH, TJAaBHO, Pa3IMYHUATE BapHjaHTH Ha TecHata bonen Jlojuun BO
36opnukom Ha MuaMHOBIHM, HO H HCTOMMEHATa mecHa Ha KoHecku.”

3. TomocoT € MOTTEKCT, BO CMHCJa HA OAPEAEH TeKCTyalleH KOMIUIEKC (07
KHW)KCBHA WMJIM OJf HEKHIDKEBHA IPOBHHUEHIIMjA), HE3aBHCHO OJ] TOa Jalld TOj
KOMIIJICKC C€ OJHEeCyBa Ha OJpeJcHA Tpamullija WIH, MMakK, Ha HEj3UH CETMEHT.
[Ipuroa, TONOCOT-NOTTEKCT BO PaMKHTE Ha HaJE€HHOT TEKCT ce Moapaszdupa U ce
UICHTU(PUKYBA BO COTJIACHOCT CO KOMIICTCHIIMUTE Ha YHTATENIOT U BO COTIACHOCT
co HeroBara ,,(WHTep)TekcTyanHa eHnukinoneauja“. (Eco, 2002, crtp. 212). Bo
necaute Ha KoHeckm kame mTO OTCycTByBa (MOTO)UMTaTHaTa BpCKa CO
MIPOTOTEKCTOT (Kako, HAa TpUMep, BO mecHara bonen /[ojuun) TOMOCOT, TJIABHO, €
ONPUCYTHET IOTTEKCTYaJHO, KaJKYyJIMpajKd CO YHUTaTelcKaTa KOMIIETEHIHja U
SHIIMKJIONIEeIMja KaKo TPeayClIOB Ha pelerninjaTa.

4. TomocoT mpeTcTaByBa KOHTEKCT BO JIBOjHA CMUCIIA!

a) Ox exnHa cTpaHa, TOj TO MpeTcTaByBa (POHOT BP3 KOJIITO CTAHYBa MOXHA
pelenyjaTa Ha CeKoja HeroBa KOHKpPETHa TEKCTOBHa peanu3anuja. CIelCTBEHO,
TOMOCOT I'0 aKTUBUPA CEMHOTHYKOTO YUTAHE KOE, BO UCTOBPEME, € CIIOPEIOCHO U
KopenatuBHO. KopenaTuBHocTa BO pelenuyjaTa € HOMHHOBHA CO OTJIe] Ha TOA IITO
BO HU3aTa OJ] KHW)KCBHH M HEKHIDKEBHHM BapHjallid Ha TOMOCOT CEKOTamll MOCTOH
MOXKHOCTa XETEPOIeHHUTE UICHOBM BO TEKCTOBHATa HM3a Ja C€ 4YHMTAaaT HU3
aHadopuuko-katadopuuka pedepeHnyrja, Koja BO peneniujata Ha KOHKPETHHOT
TEKCT € WHUIMPaHa acOlMjaTHBHO-PEMHHECIICHTHO HJIHM, MaK, CO IOCPEJCTBO Ha
TpaHc(hOpMaTHUBHUTE MOIycH, Oe3 orjel Ha HHMBHATa >XaHPOBCKA IPHUIAIHOCT.
CeMHUOTHYKOTO, KPUTHYKOTO YUTame 3a KoeuTo rosopu Ymoepro Exo (2001, ctp.
29), nak, ce MaHH(ecTUpa CO Orje] Ha TOAa IITO TOIIOCOT, KAaKO XHIIEPTEKCTyaneH
(eHOMeH, 04eKyBa KOMIIETEHTEH, KPUTHUKH YUTaTeN KOj Ke ja NeTeKTHpa ABOjHaTa
KOAMPAHOCT Ha JAAaJCHHOT TEKCT: 3HA4YM W Heropara pedepeHLHjaiHa TOCTaBeHOCT
KOH TyrHT€ TEKCTOBHHM MaHHU(ECTAllMU Ha JaleHHOT TOIOC, U TpaHchopmaiujara
Ha KOjallTO ce€ MOJUIoXkKyBa pedepeHnujata Bo MaHU(PECTHHOT TekcT. M Tokmy

% Crane BO rojieMa Mepa My OJECHYBA HA UHTATEOT CO OFJIEA HA TOA IITO I'M OTKPHBA CBOHTE
u3Bopi: ,,Co oBaa moeTcka mjeja 3aspuryBa necHata borewn JJojuun on bnaxe Konecku®. (1999, crp.
64); ,,On xykymkarta Bapujanta Ha bonen [ojuun, necnara nox peaeH Opoj 155 Bo 36opnuxom Ha
MunagusoBuu® (1999, crp. 96); ,,Cropen npsata BapujaHTa Ha necHara boxen /[ojuun 6poj 88 Bo
360pnuxom na Munaguaosu . (1999, ctp. 97).
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JBOjHATa KOJAMPAHOCT Ha TOMOCOT TM COAPIKH HETOBHTE CEMAHTHYKH MOTEHIIH]aJIH,
YMjallTo aKTyaau3alyja € BO HaJJeKHOCT Ha yuTaTenure. MiMeHo, Mel'y TEKCTOT
KOJIITO TO YUTA YUTATEIOT U TEKCTOBUTE KOUIITO peepeHIjaTHO-aCcOIjaTUBHO
Ce ONMPHUCYTHYBaaT BO HETOBOTO YHTATEIICKO HCKYCTBO, C€ TPOMYIHpa H TPET,
UMIUIMIUTEH TEKCT — TEKCTOT Ha YMTATEIOBOTO TOJIKYBambe M pazOupame, Kako
TOYKAa Ha NpEeceK Mely MPHCYTHUOT M OTCYTHHOT TEKCT WU, CJIEICTBEHO, KaKo
oJlpelieHa KOHKpeTH3alija Ha 3HAYCHCKUTE JaTeHIMH. Bo Taa cMuclia, IUTATHO-
napadpasupanute pedepeHin Bo TekcroBuTe Ha KoHecku u Ha MUIIKOBUK caMo
PEMHHHUCIICHTHO-()ParMEHTApHO ja KOHKPETH3HpaaT BpCKaTa CO IMPOTOTEKCTOT-
TOINOC, YMELITO HMHTErpajHO II03HaBame OJl CTpaHa Ha YHUTaTeNIOT € HEONXOIeH
npeayciioB 3a agupmaija Ha TOMOCOT Kako (JOH BP3 KOJIITO K€ Ce J0JOBAT CUTE
HUjaHCH Ha XHUIEPTEKCTyallHa TpaHcopMallrja IITO ja pealn3upaar OBHE aBTOPH.
Hpamata Ha CraneB, maK, NpPeKy MHTErpajJHO LMTUpaHaTa HapoIHa IeCHa
MOJIUPEKTHO ja OJIPKyBa BpCKaTta co Toj (poH, Makap HITO MOTTEKCTOT, BO BUCTUHCKA
CMHCIIa, € BTKAacH BO JIPaMCKHOT TEKCT HU3 ally3WHTe, HU3 mapadpasute U HU3
pemunuctiennunte. Konecku Bo ecejor Eden onum ke nane eaHo o0jacHyBambe Ha
mocTamkKaTa IITO ja ynotrpeOyBa BO CBOjOT IOCTCKM LUKIyC: ,,CuTe THE
(TpaAMIIMOHAJIHU MOTHBM) BeKe C€ NMPHUCYTHH BO CBECTa Ha KOJEKTHUBOT, aBTOPOT
NpeKy HUB CTallyBa MOJECHO BO BPCKa CO CBOJjOT ayJWTOPHYM, Haofa CIOHTaH
OJIr7Iac BO HETO, a €JHOBPEMEHO Ha CAMHOT KOJICKTHB MY JaBa MOXKHOCT Jla OJMEPH
BO KOJIKaB 00€M U CO KaKkoB ycIiex € n3BpmeHa nHopanujara®. (Konecku, 1990, ctp.
255).

6) O npyra cTpaHa, TOMOCOT € KOHTEKCT KOJIITO CE CO3/1aBa HU3 MPECEKOT
MEI'yTeKCTOBHM  IIOBp3yBalka U  HaJOBp3yBama, IITO IO  OBO3MOXYBa
JNETUTUMHPAKBETO Ha IMOCIUHEYHHTE TEKCTOBH BO CHCTEMOT Ha KHW)KEBHATa
Tpanuluja, NPUIOHECYBajKH 3a HEJ3MHOTO IAJUMIICECTHO OOIMKYyBame, T.. 3a
MEPMAaHEHTHUOT NPOIEC Ha JONMHIIYyBamke M Ha MPENULIyBamke HHU3 MPECEKOT
BepOaJlHM W HeBepOaJHU TEKCTOBH IITO KOET3HCTHUPaaT BO MPOCTOPOT M BO
BpeMeTo. TakBaTa JMjaxpOHHUCKA HHM3a OJ] TCKCTOBHHU pealiu3allii Ha TOMOCOT MMa
U CHUHXPOHUCKM e(eKT BO OJHOC Ha MOXKHOCTa O] CHOpPEeN0CHO MPOydYyBame H
TOJIKYBabe HA KOMIUIEKCOT BepOaHH U HeBepOAITHU TEKCTOBH, HE CaMO BO PAMKHUTE
Ha eIHa Tpajulyja TYKy W BO paMKUTE€ Ha HEKOJKY TpaJHULUH HCTOBPEMEHO
(OankaHCKH, jy’KHOCIIOBEHCKH, CIIOBEHCKH, MEIUTEPAHCKH).

5. TonocoT € eJleH MHMKATOp HA KHU)KEBHUOT KOHTUHYUTET (M HE CaMo BO
paMKHTe Ha HalMOHAJHATa JMTEpaTypa M KyJITypa): ako ceKoja TeKcTyajHa
KOHKpeTH3alija Ha TOMOCOT MaHH(]ecTHpa OCBECTCH TBOPEYKH, KOMEHTAaTOPCKH
OITHOC KOH TpajuuyjaTta,” KOH OJpeJeH IMPOTOTEKCT MM IOTTEKCT, TOTall CEKoj
aKTyelleH TeKCT, U BO HeroBaTa NPOAYKLHMja M BO HEropara pelenuuja, Oapa
peakTyanusupame Ha TO] TOIOC, OJHOCHO CBECT 32 HErOBOTO MOCTOCHE M 3a
(dasuTe Ha HEroBaTa eBOJYIIH]a.

6. TomocoT e eneH o0MMK Ha adupMalyja Ha IPOLECOT Ha ,,TPOYKTHBHATA
peuenuja“ (Mog — Griinevald, 1987). ABTOpOT, IPBEHCTBEHO W HY)KHO, € YUTATEIN
YHENITO YUTATEJICKO HWCKYCTBO YYECTBYBa BO HEroBaTa TBOpEYKa MPOAYKIHja,

3 ,
Ecente na Konecku (Eden onum) u Ha Munkosuk (/lecnume 3a Mapxo Kpane na Brasce Konecku)
[IPETCTaByBaaT JUPEKTHA MOTBP/A Ha TOj OCBECTEH OJHOC KOH Tpajulujara.
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EBUJICHTHPAjKU Ce KaKO WHTEPTEKCTyalleH CJI0] BO KOHKPETHHTE Jieja, 3Ha4H KaKo
ylITe €AHa TEKCTOBHAa MaHudecranuja Ha TtomocoT. Ilpuroa, peuenTUBHO-
NPOAYKTUBHUOT NPOLEC HMIUIMIUpPA TPagupaH HHTEPIPETaTHBEH OIHOC KOH
TOIIOCOT: O]l JIHa CTPaHa, MPEIO3HATIUB € PEUHTEPIPETATUBHUOT OJHOC, KOJIITO €
WHTEPUOPHU3MPaAH BO KOHKPETHATa aBTOPCKO-TEKCTOBHA BapHjalldja Ha TOIOCOT; OX
Ipyra  CcTpaHa, Ha  [OBHCOKO  paMHHIITE,  IPENO3HATIMB € H|
METaMHTEPIPETATUBHUOT OJHOC KOH BeKe MOCTOCUYKHTE TEKCTYATHH pealn3alnuy Ha
JaJICHUOT TOIOC, a KOM BEKe ce aKyMyJHPaHH BO UYUTATEICKOTO HCKYCTBO Ha
aBTopoT. Brpouem, u KoHecku, co mMorouuTatute mnpe3emeHd op LlenmeHkos, u
MunkoBuKk, co mocserara ,,80 crnomeH Ha LlenenkoB n Ha KoHecku*, co moropopor
¥ CO €CejOT-TONKYBakbe Ha UKIyCOT necHu Ha Komeckw,' n CTanes, co MuTHpaHaTa
HapoJHa MecHa U co (PycHOTHHTE O0jacHyBama, ro AeMUCTH(HIIMpaaT CBOETO
YUTATEJICKO UCKYCTBO KO€, IIpeJl OYMTE Ha YUNTATEINTE, IPOTYKTHBHO-KPEATHBHO I'0
TpaHchopMHUpaaT BO TIOETCKa, BO pPOMaHECKHa W BO JpaMmcka adupmanuja/
TpaHchopMalyja Ha TOOCOT.

7. TomocoT uMIUIMLIUpPa M30MOP(HHOCT, CO OIVIe[ Ha TOa IUTO OpOjHUTE
BapHjalliy BO HETOBATa aKTyaln3alyja ce caMo TpaHchopMauu mTo yyBaar (HcTa)
WHpOpMaIKja, OJHOCHO TOA C€ pa3IMYHM WHTEPIpPETAIlMA HAa KOM OHa IITO TO
u3pa3yBaaT UM € 3aeJHHYKO Ha HEKOe MOJIa00K0 paMHHUIITE.

Bo cekoj cny4aj, pEKOHTEKCTYaIM3HPAHUTE HWHTEPIPETAUH  TO
OCBEIOYYBaaT CEMHUOTHYKUOT XXMBOT Ha TOIIOCOT M, CJICICTBEHO, CEMaHTHUKHTE
30oraryBama ITO T JOOMBA TOj BO pa3NUYHUTE (KOH)TEKCTyanu3alnuu (KHIKEBHU
Y HEKHWXKEBHH). TOMOCOT, KaKO MHTEPTEKCTyallHa UHTEPCEKIIHNja, 3HAYM KaKO elcH
ME€XaHU3aM Ha CEeMaHTHYKa KOHCTHTyIHMja Ha TEKCTOT, T.e. Ha ,NpaBemhe Ha
cmucnata oxn cmucia“ (Lachmann, 1988, ctp. 105) HeABOCMUCIIEHO TeHEpHpa WUIIH
,»,CEMaHTHYKa KOMIUIEKCHja™ WM , Aucriep3rja Ha 3HauemeTo™ (Lachmann, 1988,
ctp. 106) mTo, BO KpajHa JHMHHUjA, HOAPa3OUpa KOMIUIEKC OJ Pa3iIMYHH IOCTANKH
KOM HMMaaT ucra (yHKIHMja — Jla ce MOTCHLUpa CeMHO3aTa Kako MepMaHCeHTEeH
MPEHOC Ha 3HAYeHe, OJHOCHO Jia c€ JEMOHCTPUpPA pEeCceMaHTH3alMjaTa Kako
KpeaTuBeH 4uH. Bo Taa cMucna, TOMOCOT ro apTUKYJIHMpa MPUHLIUIIOT Ha KOHBEp3Hja
(Smirnov, 1988, ctp. 222-223) co ornexn Ha Toa mTO ro 00e30eayBa epeKTOT Ha
HCTOBpPEMEHA PEJIEBAHTHOCT HA IPETXOJHHOT M Ha aKTYeIHHOT TeKcT. KoHeuHo,
OBHE PEKOHTEKCTyaluM3allid W CMHCJIOBHH [IOTIOJIHYBalkba Ha TOMOCOT ja
OCBEJIOYYBaaT M HETroBaTa HCTOPHUYHOCT. BO HAmUTe  KHIKEBHH TPHUMEPH,
IpUMapHaTa PEKOHTEKCTyalln3alldja I'o MOIJI0KYBa TONOCOT Ha IPOLECHTE Ha
nupu3anyja W Ha (QUKOMOHaNM3anuja (WM MOJEpHU3aIMja Kako INTO BEJH
Konecku), Taka mITo GOKYCOT € IOCTaBeH BP3 CTPYKTYPHUOT OIHOC JIUPCKHU CYyOjeKT
—  gupckd  o6jexkT’ (Bo mmKiycor Ha KOHECKH) W Bp3 HIpHTE  CO

4 Cnyuajor Ha MuIKOBHK ¢ 0COGEHO HHIMKATHBEH: HETOBHOT TONKYBAUKH ecej ¢ HammmaH Bo 1981
TOJMHA, 3HaUH PEUUCH JBE JCHCHUH IIpe]] POMAaHOT, TaKa IMITO BO Taa BPEMEHCKA OTCEYKa ce CIydyBa
MPOIIECOT Ha TBOPEYKa HHKyOaIuja.

% Bo cute mecHy Ha KOHECKH IPHCYTEH e JIMPCKH cyGjeKT Bo pBo Jmue (IIaBHO HEMMEHYBAH), KOj ce
1ozpazoupa MiIM BP3 OCHOBA HA MOTOLMTATOT WJIM, I1aK, BP3 OCHOBA HAa YMTATEICKOTO IPEI3HACHE.
Hacnpotu Hero mocraBeH € OJpeleH JMPCKH O0jeKT KOJjIITO € KOHKPETH3UpaH BO BHJ Ha (QU3HUKA
mpenpeka, UCKymeHue, quiaeMa (rpagbara Ha Kamero, 6opbara co cTepHa, coodyBameTo co Oor).
HcxonoT of cyaupoT cy0jeKT — 00jeKT e Beke MO3HAT 01 (HOIKIOPHHUTE BapHjaHTH Ha TormocoT. Ho, Bo
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MynTudokaiu3anrjata (B0 poMaHOT Ha MUIKOBHK u BO Apamara Ha Cranes). Ha
TOj HauMH ce o0e30enyBaaT M CMMCIOBHUTE MHTEPBEHIMM EBUIECHTUPAHU BO
OUyIyBameTO Ha TOMOCOT, BO HArlaceHHOT pe(IeKCHBEH OIHOC, BO
MIPETCTaByBAal-ETO HAa €IHA IOMHAKBAa AMMCEH3Mja HAa aBTONEpLENUja Ha OBUE
¢urypu. Bo kpajHa nuHMja, PEKOHTEKCTyalH3alMUTEe HAa TONOCOT OJ CTpaHa Ha
MaKEJAOHCKUTE aBTOPHU BOJAT KOH JEMHTOJIOTM3allija Ha MHUTCKAaTa U Ha eICKO-
jJereHaHaTa (QonMja, a BO Hacoka Ha IIOrojieMa aHTpoloMopdu3anuja Ha OBHUE
¢urypu: Bo HariacyBameTO Ha YOBEUKATa JAUMEH3Hja, HA YHUBEP3aJHHUTE €THUKU
JIMJIEMH, Ha TMCUXOJOMIKUTE COCTojOM Ha ,,cTpaB, Ha Oec, Ha nan.® ,Co Toa cyM
HaIlloJl HA4YMH Jia ja MCKaXkaM cCBojaTa >KMBOTHa (uioszoduja, cBOUTE IWIEMH,
cBOMTE BO30yAM M oropyeHuja™ ja o0jacHyBa KoHecku cBojaTa moeTcka MocTarka
(1990, ctp. 254).

Bo cayuajor Ha Crnoboman MHUIKOBHK, 0COOGHO € WHAMKATHBHO MITO
HEroBaTa pelenuuja Ha IHUKIycoT Ha KoHecku noxuByBa W (DUKLIHMOHATHA
TpaHchopMalja U HHTEPIPETAIIHja, HO, UCTO TaKa, MMa U TOJKYBauyKO-ECEHCTHYKA
peakuuja. Mmeno, Bo 1981 romuHa, HemocpeqHo Mo 00jaByBameTO Ha MeETTaTa
mecHa ol HUKIycoT 3a Mapko Kpane Ha Koneckn, MUIIKOBUK TO 00jaByBa CBOjOT
ecej Ilecnume 3a Mapxo Kpane na Bnasxce Konecku, Koj, 10T0a, r0 UHTETpUpa 1 BO
CBOjOT pOMaH Kako BTOp moroBop-naparekct. OHa wmTo MUIKOBUK Ke TO
KOHCTaTHpa BO CBOETO TOJIKYBamhE, a TOA € TPAHC(HOPMATHBHUOT ACTICKT Ha TIECHUTE
BO OJIHOC Ha JIereHAHaTa NpeAJollKa, IOJOIHAa Ke ro apTUKyJHpa M BO CBOjOT
pomas.

7. Ilpedepupamero Ha CHHTAarMaTa ¢ueypu Ha Memopuja HaMECTO
CHUHTarMara ciuku Ha cekasarwe JaH AcMaH TO apryMeHTHpa co ()akToT IITO
¢urypute He ce OJHECyBaaT caMO Ha HWKOHMYKOTO TYKy M Ha HapaTHBHOTO
obmmkyBame. (Assmann, 2005, ctp. 44). OmncepBupanu HH3 MapamMeTpuTe Ha
TOIIOCOT, OBHE (PUIYypH Ha MeMOpHja AEMOHCTpHpaaT BUCOK CTENEeH Ha HapaTHBHA
MPOAYKTUBHOCT: BO MPHHIUI, €IEMEHTApHOTO (halyinapHO jagpo ce 3aap)KyBa Ha
PaMHHIITE Ha MPEMNO3HATIMBOCT BO CUTE TEKCTOBHH KOHKPETH3AI[MH, IITO, CEKAKO,
rOBOPU 3a BUTAJHOCTa HA NMpHUKa3HATa, NOJeKa, pa3OUpIMBO, C€ BapupaaT caMo
JUCKYpP3UBHUTE WHTEpPBeHIWH. Hacmporn wuHBapujaHTHOocTa Ha (Qabynara/
IIpUKa3HaTa IOCTaBEHHM C€ CIDKEJHUTE/ OUCKYP3UBHHUTE BapHjallud KOMIITO Ce
peanu3upaaT BO 3aBHCHOCT OJ M BO COIVIACHOCT CO >KaHPOBCKUTE KOHBEHLUH, BO
3aBUCHOCT OJ] TEHICHIMUTE 32 aUPMaTUBHO WMJIM 32 KOHTPOBEP3HO HAJIOBP3YyBambe
Ha TONOCOT (BKJIYYUTENIHO U TEHICHLMUTE 3a AEMUTOJIOTH3alH1ja 1 3a pa30uBame Ha
CTEPEOTUITHUTE NPETCTaByBarba). MeryToa, JypH W BO OBHE CIy4aW HEOIXOJIHO €
3HAaCHETO Ha eleMEeHTapHOTO (adysiapHO jaipo Bp3 4Mja OCHOBA CE€ M3BEAyBaatr
IUCKYp3UBHUTE HWHTEpBEHUUU. Bmpodem, kako mrTo TBpau Penare Jlaxmas,
(abynata craHyBa WHTEpECHa IypH CO DPAa3HOBHIHHWTE aKIEHTH KOM T'H CTaBaaT
JIOTIOTHUTETHUTE TpepackaxyBama. (Lachmann, 2002, crp. 192). Bo nommupoka
CMHCJIa, CUTE [OMOJIHUTCIHH WHTEPBEHIMH HAa JAHCKYP3MBHO paMHHIITE ja
OCBEJI0YYBaaT TBOpPEYKATa aHTAKHUPAHOCT HA aBTOPOT, JOIOJHUTEITHO MOTHBHPAH

necuutre Ha KoHecku TOj OGjCKT C€ YHHUBEpP3aJIM3Mpa KaKO OIIITO MECTO CO IPEA3HAK Ha Tparu4icH
MGTa(bI/ISI/I'-IKI/I KBAJIUTET.
6 Baka ce HacioBeHH HOFJ’IaBjaTa BO pPOMAHOT.
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co motpebara ga 00e30eau MTO MOKPEATUBEH, IITO MOMHBEHTUBEH, IIITO [TOOYYICH
NPHUCTAIl KOH BeKe eKCILIOATUpaHKoT Toroc. Taa morpeba craHyBa BUIJIMBA TOKMY
BO cITperara mpuKa3Ha — JUCKYPC.

3. MHeMOHMYKHTEe MMIUIMKAIMUA HA TONMOCOT KAKO MHTEPTEKCTYaHa

HHTepceKuuja

KomMIiekcor kateropu ¥ MOCTaNKH NMPEeKy KOM TEKCTYyalHO, BHIUJIMBO CE
ONpPHCYTHYBaaT W ce€ cledaT, 3Hauud ce NpoydyBaaT, MaHH(decTauuute H
cnenu(UKATE HA TOMOCOT (UIypH Ha MeMOopHja, CTaHyBa WHAMKATHBEH U Ha
JOIOJHUTEIHO PaMHHUIITE KajJe IITO CE EBUAEHTHpAaT HETOBUTE MHEMOHHYKH
uMIuIKanui. OBUE HMIUTMKALUU Ce BTEMEJICHH BP3 IBE IPEMUCH:

1. TomocoT € BHJ HMHTEPTEKCTyaJlHa HHTEPCEKIHja Mely COINCTBEHHUOT H
TYFHOT TEKCT, IITO C€ peaju3upa Kako JeITyMHO UMIUTMIMTHA pelaluja, co Ories
Ha HMMIUIMOATHOCTa HA MHTEPTEKCTOBUTE KOWM C€ BKIYYEHH BO COIICTBEHATa
TEKCTOBHA CTpyKTypa. (Orai¢, 1990, ctp. 14).

2. HWHTepTekcTyanHOCTa ja MNpeTCTaByBa MeMoOpHjaTa Ha TEKCTOT: CO
IIOCPEJICTBO HA HHTEPTEKCTYyalHOCTa, IPOCTOPOT HAa MaMETEHE € BIHUIIAH BO
TEKCTOT Ha MCTHUOT HAayMH Kako INTO TEKCTOT C€ BIMINYyBa BO IPOCTOPOT Ha
MEMOpHjaTa, MPAKTUYHO, MOMOJHYBAaJKH TO MPOCTOPOT MEry TEKCTOBUTE. 3HAUH,
CEKOj TEKCT IIpeKy CBOjaTa HHTEpPTEKCTyallHa OO0EJIEeKaHOCT ce BIHUIIyBa BO
TEKCTOBHAaTa MEMOpHja Ha KyJTypaTa M, HCTOBPEMEHO, ja peopraHusupa H ja
MEHYBa CO OTJIe/ Ha TOa IITO CO3/1aBa CONCTBEH MHEMOHHYKH MPOCTOP KOj, MaK, €
WMIUTMIAPAH CO HEroBara HMHTEPTEKCTYaJHOCT. AHAJOTHO Ha OBHE IPEMHCH,
TOMOCOT KaKO HMHTEPTEKCTyaJlHa BapHjaHTa MOXeE Ja ce IOoCMarpa Kako BHUJJIMB
MOJYyC KOj TO NEMOHCTpUpPa (YHKUMOHHUPAHETO Ha MHEMOHHYKUTE MPOLECH BO
KHIDKEBHOCTa, c(haTeHa Kako ,,MHEMOTEXHHUYKa YMETHOCT par excellence, Ouzaejku
ja BreMenyBa Mmemopwujara Ha kyiarypara“ (Lachmann, 2002, ctp. 209), omHOCHO
Ouaejku camata KHM)KEBHOCT € YHMH Ha maMeTerme. TonocoT, Kako HHTEPTEKCTYyaleH
BH/I, T.€. HHTEPTEKCTyaIHa HHTEPCEKIINja, IPEKY CBOMTE TEKCTOBHH MaHH(eCTaun
MOCTOjaHO MOTBpPAYyBa JeKka pedepeHTHOTO Mojpadje Ha KOHKPETHHOT TEKCT €
CUTYHPAHO BO MOJPAYjeTo Ha JAPYTHTE TEKCTOBH, KOHCTUTYUPAJKH Ce€ MPHUTOA KaKO
MEeMOpHja BO TEKCTOT, BO KOjalITO, CO IOCPEACTBO Ha IpPYTUTe TEKCTOBH, C€
apxuBHpa KYJITYPaTHOTO M CEMHOTHYKH KOAUPAHOTO HCKYcTBO. CIleACTBEHO,
KOHKpeTHaTa (MHTEep)TeKCTyallHa pealu3alyja Ha TOIOCOT He € CaMo cekaBame Ha
HEKOja MpEeTX0JHa TEKCTOBHA KOHKpeTH3aluja (IIPOTOTEKCT) TYKY U CeKkaBame Ha
CUTE TMPETXOJHH HHTEPIpEeTaldl Ha JAaJICHUOT TONoc. HecoMHEHo, HamuTe
KHHXXEBHM IIpUMEpH IIOBEKEKpaTHO ja IOTBpAyBaaT oBaa JuMeH3Hja. Bo Taa
CMHCIa, TOTIOCOT peaju3upa enHa of (YHKUHUTE Ha TEKCTOT IUTO T'M IOCOYYBa
Jypuj Jlotman — ¢yHKIMjaTa Ha TAMETEHE: TEKCTOT HE € CaMO IeHepaTop Ha HOBa
cMHuCNa, TYKy W ,,KOHJIEH3aTOp Ha KyJITypHOTO mamereme . (2006, crp. 21).
OTTaMy, ceKkoja TEeKCTOBHA MapTUKYyJIapH3alrja Ha TOMOCOT MOCeAyBa KalaluTeTH
Jla TO 4yBa CEKaBamETO 3a CBOUTE IIPETXOJHU KOHTEKCTH, TaKa IITO 32 OHOj KOjIITO
IO YCBOjyBa, TEKCTOT BOCIOCTaBYBa METOHMMHUCKH OJHOC KOH HHTEIPaJHOTO
3HAaYeHE KOE Ce PEKOHCTPYUpa U KOe, CIEACTBEHO, I'0 AONOJIHYBA. ,,CeMaHTHYKaTa
aypa IITO TEKCTOT ja coO3/laBa OKOIy cebe CTamyBa BO OJpPEAEHH OJHOCH CO

125



Marija GJORGJIEVA DIMOVA

NaMeTeHEeTO Ha KyJITypaTa (Tpaauiujara) COUyBaHU BO CBECTa Ha ayJUTOPUYMOT .
(JTorman, 2006, cTp. 22).

3. TomocoT yuecTByBa M BO OOJUKYBAameTO Ha T.H. KPEATHBHO IaMETECHe
[ITO IO MOCTYJINPa CEMHOTHKATa Ha KyJITypaTa, a Kako OTMO3UT Ha HHPOPMATUBHOTO
namerewe (Lachmann, 2002, ctp. 221): mamereme Koe € MaHXPOHO, NMPOCTOPHO
KOHTHHYHPAHO, OTIOPHO KOH BPEMETO, M KaJle IITO INOTCHIHjalHO € aKTHUBCH
LEJOKYIMTHAOT TEKCTyaJIeH MacHuB Ha KyJTypaTta, MOJEJIHAKBO, aKTHBEH 3a H
AaKTUBHUPAH U O]l CTPaHa Ha aBTOPOT, U O]l CTPaHa Ha YUTATENOT.

4. Tonocor ja adpupMupa pPeKOHCTPYKTHBHATA MHTEPTEKCTYalTHOCT KAaKO eIHA
MHEMOHHYKa OIlepalija LITO ja cpekaBame BO Tumojorujara Ha Mrop CmupHOB
(1988, ctp. 228): HMeHO, TOMOCOT € OJUIMYHA WIyCcTpalyja Ha Te3aTa JeKa CEKOj
aBTOp ja MeMmopupa mHPOpMaIjaTa KOjalTo ja 3alaMTHI W3BECEH MPETXOTHUK,
Taka WITO, HNPAaKTHMYHO, IOMJIAJHOT aBTOP IO PEKOHCTPYHpa KOHKPETHUOT
HWHTEPTEKCT KOj M MpHIlara Ha ojpeaeHa Tpaauudja. Bo cnyyajor Ha Konecku Toa
€ cekaBameTo Ha llemneHKoB, a BO cily4yajoT Ha MUIIKOBUK (Kako IITO IIpU3HaBa
CaMHUOT TOj Ha MMOYETOKOT OJ] POMAHOT) TOa € CIOMEHOT Ha Mapko LleneHkoB u Ha
brnaxxe Konecku. Bo  kpajua  JguMHHja, TOMOCOT ja  JAEMOHCTpHpa
aBTOpe(IeKCUBHOCTa Ha aBTOpckaTa/ TBOpeYKaTa MeMOpHja, Hej3MHaTa
HACOYEHOCT KOH camara cebe, cO OriieJ Ha Toa IITO MUCATENOT IO IaMTH
MpOIECOT HAa IaMeTeHke, a HErOBOTO KHW)KEBHO Jel0 (QYHKIHOHHpA Kako
yHnaTyBame Ha  yHNaTyBameTo. PEeKOHCTPYKTHBHOCTA, KakO emHa O]
JIETEpPMHUHAHTUTE Ha (UTYypUTE Ha cekaBame, ja pasriieqyBa u JaH AcmaH cropen
KOTO TaMETEeHhEeTO € PEKOHCTPYKTHBHO M CEJIEKTHBHO, CO OIJIe] Ha Toa MITO
KOPITyCOT Ha BEKENOCTOEYKOTO, BEKEMEMOPUPAHOTO U CEMHOTH3MPAHOTO CEKOTalll
Ce peopraHu3upa BO COTIACHOCT CO aKTyeIHHTE NOTPeOH M LeNH, HE3aBHUCHO O TOAa
JAJIA Ce THE YCJIOBEHHM J>KAHPOBCKH, IMOCTUYKH, HICOJOIIKH, TMOJUTHYKH. THe
PEKOHCTPYKTHBHM TEHACHLUUHN CE €BHICHTHH U BO POMAHOT Ha MHIIKOBHK Kale
IITO, BO COTJIACHOCT CO KOHTEKCTOT Ha XX Bek, ahupMalujaTa Ha TOIOCOT € JIEN OJ1
TeHEepaJHUTEe TPOIECH W TOTpedM Ha TpeBpenHyBamke W Ha IPEOCMHUCITYBAmbE.
Konecku, nak, Taa peadupmaiuja ja MHULIKEpa CO MOTpedaTa O MHOBAIUja M O]
MOJIEpHHU3al[Mja KaKo IITO, BIpouYeM, 00jacCHyBa BO CBOJOT ecej Eden onum. ,Jac
BpILEB MHOBAIja, I'M BKJIOIYBaB CTApUTE IOPAKU BO COBPEMEH M3pPa3 U I'M BapUpaB
[0 Ha4MH IITO My OArOoBapa Ha MHTEPECOT Ha COBpeMEHMOT udoBek™. (1990, ctp.
254). Cranes, nak, HyJu CBoe ob0jacHyBame: ,,ABTOpOT Ha JpamaBa bonen JJojuun
ke ja MCIIOoN3yBa OBaa "€HUIMa‘ 3a Ja ja MOBp3€ KOJKY CO MCTOpHjaTa, TOJIKY U CO
HEKOM coBpeMeHH ciaydykn u Hactaau . (Crames, 1999, ctp. 59). Toxmy
PEKOHCTPYKTUBHO-CEJIEKTUBHUOT IpPUCTAall KOH €IEeH HCT TOIOC OJf CTpaHa Ha
pa3NUYHM aBTOPH M TEKCTOBH JIOIYILTA /a C€ CJIEAN TPAHCTEKCTyalHaTa BpCKa IITO
ce BOCIIOCTaByBa Mery Pa3lIMYHUA TEKCTOBH M aBTOPH, OJHOCHO Ja ce apupMupa
MaJIMMIICECTHATa TPUPOJia Ha KHW)KEBHOCTA M Hej3WHAaTa MHEMOHMYKA (DyHKIIHja.
,IIpOCTOPOT Ha MeMopHjaTa € BIUIIAH BO TEKCTOT, KAKO IITO TEKCTOT CE BIMIIYBa
cebecl BO MPOCTOPOT Ha MeMopHjara. Memopujara Ha TEKCTOT € HeroBata
naTeprekcryannoct. (Lachmann, 1997, ctp. 15). ,,MHemMoHunukara (QyHKIHja Ha
KHIDKEBHOCTa TH MPOBOLMPA HHTEPTEKCTyaJHHTE MPOLENypd WIH, IOHHAKY,
MHTEPTEKCTyaIHOCTa ja MPOJIYyIHpa U ja OApKyBa MEMOpHjaTa Ha KHHXKEBHOCTA™.
(Lachmann, 2010, ctp. 309).
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4. 3akay4yok

Tomocor ¢urypu Ha MeMoOpHja KOJjIITO BO KHH)KEBEH KOHTEKCT Ce
apTUKyIUpa HU3 MMOCTAIKUTE Ha ,,TPAHCTEKCTYaTHOCT , OJJTHOCHO Ha ,,TeKCTyallHaTa
TpaHcueHaeHTHoct Ha Ttekctor  (XKewer, 2003, ctp. 63), 3HaUYM HU3
UHTEPTEKCTYyATHUTE, TAPATEKCTyaTHUTE U XUIIEPTEKCTYAIHUTE Pelalliy/ OCTAIKH,
ce MOoKaka MHAWKATUBEH BO JIBOjHA CMUCTIA!

1. BO WHTepHpeTaTHBHA CMHCIA, TONOCOT MNPETCTaByBa KOPHCHA ajaTKa
KOjalTo 00e30e1yBa HHTEPIPETATUBHO-CIIOPEOCHO MPOMHUCIYBAkHE Ha OJJICITHUTE
TEKCTOBH, HO ¥ HAa TEKCTOBHM TPaAULIUY;

2. BO TEOpHUCKa CMHCIA, CO OTJIE] Ha TOA IITO TEOPUCKATA IMONHUBAJICHTHOCT
Ha TONOCOT TmoApa3dbupa HE caMO HWHTEpIpeTaTHMBHa BepupuKanmja u
(YHKIHMOHATIHOCT Ha IIOCTOJHUTE TEOPUCKH KOHLENINH 1 KaTETOPUH TYKYy ¥ HUBHO
JIOTIOJIHYBAE M, CIEJCTBEHO, yMaTyBame Ha MOXKHOCTa OJ HUBHO CHOPEIOEHO
JTUHKYBamke, MOJEJAHAKBO, KaKO INTO THE BPCKH C€ BOCIOCTaByBaaT U Mery
KHHUKEBHUTE TEKCTOBH.
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3A ’KEHCKHOT MEHTAJIUTET U MAEHTUTET BO PACKA30T
»/KEHATA HA IIOKOJHUKOT“ O BOPA CTAHKOBHUK

Ancrpakr: OBaa cTatMja HyIu elIeH (MOXEH) ,)KEHCKH® MpOYUT Ha
KYJITYpOJIOIIKAaTa KaTeropHja ,,)KEeHCKH MEHTAJIUTET  BO packasor ,,)KeHarta Ha MOKOJHUKOT™
on bopa CrankoBuk. Ilpeky ,u3omanuja“ Ha T.H. ,,€JICMEHTH Ha Tpaauuujata™ mTO Ce
onHecyBaaT Ha c¢akambero Ha ,)KEHCKOCTa®, 3aeAHO CO TPAAWIUOHAIHHOT U
MaTpUjapXxaqHUOT ONTHUKYM IO OJHOC Ha ’KCHATa BOOIIITO KaKOB IITO CE HYIH BO OBa
M3BOHPE/IHO YETHBO, NpaBUMe OO 3a COIJIeyBakbe Ha MEHTAJIUTETOT M MICHTUTETOT Ha
JKeHaTa Ha OBHE HalM OalkaHCKH IpocTopu. Hemame moBucoka amOuija ocBeH o0uI aa
ce ,,BUIH" POJOBHOT, KCHCKH WACHTHTET HU3 HalllaTa MOKeOU CyOjeKTHBHA MpHU3Ma, HO U
Jla ce Mperno3HaaT M HOTUPaaT IPOMEHUTE IITO TI'M HalpaBHja BpEeMeTO, Iyrero u
OTIIITECTBOTO BO MEI'yBpeMe.

Kay4unu 360poBu: scena, scenckocm, uoenmumem, MEHmMaiumen, mpaouyuja.

1. lIpucran

OBaa crarWja mpaBH O0MI 3a HMHTEPTEKCTyaJeH TpeTMaH Ha
KyJITypoJiolKaTa KaTeropuja ,,KEeHCKM MEHTalIMTeT BO packa3or ,.KeHara Ha
MoKOjHUKOT" 011 bopa CraHKOBHK.

[Ipeky u3onanuja Ha T.H. ,,eJICMEHTH Ha TPaauIHjaTa‘, a 0COOCHO HA OHHE
mTO Cce OJHecyBaaT Ha ,)KEHCKOCTa™, 3aeAHO CO TPagULHMOHATHHOT U
naTpujapxajieH ONTHKYM IO OJTHOC Ha jK€HaTa BOOIIIITO, KAKOB LITO CE€ HYU BO OBa
BeKe OfaMHa KJIACHYHO YETHBO HA jyXKHOCJIOBEHCKATa JIUTEPATypa, MpaBuMe 00U
3a corjelnyBameé Ha MEHTAJIUTETOT M HACGHTUTETOT Ha >XKEHaTa Ha OBHE HAllW,
0aNKaHCKH MPOCTOPH.

IMon ,,eeMeHTH Ha TpajJuIMjaTa”, Mak, T'd MoJapa3oupaMe OHHE CHTUTCTU
KOM CITY’KaT 3a ,,lIPOYHT™, U Toa 0e3 0coOeH Hamop, Ha O0MYANTE, PA3MHUCITYBAKETO
YW HAaYMHOT Ha OJHECyBame (Ha )KCHaTa, BO CIy4ajoB JKEHATa HA IOKOJHHKOT —
AHNIA) KOU, CEKaKO U MOBTOPHO ,,TPAAULIMOHATIHO ce, OMHOCHO Tpeba na Ouaar Bo
COTJIACHOCT CO OHa ,HamleTo* — ,,IITO Ke pedaT JIyreTo™ (= jaBHOTO MHCIEHE).
CranyBa 300p 32 YBUJ BO OHHE, BKOPEHETH BO HAIIWOT, ,,0aIKAHCKH MCHTAJIHTET
HENMIIaHW IpaBUia HA KyJITypaTa Ha )KUBEEHETO, a KO TpaaulyjaTa ' 3aapixkaia
BO €IHAa IOTECHA WM IOMIMPOKa COLHWjallHA ¥ HalUOHAlIHa cpeawHa. Tue,
,»CJIEMEHTUTE Ha Tpaaulujara“, Tpeda Aa I'M MOKakaT (M HE MOpa Ja M JO0KaXar)
Oene3uTe Ha MEHTATUTETOT, Ma U MASHTUTETOT HAa YOBEKOT, OJHOCHO XXEHaTa O
€/IHO MECTO H €IHO BpeMe.

Hammor Hamop BO Taa cMmHcla ce cBeQyBa Ha IpeLU3Ha H30Jaluja,
KBaHTHU(UKAIMja W KBadu(HKalMja HAa OBHE pPACKa3HU EAMHUIHM OJ pacKa3or
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»JKeHata Ha MOKOjHUKOT" Ha Bopa CTaHKOBHK IITO T'M MOJApa30upaaT eleMEHTUTE
Ha TpaJgulujara, a 0co0eHO OHUE co Oener Ha )KEHCKOCT.

2. MeHTAJNTET U ,,)KEeHCKH MEHTAJIUTeT*

3a ma Moxe enHa IojaBa, IOCTallka MJIM cocToj0a ga ce cMmeTa 3a
MMaHEHTHA Ha IMOIIUpPOKATa KaTeropuja mMeHmanumerm TOTPEOHO € Na TOCTOH
COOJIBETHA AHTPOTIOJIONMIKA OCHOBAa, OJHOCHO KOHCTaHTAa KoOja € 3aeqHUYKa 3a
YOBEKOT BOOIIIITO, BO KO€ OMII0O BpeMe W Ha KOj OWJIO MPOCTOp, a ce OJHECYBa Ha
HAYMHOT Ha HETOBOTO MHUCIICHE, YYBCTBYBabE, OJHECYBAME.

Criopex aBCTPUCKHOT couuojor Ha Kyintypara Ilutep J[lunkenGaxep,
MEHTAJIUTETOT Ce OJHECYBa Ha ,,(...) HAYMHOT M COAPKUHATA Ha MUCICHETO LITO TO
o0enexxyBa OJpe/ieH KOJEKTHB BO OJpPEEHO BpeMe. MEHTalIuTeTOT, BEIH TOj, Ce
Manugecrupa Bo nocrankure. (Dincelbaher, 2009, ctp. 15). [TocTankute, nak, 3a
Jla CTaHAT CBOCBUICH IIOKa3aTell HA MEHTAJIUTETOT HEMHUHOBHO Tpeba na ce
MOBTOpYBaaT M Ja TpaaT HU3 BpeMeTo. MEHTaluTeTOT ce MaHu(ecTHpa BO
MOCTAINKHUTE, 3aIlITO ,,(...) CEKOja MOCTaNKa UCKa)XyBa HEIITO 32 MEHTAJIUTETOT IITO
CTOW 3aJ] Hea; TOj MEHTAJWTET 3a Hac CTaHyBa JOCTAlleH CaMoO CO TOMOII Ha
UHTEpIpeTalyja Ha TparuTe IUTO TM OCTaBUJIa Taa IIOCTAllKa (= HCTOPUCKHUTE
u3Bopu)“. (Dincelbaher, 2009, ctp. 20).

Bo packazor ,,Kenata na moxojumkor” on bopa CTaHKOBHK, IITO TO
cTaBaMe MoJI OICepBalnja, ,,Tparute’ Ha ,,ACTOPUCKUOT", , JKEHCKU * MEHTAIIUTET TH
aHaIM3UpaMe TOKMY IPEKy IMOCTAIKUTE Ha HACIOBHATA XepouHa AHHMILIA, )KeHaTa Ha
MOKOJHUOT. THe, mak, JOMyIITaaT Ja OWAaT MEpIUNUPaHd OJf eIHA COBpeMeHa
JUCTaHIla, Kora BO ,,MelyBpeMe" pabOTHTe Ha IUIAaHOT Ha XXEHCKOCTa MHOTY ce
NPOMEHH]a, Taka IITO MOXKHO € OapeM Jia ce KOHCTaTupa Jajldu HeUmTo € 100po min
nomro. Cenak, IPOMEHUTE U NpU(paKambeTo Ha THE TIPOMEHH, HE 3HAYaT U IeNIO0CEH
pPackuH CO HEKOTallHaTa TpaJulidja, aMH caMO HHTepIpeTaluja W, BO CIy4ajoT
JUYeH W, ce pa30Oupa, )KEHCKH ONTHKYM MO OAHOC Ha HHUBHATA OIPKJIMBOCT JO
JleHecKka. Bmpowem, 3a ga cMe peaqHM M KOHKPETHH, CaMO IOTCETyBamMe W
MOJBJIEKYBaMe JleKa aBTOp Ha aHAIM3MPAHHOB packa3 € Max, KOj MUIIYBajKHd OX
MO3MIIMja Ha TpajuliMjaTa Ha OJpPEACH NPOCTOp M OJAPEISHO BpeMe, JKeHara ja
IIpeTCTaByBa HHU IOMAaJKy HM IIOBEKE aMH TOKMY , KeHCKH. Toa, mak, ox cBoja
CTpaHa HM JaBa 3a IIPaBO Jia HaBlie3eMe BO , KEHCKHUOT' MEHTAJIUTET ToraiieH, 19-
TOBEKOBEH WM CPICKHM (M OaJKaHCKH, UCTO Taka), KOJKYy JajJedeH 3a Hac JCHECKa,
HCTO TOJIKY U HEe3a00paBIIUB.

IMox , KEHCKM MEHTAJIMTET, MOIIHE EJHOCTABHO, T0 TmoJapa3dupame
OJTHECYBAETO, CBETOIJICIOT, MHTUMHOTO JIOKUBYBAE Ha €JHA JKEHA, M0 OJHOC Ha
ceOe ¥ OKOJNMHATA, 3a€JHO CO HAYMHOT Ha KO] M ONKPYKYBameTO pearupa mno oaHoC
Ha Hea.

»(...) Yiorata Ha >XEHUTE BO pa3IMYHUTE KYyITYpPH, CTEPCOTHUIINTE,
MHUTOBUTE M HAYMHOT Ha KOj C€ MPETCTaBEHN BO KHM)KEBHOCTA, C€ MPEIOJAPEACHU O]
OIIITECTBOTO, OJl KOHBEHIMHUTE, OJf OYCKyBamara, o1 OOpPa30BHUTE CUCTEMH".
(T"ajepm, 2006, cTp. 287).

AHUIa, )KeHaTa Ha MOKOJHUKOT, KaKO LITO CaMO OIHMCHO € MMEHYBaHa BO
3arjaBUEeTO, a HE CO CBOETO JIMYHO MME, INITO caMo MO cebe € acomujaTUBHO M
IIPOBOKATUBHO ,,C€ OJHECYBa™“ Kako INTO c€ OJHecyBaja TpaAulOHAIHATa
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OanmkaHcka (BO CIy4ajoB CpIICKa) jK€Ha BO BTOpara mnojoBuHa Ha 19 Bek. Toa
HEJj3UHOTO OJIHECYBame, CIOpel MapaMeTpuTe Ha (eMuHUCTKaTa [ajepu, ma u
HEj3MHUOT HAYMH Ha pa3MUCIyBambe ce MPEIOAPEACHU O]l CTEPEOTUIINTE U 0COOCHO
JaBHOTO MWCIICH¢ BO HEJ3MHATA CpPEIWHA, OJ HCNHINAHWTE TMpaBmwia (=
KOHBCHIIMUTE) Ha OJHECYBarh¢ HA €IHA BIOBHIA BO €JHO MAJO IPaTye M BOOIIITO
O]l OYEKyBamaTa Ha HCTaTa Taa CpeluHa, NITO CE€ UCTO TakKa ,,HeMUIIAHU ", a CemakK
KOHBEHIIMOHATHH. JKEHCKOTO OJlHECYyBame Ha AHUIA M C(aKkameTo Ha cpeauHaTa
0 OJIHOC Ha AHHIIA, BIOBHIIATA, CUIIHO TH JOMUPa, OTKPHBA M PA30TKPHUBA HE CaMO
JKEHCKaTa MPHPOJa W MEHTAIUTET TYKY W MEHTAIUTETOT BOOIMIITO, CPIICKH U
OasKkaHCKH.

3. KBantudukanuja. Knacudpuxauunja. Kpanuduxauuja

KBaHTUTaTUBHUOT OMJIAaHC Ha ,,eJIEMEHTUTE Ha TpalulMjaTa’ co medar Ha
JKEHCKOCT BO PacKasoT ,,oKeHata Ha MOKOJHUKOT o1 bopa CTaHKOBUK H3HECYyBa C¢€
Ha c¢ 36 mpumepoun. HuBHaTa aHanmm3a pomymra na OuiaTr moJpeneHu (=
KJIacu(UIUPaHN) BO MET KATErOPUH:

- YHCTH ,,eJIECMEHTU Ha TpaJuIKjaTa, co BKYIHO 16 mpumepoIy, a Kajae mTo
ce BOpojyBaaT TpaAMLMOHAJIHUTE W HaTpUjapxajHu o0H4YaH, BepyBama,
LITO c€ TOCPEJHO MM HEMOCPEeIHO MOBP3aHU CO JKeHaTa M TOa )KeHaTa Ha
[IOKOJHUKOT;

- BO mocebHa rpyna on 10 mpumepouu ce H3IeIyBaaT OHHE pPacKa3HU
€JIEMEHTH ITO I'0 NOJpa30upaaT KEHCKOTO TPAAHLIUOHATHO OJHECYBAKE;

- OKEHCKM u OankaHCKH (TIOBTOPHO TPaIWI[MOHAICH) MEHTAIUTET ¢©
KaTeropuja Koja ce cpekaBa caMo HU3 4 IpUMepOIH;

- Ha €JICH eIWHCTBEH NMPHUMEPOK O] ,,MEHTAJUTETOT Ha IpaJoT" My JaBaMe
3HaYCHE Ha MoceOHa Kareropwja. HeroBata moceOHOCT Joara KOJIKYy Ha
CTHJICKaTa CHEeUU(UYHOCT IITO c€ IO/DKM Ha HEBEPOjaTHO NOMAIIUBHOT
n3pa3 Ha bopa CTaHKOBHK, TONKYy M Ha peleBaHTHOCTAa IO OJHOC Ha
MPHUKAa30T HA MEHTAJIMTETOT, a BO HETOBH paMKH M T.H. ,)KCHCKH
MeHTanuteT. Toa 3HauM Jieka W OBOj ,,yHHKATeH NPUMEPOK INTO TO
MPE3CHTUPa MEHTAIUTETOT HA TPAJOT HE alCTUHHpA OJf MMIUTHIUTHATA
»KEHCKOCT™ BO cebe, 3alITo € NpeAaZeH of IO3MLMja Ha HaclOBHATa
XEepOMHa;

- mocebHa rpymna oj 5 mpuMepony IpaBaT OHHE PacKa3HU €JIEMEHTH IITO IO
IPETCTaByBaaT OJHECYBAKETO Ha JPYTUTE KOH JKE€HaTa, OJHOCHO KOH AHKa,
JKEHATa Ha IOKOjHUKOT.

,»UHACTUTE eIeMeHTH Ha TpaAMIMjaTa ja YNHAT HajOpOojHATa KaTeropHja BO
oBaa knacudukanuja. OBne mnpunaraar MOIIHE CHEHU(PUYHUTE W ABTCHTUYHH
CPIICKH TPaJAHIMOHAIHA O0MYaW M BEpyBama KOH, 33 BOJ[ja HA BUCTHHATA, U HE CE
caMo CPIICKHU, aMU U MOLINPOKO — OaJIKaHCKU U IIPABOCIIaBHU.

Bo Taa cmucna HajHampenq ro H3IeNyBamMe, WHAKy 1O ICH JeHecKa
MIPaKTUKYBAaHUOT MPABOCIABEH 00MYaj, IO CMPTTa Ha IPOOOT O] MOKOjHUKOT J1a Ce
CTaBa jaJele M NHelme LITO M0Toa ce pasdaBa 1o Jyfero. Bo cruior Ha Bopa
CrTaHKOBHK, HajHampej ce JaBa ONHC Ha TpoOOT M IITO C€, BOOOMYAECHO H
TPaJIMIIMOHAIIHO, BO AYXOT Ha MPAaBOCIABHETO CE CTaBa Ha HETO:
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,»J10 KpcToT OOKajJ co BOJa, BO IPJIOTO KHTKA CyB OOCHIIEK, a MO ApIIKara
Ha 0OKaJoT ¥ BO IHOTO LIpHEaT KaIK{ BOCOK LITO MCKamese 0l TOJKY CBEKH IITO My
nanemre”. (CtaHKOBHK, 1957, cTp. 128).

Bennam mocne oBOj mpHKa3 Ha rpoOOT Ha MOKOJHUOT COMNPYT, ce JaBa
CJIMKaTa Ha 00MYajoT 3a IPUHECYBabe XpaHa BO YECT HA YMPEHHUOT:

,,Joram Ha Tpo0OT cekoram ke Oele pacrociana 0oBdYa co Tercuja, BO Koja
uMallle IOHyJla: IUTH, jaboJiKa, Ipo3je U Napuumba eueHa TUKBa (CeTO OHa LITO TOj
ro janen). boBuara ke ce Oeneelne, ke OTCKOKHYBAIIIe O] TPOIIIHATA IpPHA 3eMja Ha
rpo6ot®. (CrankoBuk, 1957, ctp. 128).

Nako cexoj OmUTEH uuTaTen Toa ke ro 3abelexu, He MOXKeMe Ja ce
BO3JpXKHMME OJ KOMEHTap II0 OJHOC Ha PacKa)XyBauKOTO MajcTopcTBO Ha bopa
CTaHKOBHK, KOj CEKAaKO BOOIIIITO HE CIy4ajHO, HajHAIIPEO My OTCTaIyBa IPOCTOP
Ha MTOKOJHUKOT OTH, BCYLIHOCT, IOTOA MaJIKy MOBEKe Ke pacKakyBa 3a , KeHaTa Ha
MOKOJHUKOT. OCBEH TOa, BO MPBUOT MPHKA3 Ha MOYMBAIHULITETO HAa MOKOjHHKOT,
MpH ¢ IITO C€ OMHUINYBa TPATUIIMOHATHHOT MPABOCIABEH I'Po0 CO CHTE, IIaBHO
LIEPEMOHHU]ATHU MIPEIMETH LITO C€ COCTABEH JIeJl O/ TAKBHOT JEKOP, UMIUTUIIUTHO €
3acTameHa ,, KeHCKaTa™ HOoTa. 3amTo, UMEHO, IpIIKaTa Ha OOKaJIoT Oele MHOTY
HOLPHETA OJ] CBEKUTE IITO Taa, XKEHaTa Ha MOKOJHUKOT, TOJKY YECTO My T'M Majelle.
Tpagunujata W JKEHCKOCTa Ce HaoraaT Ha €JHO MecTo. 3aeqHO CO HHUB H
BKOpEHETaTa NaTpHjapXxaTHOCT — )KeHaTa Jia Oujie KpajHO MMOCBETEHA Ha MAXKOT H 110
HeroBata cMpT. A 0Baa ,,)KCHa Ha MOKOJHUKOT TOa IO MPaBH PEBHOCHO, PUTYAIHO
U 3a0JDKUTENIHO, TMpUTOa 0e3 a CH JO03BOJH, AypU M BO MHCIHTE, HajMalo
OTCTAIyBakbe O Taa TPATUIIH]a.

OO0u4ajoT 3a NMpHHECYBamke XpaHa W NHjaJilalld HAa MOKOJHUKOBHOT Tpo0
JeHEeCKa ce MPUMEHYBa CO OTPAaHUYCHO TPaeHme: CIopell MPaBOCIABHUOT KaleHap,
JIBATlaTH TOJUIIHO, HA TPA3HUKOT 3aAylIHUIa (JIETCH ¥ 3UMCKU) U HEKOJIKYKPAaTHO
[0 CMPTTa: BTOPUOT, TPETUOT, ACBETTHOT (WJIM CEAMHOT) JCH U YETHPHUECETTHOT
JIeH, KaKo W €/IHa, IBE ¥ TPU TOAUHH 110 CMPTTA.

Ha T.H. ,,4uCTH €eIEeMEHTH Ha TpaJuIfjaTa BO OBOj packas MM MpHIaraat u
O00MYHUTE 32 CTPOJHUIITBOTO, 32 MOJArOTBYBAHETO YEU3 U OIIIMPHO HMPETCTaBEHUTE
cBagOeHN O0MUan:

,»CBazbaTa Oemie CKpOMHa, CIipeMa MaXkoT, BJIoBell (...) A oBle kaj AHuna
uMmaine cBupaud (...) Mimamie u nesep, U cBekH, moxapon... Mmame u urpa. Jdypu u
‘mapeno opo‘...“. (CrankoBuk, 1957, ctp. 140).

W mnoBTOpHO, WITO € Clly4a] CO CEKOj H3JCNeH EHTHTET co Oeier Ha
TPaIUIIMOHAHOCT, ,,)KEHCKHOT* €JIEMEHT € JaTeHTHO NPUCYTeH M, KaKO TaKoOB,
HCKITyYUTENHO JIejCTBUTENIEH. TakoB € CiIy4ajoT U co 00M4ajoT 3a ClHeme Ha Oern
yapmad Bo mpBara OpayHa Hok. JloMHHanujaTa Ha JXEHCKaTa NEpCIEeKTHUBAa, Ha
NPUKAXKYBAKETO Ha HEITaTa OJ INO3MIWja Ha ,)KEHaTa Ha IOKOJHUKOT" €
HETPUKOCHOBEHA:

,»OTKaKo MoToa ja MOArOTBHja M ja HAMECTHja MOCTeNnara Bo coba, OTKAKO
anrvyMuIaTa ro BOBEIe MIIAJJOKEHEIOT Kaj Hea — HUIITO He 3Hae. EnBaj ce cekasa“.
(CrankoBuk, 1957, ctp. 144).

UznenyBame ymTe eIHO TpaIUIMOHATHO BepyBambe, MPeAaJeHo Of IieAHa
TOYKa Ha HACJIOBHATa XCPOMWHA, , KECHATa Ha IMOKOJHUKOT, KOE, CC YHHH, HajCUIHO
ja ozmpa3yBa Taa JIaTEHTHA EHCKa CENPUCYTHOCT BO MaTpHjapxajHaTa Tpaaulyja,
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WK JUTab0KO BKOPEHETa TpaaullMja MPHKaKaHa O] TO3WIMja Ha MaTpujapxaHaTa
KEeHa:

,.buaejkn Toj Oemre Toj Koj ce Oemie 3aJ0XKWI, ja 3eMal U ja BOBENI BO
cBojaTa KyKa, M CO TOa BOBEN HEKOj pell... )eHa, jyfe. U nam — He MMe TyKy HEIITo
HOBeKe, MOCHJIHO, M Jal HEeKoja OJpPEeAeHOCT, a He KaKko MOopaHo, Aofeka Oemie
JICBOjKa, IITO HE CMEEeIle BO HUKOTO Jia MOTJIeIHE, OUICjKH aKo IMOTJEAHE KOoj3Hae
ITO MOe TOj a moMuciu 3a Hea®. (CtankoBuk, 1957, crtp. 153).

l'o xBanudukyBame 0BOj (PparMeHT Kako Hajperpe3ecHTATHBEH BO OBOj
packa3 mo 0JHOC Ha ImpoOJIeMaTHKaTa IITO OBJC ja 3adakame: NpUKa3 Ha )KEHCKUOT
naTpujapxajeH MEHTAJIUTET, CPICKM M OalKkaHCKU Hekaae BO 19 Bek, HO ke cH
JO3BOJIMME J1a pedeMe JieKa € JAeIyMHO M JeHemeH. [lonBnexyBaMe caMo JeTyMHO
W © CBOJCTBCH Ha JICHEIIHATa JXCHa, OJHOCHO Ha COBPEMEHHOT Hall OaJKaHCKH
MEHTAJIUTET, HaKO, MEPEHO CO apLUIMHOT Ha jJABHOTO MUCJICHE, MOXKEOH U MOBEKE Of
JIeTyMHO!

Bo BTOpara rpyma cmaraar 10-Te mpuMepoId IITO c€ OJHECyBaaT Ha
KEHCKOTO TPaAMLUOHATIHO, OHOCHO MaTpUjapXalHO OJHECYBamke, HO MCTO Taka M
pasMuciyBamata U yoeayBamara. BCymrHOCT, OBJe ce MpeTCTaBeHH OHUE PacKa3HU
€JIEMEHTH IITO, IOBTOPHO, HE OTCTallyBaaT OJ BKOpEHeTaTa NaTpHujapxajiHa
Tpamuiuja, a KoM ro moapa3doupaar KOHKPETHO OJHECYBAamETO Ha AHHIA, ,, KeHaTa
Ha IMOKOJHUKOT", a HE PETKO M HEj3MHHUTE pa3MHUCIyBamba U yoeryBama.

TakBo e TaKemheTO Ha AHHIIA HaJl TPOOOT HA TTOKOjHUKOT:

,laa u He TO Tieaa (CHMHOT, 3.M.), Kyka, peau. Kako u cexoram ro
CIIOMHYBa HETO, MIOKOJHUKOT, MaXKOT; TH pelH HeroBHTe xkeyou. [1a kora ke moyHe
CO OHa: KOMY T OCTaBHWIJIL.. ITO HE C€ CUMHE Jla TM BUAU U IITO HE IOIJIETHE... a
0coOeHO Ja To BUAM [ETeTO, CHHOT... KOJKAaB € Beke M KOJIKY IopacHami.
(CrankoBuk, 1957, ctp. 129).

TakBo € M pa3MHUCITyBambeTO Ha AHUIIA 110 OJJTHOC HA HEj3MHOTO €BEHTYaJIHO
peMaxkyBame, 3a¢JHO CO HEj3HHATA MMACHBHOCT IO OJHOC Ha TOA Mpallame:

»3Haeme (...) JeKka Mopa J1a ce IpeMaxH, T.e. JIcka "HEj3UHUTE  — MajKa U 1
Opakata — HeMa Taka Jia ja OcTaBaT, aMH KOra THe Ke cMeTaar JeKa JOLIJIO BpeMe,
ke ja mpeMakaT — 3aToa Taa TH OCTaBWIJIa THe Jla Muciar 3a Toa“. (CtaHkoBHK, 1957,
ctp. 154).

Enna mnomana rpyma on BKymHO 4 packasHH INPUMEPOLH MAalKy
MOCKCIUIMIUTHO C€ OJIHECYBa Ha MPHKA30T Ha JKCHCKHOT TPaIUIMOHAICH H
OanmkaHCKM MeHTanuTeT. M MOBTOpHO, CHTE THE ja MMaaT MpeIBHI, HE Koja OMIIo
KEHa, TYKY ,,)KeHaTa Ha TOKOjHUKOT;

,» YIIJIAKaHOTO JIMIE M ce 3a)kapuio, OyKHajlo, a LiejaTra cHara M € Kako
HaOpekHaTa. @ycTaHUTE U c€ TECHH. A YyBCTBYBa KaKo IpaJUTe M C€ LIUPAT, ce
nojaBaar OJf TECHOTO ejiedue, U3JIeryBaaT HaJBOp, ce Iiefaar... 3aToa Of cpaM ja
HaBeJHYBa rjaBaTa, ja MECTH IIaMHjaTa, e/IBaj OYUTE M ycTaTa Ja I ce BUAT, 1a ce
VIITEe HE MOXE JIa ja CMUPH O]l Iladerme, aMu u Tpenepu™. (CtankoBuk, 1957, crp.
130).

IIpucytHa e BO OBOj LUTUpaH (parMeHT pe4YUCH HMaHEHTHaTa 3a
packaxyBamero Ha CTaHKOBHK €pOTHKAa, KOja € coceMa pelieBaHTHA U PEYHCH
Hen30eKHa [0 0JTHOC HA OMUCOT M MPUKA30T Ha )KEHCKOCTA, ITa MaKap Taa dKEHCKOCT
Oulla ¥ matpujapxaiHa.
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VYre eneH yoaB mpUMepoOK O] OBaa KaTeropHja ynaryBa Ha [peTcTaBara 3a
HEKOTaIIHUOT, a MOXKEOU U CEerallHUOT KEHCKH MEHTAJIUTET:

,,[IOLIBPCTO TO cTera IeTeTo 3a paka, yITe MoBeke ja HaBeIHyBa IiiaBata u
elBaj yeKa IITO MMoOp30 10 Taa KacamHWIA Aa A0jAae, Ja ro MOoBHKa Oora u 1a ja
noMuHe. bunejku mpen Taa MTuHa KacamHMLA CEKOrall MMajo HEKOJIKYMHHA OJ
HUB, MaIlIKK, KOU 0e3pa00THHU celaT Ha KEMEHIUTE, MyIaT TJeAajKu o WId CBETOT
IITO MO MATOT OMUHYBA, WM OHHE 00CCeHH Mapyuiba MecO M KPBaBU JUPELHU O]
kacamaunara“. (CrankoBuk, 1957, ctp. 131).

[Ipuka30T Ha THIWYHUOT TPAJAMIUOHAICH CPICKU WU OalKaHCKH YKCHCKU
MEHTAJIUTET € OUUTJIEICH U BO CIIEHUOB IPUMEPOK:

,»3a C& Mopallle Hero Ja ro npama. Jlypu u Bo TOTBEHETO jaieka, U TYKa TOj
ce pazbwupariie, ¥ HE ¥ JaBalic Ja TOTBH KaKo IMITO Taa 3Hae. Bo kykara, ox mebern,
caJloBH, MOJIMIIH, HE CMeelle Aa YelKa, 1a MEeCTH [TOMHAKY, MOpallle 1a OCTaHe TaKa
KaKo IITO Taa 3aTeKHA, KaKo IITO OMJIO HAMECTEHO W MPETXOIHO, Mpel na I0jIc
taa“. (CrankoBuk, 1957, ctp. 147-148).

U 4eTBpTHOT, MOCIEACH MPUMEPOK OJ1 OBaa KaTeropuja, MoxxeOu Hajy0oaBo
W HajCOOJIBETHO I'0 TPETCTaByBa MEHTAIMTETOT Ha )KEHATa O] CPIICKHOT 19 Bek, HO
Y KeHaTa BOOIIITO, KOra JbyOOBTa U MaTpHjapXalHaTa Tpaauija Ke ce HajuaT BO
Cyaup:

,He neka He ro spybOemre! Ax, camo eqHamn jga ro mo4dysctBysa (...) Ho,
kako? Kako Taa, Hero, Uto, na ro morieaHe, na My ce HacMee, OJf PajocT Ja
3amjade Kora ke ro mperpHe, Kora BeIHAlll, aMa BeJHAll OM ce HCIpedus Toj,
MMOKOJHUKOT. A cera M Taa camara, AHUIIa HE € OHaa: IperemHara AHHUIA, TYKYy
keHa, a Toj Uto, cé ymre e Uto. U kako Taa ke ro mpuMu, Ke TO MperpHe Kako
HeroBa? MojkeOH cekoraml ke 4yBCTBYyBa JeKa HE My JOIUIAa YHCTa, Kora Ke ja
nperpHyBa u 0aKHYBa, TYKY € Ha JpyT, Ha MIOKOJHHUKOT... €JIHAII BeKe MperpHyBaHa,
munyBana®. (CrankoBuk, 1957, ctp. 159).

[ToceOHO 3Hauewme My mpHaaBaMe Ha €IWHCTBEHHOT MPHUMEPOK IITO IO
MPETCTaByBa ,,MEHTAIUTETOT Ha TPajoT™, a KOj 3apajJyd Heroparta MOMaJIUBOCT M
HMIUIMIUTHATA KEHCKOCT INTO BO HEro ja IIpero3HaBaMe, 3acilyKyBa
Kiacuukanmja Bo 3acebHa Kareropuja:

,, ] IOMHHYBa [IOKpaj KallMM, HUCKH KYKMYKH, IOJITH OTPaJy... CaMO IIOHEKoja
rojeMa Kyka, TypcKa, CO Kalaly M PeHIeTKH 10 MPO3OPIHMTE... CPETHYBA CIYTH H
Jielia ITO HOCaT MECO, OPHU3 U JPYro MO ITO TOMAKMHKHUTE I'M MpakaaT MaKUTe BO
yapmuja (...). Ho, kora ke nojue a0 dapuiujata U Kora Ke caka Ja ja IOMHHE U Ja
BIIe3¢ BO CBOjara yJMIa, MOBTOPHO Mopa aa 3actaHe. OcoOeHo ako e caboTa, He
MOXeE OJi CBETOT — TMa3apiiud — CeJaHW, KOM c€ BpakaaT BO CBOHTE cela‘“.
(CrankoBuk, 1957: 132).

OBoj y0aB MpHMEpPOK WITO IO MPHKAXKyBa TPAACKHOT MEHTAIUTET &
€JIHOBPEMEHO M TPUKa3 Ha KEHCKUOT, MOBTOPHO TPAJIUIIMOHAJICH U MaTpUjapXalicH
MEHTaJIUTET.

[lerrata kaTeropwja packa3HH CHTUTETH C€ OJHECyBa Ha ,,jJaBHOTO
MHCTIEeHE, Ha OHa ,,IITO Ke pedyaT JyleTo” Mo OJHOC Ha >KeHara BJIOBHUIA.
[TokoHKpeTHO, OBAE MpHIaraaT NeTTe NPUMEPOIH IITO To orakaaT OJHECYBAHETO
Ha IPYTHUTE KOH ,,)KeHaTa Ha MOKOJHUKOT". OJHOCOT Ha POJHUHHUTE U COCEANTE KOH
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BJIOBUIATa, UMILTUIIUTHO T'O MPEHECYBa CTAaBOT Ha jJaBHOTO MUCICH-E IO OJHOC Ha
AHnna:

»(...) I Hej3MHNTE POIHHMHU HE cMeeja Ja M JoaraaT, IUTallejKu ce Taka Ja
HE T0 HaBpeaT IIOKOJHUKOT, IITO CO TOA CBOE Joalame "My ce Mellalie BO HeroBaTa
Kyka‘, noarane u ro Bosuemupysaie®. (CrankoBuK, 1957, ctp. 135).

OpHocoT Ha Opakara KOH AHHUIA, MaK, IO MOKaXyBa CTABOT (= jaBHOTO
MHCJIEH-€) II0 OJHOC Ha XKeHaTa, cecTpara, Majkara:

,»,Majka UM 1 Hea, AHHUIIA, THE HE TM pa3jnKyBaa. [ m cMeTaa 3a eJHAaKBH,
HapekyBajku ru “xeHu . U cé Oapaa oj HUB, 3a c¢€ THe UM Oea OATOBOPHU, UM Oea
BUHOBHU (...)“. (CtankoBuk, 1957, crp. 137).

Opn apyra cTpaHa, Mak, HACHIPOTH BaKBUOT OJHOC J0oMa, Opakara ja IITHTAT
cecTpara Ipejl CBETOT U O CBETOT:

,,/1 TOBTOpHO THe, Opakara, ja yyBaa. OcoOeHO Tiieaa KykaTa off HUIITO Ja
He UM oCcKyayBa. U HuB, >KeHUTe , MajkaTa, cectpara, Tu odiexyBaa. OcobeHo Hea,
Annna®. (CrankoBuk, 1957, crp. 137).

CranyBa 300p 3a THIIMYEH MaTpUjapXajleH OJHOC KOH JKeHaTa, KakoB IITO
JIOJITO BpEMeE ce HeryBallle U OINCTOjyBalle Ha HANIUTE OaIKaHCKH MPOCTOPH.

BrpoueM, TpaguMIMOHATHOTO M TNAaTpUjapXaJlHOTO CO MPU3BYK Ha
OPHEHTAIHOCT, 3a€IHO CO TPETMAHOT HA JKEHaTa, Ce PEeUHCH TJaBHA MPEOKyIaluja
W BeYHa MHCIUpanyja u Ha caMuoT bopa CraHkoBuK. Peunicn u 1a Hema oCBpT Kaze
IITO packa3oT , KeHaTa Ha IOKOJHMKOT® HE Ce 3eMa KaKO pEeNpe3eHTaTUBEH U
TUIMYEH TIPUMeEp 3a YBUJ BO TBOPEIUTBOTO HAa OBOj BPAaHaHCKH aBTOP. 3allITO OBJE,
BO OBOj packa3, c€ COAp)KaHU CUTE NOMHUHAHTHH Oele3d Ha HeromaTa Ipo3a,
0co0eHO Kora cTanyBa 300p 3a TPETMaHOT Ha XeHaTa U )KEHCKOCTa.

4. KomenTap

3aeqHO CO MPHUKA30T Ha HEKOTaIIHUOT, MaTpujapxajleH U TpaAulMOHAJIEeH
CTaB M OJHOC KOH >KEHaTa, 3acJHO CO BIEYATOKOT IO OJHOC Ha ,KCHCKHOT"
MEHTAIIUTET IITO Ce CTEKHyBa Mely pEJOBHUTE Ha OBa BEYHO M BeKe KIIACHYHO
,»”KEHCKO YETHBO, HE ce BO3Ap)KyBaMe OJ Halll Cy0jeKTHBEH KOMEHTap 3a TaKBaTa
,»CTApPOBPEMCKA* AKEHCKOCT.

Nwmeno, packasor ,,)KeHata Ha MOKOJHMKOT HYIU €IEH pelpe3eHTaTHBEH
KEHCKH ,,IPUMEPOK™ Ha TpaAWLMOHATHATA )KEeHA, Ha MaTpHUjapXalHuTe cakama o
OJTHOC Ha JKEHATa U XEHCKOCTa BO €JHO BPEeME U Ha €THO MECTO KOE U HE € TOJKY
JIOKaJTHO, CPIICKO, aMH J00MBa MOMMPOKH pasmepu. Ilpurtoa, He ce cTaBame U
BOOIIIITO HEMaMe HaMepa Jia ce CTaBaMe BO TO3WIMja Ha KPUTHKYBad, HA )KECTOK
(eMUHUCTHYKH Hamarad Ha Taa W TakBa , KEHCKA™ MO3WIHja ¥ Tpajulyja. 3amTo
MMEHO, HaM, Ha HAIIUOT OAJKAHCKH (CEKAKO M CPIICKH U MAKEJAOHCKH) MEHTAIUTET
Taa He HU € BOOMINTO Tyra. Taa e JAen oA eIHO He TOJKY JalledHO MHUHATO OJ KOoe
HUe, KOHKPETHO, BOOMINTO He ce cpamuMme. M cMeTaMme Jeka Hema 30IITO Jia ce
cpamume. Taa e nen ox Haiara ,,)KEHCKa UCTOpHja“ KOja, MOTJeAHaTa O] ICHEIIHA
JUCTaHIa, ce YMHU aHAXPOHA, CE YMHM CMEIIHA W TJylnaBa, ce YMHU HeOuTHa. He
cMeTaMe JeKa JIeHellHaTa XeHa Tpeba Ja KHUBee II0Jl CTpora KOHTPOJIa Ha MakOT
(ocobeno He kora TOj € mokoeH). He cmerame neka poautenute, Opakara,
pomHWHHUTE Tpeba Ja M HaoraaT Max Ha jkeHaTa. He cMerame meka e q1o0po Taa ga
Oune MapruHaJIu3upaHa BO CEMEJCTBOTO U OMILITECTBOTO.
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Ho, 3apem He ke Oemie 700po, T.€. M0A00po, 1a ce CouyBalle MalKy MOBeKe
Ol Taa MaTpHujapxajHa M TpaTuIlMOHAIHA KEHCKOCT BO JKCHATa JeHecka...? 3apem
Ha JKEHaTa He M € MOoyA00HO moJ 3akpwiara Ha Maxor? Heka Oume camoctojHa,
pamMHoIpaBHa U pabOTOCMOCOOHA, HO KEHATa € JKEHa caMO Kora € peaju3upaHa
Kako jkeHa (M Majka, cekako). JKeHaTa e »eHa Kora ¢ Mo4YWTyBaHa W cakaHa. Toa,
TpaauIMjaTa HU TO Mpeaaia Toa HacaeaACTBO... bapeM Toa ma ro couyBame...
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About Female Mentality and Identity in the Story ,The Dead Man's Wife”
by Bora Stankovic

Abstract: This article offers a (possible) "female" reading of the cultural category
"female mentality" in the story "The Dead Man's Wife" by Bora Stankovic. Through the
"isolation" of the so-called "Elements of tradition" concerning the understanding of
"feminine", along with traditional and patriarchal view of females in general as offered in
this extraordinary text, we make an attempt to see the mentality and identity of the woman
on the our Balkans. We have no higher ambition than an attempt to "see" gender, female
identity through our subjective prism, but also to recognize and note the changes made by
time, people and society in the meantime.

Keywords: woman, femininity, identity, mentality, tradition.
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Kadriye Tiirkan

BALKAN TURK MASALLARINDA RUYANIN iSLEVLERI

Ozet: Riiya, karmasik bir olgu olarak insan ve toplum hayatinda énemli bir yere
sahiptir. Rilyalarin barindirdiklar1 anlamlarin ¢6ziimlenmesi ¢abasi soz1i anlatilarin yani sira
tarihin yazili olarak ve belgelerle takip edilen ilk donemlerinden bu yana insanoglunun
ilgisini ¢ekmistir. Riiyalarda goriilenlerin, ger¢ek hayattaki olgularin sembol diline
doniismiis sekilleri olarak kabul edilmesi de eski bir olgudur. Riiyalar, tarihin ilk ¢aglarindan
glinlimiize insanligin diisiince diinyasinda yer alan kavramlardir. Kiiltiir ve medeniyet
kurumlarmin &gelerinden biri olarak riiyalar olusumlari, gizemli yapilarnt ve 6zellikleriyle
zaman igerisinde sanatgilar i¢in onemli bir edebi malzeme haline gelmistir. Bu nedenle
riiyalarin destan ¢ag1 verimlerinden itibaren anlati1 6gesi olarak kullanildigi goriilmektedir.

Riiyalar, gelecege dair ipuglart igerdigi inanci ile baglantili olarak 6nemli bir
kehanet vasitasi olarak kabul edilmislerdir. Gergekten de insanlar gordiikleri riiyalarda, ilahi
bir mesaj aramislar ve gelecege dair kehanette bulunmuslardir. Goriilen kotii bir riiya ise
kotii bir gelecegin habercisi olarak algilanmig ve yorumlanmigtir. Bu durum, giiniimiizde de
birgok kiiltiir ve inanigta yer alarak kiiltiirel bir siireklilik olarak devam etmektedir.

Insanoglu, tarih boyunca rilyayr ve rilyanin mahiyetini merak etmis, onu
yorumlamaya ve anlamaya c¢alismistir. Insanlarin bu meraki, basta sozlii nesir anlatilar
olmak {izere tiim edebi {irlinlere de sirayet etmistir. Makalede masala yansiyan riiya algisi ve
islevleri Balkan cografyasindan Adakale, Bulgaristan, Kosova ve Makedonya’da yasayan
Tiirkler arasindan derlenen masallar igerisinden tespit edilen Ornekler vasitasiyla
incelenecektir.

Anahtar Kelimeler: Masal, Balkan, riiya, sembol, bilingalti.

1. Giris

Riiya, Felsefe, Psikoloji, Din, Edebiyat, Tarih gibi bir¢cok bilim dalinin ilgi ve
inceleme alani igerisinde yer almakta ve Arapga rii’yet (Devellioglu, 1986, s. 1083)
kelimesiyle baglantili olup Divanu Lugati’t Tirk’te (1992, 18-125-266) goriildigi
iizere Tirkcede diis (tiis) ile karsilanmaktadir. Terim uyku sirasinda “bilincin ve
iradenin denetiminden biitiiniiyle bagimsiz bir bicimde olusan ruhsal haller”
(Cevizli, 2005, s. 561) ya da “bir kimsenin uyku esnasinda zihninden gecen hayal
dizisi” (Glinay, 1999, s. 78) olarak tanimlanabilir. Riiyalar, tarih boyunca gerek fert
gerekse toplum hayatinin ayrilmaz parcast olarak onlar1 etkisi altina almis,
yonlendirmis ve hayatlarinin vazge¢ilmez birer boliimii olarak var olmaya devam
etmistir. U. Giinay, rityanin dinler agisindan degerine “Psikiyatrinin yar1 suuralti,
yari1 suur istii dedigi ve zaman zaman aradaki dengenin bir digeri lehine bozuldugu
rilyalar, dinler i¢inde ve eski medeniyetlerde yar1 ilahi riiyalar olarak
nitelendirilmislerdir” (Giinay, 1999, s. 88) ciimlesiyle isaret etmektedir.

139



Kadrije TURKAN

Insanhigin &nemli bilgi kaynaklar1 arasinda yer alan riiyalar, dinler ve inang
sistemleri igerisinde de 6nemli bir yere sahip olup bu baglamda her dinin kendine
0zgi riiya kabul ve tabirleri mevcuttur. Nitekim ilkel insan i¢in riiya yoluyla gelen
bilginin kaynagimi koruyucu olarak diisiiniilen ruhlar olusturmaktadir. Iyi ve kétii
olarak ikiye ayrilan riiyalardan iyi olanlar, insanlara yol gosterip rehberlik ederken
kotii riiyalarin sahiplerini korkuttugu ve riiyanin ihtiva ettigi kotiiliikten kurtulmak
icin gesitli ritiiellere miiracaat edilmesi gerektigi tarih boyunca var olan pek ¢ok
milletin riiya ile ilgili kabulleri arasinda yer almaktadir.

Halk inanglar icerisinde de genis yer isgal eden riiya, basit ve basmakalip
¢ogu tabir kitaplarina ve genel kabullere gore yorulsa da obalarda en yaglh kadin ve
erkekler tarafindan tabir edilmis ve hemen daima hayra yorulmustur. (Yiiksel, 1996,
s. 51).

Riiya, kisi ve toplum hayatinda sahip oldugu etkinlik dogrultusunda basta
destanlar, masallar ve halk hikéyeleri olmak iizere pek c¢ok halk anlatisinda da
onemli yer tutmaktadir. “Masallarda goriilen riiyalarin anlatimi1 ve tabirinde de
gergek hayattaki rilya anlatma ve tabirinde uygulanan adetler esastir. Yani toplumun
riya telakkileri masallarda da gesitli sekillerde ortaya konmaktadir”. (Yiiksel, 1996,
s. 42). Rilya motifini, halk hikayeleri {izerinden degerlendiren I. Basgdz, “Tiirk
Halk Hikayelerinde Diis Motifi Zinciri” adin1 tasiyan makalesinde asiklarin hayatini
anlatan halk hikayelerinin biiyiik bir bolimiiniin “diis motifi zinciri” ile bagladiginm
sOyler. Baz1 farkliliklara ragmen halk hikdyelerin hemen hepsinde tekrarlanan
motifi, bese ayirir:

a. Geng erkek, bazen de kiz ve erkek bir Pirin elinden diislerinde ask

dolusu igerek birbirine asik olurlar. b. Ickiyi igen oglanin viicuduna bir

ates diiser, yanar. Kiza sarilmak, onu kucaklamak ister, diiser bayilr,

agzindan kan kopiik gelerek giinlerce baygin yatar. ¢. Herkes onu deli

olmus sanirken, bir kocakari bunun ask hastaligi oldugunu anlar ve
basucunda saz ¢alarak oglam1 uyandirir. Saz sesi kulagina deger
degmez geng¢ gozlerini acar. d. Diiste goriinen ihtiyar, asikin hayat

boyu yardimcisi, koruyucusu olur, ve ona bir mahlas verir. e. Bu diis

nedeni ile geng, kelimenin her iki anlami ile asik olur, yani hem saz

calip siir sdyler, hem bir giizele sevdalanir. (Basgoz, 1973, s. 73).

Halk hikayelerinde goriilen “diis motifi zinciri”, Samanlarin meslege giris
torenleri ile de bir¢ok agidan ortiismektedir. “Bu motif zincirinin en dikkate deger
yani, meslege alistirma (initiation) torenlerinin biitiin nakislarina sahip olmasidir.
Cile ¢gekme ve zorluklara ugrama, eski kisiligin sembolik sekilde oldiiriilmesi ve
yeni bir kisi olarak yeni bir adla meslege girme diye Ozetleyebilecegimiz bu
torenlerin yapisi, aynen diis motifimizde goriiliir. Zaten bu diisiin fonksiyonu
da, genci asiklik meslegine sokmaktan baska bir sey degildir”. (Basgoz,
1973, s. 74).

Motif, Samanizm igerisinde “Samanlik kisiye miras kalabilir, ama giiclerin
aktarimi1 her zaman bir esrime deneyimi (riiya) yoluyla olur (Eliade, 1999, s. 41)
seklinde degerlendirilmektedir. Rilya, ayn1 zamanda Samancil giiciin edinildiginin
de isaretidir. Her tiirlii Samancil sirra-erme siiresince “ruhlari gérme” olayinin
tagidigr biiylik onemin agiklamasi surada yatar: Riiyada ya da uyanikken bir ruh-
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veya cin- “gérmek” bir anlamda “manevi bir duruma” ulasilmig, baska deyisle
normal siradan insan durumunun asilmis oldugunun kesin belirtisidir. (Eliade, 1999,
s. 113).

Riiya, Samanizmin en 6nemli unsurlarindan biridir. Aday, Samanlik ¢agrisi
almadan once, oncii isaretlerden biri olarak gelecekten haber veren riiyalar gormeye
baglar. Bu asama, Ak Saman lizerinde su sekilde ifade edilir: “Ak Saman adayinin
ruhu, dnce Yakutlarin ecdadi olan Elegey Iyetsit ile Onogoy Baay Toyon’un
memleketinde yasar. Burada da gelecege ait riiyalar goriir ve 6zlem dolu, kederli bir
zaman gecirir”. (Bayat, 2006, s. 139).

Adayin, gelecekten haber veren riiyalar gérmesi saglanarak gonderilen 6n
belirtileri, yine riiya yoluyla yapilan c¢agr izler. Ciinkii se¢ilen Saman adayima
Samanlik i¢in ¢agri pek ¢ok toplumda riiya araciligiyla yapilir. “Samanlik ¢agrisi
ecdat Saman tarafindan kendi soyundan birine, tabii ki yetenekli olana veya
soyundan Saman olmayan bir baskasina riiya vasitasiyla verilir”. (Bayat, 2000, s.
37).

Arastirmalar riiyalarin  Samanin, Samanlik sanatinin  gizli  sirlarm
benimsemesinde de birinci derecede rol oynadigini vurgulamaktadir. Cagri-segilme-
sirra erme evrelerinden gegerken Saman olmanin gereklerini 6nemli 6l¢iide riiya
yoluyla edinen Saman, sonrasinda kendisi de riiya yorarak bu konuda yardimi
istenen, miiracaat edilen bir kisi sifatina biiriinmektedir.

Kutup bolgelerinde Samanin daha ¢ok fizik dtesi giiglerinin tercih edildigi
bu dogrultuda Samanlarin “gelecekten haber veren Samanlar, mucize yaratan
Samanlar, riiya tabircisi ve sozle sakinlestirici Samanlar, kii¢iik Samanlar, gibi dort
kategoride degerlendirildigi (Hultkrantz 2004: 81) tespitler arasindadir. Bu ayni
zamanda Samanin riiya tabircisi olarak da son derece Onemli bir fonksiyonu
oldugunu gostermektedir.

Riiya, din ve inang sistemleri igerisinde sahip oldugu yere istinaden ilk
caglardan beri destan, halk hik&yesi, masal gibi halk yaratmalarinda da aktardigi
farkli mesajlarla sik¢a yer almakta ve dnem ihtiva etmektedir. Caligmada bu bilgiler
dogrultusunda Balkan Tiirk Masallarinda karsilagilan riiya motifi, masala
yerlestirilme nedeni, icerigi ve islevleri 6rnekler iizerinden analiz edilecektir.

2. Masallarda Riiyanin islevleri

Riiya, uyku esnasinda ortaya ¢ikan bilingdisinin bir {iriinii olarak anlati
temelli mit, hikdye, masal gibi tiirlerle de benzerlik tagir. M. Saydam bu dogrultuda
“masallar, mitler ve riiyalar aym kumastan bigilmistir. Ugii de bilingdismin
tirtiniidiir” (Saydam, 1997, s. 46) ifadesini kullanmaktadir. Bir baska saptamada ise
“riiyalar ¢ok kisa, gergekmis gibi durumlar olup hayata paralel yasanan hikayeler
seklindedirler. Bu yoniiyle rilya metinlerinin masal, hikdye ve roman gibi anlati
esasina dayanan metinlerle de ciddi benzerlikleri vardir” (Sarikaya, 2016, s. 34)
denilmektedir. Riiya motifi, adi anilan anlatilarla olan benzerliginin yani sira sozlii
ya da yazili metinlerde farkli amaclarla kendine yer bulur.“Riiya Tiirk halkinin
sifahi yaraticihiginda énemli bir yere sahiptir. i¢inde riiya motifi olmayan masal ve
destanlara ¢ok az rastlanir. Folklorumuzu tam manasiyla 6grenmeden edebiyat
bilimimizin seviyesini yiikseklere ¢ikarmak miimkiin degildir. Halkin yarattig
masal ve destanlardaki riilya motifi insan ruhunun en 6nde gelen, en gerekli kismi
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insanin i¢ diinyasmin timsali olarak belirginlesir”. (Isankul, 1997, s. 112). Bu
baglamda masallarda ortaya ¢ikan riiya motifi, Balkan Tiirk masallar1 6zelinde
asagida siralanan nedenlerle masala dahil olmaktadir.

a- Kahramana Hazinenin Yerinin Bildirildigi Riiyalar

Oduncu ile Kurt (Kunos, 1975, s. 245-348) adim tasiyan ve 1. Kunos
tarafindan derlenen masalda, dagdan odun kesip satarak gecimini saglayan adam,
bu esnada siiriideki bir koyunun kuyuya kor bir kurdun nasibi olarak diistiigiine
tantk olur ve o andan itibaren isi birakip evde kismetini beklemeye baglar.
Calismamasina kizan karisina da “-Karicigim, demis. Bugilin bir kurt gordiim,
kismeti ayagina geldi. Bu hayvani diislinen, elbet beni de disiiniir. Ben artik
suradan suraya adim bile atmam” (Kuanos, 1975, s. 246) diyerek durumu izah eder.
Masalda kahramanin bekledigi bilgi kendisine riiya yoluyla ve bir dervis araciligiyla
iletilir.“Bir giin ge¢mis, iki giin ge¢mis, fakir adamin nasibi ayagina gelmemis.
Ucgiincii giin, gece yarisina dogru bir dervis riiyasia girerek “Su dagin tepesinde
genis bir diizliik var, burada bir kiip altin gémiiliidiir. Git, onu bul da al!” demis”.
(Kunos, 1975, s. 246). Anlatida bilgiyi iletenin dini-tasavvufi nitelik tasiyan bir
dervis olmasi tesadiif degildir. Oduncunun “bu hayvam diisiinen, elbet beni de
diistiniir” seklinde ifade ettigi lizere Tanrisal bir beklentinin ileticisinin de yine dini-
tasavvufi mahiyeti olan bir sahis olmasini gerekli kilmaktadir. Oduncunun diledigi
nasip, kendisine riiya yoluyla ve 6zel bir sahis tarafindan yeri ve cinsi belirtilerek
haber verilmektedir. Oduncunun yerine konusmay1 duyan komsusu adi gegen yeri
kazip kiipli bulsa da icinden altin yerine yilan ¢ikinca kiip kiriklar1 ve yilanlan
oduncunun bacasindan atar. Kiipiin i¢indekiler bu esnada tekrar altina doniisiir. Bu
olay, halk arasinda yaygin olan “kimsenin nasibine engel olunamayacagi” goriisiine
bir gondermedir. Masal diinyasinda ise “riiya satmak” diye adlandirilan durum
cereyan etmedigi slirece kimsenin bir bagkasinin riiyasina sahip olamayacagi
anlamina gelmektedir.

Maciya Uziigi (Hafiz, 1985, s. 214-215) isimli Kosova anlatmasinda “Bir
facir ¢iiyli varimis. O ¢ok facir imis. Bir cece ruyasinda bir ahbabindan duyar temiz
sozler. O ahbabi der: -Cit filan daga orda en biiyiik agaci ¢es, nafakan ¢ikar” (Hafiz,
1985, s. 214) sozleri ile yine zor durumda olan bir sahsin riiya yoluyla refaha
kavusmasi konu edilmektedir. Masalda, fakir koyliinlin riiyasina giren ahbabi ona
biiyiik agaci kesmesini oradan nafakasinin ¢gikacagini bildirir. Agagtan bir karga ve
bir yiiziik ¢ikar. Karga (¢afka) aniden biiyiir ve yiiziglin tek bir dilek dilenecek
sihirli bir nesne oldugunu sdyler. Masalda kusun aniden biiyiimesi ve sihirli yiiziik,
fakir sahsin tanidiginin da siradan biri olmadiginin gdstergesi olmakla birlikte
anlatict “ahbap” diyerek durumu siradanlagtirmistir. Yolda sihirli yiizik bir
kuyumecu tarafindan sahtesi ile degistirilmek suretiyle ¢alimir. Kuyumcu yiiziikten
odasini altinla doldurmasi isteginde bulunur ve altin yagmurunda kalarak 6liir. Bu,
bir kez daha kahramana riiya yoluyla verilen herhangi bir seyin onun disinda birine
nasip olmayacaginin gostergesidir. Adam olene kadar yiizligliniin sahte oldugunu
O0grenmez ¢iinkli asla yliziikten dilekte bulunmaz hayatini kendisi kazanir ve
yiiziikle gdomiiliir.

Zengin Adam ve Fakir Kiz (Nemeth, 1996, s. 160-161) masalinda arabaci,
sokakta buldugu kiz1 evine gotiiriir ve oglu ile evlendirir. “Bir gece qizin rilyasina
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girir: bu evde iki gazan mal var. inanmaz qiz. Daha bir gece ruyasinda derler qiza:
“saba’yliyin a¢ qizim orasini, al, bu mal senin-dir”. Sabahlen qis qalqar. “dur,
gideyim, baqayim” der. Agsa, bagsa gis, altin doli. Qorqar qis, alir iki-ug aug, gene
qapar”. (Nemeth, 1996, s. 161). Kimsesiz kiza, riiya vasitasiyla gelin oldugu evde
iki kazan altinin haberi verilir ve hepsinin kendisine ait oldugu bildirilir. Ancak
rityada kiza hazinenin kim tarafindan haber verildiginden bahsedilmemektedir. Kiz
rilyada isaret edilen yerde altinlar1 bulur gelin olarak evdeki itibar1 ve ev halkinin
refah diizeyi artar.

Adi gegen anlatmalarda kahramanlarin ortak o6zellikleri gegim sikintisi
ceken, fakir insanlar olmalaridir. Igine diistiikleri durum, onlarin bilingaltindaki
isteklerinin rilya yoluyla ortaya ¢ikmasmma zemin hazirlamaktadir. Bu riiyalar,
kisinin i¢inde bulundugu durumdan kaynaklanan, ihtiyaglari dogrultusunda ortaya
¢ikan ve dini agidan nefséni riiyalar (Pagaci, 2016, s. 110) olarak adlandirilan
guruptandir. Rilya burada devreye girerek hazineyi bulma yolunda kahramana
rehberlik eder. Ayrica riiya bu masallarda, masalin en Onemli bdliimiini
olusturmaktadir. Bu ¢ercevede masali, rityadan oncesi ve sonrasi diye ikiye ayirmak
mimkiindiir.

b-Tehlikenin Haber Verildigi Riiyalar

Ceng¢ Padisa (Hafiz, 1985, s. 235-237) isimli Kosova’dan derlenen masal
rilya ile baslamakta ve anlatict korkung diyerek riiyanin koétii rityalar gurubundan
oldugunu agikca belirtmektedir: “Bu cene padisa da evine diinmis. O cece da ¢ok
korkon¢ bir ruya ciirmis. Ciirmis ¢i nasil evi yanay, hem i¢inde karisi hem igi
¢ocogi kolomog cibi nasil yanay. Lom ter icinde oyanmis”. (Hafiz, 1985, s. 236).
Geng padigahin riiyasi, yakin gelecekte bagina gelecek kotii olaylardan haber
vermekte olup sabah itibariyla riiyasinda gordiigii her sey tek tek meydana gelmeye
baglamaktadir. Padigah rilyasinda gordiigii gibi saray1 yanarken karis1 ile gocuklarini
kurtarir ancak sonrasinda karis1 kagirilir, gocuklarini da yabani bir hayvana ve suya
kaptirir. Masalda kahramana riiya yoluyla ertesi giin olacaklar bildirilse de onun
olacaklar1 engellemesi ya da tersine ¢evirmesi miimkiin degildir. Bu nedenle de
kaderine razi olur, tek basina kalir ve yoluna devam eder.

Geng padisah yiiriiyerek bir sehre ulasir. Bu asamada masalda ikinci kez
riiya motifi devreye girmektedir. Padisahin ulastigi sehir, Ugursuzlar memleketi
diye bilinen bir yer olup oraya padisah olan sadece ii¢ giin yasamaktadir. Yine
padisahlari 6len sehrin insanlarindan biri bir rilya goriir ve rityada bildirildigi gibi
ertesi giin sehre ilk gelen olmasi sifatiyla Geng padisahi sehirlerine padisah
yaparlar. “O cece uyukusunda riiya ciirmis ¢i yarin ilk celen miisafir lazim padisa
olson. Ule da yapmuslar. Bu cenc padisa ¢ok ciizel bi padisa olmis”. (Hafiz, 1985, s.
236). Anlatmada bir riiya ile her seyini kaybeden Geng¢ padisah, ikinci riiya ile
kaybettigi her seyi tekrar kazanmaktadir. Tam olarak kim tarafindan goriildigi
belirtilmeyen ikinci riiya, yakin gelecekten haber veren iyi rilyalar gurubundan olup
masal diinyasinin diializmi burada devreye girmekte anlatmada kétii riiya-iyi riiya,
felaket-saadet yan yana islenmektedir.
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c-Beklentilerin Gerceklesecegini Haber Veren Riiyalar

Ariz Man Kamber (Ekrem ve Hilmiye, 1985, s. 128- 134) masalinda elma
agacinin altinda uyuyan adam riiyasinda bir ihtiyar gériir. Thtiyar, adama verdigi
elmalarla ¢ocuk sahibi olma isteginin ger¢eklesecegini miijdeler, kahraman riiyanin
etkisinde uyanir ve ihtiyarin dediklerini yapmaya baslar bdylece ihtiyarin riiyada
dedikleri de harfiyen gerceklesir. “Adam bir giin bahgesindeki elma agaci altinda
yatar, uykuya dalir. Riiya goriir. Rilyasinda, ona bir ihtiyar gelir, elma agacindan iki
elma koparir, adama uzatir ve “Bu elmanin birini ayiklayacaksin, i¢ini karina
yedireceksin, kabuklarini da ahirdaki kisraga yedireceksin, diger elmay1 da kendin
yiyeceksin, bdylece bir evlada kavusacaksimiz!” der (Ekrem ve Hilmiye, 1985, s.
133). Anlatmada yillarca ¢ocuk sahibi olamayan masal kahramaninin imdadina
rilyasina giren bir ihtiyar yetisir. Bu gelenekte riiyalarin yash kadin ya da erkekler
tarafindan tabir edilmesinin masal diinyasinda yorumu olarak diisiiniilebilir. Ihtiyar
masalda gelecegin habercisi ve miijdecisidir.

U¢ Kardes Altin Elma ve Devin Kagirdigi Ug Kiz (Taceman, 1998, s. 727-
730) adli Bulgaristan anlatmasinda, devin arkasindan yeraltina inen masal
kahramani yeryiiziine ¢ikmak igin c¢areler arastirir. “Cocuk kendi diinyasina
donebilmek icin oraya bagvurmus, buraya basvurmus. Kendisine yardim edebilecek
hi¢ kimseyi bulamamis. Aksam olmus. Bir camiye gitmis. Yatsi namazindan sonra
gidecek yeri olmadigindan, burada dua etmeye devam etmis. Bir aralik duvara
dayanip uyumus. Riiyasinda bir ihtiyar ona “Cabuk kalk. Yola ¢ik. Ormanin filan
yerinde yiiksek bir sivri kaya var. Orada bir akbabanin yavrularmi yilan yiyecek
yetis onlar1 kurtar”. (Taceman, 1998, s. 729). Zor durumda olan kahramanin
imdadina riiya vasitasiyla bir ihtiyar yetisir ve ona rilyada yilanin yemek iizere
oldugu akbabanin yavrularmi kurtarmasini sdyleyerek aslinda kahramanin dolayl
olarak derdinin caresini de sdylemektedir. Zira akbaba bu iyiligi karsiliginda onu
yeryliziine gikarir.

Cinayetlerin En Biiyiigii veya Bir Katilin Adaleti (Taceman, 1998, 752-
753) anlatmada 6lmek {izere olan kadin, 6liim doseginde hayirsiz ogluna Allah
tarafinda kotiiliiklerinin affedilmesi i¢in yapmasi gerekenlerin kendisine riiyada
malum oldugunu soyler. (Anne): -Oglum, sen rahat ol, ben olacagin riiyasini
gordiim. Sen, su bizim Dortyol agzindaki tarlaya bir sira yemis ek, bir sira kazik
dik. Agaglar yemis vermeye basladiktan sonra, gelen gecen yolcuya hi¢ karsiliksiz
yemis yidir. Hayirin kabul edildiginde, fidanlarin arasina diktigin o kaziklar birer
birer, yeserecekler (Taceman, 1998, s. 752) diyerek ogluna giinahlarindan
kurtulmas1 i¢in yapmast gereken seyleri, riiya yoluyla kendisine bildirilenleri
aktarir.

Riiya insanoglunun istek ve hayallerinin ortaya ¢iktig1 bir boyuttur. Her ii¢
masalda da vurgulandig1 gibi giinliik hayatta ¢oziilemeyen sorunlar riiya vasitasiyla
¢oziilebilir. Riiyalar bu acidan ¢ok ¢esitli ve dogrudan mesajlar igermektedir.

d-Gelecekte Olacaklarin Bildirildigi Riiyalar

Siipiirgecinin Kizi (Nemeth, 1996, s. 140-142) masalinda kiz ninesine
rliiyasin1 anlatir. “...ben aqsa’m bir ruya gérdum.” “hayir-dir gizim”. “bir ferece
giydim ruyamda, bir zengin insan giydirdi, so’ra galdi bir ¢ingene qarisi, soydi
ferecemi, aldi.” “qizim pesin giilecen, so’ra aglamayasin.” Ciqup gider ninesi
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pazara...”. (Nemeth, 1996, s. 140). Anlatmada goriilen riiyanin yorucusu, yaslt bir
kadindir. Zira riiyada olacaklar, genellikle sembollerle ve dolayli yoldan ifade
edildigi i¢in onu yoracak bilgi ve tecriibeye sahip bir insana ihtiyag hasil
olmaktadir. Yaslh kadin “hayir olsun” dedikten sonra torununun riiyasini Once
“giilecek sonra aglayacaksin” diye yorar. Hemen arkasindan kizi, sokaktan gecen
bey oglu goriip begenir ve evlilik nisanlari verir. Bu nenenin bahsettigi riiyanin
“giileceksin” boliimiidiir. Sonra beyin ablasi gelip s6zii bozar, bu da kadinin
“aglayacaksin” dedigi kisimdir. Masalda riiyanin yoruldugu sekliyle gercek hayata
yansidig1 gézlenmektedir.

Kul Padiga (Mahmut, 1991, s. 75-86) ismini tasiyan masalda “-Ul, bir sirli
tis kordim bo gece, aceba manasi ne eken ya? Diy. Bala ayta: -Ey, satuwanci, men
saga tisin ne ekenin aytarman ama saga bek konilsiz bolir, darilma! -Tiginnin
manasin aytacakman ama, darilma. Yakut degen bir padisa bar, sen oni1 bek aruw
taniysin. Onin da on yedi yash bir uli bar eken. So cigit Deniz Padigasinin kizin
alacak. Toylar1 bolacak. So toyda men senin basini kesecekmen. Ana, senin kdrgen
tisinnin manasi. Satuwanci korkip tiise, ne etmesin bilimiy. Bayga ayta” (Mahmut,
1991, s. 77) geng bir riiya yorucusu konu edilmektedir. On alt1 yasina kadar dilsiz
olan masal kahramani bu yastan sonra rilya yorarak hayatina devam etmektedir.

Kral Kizi Masali (Piligkova, 1997, s. 45-48) Makedonya anlatmasinda “bir
varimis bir yogimis. Bir zaman bir adamin bir ¢ocuy varimis. Bu ¢ocuk riiyasinda
gorlly bir tarafinda ay, bir tarafinda giines. Kalkay sabayle, babasina, anasina
sOyley: -Baba, uykimda bir riiya gérdiim. “Hayir olsun.”dememis babasi. Cocuk da
divermemis ruyasini babasina. Cocuk giicenmis” (Pilickova, 1997, s. 45) yorulmasi
gereken bir riiya s6z konusudur. Cocuk, riiyayr yormasi i¢in babasina miiracaat
etmek ister fakat gelenekte riiyayr karsi tarafa nakletmek igin gerekli olan “hayir
olsun” sozili babasi tarafinda sdylenmeyince kiiser ve riiyasini ifsa etmez. Masalin
sonuna kadar da riiyadan bir daha bahsedilmez ve riiya kimse tarafindan yorulmaz.
Anlatmanin sonunda masal kahramani, iki karisina riiyasini anlattiginda kral ve
padisahin kiz1 riiyada kendilerinde bahsedildigini soyleyerek riiyay: yorarlar: Cocuk
“kizlara sdyley: -Ruyamda bisey gordiim. —Hay1r olsun, demis ikisi da. Ne gordiin?
—Bir tarafimda giines, bir tarafimda ay. Kralin kizi demis: -Tamam, biz giinese
tapayiz. Padisahin kizi, gene demis: -Tamam. Biz aya tapayiz. Demek ki, ¢ocuk iki
karisini gérmis riiyasinda”. (Piligkova, 1997, s. 48). Bu c¢erg¢eveden bakildiginda
masalda kahramanin riiyasini, gelecekten haber veren riiyalar arasinda
degerlendirmeyi gerekli kilmaktadir.

Riiyanin yorulmasi i¢in masallarda da gelenege uygun olarak yash kadin ve
erkekler tercih edilmekte ve riiyanin anlatilmasi ya da yorulmasi sirasinda
geleneksel uygulamalara riayet edilmesi gerekmekte ve beklenmektedir.

e-Haberlesme Araci Olarak Kullanilan Riiyalar

Dedenin Kahraman Cocuklar: (Taceman, 1998, s. 723-726) masalinda riiya
farkli bir sekilde is gormekte bir haberlesme araci olarak kullanilmaktadir. Dede
Alis ile Memis adli torunlarina yola ¢ikarlarken nasihat eder. “-Simdi ayrilirken size
sunu sOyleyecegim. Ne zaman Alis, senin silahin patlamazsa, Memisi tehlikede
bileceksin. Ne zaman Memis, senin kilicin paslanmaya, kiif tutmaya baslarsa, Alisi
tehlikede Dbileceksin. Beni gormek istediginizde, her zaman riiyanizda
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gorebileceksiniz”. (Taceman, 1998, s. 724). Anlatmada sahip oldugu bilici dzelligi
vurgulanan dede, torunlari ile her istedigi zaman riiya yoluyla iletisim kurmakta
kendisinden ne kadar uzakta olurlarsa olsunlar onlarla riiyalarma girerek
konusmaktadir.

3. Sonug¢

Tiirk halk yaratmalarinin hemen hepsinde efsanelerde, menkibelerde,
destanlarda, halk hikayelerinde, masallarda, asiklik geleneginde vb. pek ¢ok alanda
rilya, Oonemli bir yere sahiptir. Rilya yasanti istek ve hayallerin, semboller
vasitasiyla ortaya ¢iktig1 farkl bir boyuttur.

Riiyalarin bir kismi gec¢miste, bir kismi1 giindelik hayatta yasananlarla
ilgilidir, bir kism1 da gelecekte gergeklesecek olaylar hakkindadir. Riiyalari, bilgi
sahibi kisilerin tabir etmesi gerekmektedir.

Bir¢ok Tiirk destaninda Samanlar, kahramanin ya da hanin riiyalarim
yordurmak i¢in her durumda yanlarinda tasidiklar1 kisiler olarak one ¢ikmaktadir.
Halk hikayelerinde asiga, asiklik yetisi riiyada goriilen pir tarafindan veriler.
Masallarda da kahramanlar, riiyalarinda gelecegi goriir, olacaklar1 bu sayede
Onceden bilirler.

Masallarda, “uyku goérmek, rilya gormek” seklinde gegen, “hayir olsun”
denmedigi i¢cin kahramanin zor durumda kalmak pahasina yine de anlatmadig ya da
“giindiiz niyetine” denilerek anlatilan, verilecek cevap igin riiyaya yatilan, satilan ya
da satin alinan, bazen iist iiste ii¢ giin aymi sekilde goriilen ya da farkli seylerin,
farkl sekilde anlamlandirildig rityalar, bir hayli fazladir.

Masallarda islenen, kahramanin isteyerek belli bir seyi gérmek icin uykuya
daldig1 ya da belli bir amact olmaksizin gordiigii riiyalar, genelde gergek¢i ve
gelecekten haber verir cinstendir. Anlatmalarda riiya, kahramanlarin gelecekleri
hakkinda somut bilgiler icermektedir. Masal kahramanlar1 ne zaman 6leceklerini,
nasil ¢ocuk sahibi olacaklari, baslarina gelecek felaketi, kendilerinden gizlenenleri
hep riiya yoluyla 6grenirler. Bu nedenle olmalidir, masal kahramani riiyada gordiigi
seyin pesinden gitmekte asla tereddiit etmez. Bazen padisahlar, riiyalarinin tahmin
edilmesini ister, bazen de kahraman istedigi zaman istedigi kisinin rilyasina girme
giicline sahiptir.

Masal kahramanlarinin hemen hepsi son derece gergek ve gelecekten haber
veren, yol gosteren riiyalar gormekte ya da goriilen riiyalar1 yormakta
yeteneklidirler. Hatta riiya, Samanin sirra erme siirecinin nasil énemli bir pargasi,
gizli bilgiyi elde etme yollarindan biri ise masal kahramanin hayatinin da ¢ok
onemli bir pargasi olup kahraman yapacaklarini, basina gelecekleri ve bunlardan
korunma yollarimi rityalar sayesinde 6grenmektedir.
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Kadrije Turkan
The Function of Dream in Balkan Turkish Foktales

Abstract: Dream, as a complex phenomenon has an important place in the life of
individual and society. Resolution endeavour of the meanings which are included by dreams
has been atrracted human being’s interest since the preliminary periods of history as based
on written documants. Dreams, the first time in the history of mankind thought the world
today is one of the oldest concepts. Dreams as one of the elements of culture and civilization
corporate formations, has become an important instrument for artists still in time to the
mysterious structure and properties. Therefore, it is seen that epic era of dreams since the
yield is used as narrative elements.

It was understood that dreams were acknowledged as the prophecy means. Because
it could be quided regarding the future. Ancient civilizations tried to find some clues about
the future from their gods in their dreams. When they saw bad dreams, they communly
accepted it as a bad future. We have the same perception about this, nowadays.

Man have been curiousing about dream and its content in the historical period. This
curiosity has been spreading to literary works, especially verbal prose. In this study, it is
investigated which reflected folktales of dream understanding by means of the established
examples from the compiled folktales from the Turks living in Adakale, Bulgaria, Kosovo
and Macedonia in the Balkans.

Keywords: Folktale, Balkan, dream, symbol, subconscious.
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MARCEL PROUST AND ZEN-BUDDHISM
(What is Satori and why is Proust Buddhists?)

Abstract: In order to be able to understand the Proust's search for lost time, firstly
we need to explain the basic terms closely connected to this, according to many, the best
novel of all times that altruistically offers the humanity recipe for happy life philosophy. To
understand Proust's concept of time, at the same time means to possess basic knowledge in
many natural science, primarily in physics (quantum physics and theory of chaos), but also
in philosophy and history. To be able to understand how this Zen Buddhism can be connect
with one of the world's greatest writer, Marcel Proust, we must first explain the concepts of
Zen Buddhism and its highest goal-Satori, and then we must also deal with Bergson's
interpretation of time and "memory", Russian school of formalism, contemporary self
psychology, and it is also inevitable to mention the Celtic mythology, all with the goal better
to understand Proust as a writer who can really change our lives. Proust, himself, could be
perceived as an excellent self-psychologist, because his huge novel In Search of Lost Time
can be seen as a contemporary form of self-psychoanalysis, in whose centre of interests is a
conflict between I (Marcel as narrator) and Not-I (Marcel as the hero, through the time
mirrors). Self psychology is the first scientifically proven theory that connects a sense of
identity (self) as non-duality (Unity) between I and Other. While I and Other seemingly
create conflict situation, they still make a meaningful whole in which I and Other are
defined, complementary and creating each other. He seems to be trying to cross the invisible
furrow between " this " and " that " world, i.e., he if trying to achieve their unity, what he has
certainly succeeded at that moment when he again found the lost time, and recipients of this,
his, timeless novel offers teleporter to another and nicer dimensions of living.

Keywords: Zen Buddhism, Satori, time, Celts, quantum physics, relativity theory,
chaos theory, Satori and self - psychology, Russian formalism, French post-structuralism.

1. Introduction or metaphysics of time or memory through historical

points of view

Starting point in the search for the lost time in any case must be a
deconstruction of known stereotype Latin saying ‘Historia magistra vitae est’, taken
from Cicero's De Oratore, popularised by American-Spanish philosopher George
Santayan at the end of the 19th and the beginning of the 20th century. According to
Santayan, who was de facto under influence of old Roman linear historiography
school, all who do not remember history are in danger to have that history repeated,
however, this simple cyclical concept of time is above all superficial, since life and
life course through time are always more complex than our thoughts about it and its
ways, therefore such positive thesis of time soon face huge critics from both
scientific and philosophic points. If we start from the fact that formal historical
remembering can be compared to big intellectually-cultural monopoly (history from
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above) where only events to remember are those that were, according to ‘sacrosanct
historical minds’ exceptionally significant for pulling of linear links in cyclical
historical development, then it be must be clear to us that such position is extremely
discriminating and segregating because everything else which was not marked as
important (history from above) by the ‘authorities’ in time becomes forgotten and
stays forgotten in some unreachable dimensions of time. Different and opposed
aspect in philosophical concept of time and history was popularised by an American
philosopher Susanne Langer, who fights against such positivistic approach and
draws necessary parallels between history and natural, so called, exact sciences. If
we relate history with natural sciences, it must not be records of past events, but it
must be the one that made the logic of happenings in the past. Newton, who is often
called the father of modern science, sets up, elaborated methodological system
inside physics, which later expands to other sciences, even to social ones, and
according to which one all phenomena in the external world must have a
materialistic cause. Consequently, all phenomena necessarily have some measurable
force or fields of energy whose interaction with the physical object is a cause of the
phenomenon. Based on such determinism, it had been believed that the mind had a
materialistic cause. The mind is presented as epiphenomenon which is defined as a
secondary impact of chemical and electrical processes, which continually go on in
the human brain. Hence, it is simply a by-product of the physical brain and it has
not got any cause in itself, due to the fact that without interaction with the physical
object, it actually does not exist. Premise of physics, as methodological authority,
until Einstein’s theory of relativity, is a causal determinism. That means, as
presumed, study and determination of nature must be done in the same way as study
of machines functioning. As a banal example, we can cite studies of the clock
ticking. What we need to do is research every cog individually and we will finally
understand the system of work of the whole clock. Such approach could be marked
as structuralist’s approach which was popularised by Swiss linguist Ferdinand de
Saussure, according to him, in scientific research the most important set of relations
is between the elements inside a closed system.

This ode to the absolutist system in science was finally broken when in
1905. Albert Einstein had changed dogmatic point of view of that type. The
introduction of his special theory of relativity proved that Newton's laws of physics
are not and could not be stationary. Unlike that, they are the necessary relative in
relation to an observer and observed and dependable of difference in speed between
the observer and the observed object, the space either starts to shrink or spread, and
the time starts to slow down or accelerate. The strict objectivity of physical reality,
which is a premise of Newton’s physics, is sustainable, if relativistic elements are
taken into the game between the observer and the observed. Space and time could
not be observed as two separate things, but as one united thing, which was named
by Einstein a continuum space-time. Theory of relativity has established dominance
of locality, which assumes the necessity of all physical phenomenon conduction in
limited time and space. Remote activities need time for travelling through space
because there is no material object or force that can get ahead of light speed. Except
Einstein, founder of quantum physics Max Planck and physicians who continued his
work contributed in crushing of absolute determinism which was in force in the
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scientific system. The main quantum physics postulates proved that on the level of
subatomic particles, nature stops benign causalistic and deterministic. Quantum
physics proved, that it assumption was inaccurate for elementary particles, on a
microcosmic level. As soon as the man managed to reach the level of study on a
microcosmic level, it became clear that nature started to act unclearly and is not in
any way deterministically and systematically determined. Up-to-then absolute
certainty about exact state and characteristics of particles is no longer definable but
is an only possible calculation in terms of statistical expectancy. With these abrupt
dislocation of the point of view and crushing of taboo determinism in physics as an
exact science, a concept of time assumption is changed in natural sciences as well
and methodological approach in general. French poststructuralists, principally Jean-
Francois Lyotard and Gills Deleuze successfully carried out deconstruction of the
notion of the mythic directionality of the modern European history. Lyotard
believed that postmodern state shall completely include a different concept of the
world and the man. In that postmodern state, everything that was inherited must be
examined again, even if it was inherited yesterday, it has submitted under our
suspicion. According to poststructuralistic settings history is neither linear nor
cyclical, because there are processes in history that go back, the time does not go
ahead but it reverses. Consequently, the history shall specifically deal with the
retrospective process of time course, which is no longer included in the
spatiotemporal duality. Interpretation of quantum physics, which was proposed by
Niels Bohr, says that the act of conscious observation of the observer causes
collapsing of quantum wave, which would mean the opening of quantum
superposition of all possibilities. Hence, according to the main postulates of such
defining of the quantum physics, physical reality is strictly subjective. In such way,
the observer necessarily plays an active role in what nature manifests. In
metaphysical quantum spaces of subatomic particles, he becomes co-creator of his
own reality!

The Einstein's continuum of spatio-temporal which enabled idea of quantum
teleportation, which represents technique of dematerialization of the matter, in one
location and 'faxing', namely, electronic transmission to quantum state on the other
location, in order to be materialised there. The theory of chaos continues to explain,
that in seemingly completely random events, there is some unreachable order on the
deeper level. Examples of random events with a chaotic order are irregular dripping
of water from a tap or crystallisation of snow in snowflakes shape. Even though the
sequences of drops, which fall from the tap, are completely unpredictable in the
chaos theory, there is still deeper order, a pattern that shall be recognised. All
snowflakes are similar, but they are not identical and it is impossible to predict how
they will look like after crystallisation, which is a theory that there are not two same
snowflakes. One of the favourite examples often stated in the theory of chaos is
butterfly's waft that can cause a storm on completely opposite side of the planet.
The crash of dialectic unity in existence between space and time is exactly what
enabled Proust to find his lost time which he managed to reach through completely
random events, a theory of chaos, which was used as teleporter, quantum physics,
and his consciousness to some other time dimensions and enabled him to find his
happiness.
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2. Proust's metaphysics of time or memory through Satori, as the

highest goal of Zen Buddhism

Studying more accurately Proust's metaphysics of time, we had to wonder,
is it not consideration of I into Not-I, exactly the solution of that paradox (koin) that
sets Zen Buddhism. To be able to understand how this Zen Buddhism can be
connected to one of the world's greatest writer, Marcel Proust, we must first explain
the concepts of Zen Buddhism and its highest goal - Satori, and then deal with
Bergson's interpretation of time and "memory", Russian school of formalism,
contemporary self- psychology, it is inevitable to mention the Celtic mythology, all
with the goal to better understand Proust as a writer who can really change our
lives.

To be able to understand how this Zen Buddhism can be connected to one
of the world's greatest writer, Marcel Proust, we must first explain the concepts of
Zen Buddhism with the goal to better understand Proust as a writer who can really
change our lives.

The word Zen, besides the fact that it indicates the name of the Buddhism
school, it also pointes the purpose of its efforts, so it is often used in the meaning of
revival and the ultimate truth or true nature. The best explanation of the Buddhist
Zen teachings can be found in the etymological sense of the word, so in Sanskrit
this doctrine is called the Dharma, and the Chinese Chd, but the both words literally
translated mean - "the way things are".

So, Buddhism, the simplest can be defined as a method of life that enables
us to see things the way the way they really are, here and now. From these
conclusions it can be said that the starting point in Buddhism is the mind, because it
is a driving base from which everything arises. The mind is always and the mind
forever, it was not born, and it cannot die, and the body, thoughts and feelings
appear, change and disappear again, revolve in cyclic circuits. The mind alone, as
an open, clean and limitless space, cannot be hurt or damaged. So when the Buddha
attained liberation, he realized that he was no longer a victim of the passage of time,
pain and death, because he was no longer that consumed-body which can be in
trouble, nor was he a variable set of thoughts and feelings that can change and
disappear - instead he was radiant individual consciousness that exists side by side
with the cosmic consciousness. Buddha transferred path that lead to enlightenment-
Satori, and the final realization of this path is the awareness that there is no
separation between space and energy at any time or space-Nirvana.

Zen Buddhism rejects any dogma and everyone must alone, in their own
way find his Satori that is peculiar to him alone.

"There is no Buddha, no Buddha, we are all Buddhas"... are the words of a
monk, that is the simplest way to explain the essence of Zen Buddhism and its
individual Satorical way in that universal.

This is the teaching, learning of happiness and because of its proven ability
to transform those who practice it, some people consider Buddhism as some kind of
self psychology. It could be said that Buddhism starts where psychology ends. If we
can come to a state of Zen Buddhists call Satori, a state of absolute awareness and
tranquillity of the mind and emotions, then all we will all do, we will do perfect.
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The act himself brings fulfilment. So, we do not need to act in order to be happy,
but we should be happy because we operate, and the consequence is that the world
is not there to fulfil us, but we are here to fulfil the world. There is no past or future,
but there is also no present, because if we say now’, that 'now' 'is already past, time
is one thing, it is not divisible and transitory component and it cannot be subject to
the western definition of transiency and divisibility.

“..the memory of a particular image is but regret for a
particular moment...”. (Proust, 1972).

“We believe that we can change the things around us in
accordance with our desires—we believe it because otherwise we
can see no favourable outcome. We do not think of the outcome
which generally comes to pass and is also favourable: we do not
succeed in changing things in accordance with our desires, but
gradually our desires change. The situation that we hoped to
change because it was intolerable becomes unimportant to us.
We have failed to surmount the obstacle, as we were absolutely
determined to do, but life has taken us round it, led us beyond it,
and then if we turn round to gaze into the distance of the past, we

can barely see it, so imperceptible has it become”. (Proust,
1972).

The theory of self psychology was designed by Heinz Kohut at the end of
the twentieth century, and it occurs as a logical development of the theory of Id and
Ego psychology. Self psychology belongs in a group of so called intersubjective
theories that see the meaning of existence in the synthesis of us and others.

Proust himself, could be perceived as an excellent self-psychologist,
because his huge novel In Search of Lost Time can be seen as a contemporary form
of self psychoanalyse in whose centre is interest of conflict between I (Marcel as
narrator) and Not-I (Marcel as the hero, the through the time mirrors). Self
psychology is the first scientifically proven theory that connects a sense of identity
(self) as non-duality (Unity) between I and Other. While I and Other seemingly
create conflict situation, they still make a meaningful whole in which I and Other
are defined, complementary and creating each other. According to Zen Buddhism,
to reach a state of unity (Satori), means to solve the above mentioned paradox, ie. a
situation where apparently there is only one solution.

“The bonds between ourselves and another person exists only in
our minds. Memory as it grows fainter loosens them, and
notwithstanding the illusion by which we want to be duped and
which, out of love, friendship, politeness, deference, duty, we
dupe other people, we exist alone. Man is the creature who
cannot escape from himself, who knows other people only in

himself, and when he asserts the contrary, he is lying”. (Proust,
1972).
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“I felt myself still reliving a past which was no longer anything
morve than the history of another person”. (Proust, 1972).

To put it simply, in the Proust novel, there is always a double optics: the
awareness of the narrator, never fixed, evolves in time as an entity; at the same
time, a(u)ctor often explicitly denies any continuity of self-awareness and identity
apart from being enrooted in the body. In that work past and present time are
intertwined, and also the two of consciousness are refracted.

This is what leads many to proclaim Proust's spiritual affinity with oriental,
to Zen Buddhist metaphysics. Because of this conception of his grandiose novel and
the message he gives to us, Proust may be named as a writer who offers us a way to
make our life more happy, how to find consolation for the sufferings of this world.
He does not offer any mystical solutions to the path to happiness in the sense of
western mysticism, but as a wise philosopher oriental philosopher offers a method
how to perfect observation of the world around them. Proust offers us the mysticism
of the East and Zen Buddhism, in which happiness is not a fairy tale, but the
happiness in the fact that one experiences the open horizons of their consciousness.

C.G. Jung's way of finding non-duality / unity / satori defined by the
sentence: "A man should renounce his own ego to gain their ownself".

So, this sublime state of enlightenment / satori is the only way by which we
can win our own narcissism and self-centredness, and to feel our own spirit itself in
the cosmos itself...

Practically, it all comes down to discovery of a new world, which has so far
remained unnoticed due to confusion of spirit being brought up in the dualism. In
the Buddhist phraseology dualism is called illusion (maya) born of reasoning (tarka)
and errors (vikalpa).

According to this theory, which is beautifully presented by one of the most
famous interpreter of Zen Buddhism D.T. Suzuki, we do not see the world the way
it really is, every single thing and being in this world is covered with opaque veils
imposed by our unenlightened mind, so this obscures out view of the truth. Zen is
just instructions on how to reach enlightenment, satori and to know ourselves in the
world as it really is, but from each one of us depends whether we will experience it
or not. Satori is the closest individual experience and therefore, it cannot even be
describe, nor explain in any way, so that its importance is not impaired.

"When from a long-distant past nothing subsists, after the people
are dead, after the things are broken and scattered, still, alone,
more fragile, but with more vitality, more unsubstantial, more
persistent, more faithful, the smell and taste of things remain
poised a long time, like souls, ready to remind us, waiting and
hoping for their moment, amid the ruins of all the rest; and bear
unfaltering, in the tiny and almost impalpable drop of their
essence, the vast structure of recollection. (Proust, 1972).

And once again I had recognized the taste of the crumb of
madeleine soaked in her decoction of lime-flowers which my aunt
used to give me (although I did not yet know and must long
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postpone the discovery of why this memory made me so happy),
immediately the old gray house upon the street, where her room
was, rose up like the scenery of a theater". (Proust, 1972).

One of the most quoted and most famous passages from the Proust's giant
novel certainly is an anthology sipping tea from lime tree in which madeleine
cookie is dipped:

"So soon mechanically I took a teaspoon of tee to my lips, in which
I have put a piece of madeleine to soften. I was depressed and
exhausted from this dreary morning and perspective sad future.
But in the very moment when a sip tea, mixed with the crumbs of
cake, touched my palate, I trembled, bringing attention to
something extraordinary that happened to me. It overwhelmed
me a wonderful enjoyment that appeared without any connection
to anything around me, but I did not know the cause of it. Right
then my life's troubles became indifferent, its taxes harmless, and
its brevity illusory. It was like when a man is drunk of love,
which also fills the precious content, or more precisely, the
content was not in me, it was identical with me. I stopped feeling
bad, helpless, mortal". (Proust, 1972).

And the most ignorant man of Zen Buddhism here necessarily has to ask, is
not this Prost's Satori? However, we can drink litres and litres of linden tea and eat
countless more mythical French madeleine cookies, without experiencing anything,
except the pleasure of taste.

The most beautiful bizarre example illustrates how satori given to
individual as a path to universal.

"And again, you and I sip a cup of tea. Just doing this is
obviously similar, but who can tell how much is in the subjective
sense a wide gap between you and me? In your drinking there
may not be zen, while mine is packed full of it". (Proust, 1972).

At first glance we might think that these sentences are arising from
cynically smiling Proust's mouth, while we have for so many times read about how
Proust was drinking tea with cookies and we have tried to feel what he feels, but
sadly we were wrong. The quotation is torn away from the essay About satori-
revelation of a new truth in Zen Buddhism, whose author is already mentioned, i.e.
Japanese interpreter of Zen Buddhism D.T. Suzuki.

So, as much as I write the words and tried to explain to them what it is
satori and what Proust felt while drinking tea and munching cookies, we must
realize that we waste time and words, because satori is not a category that can be
expressed, it can only be experienced. We can state with certainty that only those
who attain satori, everything around them is seen from a new, previously unknown
perspective, ie. for those who attain satori world is changing...
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What is particularly interesting is that Proust his satori experiences just in
the ritual of drinking tea, because it is the world's well-known Buddhist tea
ceremony- Chanoyu, whose goal and purpose is that through hard physical work,
focus and endless repetition, The Mind is released from the discipline of the body
and starts smoothly to acknowledge itself. The tradition says that the soul of tea
ceremony emphasizes the spirit of "wabi", the desire to be simple in material sense
and spiritually free as well as to achieve a fulfilled personality. So, this Japanese tea
ceremony is only a strictly planned ritual that is offered as one of the possible ways
to achieve satori.

In order to understand how Proust can change our lives and how his art of
living can make us happier, we necessarily have to remember one scene in his cult
novel, and this is a scene when he is almost hit by the car and he got stuck to the
uneven tile sidewalks and nearly suffers an injury. Instead of feeling fear for his
life, he feels happiness and bliss; he remembers how thirty years ago also got stuck
to the pavement when he was in Venice with my parents. He feels no pain, no fear
and anxiety, but on the contrary, by memories of happy moments from the past, he
reduces the possibility of feeling unhappy event as a tragic situation.

" ...the driver's cry left me just enough time to get away to the
side, and so I backed off and I stumbled on a pretty bad hewn
boards ..... but, at the moment when I stood up and laid my leg on
the plate which was slightly lower than the previous, all my
discouragement was gone and that same happiness when I was in
different periods of life looking down the avenue that I did known
where I was in a carriage rides around Balbec, view of the spires
Martinville, taste madeleine soaked in tea, so many other
impressions [ talked about have kept coming to me... all worries
about the future and all intellectual doubt were scattered.... it
was Venice...”. (Proust, 1972).

Prompted by these findings, a known Swiss author Alain de Botton has
launched a book called How Proust Can Change Your Life. Maybe this book is
naive at first sight and it is nothing more than a cheap self-help books in the sea
such commercial literature, but de Botton has clearly understood the power of
encouragement which Proust offers, and encourages us to surrender. On the cover
of this book it says: As for medicine there is no use of it if it does not terminates the
physical pain, so is the philosophy useless if it does not dispel the suffering of the
mind. (Botton, 1992).

With the concept of satori, the Buddhist term tun-suddenness is connected,
because satori comes to a man suddenly and presents the experience of a moment,
because if not sudden it is not satori. So, what we can say for sure about satori is
that this is a moment when the mind is currently empty, when you break free of all
inflows anything that comes out of it, and when it is in its full power. Because of its
characteristics of immediacy, satori is often symbolically compared: the moment
when the bottom of the barrel full of water falls off, with the moment when the
ulcer breaks out, or the moment of a thunderstorm at night. It is, therefore, a
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moment in which the individual realizes consciousness and after the death of an
individual's remains it exists in conformity with the universal cosmic consciousness.

How Zen way is interesting and curious bears testimony to the fact that the
ancient Zen masters explain some things that only recently modern quantum physics
take into consideration and that has demonstrated what is one of the basic tenets of
zen- particles can exist and not exist at the same time . Modern physics also no
longer separates the observer and the observed, but they form a complete system.
To accept such a paradox, it is necessary to give up the illusion that there is only
one solution to the problem. This would mean that the relationship I - the second
one should come out of themselves in the direction of the second.

It is often said that the main character of the Proust's novel is Time. His
conception of time is definitely under the influence of Bergson's philosophy of
intuitionism, because on this base, he finds a way out of hopeless futility and
transience of life in the discovery of the fact that human subconscious stores inside
all impressions, and seemingly lost time is stored in a kind of non-volatile memory
and it is available in an unconscious segment of the Being. However, the past tense
is forever dead, and even numb, but it can summon the level of awareness and
expression involuntary, sensory memory of the body, which remembers not only the
events but also the past impulses and emotions.

The time is recorded in terms similar to the theories of Henri Bergson in
constant change, so that the events of the past and the present have the same reality.
Bergson believes that we must turn to the immediate givens of consciousness: the
time is not something like a point, but it is continuous and denture, composed of
dimensions: past, present and future.

In reviewing the facts of consciousness, we see that they are not
homogenous but that consciousness consists of heterogeneous interconnect
pervasive moments that constitute each duration. The time is therefore succession of
permanent awareness and is essentially the duration of the process is constantly
enriching and it is indivisible.

“Only, we must allow time. But our demands as far as time is
concerned are no less exorbitant than those which the heart
requires in order to change. For one thing, time is the very thing
that we are least willing to allow, for our suffering is acute and we
are anxious to see it brought to an end. And then, too, the time
which the other heart will need in order to change will have been
spent by our own heart in changing itself too, so that when the
goal we had set ourselves becomes attainable it will have ceased
to be our goal. Besides, the very idea that it will be attainable, that
there is no happiness that, when it has ceased to be a happiness
for us, we cannot ultimately attain, contains an element, but only
an element, of truth. It falls to us when we have grown indifferent
to it. But the very fact of our indifference will have made us less
exacting, and enabled us in retrospect to feel convinced that it
would have delighted us had it come at a time when perhaps it
would have seemed to us miserably inadequate”. (Proust, 1972).
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Double view of storytelling consists of emotions (which can be seen as
those Bergson immediate givens of consciousness that represent memory)
inexperienced main character and intelligence mature narrator, who seamlessly
alternate. But the difference between them is not only the experience but also the
fact that the narrator is aware of his mission and the meaning of life, which reveals
in writing: his lifelong failure does not lead to question the value of life. The poet
and modern existential metaphysician Proust affirm life-although not by the saying:
" Life does not exist in order for one day to become a picture or a book; it is itself
the greatest art, a sort of masterpiece".

Proust's novel has a circular construction and must be considered in the
light of revelation by which it ends. The author re-establishes the timeless values of
the found time again, as his topic was salvation. In the beginning, there were first
and last book written, providing a framework in which other parts were placed. The
composition is very complex, because they are all interconnected novels, mainly by
characters. In this comprehensive work, Proust tries to answer the question where
the past time goes and if it can be found again and revived. The author understands
the concept of time as a relatively - the time is considered as a dynamic category,
but it is focused on the dynamics of backwards, to the past, and this is achieved by
retrospective narrative from memory in the first person. This leads to the crucial
point for Proust: individual experience is relevant only if it becomes evident
through something general.

By Bergson, duration except of the givens of consciousness characterizes all
reality - reality does not have as the highest principle Being, but the last principle of
the whole of reality of the life, ELAN VITAL-creative evolution. The only method
by which we can achieve creative evolution must be a method of intuition that links
instinct and intellect.

Is it not exactly Proust who found his ELAN VITAL in writing of his great
novel? It follows that the principle of Proust using the understanding of time based
on Bergson foundation reaches the highest principle of the whole of reality and he
also reaches a creative evolution.

However, his creative evolution can be seen as a defence mechanism
against death itself, because it is not just art, writing, what Proust used as his fight
with passing of life? Even Proust in the last volume of his novel compared himself
to Scheherazade, the mythical storyteller and wonders whether he will successfully
finish his masterpiece. Is it not exactly using the memory of Bergson's type, where
the hidden is past time, neglecting the present but also the future is the way to
eternity, is it not consideration of I into Not- I, exactly the solution of that paradox
(koin) that sets Zen Buddhism.

Viktor Shklovsky, one of the most important representatives of Russian
formalism, has an interesting theory that art is one teleporter whose task is to free
the human mind and that it teleports all its capacities, but without the famous
"censorship" function, which the human mind needs to survive in the world around.
Accordingly, the art has the function which Proust gives, it is the way to the true
revelation of the world around us, as it really is. So art can be understood as well as
satori, it is removing those opaque veils form things in the world around us, which
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we cannot see for what they are in themselves, because it prevents our dualistic
lulled mind. According to Russian formalist art should shock us, so that we could
see things as they are in themselves, and that is precisely the 'tun' which is one of
the basic features of satori, its shocking immediacy, which shocks us by the
enlightenment. This process Skolovski calles "defamiliarization" (detection of
known things), and Makarovsky "deautomatization* (because the brain reduced to
twenty percent of the functioning capacity considers people being the machines).

3. Conclusion: Finding lost time

Besides the basic Zen Buddhist settings which can be found in Proust's
work, we can see that he carefully nurtured and old Celtic belief of the immortality
of the soul and reappearance of soul.

"I highly praise the Celtic belief that the souls of those we have
lost are trapped in a lower being, in any animal, plant or
inanimate object, and so really lost until the day which for many
never dawns, when it happens that we are bypassing a tree, to
come into possession of an object that is their prison. Then they
tremble, call us and as soon as we recognize them, the magic is
gone. We have freed them, they have defeated death, and they
come back again and live with us *. (Proust, 1972).

In this section we can see that Prost in terms of life and death highlights the
Celtic belief, which is in many ways similar to the Buddhist belief about moving
and eternity of the soul. After the Celtic belief the man is not only material, but has
a soul, so everything in nature is alive and everything has a soul; imbued with the
forces and energies, inhabited by the visible and invisible beings. Temples of Celts
were sacred groves or forest clearings. They considered that whose temple is
cosmos and nature should not dwell in the house of men. In nature, the outdoors,
man is nearest to God. In these places we can sometimes find "entrance" in "another
world". Holy or heavenly forest clearing ("nemeton") is the meeting of the divine
and the human world. Nemeton is also the centre of the world in miniature. Each
nemeton and omphalos is the axis of the world because the tree where the roots are
in the soil, and the tip is touching the sky, is the mediator and the connection
between these two worlds. ("central plains"). The famous Celtic proverb that "they
they are only afraid that the sky will fall on your heads" shows how they felt
directly responsible for their actions, which, ultimately may affect the natural laws
and disrupt the cosmic order.

Perhaps because of this Proust novel is riddled with beautiful descriptions
of the nature, and his interaction with nature. It seems to be trying to cross the
invisible furrow between "this" and "that" world, ie. trying to achieve their unity,
which is certainly succeeded at that moment when he found the lost time again.
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Kartepuna IlerpoBcka-Ky3manoBa

YVJIOI'ATA HA JUMHUTAP U KOHCTAHTUH MWIAJIUHOBLOU
BO PA3BOJOT HA MAKEJOHCKATA ®OJIKJIOPUCTUKA

Ancrpakr: CoGupaukara J1ejHOCT U CBECTa 32 HAPOJHHUOT jasHK U OUT ce OCHOBHTE
Bp3 KOHM ce rpaay marhopMaTa 3a OIBHBAKHETO HA HAIMOHANHO-KYJITypHaTa npepoaba He
camo Bo Makenonuja Tyky u mupym EBpona. Ha Taa nunwmja ce nBuxu u paborata Ha
Opakara MWIaguHOBIM BO OIHOC Ha COOHMpameTO M IyOIUKYBAamETO Ha (POIKIOPHHOT
Mmarepyujan. HecomMHeHO, oBa HECHOpPEMIMBO AENO0 Ha MaKeJOHCKAaTa HapoAHA YMETHOCT
OIMIrpyBa BOHPEAHO 3a0elexinBa npepojoeHcka (GyHKIMja BO MakeJoHCKaTa Kyiarypa. Bo
TOOUHHUTE 1O 00jaByBameTo Ha 300pHUKOT TojeM Opoj aBTOpW 3amodyHaa co cobupame u
o0jaByBame Ha (onknopuu martepujanu: I1. 3orpadceku, P. XKunsudos, I'. IIpnmuyer u K.
[TankapeB. Bo 0B0j KOHTEKCT MOXe Jia ce Kaxe Jieka coOMpavkaTta AjHOCT Ha HApOTHOTO
MOETCKO TBOPEUITBO IPETCTaByBa MOIIHE 3HAuajHa IOjaBa 3a HAIIMOHAIHHOT pa3Boj BO
MOBEKETO KYITYpHHU cpeauHu. Bo MakenoHuja, Kako U BO MOBEKETO CIOBEHCKH CPEIMHH,
JONHUPOT €O (OJKIOPOT BO UCTO BpeMe MpETCTaByBa OHA INTO OJ] ACHENIHA MEepCIeKTHBA
MOXe J1a ce Hapeue adupmMaliija Ha COTICTBEHATa Hallkja, a CO Toa rmoMara Jia ce OTKpHUjaT
HOBU PH3HHUIIM Ha )KMBOTOT M Ha YMETHOCTa U J1a ce pa30yqu HAlMOHAHATa CBECT. 3aToa
BeJIMME JeKka o] Opakara MuIaauHOBIM HE CME TI'M HACJICAMJIEC CaMO TEKCTOBHTE H
Ipa3HyBamaTa TyKy W HJIEUTe KOM C€ OJf CYIITHHCKO 3Hauemhe 3a pa3BOjoT Ha
(bonknopucTukara.

Kayunn 360poBu: npepooba, npoceemua Oejuocm, oaxiop, goaxiopucmuxa,
300pHUK.

Bo cpennnara Ha XIX Bek pa3BojoT Ha COIMjaTHO-EKOHOMCKHTE yCIIOBU BO
MakeioHHja 0BO3MOXYBaaT GopMUpame Ha MOKOMITAKTHA TparaHcka cpeluHa Koja
MOKa)XKyBa MHTEPEC 3a 3alBPCTyBame€ Ha CBOjaTa IMOJI0k0a HAa OMNIITECTBEH U Ha
KyJnTypeH miaH. [lapanerHo co mpoMeHaTa Ha COIHMjaTHO-CKOHOMCKHTE YCIOBH CE
3acWilyBa M MakeJOHCKaTa npepojda BO KOja, HECOMHEHO, TOJIeM YIell MMaaT U
PO/10JbyOMBUTE YUYUTEIM KOM OMJie MOKEH U €BUJCHTCH (JAKTOp 32 HAIIMOHATHOTO
Oyaewme Ha MakenoHIIMTE BO OBOj Iepuoja. Toa OBO3MOXKYBa I0jaBa Ha HHU3a
WCTaKHATH M BIIMjaTeHH WHIUBUAYW CO 3HA4YajHA HAIMOHAIHA Mpepoa0eHCKa
nejuoct. Bo oBaa cmucia ¢ 3HauajHa yjorata Ha Opakara Jlumutpuja wu
Koncrantina MutaquHOBIM KaKo JIejIId KOW CO CBOjaTa akTUBHOCT MOMaraat Jia ce
OTKpHjaT HOBU 0OraTcTBa Ha HAPOJHUOT JyX CO CBPTYBAHETO HA BHUMAHUETO KOH
HApOJHOTO TBOPEIITBO, KAKO CHJICH MOTTHUK 3a OyEHETO Ha HAIIMOHATHATA CBECT.

CobupaukaTa A€JHOCT U CBECTA 32 HAPOJHUOT ja3uK U OUT ce OCHOBHTE B3
KOM ce rpajy miardopmara 3a 0JIBUBAKHETO HA HAIMOHATHO-KYJITYpHATa Mpepoada,
He camMo Bo Makenonuja Tyky W mupyMm EBpoma. CoOupameTo Ha HapOIHHUTE
YMOTBOpOU MpepoAOEHUIIUTE TO CMETalle 3a ,,BAXKHO OpYXje 3a CO3[aBambETO Ha
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HanmoHanmHarta Kyntypa“. (Ilemynummckm, 1988, crp. 141). Bo 0BOj KOHTEKCT,
IpeaMeT Ha TpyNoT ke Oupae yiorara Ha Opakara MuiaJuHOBLU BO Pa3BOjoT Ha
(dhonknopuctukara Bo Makenonuja. HuBHara nejHOCT, BO OBaa Hacoka, MOXe Ja ce
corjesia o]l MOBEKe acmeKkTH: 1. Kako BJIMjaHWE BP3 JAPYTHU JEjIU KOU MCTO TaKa CO
rojeMa xap ce BJajJe BO 3alullyBakbe Ha (OJKIOPHUTE MaTepujanu; 2.
kinacuuKanujaTa Ha MaTepUjaInuTe MTO MOAONHA T 00jaBUie BO ,,300pHHUKOT... ;
3. npearoBopoT mTo KOHCTaHTWH ro TMUINYBa 3a W3JaHHETO Ha 300PHUKOT CO
HapOIHU yMOTBOpOH, a MpeTcTaByBa elleH OJ NMPBUTE M Haj3HA4ajHU MPUIO3HU BO
MaKeJIOHCKaTa (hOJIKIOPHCTHKA.

dakr e peka npBuoT MaxkenoHen Koj ce 3adaTui co cobupame Ha
MOETCKOTO TBOPEIITBO HA CBOJOT Hapo OWJ HajcTapuoT oJ Opakara MujiainHOBIU
— Jlumutpuja, KOj CO CBOjaTa JCJHOCT CEKAKO € HajHCTAKHATHOT MPOTArOHUCT Ha
HamaTta npepoxba. buorpadujata va . MunanuHoB 300pyBa 3a €IHO HEYMOPHO
YYUTENICTBYBaKkE BO 1leJla HU3a HAa MAaKEIOHCKU TPalloBH, 0e3 Koe ce He3aMHCIHBH
MPBUTE TIOCMEITH YEKOPH U MPBUTE TOKPYITHU IJI0JI0BU Ha MpepodaTa. 3a Heropara
npepon0OeHcKa W coOupadka JejHOCT TMpecyaHa € u cpeabata co Buxrtop
I'puroposuu Bo 1845 roguna. Toa e MHror kKora Kaj HEro ce jaByBa CBecTa 3a
3HauCHETO Ha (ONKIOPOT M HEroBoTo Oenexeme. Mnejata 3a oOjaByBame Ha
300pHHUK CO IIECHUTE LITO 'M coOupaj, a co Toa U NOWHTEH3UBHATa paboTa Ha Toa
noje, ocobeHo ja mobwn mpu nocerara Ha bocHa, Xepuerosuna u CpOwuja, xazme
IITO, HAjBEPOjaTHO, CE 3aM03Hal co 300pHHUKOT Ha Kapanuk u Moxxen ia Tu coryieaa
e(eKkTuTe 0J] HErOBOTO T0jaByBame. Bo cMmucna Ha HeroBaTa paboTa Kako coOupay
Ha HapOJHO TBOPEIITBO, CEKAKO TOJEMO BIIMjaHHE MMAaT U BPCKHUTE IITO TH MMal
co OpOjHM PYCKHU CIIOBEHO(MIN KOM IMOMHTEH3UBHO 3all0YHYBA Jia TH OJpXKyBa IO
1858 romuna. ,Jlumurpuja MunaauHOB Oe€lle MECHjaHCKU MPEAOJpe/eH 3a
BOJICYKATa MO3MIHMja BO MAaKEIOHCKOTO HAIIMOHAIHO-KYJITYPHO MpPEepoadeHCKO
IOBIDKEH-E, JeKa € JMYHOCT OKOJy KOja ce BpPTaT He caMO CHT€ BaKHU UACH H
CllydyBama Ha/ BO MAaKEIOHCKOTO MPEPOIOCHCKO BUKCHE TYKY O0e3MajKy U CHTE
Haj3HAYajHH TPOTArOHUCTH IITO JEjCTByBaaT BO pa3BOJHUTE TMPOLECH Ha
neuxemeTo . (Paquuecku, 2011, ctp. 23).

Toj, ocBeH 1ITO BpeIHO paboTeNn Ha COOUPakETO HAa HAPOJAHU YMOTBOPOU, U
caMMOT OMJI yuuTen Kaj KOTO ce IIKOJyBajle HHM3a HAHU MaKEJOHCKU YUHTEINH:
y4eOHUKapH, IHcaTeNu U cobupayu Ha HapoaHu ymoTBopOu — II. 3orpadceku, I.
IIpanues, K. IMankapeB n K. MwiagnHOB — KOHW ,,[TIOAOLIHA CTaHyBaaT HETOBH
MPUIPYKHUIM BO IpepoadeHckara 6opda M MPOJOKYyBayd HAa HErOBOTO IIEJIO™.
(MojcoBa-Uenumercka, 2011, ctp. 146). 3a HeroBara paboTa Kako y4YuUTeNd U
BJIMjAaHUETO WITO TO UMaJ Bp3 Heropurte yueHuiu 30opysa I'. [Ipander Bo cBojara
»~ABTOOHOTpaduja™: ,,Mely IeceTHI yuuTenu KOU ce pejea 3a BpeMe Ha MOETO
MIKOJTyBamke BO OXpHll, HUEIEH He ce MOKaXXa TOJKY KOPUCEH 3a YUCHHUIUTE KOJIKY
MunanunoB. Toj BO cekoja rmocTanka uManie HelTo MpuBiIeyHo. Pedra My Tedemre
on ycra kako mea. Ctpamnen orad My roperre Bo ounte™. (IIpaudes, 1967, ctp. 49).
Bnujanuero mto Jumurpuja MutaguHOB CO CBOjaTa JISjHOCT U CO 00jaByBameTo
Ha 300pHHMKOT TO U3BpmHI Bp3 Mapko llemeHkoB To HMCKaxkyBa BO CcBojara
»~ABTOOHOTpaduja®, cmerajku ro 300pHUKOT HA MWIAJUHOBIM 32 KHUIa PEYUCH
enaHakBa Ha EBaHrenueTo, WK Kako IITO TOj Benu: ,,Kazad u monampe otu cebdaro
Oeme 3a coOupame HapOAHM MPHKA3HU U Ap. OT MokojHuo JI. MwmiaguH u on

162



THE ROLE OF MILADINOVCI BROTHERS IN THE
DEVELOPMENT FOLKLORISTIC IN MACEDONIA

HETOro COOPHUK IITO MU CTOEHIE JJoMa Kako Gropo Banrenue.... (Llenenkos, 1972,
crp. 133). IloGynure mTo ru mpeau3Buka Jumurtpuja MunanunoB kaj Ky3man
[lankapeB ce NMOKOHKPETHM — THE CE€ BHUIMBH KaKO BO HEroBara COOHMpayka,
y4HTEJICKaTa M BOOMNIITO TNpepoadeHCKaTa JEJHOCT. ,,IpajHOTO, BHUCTHHCKHU
HNEePCHEKTUBHOTO BO MCTOPUCKUTE YHHOBHM HE C€ OJMEpyBa CaMO CO OAIJIACOT Ha
BpEMETO BO KO€ HacTaHyBa. IHTepecoT Ha MOKOJICHHjaTa U BHUIMAHUETO Ha UIHUTE
CYJIHHIIA HE eJHAll Ce MOKaKaie PaMHOAYIIHU WIH KPajHO CYBOMAPHH ClpeMa
30uaHyBamara I[MTO Owie TNPEeMHOTY I[IYMHH BO HHBHOTO HEKOTAIIHO
BpemeTpaecwe. (Mutpes, 1980, ctp. 195). OcBeH mpocBeTHaTa AEJHOCT INTO ja
Bpues uMutpuja MunaguHoB U NpepoIOSHCKUTE UIEH LITO TU IIUPEN OKOJIy cede
3a pa3BOjOT HAa MaKeIOHCKaTa (POIKIOPUCTHKA 0COOEHO € 3Ha4aeH ,,300pHUKOT..." .
Bo namopute 3a HeroBoro obOjaByBame KoHcTaHTMH MunaanHoB uma OpojHH
KOHTAKTH CO PYCKHU M Oyrapcku (OJIKIOPUCTH cO Lel 1a TH Npuaodue 3a NogApIlKa
npu o0jaByBameTo. Bo mepumomor kora MunmaguHOBOM Cce TIOCBETEHH Ha
coOMpameTo Ha yMOTBOPOWTE W HHUBHOTO o0O0jaByBame CE 3acHiyBa TIpYKara
nporaraiia Bo Makenonuja. TokMmy 3aroa THe cMmetane Jeka 300pPHHKOT
MPETCTaByBa MOKHO CPEJCTBO MPOTHB TPYKOTO BIIMjaHUE, a HErOBaTa HaMeHa, Mery
Ipyroro, Ouiaa HacoueHa KOH CJIOBEHCKO OCO3HaBame, a IeJITa 3all03HABABE CO
CHUTE APArolleHOCTH Ha HalllaTa HapoaHa oe3uja.

BpBHUOT n3pa3 Ha Toa [eJI0 U OHA KO OCTaHyBa 3aceKorail € 300pHHUKOT
0]l HapOJHHU IecHU oOjaBeH 3a MpBHaT npex 155 roxuHu, Koj 3Hayelle MHOTY 3a
BpPEMETO Ha CBOjaTa MojaBa, a UCTO TakKa U 3a uaHuTe BpeMuma. (Mutpes 1980, ctp.
236). Muror Ha HETOBOTO O0jaByBame € MpEecBpTHAa TOYKa O]l Koja ,,[IOYHYBa
MOJ3acHIIEHO IpepoadaTa Ha MaK€IOHCKHOT HAapoJ, IOTOrall c¢¢ yITe HEeZOBOJHO
uzpazeHa u pomsjacHera“. (Ilemymumcku, 1988, ctp. 187). Bo omHoc Ha
(ONKIOPUCTHYKHATE CTABOBM WITO JIMMUTpWja WM TH TpEeHECyBa Ha CBOWTE
cnenbenuny, Tpeba Ja ce on0e’eKd HHCHCTHUPAKETO Ha  JOCIETHOTO
CIpOBENyBakbe Ha YHHOT Ha COOMPAamEeTO M 3alHIIyBameTo Ha mecHute. OBa e
0co0eHO 3HAYajHO aKO ce 3eMe BO KOHTEKCTOT Ha BPEMETO BO KOE Ce€ CIIydyBajo —
TOa € BpeMe Kora He caMO BO jY)KHOCJIOBEHCKHOT TYKY U BO OpyruTe (OJKIOPH ce
BpIIAT TIPOYYEHH MUCTH(UKAIMN KOHW T'Y JOBEAyBaaT BO 3a0iyJa W HEKOM YYCHH
tdonkmnopuctu. ,,Bo oBoj omHOCc, MmunaauHOBIM HacTojyBaaT na OujaT KpajHO
PHUTOPO3HH BO IMOTJIE] Ha U3BOPHOCTA U aBTeHTHYHOCTa . (MuTpes, 1980, ctp. 236).
TekcToBUTE 0J] KHUTaTa HAa MUJIaIMHOBIM OWJie CyI0MHA Ha HE3HAjHUIIUTE IITO TH
ucrease, TaKBU ce MOKa)kaje M 3a CUTE LITO ce CTpeMelie KOH MoApyra ciobona:
cynOuHaTa Ha 3eMjaTa MaKeJOHCKa U HapoJAOT Hej3uH. Toa cakaye Jia ro MOCTUTHAT
U OBHE JABajIla cOOMpayy, IeCHUTE 1a OMIAT CBEIONITBO 32 HAPOIOT IITO T MCIIeal.
HuBHHOT 4MH ce MOTBpAYBa BO MpelenuTe Ha MIHUHATA Ipeky 30oposure Ha Jl.
MunaauHOB: ,,Jac ro moceaB ceMeTo, a BUe OUAETE KHUBH Ja TO 0)KHEETe HErOBUOT
mwion . (Mutpes, 1980, ctp. 236).

Axko [Ilumutpuja Oui TPEIBOJAHUKOT BO COOHMpAmETO HAa MaTepHjaliuTe,
KoHcTaHTHH, cCeKako BO (POJIKIOPUCTHYKA CMHUCIIA, TO U3BPIIMI MOTOJIEMHOT €T O
paborute Ha 300pHuKOT. Bo IIpenroBopor Ha 360opaukor K. MunaanHoB OTKpHBa
JIeKka — cTyaupajku Bo MoCKBa Kaj HM3a MCTaKkHaTH Ipodecopu kako mrto ce .
Bycnaes, H. [Tonos, C. ConoBjoB u IpyrH, TOj IPUINYHO C€ 300K CO TOTpeOHNTE
CTpY4YHH, Ipexa c¢, TEOPETCKU 3Haewa Of MOoApadjeTo Ha (DOJIKIOPHCTUKATA KOU
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MHOT'Y My TIOMOTHaJle TIPU PEIAKTHPAHBETO U CHCTEMATH3HPAmhEeTO Ha 300PHHUKOT.
Hemy xako Hy»HO My c€ HaMeTHyBa M300pOT Ha MaTepUjaJIuTe LITO I'M AOOUBA Of
JuMmuTpHja U OO OHWE IITO TH MOHEN co cebe Bo Pycuja, pegakTupameTo, HUBHOTO
CHCTEeMAaTH3Hpamke U MOATOTOBKA 3a mevaT. Cekako JeKa MOKe J1a ce COTIacuMe co
ITonenaxkoBuk kora Benu Jeka padorata Ha KoHCTaHTHH He OWiIa caMO TEXHHYKA.
Toj ocBeH M300p Ha TMECHHUTE BpLICT M HEKOM HHTEPBEHLIUH Ha MaTepHjauTe
criopell IpUMEpOT Ha Apyrure cobmpaunm Ha HaponHu ymorBopOu. (IloneHakoBuK,
1980, ctp. 188).

HecomHeHo, 3HayaeH (ONKIOPUCTHYKH BJIOT BO 300PHHKOT Ha
KoHcranTnHa mpercraByBa KiacuduKalujata Ha necHure. Taa knacudukanuja, u
MOKpaj OIAETHHUTE HEJOCIeJAHOCTH, € CIPOBEICHa BO COOIBETCTBO CO
ABTCHTUYHHOT TIOBOJ HAa HACTaHYBAaWmETO HA TMECHHTE CO HUBHUTE IOOMIITH
KapakTepucTuku. Kiacudukanujata Ha MNECHHTE, KOJKYy M Ja IIOTCeTyBa Ha
mUKITycHaTa pacnpenenda kaj Kapanmk, He e 0e3 M3BeCHH NOCeOHH obenexja.
3a0enexxIMBO € HaNylITameTo Ha IMojendara Ha MEeCHUTE Ha MAIIKd — eTCKH U
KEHCKH — JTUPCKU. TepMUHOT MHUTOJIOIIKU MECHH, KOj € PaclpoCTPaHET BO APYTUTE
CIMYHH 300pHUIM, € 3aMEHeT CO TEPMHUHOT CAMOBHJICKH TIECHH, CO Wl
npubnmKyBambe 10 €JHa [ONpUpogHa ompenenda, T.e. OHaa IPUPOAHA
knacudukanmja 3a Koja ce 3acramyBaar Hekou (oskiopuctu. Bo Toa sexu u
HETOBHOT 0COOCH (DOJIKIOPUCTHYKH TPUAOHEC KOH MOIMPEHHU3HO TpPETHpame Ha
npobieMoT INTO ce oAHecyBa Ha (QonwiopHata Kiacudukanuja. CaMuor
Konctantun Bo IlpenroBopoT ro Benu ciegHoBO: ,,IlecHHBE ce pa3feneHd Ha
CaMOBWJICKH, IIPKOBHH, JYHA4KH, OBYapCKH JKaJbOBHH, CMEIIHU JbyOOBHH,
cBaa0eHM, J1a3apcKM M JKeTBapcku. Ha jyHaukuTe NOTXOZAT CaMOBMJICKHUTE,
PKOBHUTE W OBYAapCcKHUTE, Ha JbyOoBHHTE cuTe Apyru. (o camoBmickure ce
KJIaJICHH TIECHU TI0J] M€ ,,IPYTH CTapu‘‘, BO KOU MOBEKe ce MPEeTCTaBjaT Ja ToBOpar
IpBaTa NTHLUUTE W JAp. XKUBOTHH). Toa pasgeneHHMe BO CTPOI CMHUCI HE €
noBapaeHo™. (MwumaguaoBim, 1983, crp. 10). Bo ogHOC Ha Knacu¢ukanujara mrTo
KoncrantuH ja mnpaBu Bo 300pPHUKOT, HEKOM MCTpaxyBadd, Melry KOH H
[loneHakoBHK, cMeTaar AeKa TPyHHPAmETO Ha MECHUTE € HampaBeHO ,,CTIOpex
MpaKkTHKaTa Ha poMaHTH4YapuTe . BHecyBameTo Ha WAEUTE HAa POMAHTHU3MOT BO
(onKIOpUCTUKATa € BTOPUOT CETMEHT KOj € Bp3aH 3a jAejHocTa Ha JuMutpuja u
Koncrantnn MunaguHoBiu. ,,bpakara MunanuHoBI#, BO MIEECETTUTE TOAUHHU O]
19 Bek, Ha MakelOHCKAaTa JHMTEpaTypa W KyJITypa M TH JOHEJIe HJICHTE Ha
pomanTHuapckata npepoada“ (Jamjanos, 2011, ctp. 140), mTo Moxke fa ce corieaa
BO KYyJTOT KOH HApOJHOTO IOETCKO TBOPELITBO KOj € HEOAMHHIIMB TEOPETCKH
IOCTyJIaT Ha IEePUOAOT HAa POMAHTHU3MOT Kaj €leH Hapon. ,,EneH ox cocraBHUTE
€JIEMEHTH IITO ja KCIOJNHYBa COAPKMHATA Ha OIIITONO3HATOTO KHH)KEBHO-
KYJITYypHO JBHXCHE I[O3HATO Kaj CHTE HApoAM, A W Kaj Hac, MOJA TEPMHHOT
POMaHTH3aM — € BHCOKO H3JUTHATHOT KYJIT Ha HapoJHATa, TPAJAUIUOHATHATA HIIH
yCHaTa KHHXEBHOCT, KyJIT Ha (PONKIOpPOT, OCOOCHO KYNTOT Ha HapoJIHATa IECHa,
KOja pOMaHTHYapUTE ja MporjacyBaaT Kako KpacH HU3pa3 Ha LEIOKYIHUOT
UHTEJEeKTYaJleH, €MOLMOHAJeH M MaTepujajeH >XUBOT Ha HapOJHUTE MacH'.
(ITonenakoBuK, 1969, ctp. 8). PoManTHUapckuTe uaen BO HajrojeM Jen Joaraatr 10
n3pa3 Bo craBoBuTe Ha KoHcTanTMH MunanuHoB HckaxaHu Bo IIpearoBopor Ha
300pHUKOT. DONKIOPUCTUUKUTE CTaBOBU M morjienud Ha KoHcTaHTHHA, OCBEH BO
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IIpearosopot Ha 300PHHUKOT, TH HaOI'aMe M BO HEKOU HETOBHU JOMKCU CO PakoBCKU
BO KOM TOj ja HCKaXyBa KOHIIENIIMjaTa 3a HapoJHAaTa IeCHa Kako Hu3pa3 Ha
HapojHata camobOuTHOCT. Bo efano on mucmara Ha K. MuanguHoB 10 PakoBcku ce
BEJH JeKa ,,[lecHuTe ce aparoneHuja Kiaj o HapOJHUTE YyBCTBA M BjHpaKCHHja™ .
OBaa ompenenba BO TOpa3BUEH BHJA ja cpekaBame u Bo IlpearoBopor Ha
300opHuKOT: ,,HapogHure mecHM ce IOKa3ajka Ha CTENEHOT OJ YMCTBEHOTO
pa3BHUTHE O]l HAPOAOT ¥ OTJIEAANI0 Ha HETOBUOT XMBOT. HapogoT B mecHW u3nuBar
YyBCTBaTa CH, B HUX YBEKOBEYBHT )KMBOTOT MY U JaBHEIIHUTE MYy MOJIBUTH, B HjHX
HaxOJUT AYIICBHA XpaHa W Pa3BJCUCHHUE; 3aT0a B )Kajada U B PajoCT, HA CBaJ0a U
XO0pO, Ha JKETBa U Tpo3jedpame, Ha BE3eHE U IMPeeHe, 10 MoJie 0 TOPH, IIYepo
M3IIMBAT NECHUTE KaKo O] OoraT M3BOP; 3aTOBAa MOXUT Jla CE PEYMT Y€ HAPOJOT je
cexorameH u Benwk nesen’. (MunaauaoBum, 1983, ctp. 10). Bo ananorujara Ha
HapoJHaTa TeCHa, KaK0 BOHPEJEH MOoKa3aTesl Ha HAPOJIHUOT JKUBOT U HA HApOJOT
KaKo BOHPEJIEH TBOPEUKH CO3/aTeN, 3a0€eNekIINB € MPU3BYKOT Ha BJajiejauykara, BO
TOa BpeMe, pOMaHTH4YapcKa TeopHja Bo (hOJIKIOpHCTHKATA KOE, TaK, € ,,[I0Ka3abka™
U 3a OecrnpekopHaTta MH()OPMHPAHOCT HA HAIUOT (OIKIOPUCT CO AOTOTAIIHHUTE
Jocturama Ha (oNkiIopucTuukaTa Hayka. OHa oriefano € coceMa BO JyXOT Ha
JaxoB I'pum, a rmacoBUTE Ha HAPOJUTE BO IECHUTE HUBHHU CE CpeKaBa M Kaj XepJep.
W mpu cute MpoOLEHKH, MPH CUTE TEOPETCKU MOJyJIMpama Ha MOUMOT (HOJIKIIOP,
OCTaHyBa BO CYIITHHA OJpa3 Ha HAPOIHUOT OWUT M HAPOAHUOT CBETOIJICH, IITO
3HauM JIeKa Ka)KaHOTO BO MPEATrOBOPOT Ha 300pHUKOT HE € caMO IOJUTHAT
pomanTuuapcku 3aHec. Ho, Tpeba na ce 3abenexu u gexa Koncrantun MuiaguHoB,
WCKa)XyBajKH TH CBOWTE CTaBOBH, HE 3amara BO 3aMKUTE Ha 3a0iynTe KOHW ce
KapaKTepUCTHYHU 32 POMaHTUYAPUTE U MUOHEPUTE Ha (OIKIOPU3MOT BO OJHOC Ha
CTapoCTa Ha MECHUTE, MPUKA3HUTE, OOMYAUTE U BEpyBamara IITO r'd OTKpuie. Bo
[IpearoBopor T0j Benu: ,,Mely IeCHHTE B HEKOW >KMBO C€ OJpakaBaT TiI0OOKa
CTapuHa CO BEPOBaHMja KOU CE€ OJHOCET ypU M HA MPEIXPUCTUjAHCKU BPEMHHA, a
BO JIpYyTH THE C€ CMEIIHH CO TOHOBH HJCH, W TaKa €JHA YacT OJ[ TMECHUTE
MPHUHAJUICKAT HA CTapH, Jpyrara Ha HOBM BpPEMHHA; a BO JPYIH CE OIJIeJBaT
cTapuHa mox HoBo oOmekno”. (MwmnagunoBuu, 1983, ctp. 10). 3a pasnuka on
pPOMaHTHYapUTE KOW CMETale JieKa MPETXPUCTHjaHCKUTE TPAAHWIIMHA CO BEKOBH CE
MpeHecyBajie HEMPOMEHETH, COCEMa TOYHO 3a0elexKyBa JeKa HapOJHUTE TPaIUuIuU
ce MEHyBaJie CO TEKOT Ha BPEMETO.

On IlpenroBopot ce riiea Aeka TOj BPIIEN CelieKldja Ha MaTepHjajuTe.
Ho, ucro taka, moxxe ma ce kaxe neka KoHcTanTmH MuUIaguHOB Of JIEHEIIHA
rJieJHa TOYKa MMa MPaBHJIEH CTaB KOH BOBEyBamETO HA BapUjaHTH BO 300PHHKOT,
criopel MPUMEPOT M HA JPYrH cOOMpauyW Ha HApOAHH IE€CHHU, Tpes Hero. ,,0n
HEKOJIKY TIeCHH cMe M30panu moxapHaTta. EJIHaKBU MeCHU ce KJIaJleHUu eIHU TaTh
JIBE WK TPpH, Kora o0eTe WJU TPUTE MO MOJPAYUETO WIH COJPKAHUETO UM Ce
spyoonutHU . (MunagunoBum, 1983, crp. 9). Koncrantna MunaguHoB 1o0po T0
M03HAaBaJl HAPOJAHOTO TBOPEIITBO HAa CUTE jYXKHOCIOBEHCKH Hapoau. Toj 3Haen Jeka
Mery TECHUTE OJ COOpPaHMOT MaTepujaJi uMa rojieM Opoj KOU ce OJIMCKH [0
JY’KHOCJIOBEHCKHTE TiecHH on IuKkirycor Ha Mapko Kpane. Bo Ilpearosopor
300pyBa M 3a 3aeHUYKUTE MOTHMBHM CO HEKOW MecHU Ha Bnacute u Ha [prure.
[Ipu3HaBajku ja BpeIHOCTa Ha aBTEHTUYHATA HAPOHA IIECHA HA COCETHUTE HApO/IH,
KoHcranTHH 3a3eMa pe3epBHpaH CTaB ClipeMa OHUE MECHH IITO Ce MPE3eMEHH U
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aNanTUPaHU: ,, M YyXKHTE IECHH, 10 HAPOJHUOT IyX H3PEYCHU, UMaeT CBOHTE
KpacoTH; a Kora IOMHHBAT y Hac 0e3 Jja ce ciejaT co HapOAHHOT JyX Kako TOBa ce
YUHUT BO HOBU MO MOJApPAXKAHHE MPE3EMaHU MECHH, TOTa MPOU3IIETBUT HEIEHNOCT
KOja TOXOJBHUT 70 onBpamnrdaeane’. (MunaguaoBiy, 1983, ctp. 10).

Mery apyrute momatoud ImTO HU ru AaBa KoHcTaHTuH MunaauHoB BO
KpaTKHOT coapikaeH [IpearoBop € u HAYMHOT Ha COOMpAmETO Ha mecHure: ,,CuBe
MOYTH MECHH c€ CIyIIAaHH OJ JKCHH; ceJMara OJf HUX dYacT ce coOpaHH oOj
BOCTOYHUTE, U JPYrUTE OJ] 3amajaHute crapuu... B Ctpyra cine enHa JeBojka HU
Ka3a J0 CTO M TeAeceT NPEKpPacHU MECHH, O] KOU IMOBHKE jyHaykd. Taka U cuTe
MOYTH TIPWICTICKH €/IHa CTapa JXeHa T'M Ka3za. lIpenumiBeemrdeM TOJIKY II€CHH,
MHUCIHUT YOBEK Y€ CE€ UCIIPIIU CETO OOraTcTBO; HO KOra MOMHHBHT BO JIpyra Maxaina,
TaMO Hax0’kKaT MHOTO JPYTH MECHH, Kako o HOB u3Bop“. (MunaguHoBIH, 1983: 7).
Co Toa HM yKaxyBa Ha OOraTCTBOTO 0]l (DOJNIKIIOPHHM MaTepHjalid, HO BOETHO CO
0co0eH (OJKIOPUCTHYKN YCET HH I'O JaBa PETUOHAIHOTO IpHUIarame Ha COOpaHUTe
Matepujanu. Ho, ucTO Taka, HEeMy KaKoO MPUPOJHO HEACTHBH OJ MECHHUTE MY Ce
HaMETHyBaaT M Jpyrure (GOIKIOPHU >KaHPOBH, Ta, HajBEpPOjaTHO, 3aToa KOH
MECHUTE ,,ce MPUKIIAJCHU O0MYan CBaJ0CHU U TOJMHENIHH, CEKaKBU BEPOBAHU]a,
WUTpH, TMOCIOBUIM, TWpEJaHMja, TaTaHKA W CONCTBCHH HApPOJAHH HMHHA".
(MunanunoBuu, 1983, crp. 7). Toj, ucro Taka, € CBECeH JeKa CO TEKCTOBUTE Ha
necHuTe Tpeba a ce o0jaBaT M HOTHH 3amuch. HeCOMHEHO € JieKka TOj ¥ ToceayBall
TaKBM 3allCH, 3a INTO HHM KaxyBa caMuoT BO I[IpenroBopor Ha 300pHHKOT:
»OTPOMHOCTa Ha KHUTaBa HE MO3BOJIM Ja ce medartar (...) IECHUTE CO HOTH .
(MunaguaoBun, 1983, crp. 7). Ha kpajor Moke ma 3akiyduMe JeKa M IOKpaj
nHdopMaTuBHHUTE Oene3u, ,,0B0j KPUTHYKH TEKCT CE€ OJJIMKyBa CO HarjiaceHa
YyBCTBEHa WHTOHUPAHOCT 3a HApOJHHOT OUT, co OucTpu coriendu 3a
CEeH3MOWIMTETOT U AyliaTa Ha HapoAHara roe3uja’. (Tymescku, 2009, ctp. 221).

HecomHeHo, oBa HeCclopeUIMBO 110 Ha MaKeJOHCKAaTa HapOHA YMETHOCT
OJIUIPyBa BOHPEAHO 3a0enexiuBa npepoaoeHcka GyHKIMja Kaj MakeJIoHIUTE BO
TOJMHUTE IITO ClIelyBaa IO HEroBOTO HalleyaTyBame, HO HECIOpEH € U (pakToT
nexka 300pHUKOT Ha MuWIaguHOBOM J0jA€ W Kako MNPUPOAHA TNOCIeauna Ha
3aCHJIGHOTO MpPepojOeHCKO JBIKeHe BOo Makenonuja. ,JMcropujara Ha
MakKeJloHCKaTa Mpepojda HeMa Mo3a0eNexIiiBa CBOja KOMIIOHEHTa OJi JEJOTO Ha
Opakata [dumwurpuja u KoncrantmH MunanuHoBuu. He camo ¢akror mTo
CTpymIKuTe Opaka ja moBezoa npepoxdeHckara 6opda Ha MakenoHIHUTE, TyKy 3aTOa
IITO HHUBHATa OIITECTBEHO-NATPUOTCKA W  KHIDKEBHO-TIPOCBETHA  JEJHOCT
nmpeTcTaByBalie npecyjaeH (akTop 3a HATAMOIIEH HAIIMOHAICH IMPOCIEPUTET Ha
MaKeJIOHCKHOT HapoJ. 3amTo JeJI0TO Ha MUaJMHOBIM OBO3MOXKYBAIlIe 3HAYajHA
MEPCIeKTHBA 3a MOCUTYPHHOT TEK Ha HAPOJHOCHOTO CaMOOCO3HaBame Kaj Hac™.
(Cazmos, 1980, ctp. 36). Bo 0BOj KOHTEKCT, MOXKE Jla C€ KaXke Jieka coOMpaykara
JICJHOCT Ha HAPOJHOTO MOETCKO TBOPEIITBO MPETCTaBYBa MOIIIHE 3HAYajHA MMOjaBa 3a
HaIllMOHAJIHUOT Pa3B0j BO MOBEKETO KYJITYpHU CPEIUHH, a BO TOj KOHTEKCT M Ha
Hamrata. 3aToa BeJMME JIeKa OJI MHTENIEKTYallluTe KOH TBOpENie BO BPEMETO Ha
MPOCBETUTEJICTBOTO HE CME T'M HACJIEAMIIE CaMO TEKCTOBHTE U Mpa3HyBamaTa TYKY
W UIeHTe KOM Cc€ IUIONOHOCHH BO OIpeJeH CTeNeH 3a pPa3BOjoT Ha
(hoIKITOpHUCTHKATA.
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The Role of Miladinovci Brothers in the Development Folkloristic in
Macedonia

Abstract: Collection of folklore and the consciousness about the national language
and life are the foundations over which the platform for development of the nationally —
cultural renascence is being built, not only in Macedonia, but all over Europe. The work of
Miladinovci brothers regarding collection and publication of folklore materials also takes
place in this frame. Undoubtedly, the work of Miladinovci brothers played an irregularly
noticeable role in the development of Macedonian culture. In the years following the release
of the Collection a large number of authors took up collecting and publicizing folklore
materials: P. Zografski, R. Zinzifov, G. Prlicev, K. Shapkarev. In this context, it can be
stated that the collecting of folklore poetry represents an important appearance for the
national development in most of the cultural ambiences, and in that context, also in ours. In
Macedonia, as well as in most Slavic ambiences the touch with folklore at the same time
represents what from today’s perspective can be called affirmation of the own nationality,
and with that helps discover new treasuries of life and art whose goal is to excite national
consciousness. Therefore, it can be assessed that the texts of songs and descriptions of
celebrations aren’t the only thing we inherited form the Miladinovci brothers, but also the
ideas which are crucial for the development of folkloristic.

Keywords: national revival, educational activity, folklore, folkloristic, Collection.
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Poana BeamukoBcka

KAPTOTPA®UPOBAHUE KAK METOJ OIIPEJAEJEHUA
I'PAHUIL MY3bIKAJIBHBIX JTUAJIEKTOB B MAKEJOHCKOM
ObPA10OBOM HAPOJHOM IIEHUN

Pe3ome: JlaHHbIN JOKNa[ NOCBAIIEH NpobOieMe KapTorpadupoBaHUsS SIBICHUI
My3bIKaIbHOrO (oibkiopa B MakeIOHHH, a €ro Lejdb — BbISBICHHE MYy3bIKaJIbHO-
JTUATICKTHOM crielin(UKN MaKeJOHCKOTO TPAAUIIMOHHOTO HAPOAHOTO OOPSIIOBOTO MEHHUS.

KaprorpadupoBaHue akTyaabHO IO OTHOLICHHIO K THUIIAM IIEHUS, XapaKTEPHBIM
JUI OTAEJBHBIX PErMOHOB, TaK KaK MMEHHO OHM SBIIOTCA MOKa3aTeJsIMH, HA OCHOBAHUU
KOTOpPBIX BO3MOXKHO pa3rpaHHYEHUE TpeX TIJIABHBIX MY3bIKaJIbHBIX JAHAJEKTOB B
MaKeJOHCKOM TPaJWIIOHHOM HAapOAHOM II€HHH — 3aMaJHOr0, IOr0-BOCTOYHOI0 H
CeBEPHOr0 — U BhIJeNicHHE UX 13 cy0aManeKTHBIX THIIOB.

Karouesrbie cJioBa: Kapmoepaghuposanue, apeanvho uccnedosatue,
Oouanexmonocusi, MaxkeOoHus, My3bIKATbHLIX OUANEKMO8, MPAOUYUOHHO 00Ops0080 NeHue,
PUMMUYECKUX MUNOS, METOOUYECKUX MUNOS.

KaprorpadgupoBanue Kak OAMH U3 TJIABHBIX METOAOB apealbHOTO

uccinenoBanus 3Q(HEeKTUBHO HCHOIB3YETCS B HayKe O s3bIKe, a TaKKe B HayKax,
M3y4YaOIIMX SIBJICHUS HApOJHOM HIyXOBHOM M MATEpHAIBHOM KYyJIbTYpHI: B
JINATIEKTOJIOTUN, DTHOJIOTUH, DTHOJIWHTBUCTHKE W (OJBKIOPUCTUKE. YUEHBIE
MOTYEPKUBAIOT, UYTO KaprorpadupoBaHHe SBIAETCS JEHCTBEHHBIM CHOCOOOM
cHCTEeMaTH3anuu U 00001eHus MaTeprana matepuana ([lamuaa, 1999, c1p. 6).
VY apeanbHBIX UCCIETOBAaHUI B ATHOJIOTHH U B SI3bIKO3HAHMM JOCTATOYHO pa3BUTas
TpaAuLMs, HO UCCIEJOBaHMS TaKOro THMA Ha MaTepuanax TPaAUIMOHHON
MY3bIKQTBPHOW KYyJIBTYpHl B JAaHHBIH MOMEHT, MOXXHO CKa3aTh, HaXoAiTci B
HayvaJbHOH (a3e, XOTA 0 HYKHOCTH TaKOrO THIIAa UCCIEAOBAHHUH IUCAIOCh €Ile B
cepeanHe mpouuioro Beka matepuana. ([lamuna, 1999, ctp. 6-22).

JlaHHBIA [TOKJIAM TIOCBSIIEH TIpodiieMe KapTorpaQupoBaHUS SBICHUIH
My3BIKaJIbHOTO (onbkiiopa B MakeIOHHH, a ero Lelb — BbISBICHHE MY3bIKaJIbHO-
JIUANIeKTHON CIeU(PHUKH MaKETOHCKOTO TPAJAUIUOHHOTO HAPOJHOTO OOPSIOBOTO
MIEHUS.

KaprorpadgupoBanne akTyalbHO TIO OTHOLICHHIO K THIIaM IICHUS,
XapaKTepHBIM ISl OTIECNBHBIX PErHOHOB, TaK KaK HWMEHHO OHHU SIBISIOTCS
MOKA3aTeJISIMH, HA OCHOBaHUM KOTOPBIX BO3MOKHO pa3rpaHUYCHHUE TPEX IIaBHBIX
My3bIKAIBHBIX THANEKTOB' B MAaKeJOHCKOM TPAAHIHOHHOM HAPOXHOM MCHHH —

' B mccrmenoBasmy My3BIKaTBHBIX JHATCKTOB MHOTO TOUYEK CONPHKOCHOBEHHS C HOBBIM HATPABICHHEM
JIMHTBUCTUYECKON JHAJICKTOJNIOTMH — JIMHTBHCTHYECKO#l reorpadueid. [To aHamoruu ¢ HUM MOXKHO
TOBOPUTb O MY3BIKAJILHO-(OJIBKIOPHON Teorpaduu, U3ydarolieil TeppUTOpHANIbHOE paclpesiesieHue
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3aMa/IHoOr0, I0T0-BOCTOYHOI0 U CEBEPHOr0 — U BhIAEIeHHE UX 13 cyOauaneKTHhIX
tunoB. (Bemnuxoscka, 2008, ctp. 61).

Jns WX penpe3eHTaTMBHOTO  KaprorpadupoBaHus  pa3paboTaHbl
cxeMaTHuyeckue  reorpaduyeckme  KapThl, Ha  KOTOPHIX  OTOOpakeHO
TEPPUTOPUANIBHOE  PACHPOCTPAHEHHE KAXKAOIO  OTHENBHOTO  MY3BIKAIbHOTO
JUaneKTa C yKa3aHHeM DPErHOHOB, B KOTOPBIX CYIIECTBYIOT JIOKaJbHBIE 30HBI C
0COOBIMH MY3BIKATBHO-(DOJIEKIIOPHBIME XapaKTePUCTHKaMH. TakuM 00pa3oM MBI
Mojy4aeM MpeACTaBlIeHHE O HaJMYUUM M TNPOCTPAHCTBEHHOM IUCTpUOyLHH
MY3BIKaJIbHBIX JUATICKTOB U CBA3aHHBIX C HUIMH OOPSIOBBIX IPAKTHK.

Hamreii nepBoii 3amaueil ObuIO oOIpeleieHHE OCHOBHBIX MYy3bIKaJbHBIX
XapaKTePUCTHK TPAJUIIMOHHOTO HApOAHOTO MEHHS B KaXJIOM PETHOHE OTHAENBHO,
npuyeM 0co00e BHHMaHUE YJICNSUIOCh THITAM, XapaKTepHBIM TOJBKO IS JaHHOTO
peruoHa WM JOKaJbHOI 30HBL. B pe3ynpTare MpoBeAEHHOIO HCCIIEAOBAaHUS OBLIN
BBISIBIGHBI W BBIJICJNEGHBI  CaMble THUIHYHBIE JIOKAJIbHBIE  MY3BIKaJbHbIC
XapaKTePUCTHKH.

BTopoii 3agayeii cTano ycTaHOBIEHHE TPAHULL KaXKIOH My3bIKaJIbHO-
(honmbKIOpHOIT 001acTH, KaXKIast U3 KOTOPBIX OJTHOBPEMEHHO SIBIISICTCS U TPaHUIICH
IBYX coceHux Tpaauuuii. [Ipu 3ToM HE00X0AUMO OBIJIO YCTaHOBUTH TUIIBI IIEHHUS,
XapakTepHbIe AJIS KaKJOH M3 rpaHuYalluX IpYT ¢ APYroM 30H. (Benmukoscka,
2008, cTp. 112).

ITocpencTBoM aHanM3a MeCeH U TUIIOB IIEHUS ONPENeJICHB! clieu(rUecKue
JUaNeKTHbIE YepThl M TaKUM 00pa3oM MOIy4eHBl Ba)KHBIE JaHHBIEC, KOTOPBIE MPH
MOMOIIM CHEIHAaTbHBIX 3HAKOB M H30TJIOCC HAHECCHBI Ha OTACIbHBIC KapThl,
COCTaBJIICHHBIE Ha OCHOBAaHMM MHOXeECTBa KpurepueB. Takum oOpasom
pa3paboTaHbl MY3bIKAIbHO-IHAJIEKTONOTHYECKHe (MM THIIOJOTHYECKUE) KapThl,
KOTOPBIE TI0 CBOEMY 3HAYEHUIO CXOJHBI C IMHTBUCTHYECKUMH (MITH JICKCHYECKUMH )
KapTaMu.

[Ipu xaptorpadupoBaHHM MY3BIKAJBHBIX MMOKa3aTeNeil HCIONB3yeTcs IBa
tima kapr.” Ha kaprax mepsoro tuma (cM. kaptel 1.1, 1.2, 1.3 u 1.4) npu nomormu
uugp 1 OykB 0003HAYCHBI:

1) TeppUTOpHANIbHOE PACIPOCTPAHEHHE TPEX OCHOBHBIX MY3BIKAJIBHBIX
JTUATICKTOB B MaKEJOHCKOM TPAJUIIMOHHOM HApOJHOM ICHHWH, T. €.
IpaHULbI PaCIPOCTPAHEHHU OCHOBHBIX MY3BIKaJIbHbIX AUATEKTOB;

2) TeppUTOPHH  pPACIpPOCTPAHEHHUS CyOIMAJeKTOB TPaIWLMOHHOTO
HapOAHOro NeHus (II0 perMoHaM U perHOHaJIbHBIM 30HaM);

3) TeppUTOpHAIIEHOE PACIPOCTPAHEHHE CYOIUANIEKTOB TPaIULIMOHHOTO
HapOJHOTO MEeHUs ¢ 0003HaUYEeHNEM 00CIIeIOBaHHBIX ITYHKTOB;

4) pacmpocTpaHeHHEe Ha BCel TeppUTOpUHM MaKeIOHHU >KEHCKUX

0OpSIIOBBIX J)KaHPOB B COOTHECEHHWH C MY3BIKAbHBIMHU AHAJICKTAMHU,
YTO MPEJICTABISIETCS 0COOEHHO BaYKHBIM.

Pa3IHYHBIX SIBICHUH TPaAULMOHHON HapOJHON MY3BIKH M TEM CaMbIM yCTaHABINBAIOLIEH IPaHUIIBI UX
pacnpoCTpaH€HHsA, B TOM YHCJIC U HAJIMYUEC TE€X WA UHBIX TPAAUIMOHHBIX (bOpM HapOJaHOI0 NEHUs Ha
oIpesieNIeHHbIX TeppuTopusx. (Bemuukoscka, 2009, ctp. 15).

2 KapThl pacrpoCTPaHEHHS My3bIKAJbHBIX IHATCKTOB B MAKEIOHCKOM TPAIHIHOHHOM HAapOIHOM
00psI0BOM MEHHUHM CleNIaHbl HA OCHOBAaHMH THAJEKTHOW KapThl Boxumapa Bupmoeckoro. (Bumoeckw,
1997, ctp. 44).
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OTH KapThl NOCIYXHJIM OCHOBOH NpH pa3pabdOTKe KapT APYroro Tuma, Ha
KOTOPBIX CHELHUAIbHBIMU CHUMBOJIaMH 0003Hau€HO pacrpocTpaHeHue
CTPYKTYPHBIX THIIOB.

Jns  pa3nuyHBIX CTPYKTYPHBIX MApaMETPOB KaXJIOTO0 MY3BIKAIBHOTO
JuaneKTa TPAAULMOHHOTO MEHUS COCTaBIICHBI OTHENbHbIE KapThl (CM. KapTol 2.1,
2.2,2.3 u 2.4), Ha KOTOPBIX OTMEUYCHBI:

1) pacnpoctpanenue putmudeckux Tumnos (PT);

2) pacnpocTpaneHue Menoandeckux tunos (MT);

3) MEKAHMAJCKTHbIE  30HBI  PACHPOCTPAHCHUS  PUTMHUYCCKHX U

MEJIOANYECKHX THUIIOB.

4) pacnpocTpaHEHHE OJHOTOJOCHBIX M MHOTOTOJIOCHBIX THUIIOB MEHUS, YTO
CBSI32HO C NMPUMEHECHHUEM CXOJHBIX METOJIOB KapTorpadupoBaHUs MpH
HCCIIEOBAaHNM PAaHHUX (DOJIBKIOPHBIX (OPM MEHHUS, KaKUM SBIISETCS
nuadoHust Ha OYypIOHHOW OCHOBE, XapakTepHas IJisi MaKeIOHCKOTO
JIBYTOJIOCOBOTO MICHUSI.

Wzydenue aByrosocus B OTAEIbHBIX PETMOHAX IOKa3bIBAaeT HEKOTOpBIE
VHHKAIbHBIE SBJICHUS B MAKEIOHCKOW BYTOJIOCHOW MECCHHOW TPaIUIIMH, T1Ie OJUH
U3 OCHOBHBIX AaCIIeKTOB PETMOHANBbHOM cHeuu(UKH CBA3aH C BEPTHKAJIbHOH
OpraHu3anyei My3bpIKaIbHOTO (ONBKIIOpa.

Benen 3a O. [NamwmHOW s mpuIuia K BBIBOAY O TOM, YTO IIPH aHAJIH3E
MaKeJAOHCKOTO TPAaJULHMOHHOTO HAapOAHOIO TIIEHHS IEepPCHEeKTHBHBIM B IIJIaHE
apeaNbHOTO0  HCCIIEJJOBAaHUS  SIBIACTCS  CTPYKTYPHO-THIIOJIOTUYECKHH  METOJ,
JArOLTHH BO3MOYKHOCTh BBIOOpa peJieBaHTHBIX MPHU3HAKOB npu
KapTorpaupoBaHWU, KOTOpBIE HAHOCATCA Ha COOTBETCTBYIOIIUE KapTHl,
MTOKA3BIBAIOIINE TeppUTOPHUH X pacupocTpanenus. ([lamunaa, 1999, cp. 6-22).

CyIHOCT  CTPYKTYPHO-THUIIOJIOTHYECKOTO METOAa B JaHHOM ciydae
COCTOWT B aHAJIW3€ ABJICHUH MaKEJOHCKOTO TPaJIUIIMOHHOTO HAPOJHOTO TEHUSs, YTO
MO3BOJISIET ~ YCTAHOBHTH  30HBI  PACHPOCTPAHECHUS JKAHPOB  MaKEZOHCKOTO
TPaJUIIMOHHOTO  HApOJAHOTO  (ONBKIIOpA, MPEACTABICHHBIX  KOHKPETHBIMH
MY3BIKaJbHO-MIO3TUYECKUMU  TEKCTaMu. TakuM o00pa3oM MOXXHO  CO31aTh
UEPapXUYECKH TIOCTPOCHHYK) CHCTEMY, B KOTOPOW 3Ha4eHHE KaXJIOro U3
CTPYKTYPHBIX 3JIEMEHTOB MOXKHO OIPEIEeIUTh HAa OCHOBAaHMU TEPPUTOPUHM €ro
pacnpocTpaHeHHsl. ITO UMeeT OTHOILIEHHE K:

- OTJENbHBIM PHTMHYECKHUM THIAM;

3 B MaKeZOHCKHX 00OPSIIOBBIX MECHSX BBISIBICHBI TP OCHOBHBIC IPYIbl puTMUYeckux tumos (PT) B
3aBHCHMOCTH OT CIOC00a MHTEPHPETANH K METPUUECKOH CTPYKTYpPBl CTHXOB, a TAKXKE U OT CIocoda
“unenenus’” purMuueckoi Gpopmsl. (desuh, 1986, ctp. 15).

IlepBasi rpynna putMuveckux ¢opm, win purmudeckuit Tun (PT) I, 6asupyercs Ha
YeTKHX (giusto) puTMax ¢ TaKTOBOU CTPYKTypoil B 2/4, 3/4, 4/4. Jlns >tux $opM XapaKkTepHa CHIIbHAs
BBIPAXKEHHOCTb M CTaOMJIBHOCTh IIO3MIHMHM BCEX TIPaMMaTH4ECKMX YyIapeHHH, COBHAJAIOIIUX C
MY3bIKalIbHO-PUTMUYECKUMH AKIEHTaMH, KOTOpbIE NPUXOJATCS Ha MEPBOE MY3bIKAIbHOE BpeMs B
TakTe. POPMBI MOTYT PEan30BaThCA KaK B 11€3yPUPOBAHHOMN, TAK U B CETMEHTUPOBAHHON BEPCHUSX.

Bropas rpynna purmuyeckux ¢popm, uiu PT 11, 6asupyercst Ha pyOGaTHBIX pUTMax. IT0
rpyImne CBOHCTBEHHa MOOWJIBHOCTb PUTMHUKH, YacTble MOAU(UKALNY, TOSBISIOIINECS B YBEIUUCHUH
WY YMEHBIIEHUH KOJIMYECTBA U MPOTSKEHHOCTH CIIOTOBBIX BpEMEH. DTO MPUBOAUT K 3HAUMTEILHOMY
BapHUPOBAHHIO CTPYKTYPHI U e¢ HecTabmibHOCTH. U B 3T0i Tpymme purMudeckre GOpMbI MOTYT UMETh
Kak 11€3ypUPOBaHHBIH, TaK U CETMEHTHPOBAHHBIN BUJI.
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4 o

- MCJIOAUYECCKHUM THIIAM, IpEaACTaABIIAIOIIUM coboit MECIIOJUYCCKHUEC
MOJCJIH,

— HEKOTOPBIM CTHJIMCTHYECCKUM 0COOEHHOCTSIM IIECEH.

UccnenoBanue puTMUYECKOW W MENOAMYECKONH OPraHHU3aIMH MaKeTOHCKUX
OOpSITOBBIX TECEH BBISBHIIO CYIIECTBOBAHUE MpPeX PUMMUYECKUX W mMpex
Meno0UYecKux munog, 00IagarolIuX CaMOCTOsITEILHOCTHIO 10 OTHOIICHUIO JIPYT K
JIPYTy, C OJHOW CTOPOHBI, M IO OTHOIIEHUIO K OOpPSJOBBIM IIPaKTHKaM Ha
OTmpeNeNieHHON TeppuTtopunn — ¢ apyroid. Kpome Toro, aHamm3  pa3IAIHBIX
PUTMHYECKHX U MEJIOJIMYECKUX THIIOB B UX KOPPEISILUU MOKa3al, YTO KKIABIA U3
HUX HMeEeT COOCTBEHHYIO AMHAMHUKy pPAaclpoCTpaHeHHs Ha 00ciIeJ0oBaHHOU
TEPPUTOPHH.

I[HS[ PEruoHaJIBHBIX I/ICCJIC,ZLOBaHI/Iﬁ 0O0JbIIOE 3HAYECHUE HMEET JIOKAIbHas
MY3UKaJIbHO-UCIIOJTHUTCIIbCKAA TEPMHHOJIOTHA. MaKeIIOHCKaH TpaguouOHHAA
MeBYecKass MNPaKTHKa W300MITyeT MY3bIKQIBbHBIMH TEPMHUHAMHU JIOKAJIEHOTO
XapakTepa, CBOWCTBEHHBIMH OJHOMY ONpEIEIeHHOMY apeaiy. Hampumep,
BCTPEYAIOTCSI TaK HA3BIBAEMBIC 21dCOeUKU, BUKOEUKU, GUKAHEeYKU — TIECHH,
WCIIOJTHEHUE KOTOPBIX MMEHYETCS KakK neerwe CO U36UUleare, KOTOpoe B
HpO(beCCI/IOHaJIBHBIX Kpyrax OTHOCAT K [JBYXTOJIOCHOMY WJIHW ODHOI'OJIOCHOMY
TEHUIO C BO3TJIACOM. JTOT HCIIOJHUTEIBCKUI NMpPHUEM — BeCbMa Ba)KHOE CPEACTBO
BBIPAa3uTECIIBHOCTU B 06pﬂZ[OBbIX MECHAX — CTAaHOBUTCS 3HAYMMBIM MY3bIKaJIbHO-
JUAJICKTHBIM ITPU3HAKOM ITPU IMTPOBCIACHNUUN apCaJIbHBIX I/ICCJIGI[OBaHPIfI.

Tperssa rpynna putmuueckux ¢opm, wm PT III, ceia3ana ¢ putmamu tuna aksak,
00pa3yrONUMMHUCS U3 COYETaHUS 2- M 3-TOJIBHBIX PUTMUYECKUX SUEEK, B PE3yIbTATEC YEro BO3HUKAIOT
TAaKTOBbIE CTPYKTYpbl Ha 7 mnu 9 cuetHeix emunuiy — 7/8, 9/16, 9/8. B at0it rpynme ¢opmsr
HPEJICTaBICHBl Pa3HBIMH BEPCUSIMU MX METPO-PUTMHYECKON cTpyKTypsbl. [Ipn aTOM Kaxknas u3 dopm
OuYeHb CTAOMJIbHA M NPAKTHYECKHU HE UMEET MOAM(DUKAINK.

ITouTn Kaxknas MEeCHs OPUEHTUPOBAHA HAa OIWH M3 TPEX THIIOB PUTMHUKHU, KOTOPBIH HaXOIHUT
BEIPOKCHNE B CYKIIECHBHOM IIOBTOPEHUM PHUTMHUYECKHX siueeK. B pesymbrate opmupyroTcs rpymmst
THUIIOJIOTUYECKU POJACTBEHHBIX PUTMHYECKUX (HOPM.

IIputom uto Bece Tpu PT pacpocTpaneHs! Ha Bcel TeppuTOpund Make10OHHH, KaXKIbI U3 HUX UMEET
OOIIMPHBIN LEHTPAJIbHBIN apeai miu 6oliee y3KyIo 30HY, I/le OH (puKcupyeTcs yalie 1 JOMUHUPYeT
Haj ocTanbHbIMU. OTMETHM, YTO Lie3ypHpOBaHHbIE GOpMbI U (HOPMBI, OCHOBAHHbIE Ha puTMax aksak,
MOJPA3AEISIOTCS Ha MOATPYIIIBI U IMEIOT TCHJICHLIUIO K TEPPUTOPHUAIBEHOMY 3aKPEILUICHHIO.

4 Menoanueckne THIBI IIPEICTABIAIOT 3BYKOBYK0 MOJENh HAICBOB U OIPEACISIOTCS HX
MeNIoANYecKUM CcTpoeHHeM. OHHM BBIABISIOTCS TJIaBHBIM 00pa3oM Ha YpOBHE JIaJloBOH U
MEJIONYECKON OPraHU3aIuH TIECEH, YTO MO3BOJIAET BBIICIUTH TPH MEIOINYECKIX TUIIA.

B nepByio rpynmy 3BYKOBBICOTHBIX (popMm, uinu Mejoaumdeckuii Tun (MT) I, Bxomst
HaleBbl MaJOTEPLIOBOrO MIIM KBaPTOBOTO aMOHMTyca ¢ MOHOSIUEHKOBON CTPYKTypoil. M cBOiicTBEHHO
IUIABHOE, BOJIHOOOPA3HOE MEJIOMYECKOE Pa3BePThIBAHUE MOUYTH 0€3 CKaYKOB.

Bo BTOpyro rpynmy nHanesos, npunajgnexamux k MT II, BxoaaT HameBbl B AMana3oHe
KBapThl W 0Ooiee C BOCXOIIIMM CKAa4KOM K MEJOAMYECKOH BepIIMHEe-KyJIbMHUHAIMH. Bce mecHm
JTAHHOTO MEJIOJMYECKOTO THUIA SBISIOTCS ITOJNMSYEHKOBBIMU M COJAEPXKAT 3aKPHITBIE U OTKPHITHIC
SYEHKH, 4TO BeJeT K (POPMHUPOBAHUIO ABYX BUIOB KaJCHIMI — JUHAMUYHBIX U CTATHYHBIX.

Tpersio rpynny mesoauueckux ¢opm, win MT III, o6pa3yror HameBsl, COBMELIAMOMINE
XapaKTEPUCTUKU HANeBOB IepBOro u Broporo Ttuma. CoxpaHss KBapTOBBIM 3BYKOpsJ, HMHOIJA
MIPEBLIAIONNI KBapTy B HayalbHOM s4elike, 4TO XapaKTepHO Ui neceH Broporo MT, oHu
SIBJISIIOTCS.  MOHOSIYCHKOBBIMH, 1MON00HO HameBam mepBoro MT, um coxmepxar aBe wmim Ooiee
KYJIbMUHAINH, CBI3aHHBIC C TOCTIKCHUEM MEJIOUYECKON BEPIINHEL.
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B Toli wiM MHOM pernoHanbHOUM TpagULUU TIECEHHBIM THII — HAIEB U €T0
¢yHKUMS — 3aBUCAT OT OJTHOrpaduyeckoro KoHTekcra. MX cooTHoLIeHHE
JOCTaTOYHO MOJBMXKHO. DTO O3HAYAeT, YTO (YHKLUS HaleBa HAXOAUTCS B MPSAMOM
3aBHUCHUMOCTH OT KOHTEKCTa, B KOTOPOM JIaHHBIM MECEHHBIH TUM (HYHKINOHHUPYET.
Hanpumep, n3BecTHBI Cilydau, KOTAa OAMH U TOT Y€ IECEHHBIH THUI B OTHOM MECTe
OBITYET KaK 4acTh «BOAMYAPCKUX» OOPSAIOB, a B APYTOM — B KaYECTBE J1A3APCKUX
MeCeH, CBSI3aHHBIX C MPU3BIBOM BECHBI.

'paHuubl  SA3BIKOBBIX ~ AMAJEKTOB, HE3aBHCHMO OT HMX BEJIMYHUHBI,
00yCIIOBIICHBI OMPE/ICICHHBIMU HCTOPHYSCKUMH, OOIIECTBEHHO-YKOHOMUYECKUMU H
IpYTUMH IIpolieccaMyl Ha JaHHOW Tepputopuu. To ke camoe MOXHO CKa3aTh U B
OTHOILIEHUH I'PaHUIl My3BIKaJIbHBIX JHaleKTOB. C 00NbIION yBEPEHHHOCTHIO MOKHO
YTBEP)KIaTh, YTO SBIICHUS, BOSHUKIINE B Pa3HbIC IMOXH, OKA3bIBAIOT PA3IUIHYIO
JUHAMUKY B TEPPUTOPHUATIBHOM PACIpOCTPAaHEHUU.

B cBs3u ¢ 3THM BCTaeT emie OJWH BOINPOC — O TPaHHUIAX JIOKAJIbHBIX
Tpaauuuii. HUKTO HE MOXET OCHOpUTh (AaKT CyHIECTBOBAHHUS JIOKAJIBHBIX
KyJbTYpHBIX THIIOB, HO CII0)XKHOCTb COCTOMT B OTBETE€ Ha BOIPOC, TIe KOHYACTCA
O/IHa, a TAC HAdYWHAETCS Apyras JIOKaJIbHas TPagulus. JTO CBS3aHO C TEM, YTO
TEPPUTOPUU PACHPOCTPAHEHUS] KOHKPETHBIX SABIEHUI MY3bIKAJIBHOTO (DOJIBKIOpa
HE BCErja COBMAJNaloT MEXJy CO0O0W W/WIM C IPAaHULAMHU ITHOTpaUUYECKUX 30H,
YTO [eJaeT KapTHHYy emle Oojee ClI0XHOW. THMWYHBIA NMpUMEp Takoro poma —
obnacts OBue [lone n Korapnak, pernoH, KOTOPBIHA MO THUITy TOBOPA U MEBUYECKOTO
CTUJIS TPHUHAIICKUT CEBEPHOU MY3BIKAJIbHO-TUAJIEKTHON 30HE, a MO MEeCEHHOH
Tpanuuuu (HapsAgy c OOBIYasiMH, HAPOJHBIMH KOCTIOMamH M TpOdY.) — IOTO-
BOCTOYHOMY MY3bIKaJIbHO-AHAJEKTHOMY apeaiy.

DT0 KacaeTcs U TpaguIluu Kouanckoro u JlemueBckoro Kpaes,
pACIIONOKEHHBIX B TpaHHIax 00Jbmioi oomacta OcoroBus. IleceHHBIE THITHI ATHX
COCEIHHUX KpaeB UMEIOT JIOKAJIbHbIe 0COOEHHOCTH, HO OJJHOBPEMEHHO Y HUX €CTb U
obmme a1 Bcedl 00iacT 4epThl, MPUBHECEHHBIC W3BHE, BHIUMO, U3 COCSIHHUX
obnacreil. YToOBI MOHATH 3TO, HEOOXOMUMO OBUIO IPOBECTU CPaBHUTENIbHBIE
UCCIIEAOBAHMs JUIS YCTAHOBIIGHHS POJCTBA MEXJAY IE€CEHHBIMH THUIAMH U3
HECKOJIBKMX  pernmoHoB, rpanmdammx ¢ OcoroBueil. DTo mpuBeno K
BO3HHUKHOBEHHUIO CBOEOOPa3sHON «(OJbKIOPHOM MO3aMKH» B TakUX MecTax
Ocorosun, kak aepesHu llepa B Kouanckoit wactu u Caca B JlenmueBckoil yacTu.
CpaBHeHHE OTpECNEHHBIX PEJIEBAHTHBIX MaHHBIX TOCITYKWUJIO YCTaHOBJICHUIO
MIECEHHBIX THIIOB, XapaKTEPHBIX TOJBKO IS KOYaHCKOTO MJIHM TOJBKO JUIS
JICITYEBCKOTO apeasioB.

IIpy ycTaHOBIEHMM IUAJIEKTHBIX TPAaHUI[ S HCXOAWIA M3 OOBEKTUBHO
CYLIECTBYIOILIETO  YICHEHHs TEPPUTOPUH, MOATBEPKIEHHOTO  MHOXXECTBOM
cnenu(UIHBIX UTSE MY3bIKaTBHOTO (honbkiIopa auddepeHInpyomux Npu3HaKkoB, a
TaK)Ke JaHHBIMU CMEXHBIX HAayK, TAKUX KakK apeajibHas JMHTBUCTHKA M ATHOJIOTHS.
B pesynbrare ObUTM BBIJACIEHBI TPH OCHOBHBIE MY3BIKaJIbHO-THAIEKTHBIE 30HBI,
KOTOpbI€ TIOKa3aTeNbHBl B CBETE JWHAMUKH TPOIECCOB TEPPUTOPHAITBHOTO
pacnpocTpaHeHHs MY3BIKaJbHO-(QOJIBKJIOPHBIX SIBJIEHMHM M ux (yHKIUA B
MaKeJOHCKOW TPaAMLIUOHHOW KYJIbType. DTO CHOCOOCTBYET Jy4lIeMy MOHUMaHHIO
CXOZICTBA M Pa3INUN{ MEXY SI3BIKOBBIMU U MY3BIKAJIbHBIMH JTHATECKTaMH.
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MAPPING AS A METHOD FOR DETERMINING BOUNDARIES OF
MUSICAL DIALECTS IN MACEDONIAN RITUAL FOLK SINGING

Rodna Velichkovska

Mapping As a Method for Determining Boundaries of Musical Dialects in Macedonian
Ritual Folk Singing

Abstract: This work is focused on the problem of mapping the phenomena in
relation with the musical folklore in Macedonia, more precisely on the musical dialectal
specifics of the traditional folk ritual singing.

This cartography method is applied relative to the complexity of singing types,
characteristic of specific regions, since they are indicators, on the basis of which is possible
to make distinction among the three main musical dialects in the Macedonian traditional folk
singing into western, south-eastern and northern dialects, which are further subdivided into
13 sub-dialectal types.

For their representing mapping are designed schematic geographical maps, which
display spatial distribution of each musical dialect, indicating the regions where there are
local areas with specific musical and folkloric characteristics. Thus we get an idea of the
availability and spatial distribution of musical dialects and associated ritual practices.

Keywords: Cartography, Macedonia, areal research, dialectology, musical
dialects, traditional ritual singing.
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1. 3. O6cenoBanHbIe HaceJeHHbIE MYHKTHI B KaXKI0M U3 cybapeasioB
TPaAMIHOHHOT0 HAPOTHOIO MEHUsI B OCHOBHBIX IHAJIEKTHBIX 30HAX

1. Topuo Conme, 2. HoBa bpe3nuiia, 3.
Jabonuu, 4. Jpaueso, 5. Ilanmpagumre,
6. Opeme, 7. [Tomenoso, 8. Kanunoso,
9. Mapromu, 10. IIugumumpro,ll.
T'octupaxnu, 12. Bapom, 13.
Jlonarnma, 14. Kpxiunao, 15. HoBanm,
16. CyBomon, 17. Xsan, 18. babumno,
19. BpeszoBo, 20. Ilycra Peka, 21.
Jymery6una, 22. Mpanummra, 23.
benuua, 24. JIsopum, 25. JleBuu, 26.
Kpama, 27. Lpemneso, 28. MuneTuHo,
29. TonoBuma, 30. Buryme, 31.
Tannunnk, 32.banumre, 33. BpOjanu,
34. T'oausje, 35. 3aBoj, 36. Benromry,
37. Kocen, 38. Jlusoumrte, 39.
Mucnemeso, 40. Mopoumra, 41.
Jloxxanu, 42. Jlokos. 43. JlaGynumira,
44. Besuanwm, 45. Pagoxna, 46. Llapes
JBop, 47. ITlogmouanwu, 48. IIperop, 49.
Comnorcko, 50. Caca, 51. Moruna, 52.
Kocesuua, 53. Kamennua, 54. Jpamye,
55. Cramep, 56. HerpeBo, 57. beposo,
58. byamunmapuu, 59. Ilepa, 60.
Besukoso, 61. Uctubame, 62. Jlecku,

63. T'opuu Ilonor, 64. 'opau bansan, 65. Hoso Ceno, 66. Iluneposo 67. Jleckosuna, 68. Umeso, 69. Jlenuno,
T'abpesun, 71. Besyca, 72. Bocunoso, 73. Wnosuua, 74. Hoso Ceno, 75. Crapo Komapeso, 76. lonun [ucan,
Kononuiure, 78. Poxzaen, 79. I'ynjakoso, 80. Ilerposo, 81. Mupasuu, 82. I'panen, 83. Teapue, 84. Jlewok,

70.
77.
85.

Patae, 86. Bpeennia, 87. Kyukoso, 88. Pamrrak, 89. Bymauanu, 90. Crajkosuu, 91. Crynena bapa, 92. llymsu

Kamen, 93. O6nasue, 94. Jlo6paua, 95. Jlparomanne, 96. Kokuno, 97. Manoruno, 98. /lnabounna, 99. Oryr, 1
Jlyke, 101. Lpuopuja, 102. TpHOBO,103. T'nmuanm, 104. Xumunoso, 105. V3ewm, 106. Kuexeso, 107. JIykoso, 1
Bruszannu, 109. Ilneroso, 110. Taromup, 111. Ioncko Pynapu, 112. Kerenoso, 113. Crpauun, 114. Manmn
115. Comor, 116. Am3aberoBo, 117. Panuunim, 118. Meukyesuu u 119. I'ajpanun.

1.4. ’KanpoBas kaprta
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TaH. - TaHACOBJICHCKH TIECHU
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2.1. PacnpocTtpanenue putMuuyeckux Tunos (PT) Ha Tepputopun
Makenonun

oFilin

P
Friterry oFTI

RT.I - Purymuecks THn - GIUSTO
RT.II - Pur»mivecks THn - RUBATO
RT.II - Pur»ymuecks THn - AKSAK
S - CEerMeHTHP AaHHbIH BHJ

C - IIe3YPHP 0 BAHHLIH BHJ

2.2. PacnpocTpanenue meaogudeckux Tunos (MT) na Tepputopun
Makenonun
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MAPPING AS A METHOD FOR DETERMINING BOUNDARIES OF
MUSICAL DIALECTS IN MACEDONIAN RITUAL FOLK SINGING

2.3. 3onbl UHTEpdEPEHIIUN PUTMHYECKHX U MeJIOUYECKHX THIIOB HA
rpPaHHIAX INAJTEKTOB
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2.4. 30HBI pacIpoCTPaHEHH sl OJHOT0JIOCHBIX H MHOTOT0JIOCHBIX THIIOB
00psA/10BOT0 NMEHU
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OpuruHalieH Hay4eH TPy
Original research paper

Crojanue KocToB

KPATOK OCBPT HA OPCKATA TPAJUIINJA BO ETHUYKUTE
IMPEAEJIN XKETJIMT'OBO, CPEJOPEK U CJIABUIITE
(co mocedeH aKIeHT HA HEKOJIKY cejia Bo Cpepopex)

AncrpakT: Bo TEeKCTOT e HampaBeH KpaTOK OCBPT Ha HApOJHUTE Opa U OpCKaTa
TpaJAuNHja BO eTHHUKUTE npefens JKeenuzoeo, Cpedopek v Cnasuuinie KOU TPaBUTUPAAT BO
CEBEPOHUCTOUHHOT Aen Ha Makenonuja. OBUe Hpeneny, KOM UMaaT 3aeJHUYKH €THOJOIIKU
KapaKTePHCTHKH, Ce OJJIMKYBaaT U CO CIMYHA MIPOOPHA KYINTypa Kako M CO CIMYEH OPCKH
pemneproap. Ilopagu oBUE 3aeTHAYKH 0COOCHOCTH, CIIOMEHATHTE €THHYKHY TIpeAeNH ke OumaT
pasriielyBaHH Kako €JeH MOUIMPOK apeal. KpaTKHOT OCBPT € HacOUeH KOH HapOIHUTE Opa
KOW ce M3BeAyBale Ha IOTOJIEMH IIPa3sHUIHN, COOOPH, Opa O] CBaJ0EHHOT IUKIYC, KaKO M
opoBoaHu mecHHU. IlocebeH akLeHT ke Oupe cTaBeH Ha CTHICKUTE KapaKTEPUCTUKH Ha
MAIIKUTE, XEHCKUTE U MEIIAaHUTE Opa, KaKo U NMPUIUKUTE U MECTaTa 3a UrPambe BO HEKOJIKY
cexna Bo Cpezopex.

Kayyan 300poBu: emHOKOpeonowKu  Kapakmepucmuky, HapoOHu  opa,
penepmoap, uzpoopHa Kyimypa.

Jedunutor Ha ETHOKOPEOJIONIKAa EMIUpPUCKAa TIpafa MOTTHKHYBa
UCTpaXKyBame U IPOYydyBamke Ha opaTa M opcKara TpaJuliija BO MOEIUHHU O0JIaCTH.
Toxmy mopajau 0Boj ¢akT, ke ce o0uaeMe 1a U3HECEME HEKOM KapaKTEPUCTUKH Ha
TrOpECIIOMEHATUTE TpeNey Kaje MTo MmoceOeH aKIeHT Ke OWJe CTaBeH Ha cenara
Hparomanne, Yenonekx u Ctapo Haropuuane ox eTHUYKUOT npeaen Cpeaopek, npu
LITO K€ Ce IIPETCTaBaT CO3HAHM]ja O] CONICTBEHU TEPSHCKH UCTPAKyBamba.

Pernonanna nmocTaBeHoOCT HAa MpejeuTe

Bo Bpcka co pernmoHanmsamnujaTa Ha OBHE IPEIENH, HCTAKHYBAME CTaBOBU
Ha HEKOJIKYy aBTOPH KOHM C€ 3aHMMaBajie cO oBaa mpobOiemaTtuka. Enen ox npsute
aBTOpPH KOM MHIIyBaaT 3a KymamoBckata obmact, e cprckuor erHorpad Josan
XanunBacuJbeBUK, K0j ja 00jacHyBa MecTononoxbara Ha Kymanosckarta obnact. Toj
3a0enexyBa jaeka Ha ucTok ox Ckomckara u I'muiancka Ilpua T'opa ce Haora
[pemescko-KymanoBckara KoTimHa, a Ha jy)Hara CTpaHa OJ OBaa KOTJIMHA CE
Haora KymanoBckara obGxact. (XahuBacusseBuh, 1909, crp. 2). Kymanosckara
obmacT Ha HCTOK ce rpaHnyd co Kpusonamaneukara u KpartoBckara oGmact, Ha

1 . ,
IMon Tepmunor Kymanoecka obracm ce mnoapazdbupa IMOLIMPOKHOT apeall KoOj JIEKH HoMery

I'bnnancku Kapamar u Osue Ilome u ce mpoctupa nomery muanmHarta Kosjak, CrpammHcKuTe
mwiannad, Pyjoa u Kykmmukure mnanumuu. HasuBute JKeenueoso, Cpedopex m Crnasuwme He ce
CpeTHyBaaT BO 3amucHTe Ha JoBaH XalMBacCHUJbEBHK, HO OBME IPENENU C€ BOCTAHOBEHU CIOpENX
peruoHaiHaTa eTHOJIOTH]a KOja ja IpaBaT MaKEeIOHCKHTE €THOIO3H.
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3amax co Ckorckara, Ha ceBep co [IpemeBckata u Ha jyr co lllrtunckara u
Benemkara obnacr. (XahuBacuseeuh, 1909, ctp. 2). JaneBckH, K0oj ce BOJH CIOpes
nofenbara mpudaTeHa BO E€THOJOIIKAaTa Hayka BO MakeloHMja, 3a NpeaesuTe
XKermuroso, Cpemopek u CrnaBumrTe 3a0eiexyBa JeKa Ce MPOCTHUpAaaT O
Ckornickara Kornuna, mounyBajku ox cenoro Crynena bapa koe mpunara Ha
npenenot Kermuroso, ma cé¢ no rpagor Kpua [lanmanka, moTo4HO 10 CENOTO
Kononuuma (JaneBcku, 2013, crp. 71). Cropen erHomnorot ["anaba [lanmukpyiesa,
npenenor Cpemopek mpumara Ha IIONCKaTa €THUYKA Ipyla KaJe IITO >KUBeatr
makenoHckute lomm. (ITammkpymesa, 1996, ctp. 12). 3a ersucrupamero Ha
MakenoHckuTe Lllonu Bo 0BOj mpeniest ce coraacyBa U JaHeBCKHU KOj, TaK, UCTAaKHYBa
JieKa CIIope]] HETOBHTE TEPEHCKH MCTPaKyBama C€ UyBCTBYBa LIONCKHUOT CETMEHT H
YeCTOMaTH BO OBUE MPEENId CTHOHUMOT [//on mpeMHHYBa BO €r30HUM. (JaHEBCKH,
2013, ctp. 71). 3HauajHO € Ja HAMOMEHEME €JleH MOJaTOK oA Tpu(YHOBCKH KOj
YKa)KyBa Ha TOa JeKa €IHO O] MOTOJEMHTE cela BO oKoinHata Ha KymaHOBO,
cenoro Opamial, BO MHHATOTO MPETCTABYBaJl0o TpOMEre Ha TPU CTHUYKH TPYIH
Komopyu, Lllonu u Iowyu. Kotopuure ce npoctupane Ha jyrouctok, Lllonure ko
ceBeponcTok, a [lospnmte KOH ceBep U ceBeposaman. (Tpudynorcku, 1972, crp.
180). Bo kOoHTEKCT Ha pervoHanIHM3alyjaTa ke ja ClOMEeHeMe YIITe | Iojaendara Ha
eTHOJIOroT ManuHoB, k0j Cpenopek ro BOpojyBa 3aeqHo co mpenenute Ilunma,
Kozjaunja, KpuBomananeuko, KparoBcko, Ocorosuja, Ilmjanen, Manemeso,
I'oprontymajcko, PagoBuiiku Illomnyk W MOBHUCOKHTE JEJIOBH Ha 3JIETOBCKO H
Bunnuko kako npenen koj npumara Ha Illoncko-OperanHuukara erHorpadcka
nenuHa. (MammaOB, 2006, cTp. 20-28).

Criopes €THOKOPEOJIOLIKUTE KapaKTepPUCTHKH, IIAK, OBHE TpU IpeAeu
npumnaraaT Ha UCTOYHOTO MTPOOPHO Mojapadje Ha MakemoHHja BO KO€ € 3acTaneHa
IIOTICKO-OperaHuIKaTa KOMIIOHEHTa, KOja peTcTaByBa (akTop Ha 00eqMHYBambe.
Cnopen eTHoKopeoJonkara kiacudukanuja Ha Muxajino J[MMOBCKH, BO HCTOYHOTO
WUTPOOPHO TOZpadje craraaT WCTOYHUTE NeNoBU ol MakenoHuja, Kymanogcko,
Kpusonananeurxo, [enuescko, Ilexuescko, bepoecko, Kouancko, I[llmuncko,
Paoosuwxo. Opara on oBa mojapayje crmaraaT BO IIOINCKHOT ETHONOGH U Ce
OJUTMKYBaaT CO Op3H JIBUKCHa U TPOILUIMBU YCKOPH: KONAUKA, 6Epo8Ka, pamesKd,
manewegka, apuaymcko u 1p. (Aumocku, 1996, ctp. 282).

HcTopucKku acneKTH Ha OpCcKaTa TPaauuuja

3a HapoJHUTE Opa M OpCKara TpaJMIMja BO OBOj MpEIeN peJieBaHTHU
MOJATONM CPETHYBaME YIITE BO MOYETOKOT Ha XX Bek 04 JoBaH XanBacuIbEBUK
KOj 3a0eyiexXyBa JieKa IIOCTOjaT HM3BECHU pa3lIMKH BO Wrpara, OJHOCHO JeKa
HaceneHueTo on npenenotr Kymanocko uma pasnudeH perneproap on Cpenopex u
Opue Ilome. (XahuBacmwbeBuh, 1909, ctp. 393). Cmopen Hero, Wrpamero HeE
MPETCTAaBYBAJIO UTPalkE TYKYy CaMO malacarbe Kojd, OGHOCHO OJIHhE MO TaKTOT Ha
JIEBO U JiecHO. Bo oJIHOC Ha monoBara MOAEIEHOCT BO oparta 3alelexyBa Jieka
MaIllKuTe urpaat noce6Ho oj skenurte. (Xahusacuswesuh, 1909, ctp. 393). On
3anucuTe Ha XajuBacHJHEBHK JO3HaBaMe W 3a OpOjHOCTA BO OPOTO, OJHOCHO BO
cekoe opo ce (akaie na urpaar oj JBaeceT N0 mejeceT nyre. HasuBor Ha npBHOT
BO OpPOTO € mauyosora, 10JeKa 3a HEro ce BEJIH JIeKa MmaHay 600u VI HA MAHAY
uepa, a max 3a TMOCJEeJIHUOT BO OPOTO Ce BeNH Ha onaut ucpa. Kako Haj3acraneHu
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opa KOHM ce WrpaaT BO OBOj MpeAen ce opaTa uemeopKd, KpCmayKd, pasHd,
noepamuuuKa, KO TH UTpaaT MEIIaHO MaXkH | JKEHH, JI0JIeKa 06a MaHya ja urpaat
KEHH U C8eMOHUKOJICKA ja UTrpaaT caMO MaXKHM Koja BO APYTHTE IOJCKH Cena ce
HapeKkyBa Juca nin nesava. (Xahusacmibesuh, 1909, ctp. 394). Ox cute HaBeneHH
opa ke ce 3ap)KUMe Ha C8eMmOHUKOJICKO, TIOpad KOMIUIEKCHOCTA Ha OBa OPO KaKo
IITO IO ONMHUIITYBa XallMBaCUIbEBUK:

Ceemunuxoacka e MHo2y meuika uzpa 3a ueparbe. Toa u He e uzpa myxy yen
myprup. Ce Kneuu, ce Cmanyea u MHO2y ce CKOKd, KaKO WMo ce uepa u 8o opyaume
obnacmu 00 Osue Ilone. Ho, maxea nechomuja u eQUHCMEO He cMe gudene HuKaoe
Ha jyeom kaxo 6o Osue [lone. (XahuBacusseBuh, 1909, ctp. 394).

BaxxHo e 1a ce HarmoMeHe JieKa OBOj OMHMC Ha aBTOPOT MPETCTaByBa HETOBO
JUYHO BUAYBame Ha OPOTO, Kaje IITO IPH OMHCOT € HEjaCHO KaKBa € CTPyKTypaTa
Ha UTPOOPHHUOT oOpasell Ha OpOTO M IUTO IOJApa3dupa aBTOPOT MOJ TEPMUHHUTE
Kaeyu U ckoka. Cenak, 0BOj JECKPUIITHBEH OMUC MPETCTaByBa HHTEPECHO BHIyBabE
Ha OpO KO€ OMIIO TOCTa CII0KEHO 3a UTPAmbeE.

Cectpute JaHKOBHK BO HMBHATa TpeTa KHHUTIa, €IHO IOIJIaBje IOCBETYBaaT
Ha KymaHoBckara oOnact. OBze cranyBa 300p 3a KopeorpadcKuTe eleMeHTH Ha
Haj3acTalleHUTe oOpa KOM Ce€ U3BeAyBaje BO OBOj apeal Kako M 3a
€THOKOPEOJIOUIKUTE KapaKTepPUCTUKK U perepToapckara 3actaneHoct. Criopes HUB,
KymanoBckaTa kopeorpadcka o0yacT, Kako IITO ja HApeKyBaaT THE, He T'H omndaka
caMo OKOJHHTE ceja Ha KymMaHoBO TyKy €ieH MOMIMPOK MPOCTOp BKIIYIYyBajKH TO
Byjanosan u IIpemnieBo kako nmpeoana 3oHa. (JankoBuh, 1939, ctp. 149). JankoBuk
WCTaKHyBaaT Jieka OOJHMIMTE HA WIPUTE OXl OBOj Kpaj IVIaBHO CE€ 3aCHOBAaaT Ha
OTBOPEHO OpO, KajJie MITO OpPOTO € KOMOWHHUPAaHO CO COJIO Wrpa Ha OPOBOJEIIOT.
Oparta KkaJe IUTO OPOBOJELOT WIpa COJO MpHIaraaT Ha Trpymara mewku opa.
(Jankosuh, 1939, ctp. 152). [lonaramy Te HaOpojyBaaT u rojem Opoj Ha OPOBOIHU
MecCHW Ko Owie 3acrareHu BO OBOj kpaj. TakBu ce [lojoox no mnyma no
kamenuwma, Hana xapana desojue, Cedeno Jane noo bena nosnuya, /unbep Janxa
no ogopu ce weue, Jlanu epmu 0an ce eopa mpece, Cuman xamern 0o kamerna, Kono
600u Baca, )anu 3ape 0a owcarumo, Kume kepro, xoj ayna na neunuep, Cuman
oubep, Kumuye, /lanuye ne mu aasxcu opama, Oj mu Mapo ourundapo. (Jaukosuh,
1939, cTp. 152).

Kora cranyBa 300p 3a mpHJIMKUTE 32 Urpame, JAHKOBUK yKa)xyBaaT Ha Toa
JIeka Kako W BO JPYTHTE MpEeid HajMHOTY C€ WIPajo Ha CBaJAOUTE, a Kako
OCTaHATH NPWIMKH 332 UTpame T'M HaBelyBaaT TPETHOT JieH Ha Benwurmen, Ceera
[Terka banaxknuja, Jlyxonen u MBan nen. (Jankosuh, 1939, ctp. 156). Opara 3a
KOM THE TpaBaT aHalM3a Ha UTPOOPHUOT obOpasen ce: Cmojro, Cmojuo, Llapena
yecma, IIpewescko xopo apbarncko, Onan onan, Macypuuro, Junous oaeu, Cmojne
ne, Cmojue, Trajenuya, Of desojuurva, Ilpasa, [lloncka, He opem Hedo, 3acnana
mu yapuya Munuya, Kosjauko cencko, Ilocejana Pamxa, Odcenux ce 3apobux ce,
JKaba nenewasa, Benue 30paeue, Ilonana maecia no nome, ILlone mome,
Cmapospemcko xono, Lllapeno xono, Knucypra, Hukono eajne conemo, Ilo Mapasy
pemko yeexe, Of mu Kame cyso sname, Mope, Jane, 3azop, Jane. (Jankosuh, 1939,
ctp. 158-187). bes ornen Ha xopeorpad)CKUTe €IEMEHTH U CTPYKTypaTa Ha Mrpara,
CEJICKATE WIPH, KAKO IITO HCTAaKHyBaaT JaHKOBHK, Ce OJUIMKYBaaT CO BEApHUHA,
CBEXXMHA U IIPOCTOCPJEUHOCT HA IaTpujapxajHara cpeauHa. Bo urpure, yekopure
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Ce HajuecTO BKPCTCHH W CO IPUBICKYBambe, HArjJaceHd M HEHarJlaceHH, CO
MOTCKOIIM, JOTNHpame Ha 3eMjara CO NPCTHTE HA CTamajioTo, Hchpiame Ha
cnobonnata Hora. (Jankosuh, 1939, ctp. 153). Cemak, HUBHOTO UCTpPaXyBame BO
KymanoBckata o0mact, kako MITO moTeHImpa LIuMpeBckH, HE OHMIIO MOOICEKHO
TYKYy THE HHI[MICHTHO MPECTOjyBaje BO OAPEACHHU ceja W Toa INTO UM OWIIO Ha
nodaT aHANTUTHYKU TO PErHCTpUpalie M ro KOMIApupaje co APYTH NPEACICKH
nenuan. ([lumpescku, 2000, crp. 10).

Bo mornen Ha peneproapckara 3aCTaneHOCT BO JCHENIHO BpeMe, MOXe 1a
ce TocoYaT opa KOW ¢ YIITE OINCTOjyBaaT Ha TEPEHOT, a TOa Ce KPCmay, WonKda,
mpojka, mocka, gcencka nospakarna n pamuo. (IIumpescku, 2000, ctp. 7-59).
OcBeH OBHE CIIOMEHATH Opa, 3HAYajHO € Jia Ce HAOMEHAT YIITe HEKOJKY KOH Ce
W3BEJyBaaT BO MPUAPYKOA HA HHCTPYMEHTOT Tajja, a npumaraat Ha KymaHoBcko.
CranyBa 300p 3a opara acencko opo 3abenexano Bo ceioto Iy Kamen, moroa
KYMUMCKO Ccmapo opo WM WONKa Opo PETUCTPUPAHU BO celoTo 3yOoBIe.
(IImmpescku, 2000, ctp. 382; 435; 449). Ilonatamy Ke mpeTcTaBUME MOJATOIH 3a
OpOTO KpcmeHo KOe ¢ TUIMHYIHO 3a 0Baa obiact. ETuMosorujara Ha opoTo kpcmeno
HAjueCcTO ce Bp3yBa 3a HAYMHOT HAa HWIPAETO HAa HMIPOOPHHOT o00Opasel, Koj
n300MIIyBa co BKpcTeHH cTanku. Ho, cenak, cTanyBa 360p 3a €JHO MOCYIITECTBEHO
ETUMOJIOIIKO TOJIKYBAahe KOE TIacH:

buoejru maxeoonckume xpucmujanu oune eepru ueda wa Iocnood boe u
wybosma xkon lTocnod ce uspaszyeana 60 ceKoj MOMEHM U HA CeKoe MeCmo CO
Kpcmere, HApoOOm HA PemKO OPUSUHALCH U KDEaAMmueHO CUHOHUMEH HAYUH,
NOCMOJAHO 20 8HeNl 60 OPOMO KPCMEHA, CO aHUMUpPArbe Ha uekopume. Beywnocm,
Maxedoneyom 6o ceoemo opo ce kpcmen u ce monen Ha Iocnod boe xoj u 6o
Hajeecenume mMueo8u 6uL 60 He208ama Oyula U NPEKy CROMEHAMOMoO HAPOOHO OpO.
Cume KpcmeHnu opa ce uepaie HA NPASHUYU U CENCKU coOOpuU nped ouume Ha
Typyume kou He Mmodicere 0a 2u NPOMOIKYEAAM GKPCIEHUME XPUCTNUJAHCKU
cumbonu 6o eewmo oouepanume opa. (Ilumpescku, 2000, ctp. 25).

Opara 3abenexanu oJ I[IMMpeBCKH He ce IETalHO ETHOKOPEOJOIIKH
00paboTeHu, TyKy CeKoe O]l opaTa UMa caMo Meiorpadcku 3amuc, uMe U Mmpe3uMme
Ha CBHPAYOT U JIOKAIUTETOT O KaJie ITO MOTEKHYBa opoTo. OBa 3HAUH JieKa TUE CE
MOJUTOKHHU Ha MOJeTaIHa aHaIn3a 1 00paboTKa 0J1 ETHOKOPEOJIOIIKH ACTICKT.

Opckata Tpaagumumuja Bo cenara Yesonek, [Aparomanue u Crapo

Haropuuane

[Nonaramy ke mpeTcraBuMe co3HaHHja ol cenarta Yenonek, [paromanie u
Crapo Haropuuane kaze mTo ce BpuIeHU HcTpakyBama Bo 2009 roamna. Cenak,
Nopaaud OrpaHWYEHOCTAa Ha MPOCTOPOT, IMOHATaMy Ke CliefaT caMO HajBaKHUTE
KapaKTepUCTUKU IMOBP3aHU CO OpcKaTa Tpaauuuja. HemszOexxHO e na ce Harjacu
JIeKa CO TEKOT Ha BPEMETO CE CIydyBaaT OIIITECTBEHH, COIIMOJIONIKU U KYJITypHHU
MPOMEHH, Ma TAaKBUTE MPOMEHU HEM30EKHO BIIMjaaT W Bp3 OpcKaTa TPaAMIIHja.
TepeHOT, KakO Ha HHMBO Ha MakellOHHja Taka W BO CIOMEHATHOT apeai, € BO
IIOCTOjaHU TIOMECTyBama, Taka IUTO OJIPEJCHM HAa3MBU Ha Opa KaKO M UIPOOPHHU
oOpaciiy co TEeKOT Ha BpeMeTo ce 3a0opaBaar u ce ryoar.

Kora cranyBa 360p 3a IpOCTOPOT U MECTOTO 3a UI'PAE BO OBUE NPEAEICKH
LIEJIMHYU, 3HA4YajHO € Ja Ce HallOMEHE JIeKa HajuecTo Ce Mrpajo Ha cpex cejo, HO

186



BRIEF OVERVIEW OF THE DANCE TRADITION IN THE ETHNIC REGIONS
OF ZHEGLIGOVO, SREDOREK AND SLAVISHTE...

HEPETKO ce CIydyBaJo Jla UTpaaT U Ha MeCTa HapeKyBaHU xpcmi. OBOj MOJATOK TO
UCTaKHyBa JaHEBCKM, yKaXKyBajku Ha Toa Jeka Bo ceinata Bo Cpenopek ce
[IPOHA]jIeHH MOBEKEe MECTa JOLUPAaHU HAABOP OJ CEJOTO, OTPAJeHH CO KaMemba, BO
KOH MMaJjIo TOJIEeM H3JUTHAT KPCT, TpIe3apHja, HallpaBeHa O] KaMemha U CTOJIUIH O]
KaMemwa U IpocTop 3a urpa. (Janescku, 2013, ctp. 72). Bo KOHTEKCT Ha OBa 3HauacH
€ TMOJATOKOT JleKa MECTOTO 3a WIpame BUKaHO 3abesn, TpeTcTaByBajo Mera Ha
cenata Yenonek, Haropuuane n HukyspaHe kKoja ce Haorayia HalBOp OJT CEJIOTO KaJie
mto uMaino npksa boropoguna. CorosopHukot [IpaBra MujaeHKOBUK 3a OBa BeJIU:

Ila maxoj ea xpcmuwe ume 3aben, 0a oH je na mpu ceia mera na Yenonex
u Ha Hazopuyuano na Huxymane u maxoj. O6dej ja kaxo cam mucay oa 3uam, 3aben
cu 2a euras.’

OcBeH Ha3uBOT 3aben JOKANHUTE JKUTENH OfF celoTo Yemomek ro
CIIOMEHYBaaT yIITe ¥ HA3UBOT Jenenuwume, TIOpaaW IIPOCTPaHATa 3e€JICHA
nospmuHa.’ Kako NPUIHKM 3a Hrpame BO MHHATOTO OHIE TOJEMHTE BEPCKH
Ipa3HUNHU, a CEKOe OJ] cellaTa CH MpasHyBajla CBOj IpasHHK. [la Taka BO cenoTo
UYenonek HajrojieMu Npa3HULIM Ha Ko ce onBuBase cobopu ce Cera Tpojua u
Benuraen, nonmexka mak Bo cenoro paromanne coOopuTe ce NpakTUKyBaje Ha
npasuunute Kpcrosnen, Cs. Apxanren Muxani, Murtposaen, Benurnen. Cenoto
Crapo Haropuuane, mak, ro npociaByBajo npa3sHukor Cseta boroponuna Ha 28
aBIYCT NIPH IITO Ce OJBMBAN roieM coGop.' 3a oapxyBamero Ha coGopuTe BO
MHHATOTO CBEIOYAT M MHOTY HCKa3H Ha JIOKAJIHHUTE KUTEIH, a OF HUB K& M3/BONME
€aMo eJieH KOj BeJH:

Kaxo oeme ja nammy 060ej umauie nbyou 0ocma, Kao ce cobepemo ceaxu
6euep, na uepas na nees, oesojie bekapu.’

3HayajHO € J]a ce HallOMEeHEe yIITe U OJIBUBAIKETO Ha rOJeMUTe coOopu BO
Hedena,’ Kako JIeH 3a OIMOP ¥ MOYKHOCT 3a 3a0aBa Ha HACEICHHETO.

Peneproapckara 3acTameHOCT Ha oOpa BO TPHUTE cela TeHEpaaHo €
WICHTUYHA, CO Malu pa3nukd. HajuecTo cmoMeHyBaHU opa Off COTOBOPHHULIUTE Ha
TepeHoT Bo cenara Jparomanme n Crapo Haropuuane ce opara pamuo, oeruneyuid,
Eneno mome, uauax, wiecmuya WIA ) wec, HCUKUHO, 3a6p31amda, NOAEKa MaK BO
cenoto Yenomek Kako Ha3WBH CE€ CPETHyBaaT yIITE JBE Opa, a T0A ce 6yeapka U
enacunka. OBUE opa IpHIIaraaT Ha KaTeropHjaTa COOOPCKH Opa KO Ce M3BEIyBase
Ha rojeMuTe cobdopu M mpasHuiy. Crnopeln UIpoOpHaTa CTPYKTypa M UTpoOpHaTa
0a3a, Kako IITO HCTaKHyBa JaHeBCkH, opaTra Bo Cpelopek Kako M BO INPEIEIIHTE

2 Cnopen uckasure Ha [IpaBna MuneHKoBHK, pojeHa Bo ceno Yemnonek Bo 1937 roanna, MaxeHa BO
Crapo Haropuuase, COCTBEHU TEPEHCKH UCTPAXKYBamba.

* Cropen mckasure Ha Crojan Jla3apeBCKH, pojeH Bo ceno Yenomek Bo 1934 roguHa, CONCTBEHH
TEPEHCKH UCTPaXKyBamba.

4 Cropex mckasu Ha coroopHmIH 01 cenata Yernorek, Jlparomanue i Ctapo Haropuaase, concrpenn
TEPEHCKH UCTPaKyBamba.

3 Crnopen uckasute Ha Crojan JlasapeBcku, poaen Bo cemo Yemonek Bo 1934 roauHa, concTBeHH
TEPEHCKH UCTPaXKyBamba.

6 Jlenor medena xaj MaKeIOHIWTE NMPETCTABYBaN ONATACH BO CEAMMIATA, ICH KOTA CE OIMOPANO
HAaCEJICHUETO M Kora ce Ipa3HyBajJo, OJHOCHO JIEH Kora He ce deia (He ce paboOTH), OX LITO U
HacTaHajuo umero Henena. Cropea HapoOJIHOTO TOJKYBamwe, Hesenara bor ja ogpenui 3a oaMop, HO U
KakKo JIeH Kora OMJIo NMPeABHICHO Jia Ce U3BPIIYyBaaTr cBeTuTe paboTu. IMeHo, Ha TOj JIeH ce 0JeI0 BO
L[PKBA, Ha CpeTceo, Ha cobop u ci. (uutupano cnopea: Tprnecku, 2015, ctp. 389).
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Kernuroso u CnaBumre ce OJJIMKyBaaT cO Op3M JBIKEHA M MOTCKOIHM, JO0JEKa
HAa4YMHOT Ha KOj ce M3BeAyBaje opaTa OWi maTpujapxaleH U opaTa cekoraul ouie
W3BEIYBAaHU CIIOpe] couujamHuoT cratyc. (JameBcku, 2013, ctp. 71). Bo Bpcka co
JPKEHETO HA UTPOOPIMTE MPU HTPAKETO, BO OBHE TPU Cella CPETHYBaME IPIKCHE
3a pare, 3a mojac u 3a pamo. [lpxemeTo 3a paue M 3a 1ojac ro MpaKTUKyBale U
MaXKHTE W KECHUTE, JOJeKa, MaK, APKEHETO 3a paMO € KapaKTepUCTHKAa caMo 3a
MaKUTe, a TOA Haj9eCTO Ce CIydyBa KOTa I'l HTpaaT paMHHUTE HJIH JIECHUTE Opa KaKo
pamuomo, 0enunzyuia UTH. JIp>kemeTo 3a paMo Kako KapaKTepHCTUKA 32 Ma)KUTE T'o
uctaknysa 1 Crojan Jla3apeBCKHU KOj BEJH:

Osoj pamno [enunzywia 2u 6uxag mue... mypue pyke HaA pamo Kayus...
Henuneywa maxo, nonaxo.

JpxemeTo, Mak, 3a Iojac € THIHYHO 32 OPOTO 4¥ayak, KOe 3aeHO CO oparta
HCUKUHO, 3A6P31AMA U 8IACUHKA UIMAAT CPIICKO BIIMjaHHE.

[TaTpujapxamHUOT HaYMH Ha M3Ben0a HA OpaTa BO MUHATOTO OWII Tou3pa3eH
1 TI0JIOBaTa 3aCTaneHoCT BO opaTa Omjia CTPOTO ONpejeNieHa, IITO 3HaYHl JeKa Kora
ce urpajie opa ojf MEIIOBUT KapakTep, 3aA0DKUTEIIHO MaXXUTE IO 3a3eMajle JIEBUOT
Jell O] TONYKPYTOT, a J>KEHUTE AEeCHUOT. [loclemHHOT Urpooper of Ma)kuTe H
MpBaTa UTPOOPKA O )KEHUTE, BO MHHATOTO CE JIPJKeJe 33 MapaMmue MIJIM MOHEKOTalll
kycrek.® CTpOrHoT 3aKoH Ha MaTPHjapXaTHHOT CHCTEM HA BPEAHOCTH HAjI00PO ro
nckaxysa [IpaBga MUJIEHKOBHK KOja BEJIH:

Moja 6aba kao buna, m’2a maxoj cmpozo e 6uno He cmeut 0a 3acmaneus 00
Gekapa, npebuie me mamxo ca cman.’

JloMHHaHTHOCTA Ha MaXXUTE, OCBEH BO OIIITSCTBEHHOT JXHUBOT, C€
OTCIMKYBaja U BO OPOTO, IIa Taka KOra MakKUTe HIpaje MalIKH Opa XEHHUTE ce
Tprajie HacTpaHa:

Kao uepas mysicu cunno, mu ce mpeamo na cmpana.’

Bo momonHe)HHOT Mepuox IO MIeeceTTUTe ToAuHM Ha XX Bek, ce
CIlydyBaJl0o U MeIlake Ha OpaTa, OJHOCHO MAXXHUTE U )KCHUTE Mrpaje 3aeJHO eIeH
70 IIpyT, IO pemocien Max — skeHa. OpoBOJeNoT, MMaK, KOj HMall KIydHa YyJIora BO
0pOTO, BO MHHATOTO HOCEI KYCTeK, J0/eKa BO TOHOBO BpeMe HOCel Kpma.''

Kora cranysa 300p 3a HHCTpyMEHTalIHaTa MPpUIPYk0a Ha opara JO3HaBaMe
JieKa BO OBOj IIpeJielT oparta ce IpUAPYKYBaHHU CO Tajau, TyayK U mymnenka. ['ajaure
Ouse HajpaclpOCTPaHETHOT HHCTPYMEHT, Na MOToa AYAYKOT, Ma IIyNeiKara.
(XahuBacusbeBuh, 1909, ctp. 395). 3a rajoara JOKaTHUTE J>XUTEIU HA CEIOTO
UYenonek nmaar nmocebeH Ha3uB eajoure. Ha eajourse T urpase noronemMuot Opoj
Ha Opa Ha COOOPHTE ¥ MOTOJIEMHUTE MIPAa3HULH, a BO CEJIOTO UMAJIO M HEKOJIKY 100pH

0

7 Cnopen uckasute Ha Crojan JlazapeBcku, pojeH Bo ceno Yemonek Bo 1934 roanHa, CONCTBEHH
TEPEHCKH UCTPAKYBamha.

8 Cnopen uckasure Ha [IpaBna MuneHKOBHK, poaeHa Bo ceno Yemonek Bo 1937 ronuna, MaxxeHa BO
Crapo Haropuuane, CONCTBEHN TEPEHCKH UCTPAXKYBamba.

° Hcro.

1" Hero.

"' Cnopen nckasure Ha Tpajan CHEPHIOHOBCKH pojeH Bo ceno Jlparomanie Bo 1946 romuma,
COTICTBEHU TEPEHCKH UCTPAXKYBarha.
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FajZ[aI,[I/II/I.lz Bo cenarta paromanue u Crapo Haropuuane, ucto Taka, opaTa ce
IPUAPYXKyBaJIe HA Taji, HO OCBEH rajiaTa OHIie 3acTalleHy M AyLAyKOT  rycmara.’
UYecto ce ciydyBalo OBHE [Ba HHCTPYMEHTH Aa TM HpHAPYXKyBaaT opara Ha
cobopuTe U mpa3sHULIuTe. Bo KOHTEKCT Ha MPETXOJHO M3HECEHOTO K& HalloMeHeMe
JIeKa MaKo 3allCHTe Ha CPIICKHOT eTHOorpad XaymBacHMIbEBUK KOM CBEJOYAT 3a
WHCTpYMEHTalHaTa NpUApYyxk0a ce HalpaBeHU Ha MOYETOKOT Ha XX BeK, cropen
WcKa3uTe o kurenute Ha cenata Yemomek, Jparomanne m Crapo Haropuuane
MOXE€ J]a c€ YBUAM JieKa MHCTpyMEHTalHaTa NMpUApYKO0a He IMpeTpriena OrpPOMHH
npomenu. Cekako, oBae 300pyBaMe 3a MEPUOJOT BO MENECETTHTE U ILEeCETTUTE
TOJMHHA HA MUHATHOT BEK KOTa JIeNl 0]l MHPOPMATOPUTE HEMOCPEIHO YIECTBYBaJeC
Bo cobopute. [Jlogeka, mak, BO MOHOBO BpeMe, coceMa HOpMajHa € IojaBaTa Ha
WHIYCTPUCKM HHCTPYMEHTH KOM T'M MOTHCHYBAaaT WHCTPYMEHTHTE OJf padHa
n3paborka. Ila Taka, ce cpeTHyBaaT M WHCTPyMEHTH 01l (paOpHUKO MPOM3BOACTBO
KaKo yCHa XapMOHHKa, XapMOHHKa, TpyOa 1 KIlapuHeT.

3akayuok

Croopen mocera M3HECEHOTO MOXKEME Ja 3aKIydhMe IeKa BO STHHYKHUOT
npenen Cpemopek, ocobeHo Bo cemara Yemomnek, Jparomanme u Crapo
Haropuuane, Moxe Iia ce cpeTHAT rojeM Opoj Ha HH(GOPMATOPH KOM OWie Ael of
OpcKaTa Tpaaulyja BO CpeJUHATa Ha MHHATHOT BEK M KOU C€ YIITE MaMeTat Jell O]l
HApOJHUTE Opa KOM HEeKoram r'u urpaie. Jlemx oJ co3HaHWjaTa yKaXyBaaT Ha TOa
JIeKa OBOj apeaj U300MITyBall CO TAICHTHPAHHU MTPOOPIIH U HHCTPYMEHTAIUCTH KOH
OuJie aKTUBHU HOCHUTENHU Ha TPAJAMIMOHAIHATA KyJITypa. AKTyellHaTa cocToj0a, nak,
Ha TEPEHOT YKa)XXyBa Ha TOA JIeKa MHOTY PETKO Ce CIIydyBaaT coOOpH Ha TOJIEMHUTE
Npa3HUIN BO JIEHEIIHO BpeMe, NOpagd MHOTY (akTOpW KOW NMpHIOHETE TaKBHTE
rojeMu 30MIHyBamka Ha CeliCKaTa 3aeJHHIA Ja 3TacHaT.

Hndopmaropu
Jlazapescku CtojaH, pojaeH Bo ceno Yenonek Bo 1934 ronuna.
MunenkoBuk IlpaBna, ponena Bo ceno Yenonex Bo 1937 roguna, maxkena Bo Crapo
Haropuuasne.
CrupunonoBcku Tpajan, poaeH Bo ceno [paromaniie Bo 1946 roguna.
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Stojanche Kostov

Brief Overview of the Dance Tradition in the Ethnic Regions
Of Zhegligovo, Sredorek and Slavishte
(with special emphasis of several villages in Sredorek)

Abstract: The article provides a brief overview of folk dances and dance tradition
in the ethnic areas of Zhegligovo, Sredorek and Slaviste that are in the north-eastern part of
Macedonia. These regions which have common ethnological features are also characterized
by similar dancing culture and similar dance repertoire. The short review is focused on folk
dances that were performed on major holidays, weddings, and dances that are accompanied
with singing. Special emphasis is placed on the stylistic characteristics of male, female and
mixed dances, as well as opportunities and places for playing in several villages in Sredorek.

Keywords: ethnochoreological features, folk dances, repertoire, dancing culture.
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PER UNA NUOVA IMMAGINE DELLE DONNE IN TV ITALIANA —
ALCUNE RIFLESSIONI IN BASE ALLA FICTION GOMORRA

Abstract: Con il presente articolo si vogliono esaminare i cambiamenti riguardanti
I’immagine della donna, veicolata dalla televisione italiana, prendendo spunto da una serie
televisiva di successo, Gomorra, che si ispira al libro-documentario di Roberto Saviano e
racconta la realta criminale della Napoli odierna. Al fine di dimostrare il carattere di questo
mutamento si passano in rassegna alcuni dati statistici relativi alla presenza delle donne nei
media di massa nonché le principali tendenze nella rappresentazione del femminile che si
riscontrano nella sfera pubblica italiana. Inoltre, si cerca di mettere in rilievo una sottile
evoluzione del modello femminile in base all’analisi della protagonista di Gomorra. Si
mettono in risalto i tratti caratteriali atipici per ’immaginario femminile vigente finora, i
valori e i modelli di comportamento promossi dalla protagonista. La figura femminile
principale viene considerata un segnale di cambiamento che interessa i modi moderni di
costruire 1’identita di genere.

Parole chiave: immagine, rappresentazione, donne, televisione, fiction.

L’obiettivo che ci poniamo in questo articolo ¢ quello di mettere in rilievo
I’inizio di una sottile trasformazione dell’immagine della donna nella televisione
italiana, a cui, a nostro avviso, si assiste negli ultimi anni. Vorremmo illustrare
questo processo di un ridimensionamento della presenza femminile in televisione
con un esempio tratto dalla fiction italiana: la protagonista della serie Gomorra
Imma Savastano, considerandola un segnale significativo di un cambiamento in
corso, se non una prova dei mutamenti ormai avvenuti.

Il punto di partenza per queste riflessioni preliminari, ossia la serie televisiva
Gomorra' & stato scelto deliberatamente come oggetto d’analisi per un duplice
motivo: innanzitutto, non € da sottovalutare un enorme successo riscosso in Italia e
anche in altri paesi’ dalla serie che si ispira liberamente all’omonimo libro di
Roberto Saviano,® raccontando la realta camorrista attraverso la lotta tra i due clan
rivali di Napoli, i Savastano e i Conte. Inoltre, Gomorra introduce una protagonista

! La serie Gomorra & prodotta e trasmessa dalla piattaforma televisiva Sky, la prima stagione
¢ andata in onda nel 2014, la seconda ¢ prevista per il 2016.

2 Gli ascolti record riguardano non solo gli episodi trasmessi in prima visione da Sky
Atlantic, ma anche le repliche sul canale Rai3 (http://www.optimaitalia.com/blog/2015/02/24/tutti-i-
numeri-di-gomorra-la-serie-record-di-ascolti-su-sky-rai-3-e-twitter/189326, data di consultazione:
20.09.2015).

? Saviano, R. (2006). Gomorra. Milano: Mondadori.
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di nuovo tipo: forte, decisa, intraprendente, a volte spietata e brutale, contribuendo
alla discussione sul ruolo della donna e sulla sua rappresentazione televisiva.

Siamo consapevoli del fatto che I’argomento delle immagini mediatiche delle
donne ¢ molto piu esteso e complesso di quanto possa emergere da questo articolo
per i limiti di spazio; ci vorrebbe una ricerca piu approfondita, che comprendesse
vari tipi di programmi televisivi (telegiornali, programmi di varieta, pubblicita) per
poter presentare un’immagine completa della donna e della sua posizione nella
societa di oggi.

In questa sede intediamo soprattutto offrire uno sguardo preliminare
sull’evoluzione della figura femminile in tv, dimostrando 1’immagine insolita, se
non sovversiva, della protagonista di Gomorra rispetto alla visione proposta in
generale dalla televisione italiana. Ci soffermeremo sugli elementi salienti che
fanno parte dello stereotipo femminile, cosi come ¢ trasmesso dai media di massa in
Italia, cercando di dimostrarne eventuali implicazioni. Partiamo dalla premessa di
natura “critica” (cfr. Jabtonska, 2006) che il modo di comunicare e i contenuti
comunicati contribuiscono a costruire la realta sociale e 1’obiettivo dello studioso ¢
quello di svelare i processi, 1 cambiamenti relativi all’ineguaglianza, alla
discriminazione, alla distribuzione ingiusta del potere. Desideriamo evidenziare i
rapporti imprescindibili tra la comunicazione, la cognizione, la societa, la cultura e
il potere (cfr. van Dijk, 1993, p. 253) che possano conservare il sistema di disparita,
in cui le donne vengono ridotte a certi ruoli sociali e a certe qualita. Solo palesando
i meccanismi di disuguaglianza, anche quelli che si nascondono o passano
inosservati nei mezzi di comunicazione di massa, si puo evitare di riprodurre il
sistema simbolico dominante. In questo caso si tratta piuttosto di mettere in
evidenza un esempio di emancipazione: di una protagonista che trasgredisce i
confini tradizionalmente imposti alla donna dalla societa, infrangendo 1I’immagine
convenzionale della donna proposta dalla tv.

Va anche indicato il ruolo cruciale che svolge la televisione nel processo di
diffusione di norme, di valori, di opinioni. Non c’¢ dubbio che, nonostante
I’avvento di Internet e di nuove forme di comunicazione, la televisione rimane un
medium potente, che fornisce conoscenze sul mondo e il divertimento, combinando
i due elementi in un insieme detto infotainment (ing. information e entertainment),
ma anche offre interpretazioni gia pronte della realta che ci circonda.

Tomasz Goban-Klas (2009, p. 270) sottolinea la capacita dei media di massa di
formare la realta simbolica dell’'uomo e di modificare, quindi, il suo
comportamento. La televisione costituisce un notevole mezzo di socializzazione
dell’individuo, ovvero fornisce consigli, modelli dei ruoli sociali, modelli culturali
caratteristici per una data collettivita, su cui I’individuo puo basare le sue decisioni
(idem, p.271).

La sua importanza come agente di socializzazione risulta da alcuni fattori,
soprattutto dal facile accesso legato al basso costo e al fatto che non richiede
competenze particolari né preparazione (cfr. Renzetti e Curran, 2005, p. 216).

Le rappresentazioni sociali trasmesse dalla televisione (attraverso la pubblicita,
la fiction, ecc.) costruiscono il nostro modo di percepire la realta e anche la nostra
identita, ’identita di genere compresa. La sua influenza ¢ a volte prepotente, come
sostiene Anna Lisa Tota (2008, p. 10): «Nella contemporaneita i media detengono
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una sorta di monopolio sull’immaginario sociale, al punto che per molti gruppi
sociali immaginario mediale e sociale tendono quasi a coincidere».

La televisione, presentando una certa visione della realta, ¢ accusata a volte di
veicolare stereotipi, privilegiando alcuni valori e atteggiamenti e ignorando o
addirittura discriminando gli altri. Ai fini di questa ricerca ci serviamo della
definizione di stereotipo adoperata da Giovanna Cosenza (2008, p. 243):

,un insieme rigido e semplificato di credenze che un certo gruppo sociale
condivide e ripete in modo acritico su un oggetto, stato di cose, evento,
comportamento, o su un altro gruppo sociale, spesso facendo dello
stereotipo una base per formulare pregiudizi, cioé giudizi aprioristici non
basati su dati empirici sufficienti, giudizi che a volte sono neutri ma piu
spesso negativi”.

L’immagine della donna nella televisione italiana, di cui ci occupiamo in
questo articolo, costituisce un ambito in cui gli stereotipi abbondano, riproducendo
molti pre-concetti e giudizi schematici. Come osservano, per esempio, Renzetti e
Curran (2005, p. 218), tra gli stereotipi riguardanti il genere culturale si nota sempre
la tendenza a presentare le protagoniste televisive nel contesto domestico piuttosto
che lavorativo, come persone che parlano dei loro sentimenti, delle relazioni
amorose, mentre gli uomini si concentrano sul lavoro; per di piu le donne vengono
identificate nella maggior parte tramite lo stato civile, gli uomini invece tramite la
loro posizione professionale. Anche la pubblicita in tv contribuisce a diffondere una
visione stereotipata dei generi, soprattutto se si considerano i ruoli professionali
svolti da ambedue i generi (uomini-esperti, donne-casalinghe) nonché il fatto di
usare il corpo femminile per reclamizzare qualsiasi prodotto: la donna presentata
come oggetto sessuale, attraente, vestita succintamente e spesso in una posa
provocatoria vende ogni tipo di merce (idem, pp. 222-227).

Le immagini standardizzate veicolate dalla televisione, dotate di un certo
potere simbolico, aiutano a mantenere 1’omogeneita della societa, nel contempo
pero contribuiscono a creare una realta rigida, in cui gli individui sono ridotti a ruoli
fissi.

Partendo da questi presupposti, vorremmo offrire una riflessione sullo
stereotipo della donna in generale riscontrabile nella televisione italiana, affinché
costituisca uno sfondo sul quale analizzare la figura femminile della serie Gomorra
con 1 suoi tratti distintivi e innovativi.

Siamo dell’opinione che I’immagine della donna venga costruito attraverso la
sua presenza nei media, la quale puod essere intesa in modo duplice: da un canto la
donna puo costituire un soggetto della comunicazione, dall’altro invece ne ¢
I’oggetto. L’idea della donna-soggetto si riferisce al suo ruolo attivo nella creazione
del messaggio televisivo tramite la visibilita nelle imprese dell’ambito mediatico in
posizioni dirigenziali, in quanto manager, produttrice, giornalista. Il concetto della
donna come oggetto viene realizzato attraverso la presenza femminile nei media in
quanto argomento della comunicazione o meglio “contenuto” da seguire.

Per quanto riguarda il ruolo attivo delle donne nelle imprese mediatiche si
continua a notare la loro presenza minoritaria rispetto ai dirigenti di sesso maschile.
Osserviamo la situazione della Rai, dove secondo i dati forniti dalla Commissione
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Pari Opportunita dell’Usigrai* e commentati dalla studiosa Giovanna Cosenza,’ ci
sono:

- 33,7 per cento: giornaliste Rai

- 4 per cento: donne dirigenti Rai.

- 2: donne direttore Rai

- 3: donne vicedirettore Rai (a fronte di 33 uomini)

- 63: donne caperedattore Rai (236 gli uomini).

Quanto alla stampa italiana, si possono consultare i risultati della ricerca
quantitativa sulla posizione delle donne condotta dalla Federazione Nazionale
Stampa Italiana nel 2011:° si hanno 5 donne direttore di quotidiani su 113 uomini, 5
donne vicedirettore di quotidiani su 99 uomini, 67 donne redattore-capo nei
quotidiani su 477 gli vomini. Lo stesso rapporto conferma anche una notevole
differenza nello stipendio tra giornalisti uomini e donne.

La sfera dirigenziale del settore mediatico italiano sembra sempre dominata
dagli esponenti di sesso maschile, ma i dati relativi al protagonismo femminile ad
altri livelli strutturali indicano una tendenza crescente: considerando i risultati del
Monitoraggio della figura femminile nei programmi RAI — Rilevazione annuale
2014," eseguito dall'Osservatorio di Pavia, andrebbero messi in risalto i seguenti
dati:

- alivello di ruoli interni (conduttori, giornalisti e altri professionisti nel cast

e nella redazione dei programmi) le donne raggiungono il 41%
- a livello di ruoli esterni (persone che fanno notizia, intervistate, ospiti) le
donne sono il 32%

- fra i personaggi delle fiction, le donne costituiscono il 42%.

Come si vede, la visibilita delle donne non ha raggiunto ancora il livello
esattamente paritario, sebbene i numeri siano promettenti; la visibilita perd non
coincide sempre con una vera influenza, come dice la studiosa della televisione
italiana, Milly Buonanno: «In tv le donne si trovano dappertutto. Ma una cosa ¢ il
potere, un’altra & la presenza»® e ancora «Si tratta di una grande visibilita, ma poche
responsabilita. A parte qualche direttora, come al Tg3 e a Rainews24, le donne in tv
non hanno potere».’

Le sue parole trovano conferma anche nel documento dell’Osservatorio di
Pavia menzionato sopra (Monitoraggio..., 2015), secondo il quale i telegiornali e i

* I dati raccolti dalla Commissione Pari Opportunita dell’Usigrai, risultati del sondaggio
realizzato sui giornalisti della Rai, sono stati presentati 1’8 marzo 2012 alla conferenza
Rainformazione- professione donna. Immagine femminile e ruolo del servizio pubblico a Roma,
http://www.fnsi.it/Archivio/Cpo/Cpo_Docum_2009_2013.pdf, consultato il 6 ottobre 2015.

3 https://giovannacosenza.wordpress.com/2012/03/22/quarto-potere-maschile. Consultato il
10 ottobre 2015), per piu dettagli si confronti anche
http://cpousigrai.blogspot.com/2012/03/rainformazione-professione-donna.html, consultato il 10
ottobre 2015.

® http://www.fnsi.it/Archivio/marzo2011_povere_donne2.pdf, consultato il 6 ottobre 2015.

7 http://www.rai.it/dl/docs/monitoraggiofigurafemminile2014.pdf, consultato il 6 ottobre
2015.

8 hitp://www.linkiesta.it/it/article/2015/03/08/piatte-e-superficiali-le-donne-nelle-serie-tv-
italiane/24953/, consultato il 6 ottobre 2015.

? idem.
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programmi di approfondimento «danno ampia visibilita alle professioniste
(conduttrici, giornaliste e cosi via), ma rappresentano poco 1’universo femminile: le
donne faticano a fare notizia, a essere intervistate e ospitate, specialmente nelle
funzioni piu autorevoli dell’esperto e del portavoce (di partiti, enti, associazioni,
etc.)».

Milly Buonanno sottolinea la carriera di Maria De Filippi, definendola la figura
piu potente dell’intrattenimento italiano, ma il suo esempio conferma la tesi
secondo la quale le conduttrici sono relegate in alcune tipologie di programmi
televisivi, mentre quelli considerati pit importanti, piu prestigiosi, come i talk show
politici della prima serata, sono condotti da uomini (neanche il programma della
famosa Lilli Gruber va in onda in prima serata)."’

In effetti, la posizione inferiore delle donne nei programmi politici, di
approfondimento rispecchia la situazione che si riscontra nella sfera pubblica. Nella
politica italiana prevalgono gli uomini, le donne politiche solo raramente svolgono
funzioni di spicco. Come sostiene Cosenza (2012, p. 76):

,La politica italiana ¢ fatta quasi esclusivamente da uomini, inutile
raccontarsi frottole. Ancora piu inutile camuffare dietro formule ipocrite il
fatto nudo e crudo che in Italia, molto piu che in altri paesi, quando si
parla di leader si parla quasi esclusivamente di maschi. E allora tanto vale
usare il maschile senza troppi complessi di colpa. Ma no, ci sono tante
eccezioni, obiettera qualche ottimista: Rosy Bindi ed Emma Bonino (...).
Vero, tutto vero. Ma quante di queste donne ottengono lo stesso risalto
mediatico degli uomini? Lo stesso numero di interventi nelle trasmissioni
televisive, lo stesso tempo di parola? E a quante di loro pensiamo davvero
come leader? Se siamo sinceri con noi stessi, scopriamo che a contarle
basta una mano. E qualche dito pure avanza. Non a caso le chiamiamo
eccezioni”.

La politica in Italia, anche statisticamente, continua a costituire un dominio
maschile e sicuramente I’epoca di Silvio Berlusconi che fino a poco fa governava
I’Italia non ha contribuito a valorizzare il ruolo della donna nel mondo politico.
Basti pensare non solo ai numerosi scandali erotici dell’ex-premier, come le feste
bunga-bunga con la allora minorenne Ruby, ma anche alle decisioni strettamente
politiche, come la nomina dell’ex-modella, ballerina e show-girl Mara Carfagna a
Ministro delle Pari Opportunita nel 2008. Secondo Stefania Benini (2012), la scelta
delle modelle e delle vincitrici dei concorsi di bellezza come candidate nelle
elezioni politiche ¢ stata da parte di Berlusconi solo un elemento del marketing
politico e non un modo per aumentare la presenza delle donne italiane in questo
ambito.

La predilezione di Berlusconi per le donne giovani, belle e politicamente poco
indipendenti pare riflettere le preferenze di almeno una parte della societa italiana:''

' idem.

" Cosenza (2012, p. 95) lo riassume cosi: «il machismo berlusconiano che emerge dalle
inchieste, pur cosi esagerato da prestarsi alla caricatura, in fondo rispecchia quello di una fetta
importante della nostra societa, composta non solo da coloro — uomini e donne — che hanno sempre
votato Berlusconi, ma anche da chi non lo vota, ma tutto sommato considera il suo stile di vita normale
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non per caso nella televisione italiana si riscontrano con tanta frequenza le
cosiddette vallette o veline, ovvero ragazze che accompagnano il conduttore di un
programma televisivo, prive di qualita professionali o artistiche particolari, che non
hanno «altra funzione se non quella di attirare lo sguardo e di esibire il corpo»
(Molfino, 2006). Il ruolo della valletta ex definitione riduce la donna al suo corpo,
percepito come elemento ornamentale, il che riproduce la tradizionale e stereotipata
visione del rapporto tra i due sessi.

Il corpo visto in quanto oggetto-merce ¢ caratteristico non solo per i programmi
d’intrattenimento trasmessi dalla tv italiana, ma anche per la pubblicita. Cosenza
(2012, p. 83) sostiene: «Il corpo: ¢ questa 1’ossessione piu imperativa della
pubblicita occidentale, con una speciale accentuazione tutta italiana». Secondo la
studiosa, la combinazione dei seguenti elementi: corpo, bellezza e stereotipi di
genere sessuale rappresenta la base per una pubblicita di successo di oggi. Come si
¢ gia accennato sopra, il corpo femminile viene utilizzato in questo settore quasi
meccanicamente, senza alcun nesso razionale con il prodotto venduto. Ricorrendo
alla gia citata ricerca dell’Osservatorio di Pavia (Monitoraggio..., 2015), vale
indicare che la visibilita femminile non dovrebbe essere uno scopo in se stesso: le
donne costituiscono il 45% dei protagonisti della pubblicita, tuttavia «in 1 spot su 5
sono rappresentate in modo stereotipato».

L’immaginario femminile trasmesso dalla televisione, ma attuale anche in altre
sfere della vita, si compone nella maggior parte di corpi, della fisicita, della bellezza
e della giovinezza che hanno valore decorativo, ma non intellettuale. Il problema di
questo tipo di visibilita ridotta e distorta delle donne nei media inizia comunque a
essere notato. Bisogna menzionare qui soprattutto il documentario di Lorella
Zanardo Il corpo delle donne, pubblicato in Internet nel 2009."> 1l documentario di
venti minuti rappresenta un approccio critico, una sorta di denuncia o di grido
disperato; 1’autrice lo inizia cosi:

,Le donne, le donne vere, stanno scomparendo dalla tv e sono state

sostituite da una rappresentazione grottesca, volgare e umiliante. La

perdita ci ¢ parsa enorme: la cancellazione dell’identita delle donne sta
avvenendo sotto lo sguardo di tutti ma senza che vi sia un’adeguata
reazione, nemmeno da parte delle donne medesime”.

Il film evidenzia le immagini femminili dominanti nella televisone italiana:
«bocche ringofie, occhi tirati, seni a palloncino, pieghe inguinali e natiche
inquadrate dal basso, sotto minigonne pressoché inesistenti» (Cosenza, 2012, p. 91).
E una visione riduttiva, stereotipata ¢ degradante per le donne, in cui il corpo ¢ in
primo piano, la voce invece non si sente.

Alla luce delle ricerche e delle tendenze presentate sopra, vorremmo mettere in
risalto un inizio di una rielaborazione di questo schema assai degradante che si puo
riscontrare nella fiction italiana. Gia la ricerca statistica dimostra una forte presenza
dei personaggi femminili nella fiction: il 42% del totale (Monitoraggio..., 2015).

negli ambienti di potere, perché lui fa piu in grande quello che fanno tutti e perché in fondo beato lui,
che se lo puo permettere».
2 hitp://www.ilcorpodelledonne.net/documentario/, consultato il 10 settembre 2015.
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Fino a poco fa, le analisi della fiction, specialmente quella poliziesca o
relativa alla mafia, la ritenevano soprattutto maschiocentrica (cfr. Buonanno, 2008,
pp- 63-64); basti citare alcuni titoli incentrati sui protagonisti maschili: La Piovra
con il Commissario Cattani, L ‘ispettore Sarti, Il commissario Corso,il Commissario
Montalbano, il Maresciallo Rocca, Il commissario Manara, L’ispettore Coliandro
(cfr. Giomi, 2012). Come si vede, in questo tipo di fiction, che ci interessa di piu in
questa sede, prevale la tendenza di mettere in primo piano un personaggio maschio,
rappresentante delle forze dell’ordine, una sorta di eroe anti-mafia (Buonanno,
2010, p. 16). E un mondo del tutto maschile: «meno per scrupolo di antropologica
fedelta al maschiocentrismo e alla cultura virilista di Cosa Nostra, e piuttosto per le
profonde connessioni simboliche tradizionalmente stabilite tra la violenza, il potere
e il denaro - le dominanti delle storie di mafia — e la costruzione sociale del
maschile» (Buonanno, 2010, p. 17).

Negli ultimi anni comunque si assiste a un cambiamento che porta in scena
anche donne (Buonanno, 2008, p. 63), per esempio, in Distretto di polizia o in
Squadra Antimafia, per non parlare di Gomorra, dove il personaggio femminile
svolge uno rei ruoli principali (rappresentando il mondo mafioso).

Secondo Milly Buonanno (2014), il fatto che “le donne armate” non sono
piu una rarita nella fiction italiana e ricoprono ruoli importanti nelle professioni
riservate finora solo agli uomini (Buonanno, 2008, p. 66) ¢ un segnale positivo,
sebbene la studiosa abbia alcuni dubbi: i personaggi femminili «mancano di
spessore, sono piatti». Inoltre, continuano a essere sottoposte al cosiddetto ‘sguardo
maschile’ (masculine gaze) «che, pur restando generalmente lontano da insistiti
compiacimenti voyeuristici, non perde occasione di metterne in risalto I’avvenenza
e la seduttivita delle forme corporee, o il carattere sessuato di certi comportamenti»
(idem, p. 67).

Considerato lo sviluppo della fiction poliziesca o mafiosa avvenuto negli
ultimi anni, vorremmo dimostrare in questa sede quanto sia innovativo il
personaggio di Imma Savastano, moglie del boss rispetto alle immagini della donna
convenzionalmente diffuse dalla televisione.

Innanzitutto, Donna Imma gioca un ruolo fondamentale per lo sviluppo
della trama di Gomorra, diventando la vera protagonista della serie quando
sostituisce il marito, arrestato e imprigionato, alla guida del clan. Deve gestire gli
affari della famiglia, assume il comando dei camorristi, affronta i problemi con il
figlio. Muore assassinata da un traditore dentro il clan.

Gia da questo brevissimo resoconto si vede che si tratta di un personaggio
femminile eccezionale: una protagonista che decide di entrare in un territorio
maschile e assumere ruoli previsti soltanto per i maschi.”’ La sua presa di potere

13 Va comunque menzionato che, pur essendo tradizionalmente paternalistico e basato sulla
violenza, da sempre connotata come una sfera maschile, il sistema mafioso napoletano differisce
notevolmente da altre mafie dell’Italia meridionale (soprattutto quella siciliana). Come sostiene
Sgueglia (2012, pp. 87-88): «Tuttavia, nell’evoluzione odierna del reticolo camorristico, pur
rimanendo radicati determinati codici sessisti e virilisti, nonché predominanze numeriche di figure
maschili, ci sono sempre piu donne che riescono ad assumere collocazioni autonome nei ranghi delle
macchine criminali partenopee, ricoprendo per la maggior parte dei casi ruoli di gregarie, ma

199



Kamila MILKOWSKA-SAMUL

mette in discussione i tradizionali rapporti di forza fra gli uomini e le donne e
sovverte la convenzionale attribuzione di domini, secondo la quale la donna
dovrebbe occuparsi soltanto della sfera privata, della vita domestica (cfr. Giomi,
2012, p. 51). Imma Savastano ¢ lontana dallo stereotipo che ritrac le donne come
prive di autorevolezza, poco decise: sa combinare il ruolo di una moglie fedele e di
una madre, essendo supporto di tutta la famiglia nonché quello di una boss che non
ha paura di assumere responsabilita decisionali.

Anche per quanto riguarda gli altri tratti caratteriali, la protagonista di
Gomorra erode I’immagine stereotipata che le donne siano deboli, delicate e
suscettibili alle emozioni. Si presenta come un personaggio di carattere forte e
autonomo, coraggioso (suo marito, il boss mafioso la chiama leonessa). Dispone
delle doti di solito attribuite agli uomini che le permettono di esercitare il potere sul
clan: sa essere spietata, crudele, non ¢ aliena dalla violenza. Lo attestano le seguenti
parole della protagonista stessa:

Je ‘o sacc' che stat' penzann'! Voi dividete il mondo in quelli che non

uccidono e in quelli che uccidono e vi pensate che siccome io sono una

femmina appartengo alla prima categoria, ve sbagliat'! (episodio 7,

stagione 1)

Imma Savastano ribalta anche lo stereotipo di una madre affettuosa e mite:
certo, vuole bene a suo figlio, ma quando lui si comporta in maniera poco
responsabile per un figlio di un boss, lo manda all’estero, affinché cresca e diventi
piu impegnato negli affari della famiglia, nonostante i pericoli e le torture che lo
aspettano li.

Inoltre, la protagonista di Gomorra € in contrapposizione con la visione
stereotipata della fisicita femminile preferita nei media di massa: ¢ una figura di
spicco non essendo pill giovanissima né una modella. E attraente, ma di una
bellezza matura, dignitosa ed elegante.

Imma Savastano come donna-criminale, donna-leader ¢ una figura che
preannuncia una forma di emancipazione femminile, anche se in questo caso entro il
sistema di potere mafioso, e incarna una ridefinizione dell’immagine femminile che
si sta avverando. E, senza dubbio, una donna-soggetto e come tale ribalta i
tradizionali ruoli di genere: acquisisce o semplicemente mette in uso le qualita
convenzionalmente attribuite agli uomini, ma anche applica i propri modi di fare:

A guerra nun 'a vince chi e chiu fort', 'a vince chi é chin brav' a aspetta' e

chest' nisciuno lo sap' fa megl’ di noi femmine! (episodio 11, stagione 1).

Come si ¢ voluto dimostrare, la figura di Imma Savastano costituisce un
segnale dell’evoluzione della rappresentazione femminile in televisione,
ovviamente non 1’unico: basti menzionare il personaggio di Rosy Abate di Squadra
antimafia — la leader dell’organizzazione mafiosa. Tuttavia, ’immenso successo di
Gomorra, anche fuori dall’ltalia, rende particolarmente significativa la sua
influenza sull’immaginario collettivo e percio siamo dell’opinione che la figura di
Donna Imma possa incidere in modo particolare sul modo di percepire la posizione
e il ruolo delle donne nel mondo di oggi.

giungendo talvolta ad acquisire autonomamente anche funzioni di capimassimi e dando cosi luogo
all’immagine delle cosiddette ‘capesse’».
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Concludendo, si vuole sottolineare il potere simbolico delle immagini che la
televisione produce e trasmette, specialmente nell’ambito della costruzione
dell’identita di genere. Senza dubbio, in Gomorra, vista come un mezzo di
diffusione di determinati contenuti culturali, si possono individuare alcuni segnali di
un mutamento in corso che riguarda la ridefinizione dei tradizionali stereotipi di
genere e che pud portare delle nuove, pluridimensionali e innovative
rappresentazioni delle donne, non solo criminali.
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FOR A NEW IMAGE OF WOMEN ON ITALIAN TELEVISION —
SOME CONSIDERATIONS AROUND THE SERIES GOMORRA

Kamila Mitkowska-Samul

For A New Image of Women on Italian Television — Some Considerations around the
Series Gomorra

Abstract: The aim of this article is to study the changes in the image of women, as
presented on Italian television. The text takes inspiration from the successful Italian TV
series Gomorra which elaborates the subject of the Neapolitan criminal organization
camorra as it is loosely based on the best-selling book of the same title by the journalist
Roberto Saviano. In order to analyze the character of the changes taking place some
statistical data on female presence in Italian mass media are offered; moreover, the main
tendencies in the way women are portrayed by television are examined.

This research seeks to investigate the first signs of the evolution of women’s image that
can be noticed analyzing the main female character of Gomorra and it aims at highlighting
her features and values that diverge from the traditional vision of the female role. The main
female figure in Gomorra is seen as a symptom of changes in the way modern gender
identities are formed.

Key words: image, representation, women, television, fiction.
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TPAHC®OPMALUJATA HA KYJITYPOJOWKHUOT ITPOLEC
IHOBP3AH CO TPETMAHOT HA UCTOPUCKHUTE OBJEKTHU
BO I'PAAOT

Ancrpakr: BiamjaHnero Ha KyJnTypOJOMIKHOT NPOIEC MMa TOJEMO 3HAueHe BP3
pa3BOjOT Ha cBecTa 3a ABTEHTUYHOCTAa Ha TIpajOUTe M MCTOPUCKUTE aMOMEHTaJIHU
BPEIHOCTH HAa HaceleHHWeTo. Pa3BojoT Ha 3amTHTaTa HA MCTOPUCKUTE O0jeKTH M HUBHHOT
TpeTMaH Off CTpaHa Ha 3aeJHUNATa 3HAUUTEIHO MOXE Jja F0 NoA00pU U MOJUrHE HUBOTO Ha
KYJITYpOJIOIKHOT npouec. Cropes 3alTUTHUTE MHTEPBEHIIMY Ha CIOMEHHUIIUTE, MOXKeE 1a ce
IIPUMEHH LIeJIOCHA NIPEeHaMeHa, JIelyMHa IPeHaMeHa Ha MPOCTOPOT, COUyBaHAa aBTEHTHYHA
HaMeHa WU JeJlyMHa HaJBOpelrHa oOHOBa Ha (acaJHUTE MOBPIIMHU. 3rOJIEMyBameTO Ha
TYpUCTHYKATa MOHYAa AUPEKTHO € MOBP3aHO CO HCTOPHCKUTE CIIOMEHHIM, BO (opma Ha
HUBHO KOPHCTEHE KaKo [el OJ aKTUBEH IPOCTOpP CO COBPEMEHAa HaMEHa MM KaKo AN Of
MIaCHBEH-aBTEHTHYEH KYJITYpOJOUWIKK Oener Ha mpocTopoT. TpaHcdopmaiujata Ha
TPETMaHOT Ha UCTOPUCKHUTE 00jeKTH BiIHjac BP3 KyJITYpOJOIIKATa TypUCTHUKA MOHYAA MPH
mTo ce TpaHchopMHpa MPEeKy MOBUCOK KBAIUTET Ha BIIMjaHUE.

Knyunu 300poBuU: Kyimypa, ChHOMeHUK, 3awimuma, aoanmayuja, amobuenm,
Mypu3am.

Bosen

[TnaHWpameTo W JH3ajHAPAKETO Ha ypOAHUOT KOHTEKCT, Kako IpoIIec,
norpeOHO € na ce Oa3upa Bp3 IOCTOEYKATa JUHAMUKaTa Koja IPOM3JIEryBa OX
noTpeOuTe Ha HACENIEHHETO, OJHOCHO J1a OHMle KOHIMITMPAHO CIIOpe] Meplelujara
Ha KOpUCHHMIUTE Ha ypbaHuoT mpoctop. KynTyponomkure mnotpebu ce
YHHMBEP3aJIHU KaKO aHTPONOJOIIKH (haKTOp, 3aIITO THE HMPHUMEHETH BO ypOaHHOT
KOHIICNIT ~ CO3JaBaaT MPOJAYKTUBHA OKOJNMHA. HHBHOTO 3Hauyewme, MOKpaj
KBaJIUTATUBHUOT acCIEKT, MPETCTaByBa U pedepeHna npu (GpU3NYKOTO MIIaHUPAHEe
Kage ITO ce BO (yHKIMja Ha CO3[aBalbeé HACOKa 3a ApPXUTEKTOHCKOTO H
JM3ajHEPCKO MIaHupame. [IpuToa ce MOCTHTHYBaaT OAPEACHU SCTETCKU KBaIHTETH
Ha ypOaHaTa CTpyKTypa Kou ce mnpudakaar oI cTpaHa Ha KOPUCHMLUTE,
OBO3MOJKYBaaT 3aJ0BOJIyBalk¢ Ha OJpeleHa COLWjallHa KOMIIOHEHTa W COLHjaTHO
MOBp3yBame, WIACHTH(HKAIMja Ha IIOCIUHEIIOT CO OKOJIMHATa, o0e30emyBame
ycnemHa (yHKIMOHAIHA MPOCTOPHA LIENHHA, MCUXUYKA CUTYPHOCT, IIPHU LITO Ce
orndareHN W TPUPOJHUTE OTBOPEHH NpOCTOpH. JlM3ajHUpameTo Ha ypOaHHOT
MPOCTOp MOXe Ja Ouae usmuka mMaHudecTalyja Ha KyJITYpHUTE OYCKyBama MpH
IITO C€ TIOCTUTHYBA Pa3jIMYHO HUBO Ha colMjaiHa uHTepakuuja. [Ipexy popmara Ha
UACHTUTETOT Ha MPOCTOPOT ce JePUHHpa OIpEeACHA TEPUTOPHja, YECTO KaKO
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STHHYKA €HKJIaBa (Ha mpuMmep, (EeHOMEHOT Ha KHHECKa YETBPT) BO IOTOJIEMHTE
rpazoBu Bo cBeToT. [Ipeky naeHTudUKaAMja O apXUTEKTOHCKUOT IIPOCTOP MY Ce
OBO3MOXXYyBa Ha HaceleHHeTO Jda Ce OpHEeHTHpa BO ypOaHaTa OKOJHWHA.
TpaAuIMOHATHUOT KOHIICTIT Ha TPaJl OBO3MOXYBa 3aJ[0BOJIyBamke Ha KYJITYypHHUTE
norpedu npu mTo coodpakajoT € Co moMaji UHTEH3UTET, co nemadku 30uu. (Derek,
2002).

Cekoj reorpapcku permoH KoOj NpPHKaXyBa EAMHCTBO Ha KIMMATCKH,
BEreTalMCKH, HAYCTPUCKH U KyInTypHU enemeHTH (Boardman, 1978) npercraBysa
0a3za u Hacoka 3a JeQUHUpame HAa KOHEKIHMjaTa Ha TPajoT M Ha PETHOHOT
(OmKpyXyBameTo O Iej3aX0T). IIpUpOAHOTO ONKPYXYBame, EKOIOIIKOTO
IUIAaHUpake W pecTaBpaldjara, Kako W KyJITypHaTa CpeAMHa CO HCTOPHCKHTE
00jeKTH IpeTcTaByBa IIPUCTAIl Ha CO3aBam-¢ HA paMKa 3a COBPEMEH ypOaH pasBoj.
3amTuTaTa Ha TPAJULHMOHATIHHUOT I1€j3aXK CO Pa3InYHO ONKPYXKYBame O] TPajloBUTE
MpeTcTaByBa 3HA4YajHa KapaKTepUCTHKa Ha TNej3axoT. MneHtudukanujata Ha
HaCeJEeHHETO CO MpPUPOTHATA OKOJMHA Ce HaJOBP3yBa Ha KBAJIHTETHTC KOH Ce
no0uBaaT co OJHOCOT KOH KyintypHute Bpeanoctu (Hough, 2004). [Mo3utuBen
npuMep e popMHpameTo Ha exo-HacenOa Bo LlIBencka, Bo MpuIior Ha 3a4yByBambe
Ha aMOMEHTaJIHUTE BPEAHOCTH HA TpaauimoHamHuor nejzax (Day, 2003).

Bo mepuomor Ha 70-tuTe u 80-TMTe TOoaMHU Ha 20 BEK ce Mpemo3HaBa
HOCTAJITHja, OJTHOCHO OOHOBA Ha TPAIUIIMOHATHHOT KOHIIENIT Ha OKOJIMHATA, 3apaju
Mperno3HaBame Ha TPAJAUIUOHATHUTE BPEIHOCTH, OOWYaW, TMPU INTO MPEKY
KYJITypOJIOUIKMOT MpPHUCTAll CE€ TEXHee KOH CO3JaBalkeé Ha HOBa Tpaaulyja.
ABTEHTHYHOCTA TPETCTaByBa HACOKa KOH (OpPMHpame Ha CpPeJUHA CO TIOMAJ HIIH
co morojieM Opoj Ha MHTEPBEHIMH. 3rojeMyBameTO Ha NMOTpeduTe Ha ypOaHUOT
pa3Boj, yCIOByBaaT M 3rojieMEHa KyJTYpOJIOIIKa MoTpeba BO paMKHTE Ha
coBpeMeHnoT nHTerpaiex ypoanusam. (Ellin, 2006).

IIpexy comujanHata HMHTEpaklMja HAaceJICHHETO A0OHMBa CHUTYpHOCT 3a
HaJMHHYBamke Ha MPOOJIIEMUTE MPH LITO KYJITypara, Kako CcTaOWIIHa, IIOCTOjaHo Cce
HaJ0TpaayBa NpeKy MPOMEHUTE U Ce aJanTHpa KOH pa3nuuHu rerepanuu (Forman,
1995). Ilpeky BKiIy4YyBame Ha COLUjATHUTE, CKOHOMCKUTE, OJUTHYKUTE U JAPYTH
JUMCH3HH, C€ IpPEeMHUHYBa KyJITypaTa BO HEj3WHATa TPAJAWIUOHANHA (Qopma
(Seddon, 1997; Nassauer, 1997; Buell, 2005).

Kynrypata ce ogHecyBa Ha TpaaulMjaTa, €CTETHKAaTa, yMETHOCTA, Ja3HKOT,
MOpaJIHOCTA M TPyIMHATa eAyKaluja, Hu3 reHeparunure. Kyiarypolomkara Koxe3uja
NpPEeTCTaByBa JBIDKEYKA CHJIA, JOJTOPOYHO TMOBP3YyBalke Ha HACEICHHETO OJ
€CTEeTCKa, HMHTENIEKTyaJlHa W MOpajHa CTpaHa Ha Tpaauuujata. Ha Toj HauwmH
KyJITypaTa ce KapaKTepu3upa co cTabMIHOCT Ha (popMaTa U HAUMHOT Ha BJIMjaHUe.

Kynrypata Moxe na ce geduHHMpa Kako 3Ha4yajHa BO pypajHaTa U BO
ypbaHata cpeawHa, HO HacodeHa Ja c€ KOHIEHTPHpa, OpraHu3upa U
WHCTUTYLIMOHAIM3Mpa Bo moBeke ypOanu nenuHu (Le Gates and Stout, 2003).
My3sente, pa3nMYHHTE acolujaluu oJ objacta Ha KyJdTypaTa, Trajepuu,
OMONMHOTEeKH, YHUBEP3UTETH, HHCTUTYTH, IPETCTaByBaaT MPOCTOPH 32 OJPKYBambe
Ha KYJITYypOJOIIKHOT pa3Boj. OIpKyBameTo Ha HACTaHU Of 00JjlacTa Ha YMETHOCTa,
apXUTeKTypaTa, My3HKaTa M CHTE€ BHAOBH Ha KYJITYPOJIOIIKA AaKTHBHOCTH
OBO3MOJXKYBaaT CEKOjTHEBHO OMKPYXKYBamke CO KyITypara.
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[MorpebHO € cexoj ypOaH PErHoH Ja COOPXKH KYJITYpHH DPa3IUYHOCTH,
MHTEPaKTUBEH IPOLEC Ha KyJITYypH KOH 3aJHO OICTOjyBaaT. OIpeleHH aKTUBHOCTH
U TIOTpeOH Kaj pa3IMyHHUTEe KyJITYpHH rpynH ce npekionysaat (Hall, 2002; Le gates
and Stout, 2003). Pasnu4yHOCTHTE MOXE J]a Ce HAIMUHAT MPEKY PECHeKTHpame Ha
KyJTypUTe. BUTaIHM BpeJHOCTH Ha KYJITYpPOJIOLIKUTE PAa3INYHOCTH CE YMETHOCTA,
My3HKaTa, TAaHLIOBUTE, TpaAHLUjaTa, Ipa3HyBamara U APYro, KOM ce MPUCYTHH BO
ypO6aHuoT peruoH. [IpUCYTHU ce JOJTOTPajHH BPEIHOCTH BO TMPOCTOPOT H
yp6anuot peruos (Eaton, 1997; Buell, 2005; Nassauer, 2005).

[Ipuponara 3a3emMa 3HA4ajHO MECTO BO XyMaHara KyJITypa, OJHOCHO
€KOCHCTEMOT 00e30e1yBa €KOHOMCKM BpEOHOCTH BO 3aeaHunara. OcobeHo
cUMOOIIM3MOT Ce BaJIOpH3HMpa MPEKy OIPEASHH KYJITYpH, KaKO H3BOp Ha OJIPEICHU
MeTadopu, OHOCHO BepyBama U CTPABOBH, KOM KOH MPHUPOJaTa Ha HACCICHHETO
pa3BuBaar ojpencHH KyaTypoiomku BpeaHoctu (Nassauer, 2005; Eaton, 1997)
[Ipuponara mpercTaByBa CpeJUIITe HAa KyJITypaTa, KaKO [EHTpaHa KOMIIOHEHTa Ha
MECTOTO W HPOCTOPOT, JeT OF JIyXOT Ha MECTOTO, M € HaBie3eHa IaboKO BO
HaceleHHeTo, BO paMKHTe Ha XxyMmaHocTa. [loHekorami, W mokpaj aTpakTUBHATa
MPHUPOJIA, OJIPEJICHH KYJITYPH KOST3UCTHPAAT OAJICITHO BO OJpeeH YpOaH peruoH.

1. UcTopuckuTe 00jeKTH KAKO €] 01 YPOAHHOT KOHTEKCT HA rPajoT

ITox monMOT okoauna na oomom ce TOAPA3OUpaaT TEMHUTE MOBP3aHU CO
KyJITypaTa, IPOCTOPOT M JOMOT, IIPH IUTO ce GpopMHUpa paMKa Ha ypOaH KOHTEKCT.
KommnekcHocTa Ha KyNITYpHHOT TPEeTMaH KOj MPOM3JIEryBa Ol apXUTEKTyparTa U o
cpeanHaTa Ha TpajgOWTe, MOXKE Ja ce TpeTHpa BO KOpeialija co eKOHOMHjara,
NOJApIIKAaTa Ha CEKOjAHEBHUOT XHMBOT, CEMejHaTa M ColyjaqHaTta CTPYKTypa,
KOMYHUKallMUTe M eAyKalujara, BPEIHOCTUTE U CUMOOJINTE, KAaKO W COIHO-
KyJITypHHOT KOHTUHYUTET U pa3zmena. (Oliver, 2006).

Bp3 ocHOBa Ha oapeleHM corjiefyBamkba BO MNPOLECOT Ha pPa3BOjOT Ha
HUCTOPHCKHTE TpandHu, MOXKE Ja c€ KOHCTaTHpa pa3jiMyHO HUBHO BJIHMjaHUE BP3
CO3J]aBaHETO Ha KYJITYPOJIOMIKUTE BPEIHOCTH Ha IrpafoT. Bo mpomecoT Ha HUBHOTO
CO3/1aBamke, HCTOPUCKUTE OOjeKTH C€ AaKTyeJIHH, BO MEPHOJOT Ha AaKTHBHOTO
BKIIy4yBame CO CTPOTO OfpeneHa (YHKIHja, TP INTO aKTUBHO y4YECTBYBAaT BO
KyJITypHHOT HIEHTHTET Ha HacenOara. Co BanopuzalyjaTa Ha BPEIHOCTHTE Ha
HCTOPHCKHUTE CIIOMEHHUIM, U CO IPOLECOT Ha HUBHO ET3HCTHPAEE, Ce 3T0JIeMyBa
HUBHATa BPEIHOCT KAaKO CBEJOIHM HAa OAPENeH HCTOPUCKH IEPUOJ, CO IITO ce
BaJIOpHU3Hpa U NOTBPLyBa HUBHOTO 3HAYCHE.

Kynrypara mma 3Haueme Ha KOMIUIEKCEH 300p Koj omdaka HauyuH Ha
TOBOPEH-E¢ WM NUIYyBambe, IPEKy ja3UKOT ce IIPE3eHTUPA OAPEIEHO II03HABamkhe, Ha
WHAMBHYaJeH NPHUCTall BO OAPEAEH HCTOPUCKH KOHTEKcT. [la ce Tpanchopmupa
oJIpe/ieHO 300pyBamke NN MHUITYBamke MPEKY PEenpoIyKIrja 3HaYH 1A Ce TOBEE 10
Jpyra CMHCIA, IPU IITO YYCHETO MPETCTaByBa e OJ KYJITYpPOJOIIKHOT IPOIIEC.
(Miles, 2007).

lonemute ypOaHu UEHTpPH, BO cropeaba Co pypalHUTE, MPETCTaByBaaT
MYJITUIUTHIAPAaHN TUMEH3UH Ha HCKYCTBO KaJae INTO HPOCTOPOT HAa TpajgoT 3a
WHAMBUIyaTa CO3JaBa YyBCTBO HAa AHOHMMHOCT BO TOJIara, Kaje INTO ce
JOCTHTHYBa oJpeleHa cocTojba Ha ciobdoma. Kynarypara kako HauMH Ha JKHBECH:E
ce Mpoy4yBa 3a J1a o UIeHTU(HKYBa 3HAYEHETO BO IIpaKcaTa Ha CEKOjIAHEBUETO U
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NPOMECHHUTE KOW HAcTaHyBaaT. 3HA4YajHO € BIHMjaHUETO TNPEKy CTPYKTypara Ha
MHCTUTYLIMUTE IPHU IUTO OApeleH Opoj Ha BiaujaTedHU (aKTOPH, KOM MpOAyLHpaatr
YCIIOBH, BOJIAT KOH 3T0JIEMYBam€ Ha MPOMEHUTE BO KYyJITypaTa W BO elyKalHjaTa.
(Miles, 2007).

lonemute ypbaHu LEHTpU NpeTCTaByBaaT CPEAMLITE Ha MPOTPECHBHUTE
KYJITYpOJIOIIKU JBIKEHa BO YMETHOCTA, Ha COLIMjaJJHUOT JKMBOT U Ha 3a0aBarta. Bo
onpenenu mepuoan Ha 18 u 19 Bek I[lapus mpeTcraByBa KamuTaleH rpaj IEHTap,
noneka bepnun, Buena, JIonnoH u Apyru ce camMo uMImepujaiHu HeHTpu. [Ipeky
[Mapu3 ce oTCIUKyBa KOHIICHTpalWjaTa Ha KYJITYpPOJIOIIKOTO BIIMjaHHE, KaKo
CBETCKM MHOBAaTHBEH IIEHTap Ha MPOTPECHBHU KYJITYPOJIOIIKU co3peBama. [Ipexy
MOJICPHU3MOT ToJieM 0poj Ha ypOaHU LEHTPU NMPUMEHYBaaT OJPEIICHU KYJITYypHU
MaTpUIM U JUCTPHOYHpPAAT KyJITYypPOJOMIKH COCTOjOH, CO pa3iMyeH MHTCH3UTET W
OyX, €O INTO C€ paclpocTpaHyBa KyJTYpPOJOLIKOTO BJHMjaHHE OJ MOBEKe
CKOHLICHTPUPAHU LEHTPH BO pAa3IMYHM PEruoHH Ha cBeToT. OBa TOBOpH 3a
pasIMYHM METOJM Ha KOPHUCTEH¢ Ha MCTOPHCKHUTE I'pajldu U JBMKCHA KOW UMaatr
BIIMjaHUE BP3 KYJITYPOJIOMIKHOT Pa3BOj HA OJIPEACHO TOApayje.

2. lerepMMHUpambe HA KYJATYPOJOIIKUOT Npouec MpeKy HCTOPUCKUTE

00jeKkTH BO rpaaoT

Co TexoT Ha BpeMeTo HUBHAaTa TpaHC(hopMallMja Ha CTaTyCcOT O] aKTyelIHHU
COBPEMEHHU O0jeKTH ce€ MEHyBa BO MCTOPUCKHU IpaJdH CO BPEIHOCTH Ha CTEIEH Ha
3a4yBaHOCT BO KaTeropujara Ha KyJTYpPHOTO HaclieACcTBO. Ha Toj HaunH U HUBHOTO
3HAYCHE BO KYJITYPOJIOIIKHOT Mpollec ce MeHyBa Kako ¢opma. On THe MpUYUHH
NOTpeOHO € Jla ce HeryBa OJHOCOT KOH HCTOPHCKHUTE I'paidH U Aa ce BKIy4yaT BO
AKTUBHHUTE [BHKCHAa Ha COBPEMEHHOT ypOaHHM3aM, OJHOCHO BO IIPOCTOpHATa
TypUCTHYKA TIOHY/1a HA MECTOTO.

2.1. HameHa Ha o0jeKTHTE 0] KYJTYPHOTO HACJeACTBO

HcToprckuTe CIIOMEHHIIN TOJIEXKAT HA OJIPEJACHU 3aKOHCKH PETyJIaTHBH 32
HUBHa 3amTuTa. Cropel BOCTAaHOBEHUTE KAaTerOpHHM Ha O0jeKTH, Ce MEHyBa H
MPHUCTANIOT KOH HWBHATA 3allTUTa, NPH IITO C€ KOPUCTAT KOH3EPBATOPCKH
MHTEPBEHIINU.

Cropex 00eMOT W KapakTepoT Ha KOH3EpBATOPCKUTE HHTEPBEHIMH Ha
HCTOPUCKHUTE O00jeKTH MOXKeMe Ja KOHCTaTHpaMe pasndHa cocTojda Kako
MIPEIyCIIOB 3a BKIy4yBame BO KyJITypHaTa IOHYAA:

A. ILenocno 6xmyuen npocmop CcO NpeHaMeHd Ha NPOCMOpPom Ha
UCOPUCKUOM CNOMEHUK 80 HACOKA HA 8KYUY8Albe HA KYAMYPHAMA NOHYOd.

OBoj TuN Ha 00jeKTH MPETCTaByBaaT COYYBAHH MPOCTOPHH KOMILIEKCH CO
ABTCHTUYHA KOHCTPYKIHWja, HM3IJIE] M JeTalld, KOM HMaaT MOXHOCTH Ja ce
IIpEHaMEeHAaT CO KOMIUIETHHOT IIPOCTOP BO AaKTHBHHU COBPEMEHH KYyJITYpHH,
YTOCTUTENICKH, TPrOBCKH WM aIMHHUCTpaTHBHH oOjektu. Kaj oBume mnpumepu
MOCTOjaT MOXXHOCTH 32 MYJITHUILTHIMPAmhEe Ha BIHjaHHETO BO KYJITYPOJOIIKHOT
mpolec, Kako aKTUBHH OOjeKTH W CBEJOLM Ha aBTEHTHYHO BIIMjaHHE Ha OIpeleH
CTHJI, TIpeKy JAWUPEKTHO TIpeHecyBambe Ha IOpakuTe OJ MHUHAToTO. Mako
MpeHaMeHaTa Ha CIIOMEHHKOT MMa pa3inyHa (yHKIMja, Celak MPUOPHUTETOT Ce
COCTOH, OCBEH BO 3a4yBYBame€TO Ha aBTEHTHYHATa cocToj0a, ¥ BO COOJBETHATa
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COBpPEMCHAa HaMeHa Koja Ke Oujae BO HPWJIOT HA OJpXKyBame Ha IPOCTOPOT U
adupmanyja Ha HacenOaTa.

Crnuxa 1
Amam 60 Temoso — Haosopeuien uzened u adanmupau enmepuep (16 sex)

PekoHcTpyKIIMja Ha MOCTOSYKH CIIOMEHUK C€ IMPUMEHYBa IPU JOTPacHOCT
Ha rpajgbara, Bo JIoIIa KOHCTPYKTHUBHA U ecTeTcka coctojba. [IpuToa ce mountyBaar
ABTEHTUYHHUTE BOJYMEHCKHM M JEKOPaTHBHHM KapaKTePHUCTUKH Ha O0jeKTOT, a
MIPOCTOPOT LEJIOCHO € BKIIYYCH BO KYJITYpPOJIOIIKA Hacoka (cnuka 1).

b. Jlenymno exnyuenu 6o Kyaimyphama noHyoda, co 00pedeH Oel 00
npocmopom, a0anmupan 6o Opyed NpeHameHd, d NpPeocmanamuom Oen COYy8aH
KaKo UCmoOpucKu CROMEHUK.

Kaj o0jexTTe KOM AEITyMHO CE aJanTUpaar BO COBpeMEHA HaMeHa IMOopaau
OJIpe/ICHU OrpaHMuYyBama KOM Ce€ JIeJ OJf cocToj0aTa BO Koja ce Haola rpanodara,
JICIyMHO € 3aJ0BOJICH MpPOLECOT Ha HHBHO BJIHMjaHHE BO [BETE HACOKH Ha
COBPEMEHO AaKTHBHO BKIy4YyBalke€ M TPEKy BPEIHOCTUTE HAa CTHICKUTE
KapakTepUCTUKH Ha rpajndata. Bo ojpeaeHW ciay4yan Mopajad IOTPAcHOCT Ha
KOHCTPYKTHBHAaTa cocTojOa Ha rpagdara, oA acleKkT Ha 0e30€JHOCT MM OMacHOCT
O]l HapyIIyBake Ha aBTEHTHYHOCTA Ha CIIOMEHHKOT, C€ HACOYyBa MCKOPHCTYBamHbE
Ha IIPOCTOPOT KOH IIPUIIarolyBamke HA IOCTOCYKHUTE YCIIOBH.

B. Couysana asmenmuuna Hamena Kaxo oei 00 KyAmypHama noHyod.

OO0jekTHTe KOM HEMaaT TpaJHTEIICKH EIEMEHTH, CO jacHO aeduHUpaHa
cOCTOj0a Ha KOHCTPYKTHBHHOT CKJIOH M CTENCHOT Ha HUBHA H3IPKIHBOCT, CO
OIIpelieH CTeNeH Ha COYyBaHOCT, AETyBaaT BO OKOJMHATA NPEKy 3HAYCHETO Ha
APXUTEKTOHCKUTE aBTCHTUYHU CTUIICKH BpenHocTH. [lopanu nomara cocrojba uiu
OTpaHMYCHOCTA Ha CTAOMIIHOCTAa Ha KOHCTPYKTHBHHOT CHCTEM HE MOJKE Ja BIIHMjaaT
AKTHBHO BO MPOLIECOT HA KYJITYPOJIOLIKATa pe(IeKCHja BO OKOJIUHATA.

I'. Jlenymna nadsopeutna 0o1osa.

Bo nepuonor ox 2013 no 2017 roguna MUHUCTEPCTBOTO 3a KyJTypa Ha
PenyOnuka MakenoHuja BO CBojaTa mporpamMa 3a 3alliTUTa Ha TPagUTEIICKOTO
HACJICJICTBO, ja TOKpeHa WHUIMjaTuBaTa 3a oOHOBa Ha 250 dacagu oxn
TpaaunuoHanuu 3amtutenn kyku (Ckxomje, burtona, Kuueo, Ctpyra, Oxpwun,
[punen, Crpymuna, [epremuja, T'octuBap, Kpymero, Kpatoo, Kymanoso,
BeBuanu u npyru) (cnuka 2). O0jekTuTe 01 TpaAUIMOHAIHATA apXUTEKTypa o 19
BEK Ce MOBP3yBaaT CO 3HAYajHH UCTOPUCKH HACTAHHM, IPH LITO 100ap IeN O] HUB CO
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JEIICHHU Ce OCTaBEeHW BO MHOTY Jiomia coctojoa. OBOj MPOEKT ce OJHeCyBa Ha
roieM Opoj Ha TPaAWUTEICKH LENUHH (jaxpa) oI TPaiCKUTE MCTOPUCKH JICIOBH Ha
Benec, lllupok cokak — butona, Ctaparta Typcka yapmuja Bo CKoIlje, KpyILEeBCKUTE
Maana u Jap. MU300poT Ha 00jeKTH 3a MpelioKeHaTa WHTEPBEHIMja ¢ U3BPIICH BP3
OCHOBa Ha aMOWCHTAJHHTE KAapPaKTEPUCTUKU M CTCIEHOT Ha OLITETCHOCT Ha
o0jexrute. [Ipeky oOHOBaTa camo Ha (hacajHaTa MOBPLIMHA ICITYMHO C€ 3alITUTYyBa
HCTOPHCKHOT O0O0jeKT, ce NpHUAOHeCyBa 3a MOoJ00pyBame Ha aMOHCHTAHHUTE
BPEIHOCTH Ha HacenbaTa W 3roJieMyBambe Ha CBECTa Kaj HACEICHHETO, Kako U
no700pyBame Ha YCIOBHUTE 3a KyJITYPEH TypH3aM.

Cruka 2
3awmuma npexy obnosa na pacadume — becosa xkyka, 'ocmusap, 3epesyu,
Ilpunen (19 sex)

He3aBHCHO 0 TUIIOT W CTENEHOT Ha 3aIITHTA Ha HCTOPUCKUTE CIIOMEHUIN
Ha Pa3lUYeH HAYWH Ce JeNyBa Bp3 OApKYBambe Ha KYJITYPHOTO BJHMjaHUE, BO
paMKuTe Ha ypOaHHTEe M TYPUCTUYKHUTE BPEIHOCTUTE HA Hacenbara.

Bo Hacoka Ha riobamm3amuja Ha KyIaTypaTa mporpamara Ha EBpomckara
VYuuja (Capitals of culture programme), kaze MTO OApeeHN IPAJOBH CE€ HOCUTENN
Ha TOAMIIHWTE AKTUBHOCTH M OpraHU3Upame Ha KYyJITYPHH HACTaHH, IIOCTOH
TEeHICHIMja KOH riofann3anuja Ha KyJITYPOJIOIIKHTE BIHjaHH]ja, (aBOPUIHPAJKH
OIpefeHN KYJITypHH KOHIIENTH KOM C€ IOTIHpPAaT Ha COYYBaH TIPaIUTEIICKH
NOTEHIMjaJl €O HCTOPHCKH jaipa ©W TpaiWlyja TPd HETYBAaKkETO Ha
KyJITYypOJIOIIKUTE Tporecd. Ha Toj HaYMH KyNTypHUTE BPEIHOCTUA HA UCTOPUCKUTE
rpaa0y UMaat AUPEKTHO BIIMjaHUE BP3 Pa3BOjOT HA KYJITYPHUOT TypU3aM.

3. TpancdopmManuja Ha HaMeHATa KOja BJIMjae BP3 KYyJTYPOJOMIKHOT

npouec

MeMopujaTta 3a OAPENCHO MECTO WM Hacelba € HaBHCTHHA MOIIHE
3HauajHa. 3a00paBamkeTO MPETCTaByBa MPOOJIEM CO KOj Ce CO3/laBa MOXKHOCT 3a
MoBTOpyBamke Ha Jekuuute o MuHatoto (Krause, 2003). Ox Tue mnpuunHH
MOTpeOHO € MeMOopHjaTa Koja € co3/alieHa CO TOCTOCHETO U co IpHudakameTo Ha
HUCTOPHCKHUTE 00jEKTH BO €HA MPOCTOpPHA CPEIMHA Ja Ce OJIp)KyBa U Jla ce HeryBa
Ha COBPEMEH HA4WH, PeKy TpaHchopMallija Ha HUBHATa HAMEHA U BKIY4YyBambe BO
COBPEMEHHOT TIPOIIeC.

MynTHeTHUYHOCTa M MYJITHKYJITYpPOJIOIIKAaTa KOHIENuMja Ha ypOaHaTa
CpeIrHa MPETCTaByBa OCHOBA 3a aHajKM3a Ha COCTOj0ara Ha MCTOPUCKHTE O0jeKTH,
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KaJie MTO ¢ MOTpeOHO Ja ce MPUMEHN aHaJM3a Ha MCKYCTBaTa Of MOBEKE aCHEKTH
(Day, 2003). Bo ciioxeHHOT KOMIUIEKC Ha ()YHKIIMOHAIHO-CTaTycHaTa MoJiok0a Ha
cexoj 00jeKT morpeOHa € MPOrpecrBHA CTYHja 3a HACOKHUTE Ha TpaHcdopMaiuja Ha
HCTOPUCKHUTE 00jEKTH.

Cinuka 3
Mpysejcka 3epada, Hoso Ceno, IlImun — cmapa cocmojoa, nosoadanmupan oojexm
(19 6ex)

Cnuka 4
Pecen, capaj na 6ecom — cogpemena adanmayuja 6o dom na kyamypa (19 gex)

Ucropuckure rpandu nmaat GpyHmaaMeHTaIHa yjora BO OpraHM3anujaTa Ha
OJIpe/ICHH COLMjATHU PEJNalliH U ITOTPeOHO € J1a ce OJpesaT aHaINU3U Ha IpanduTe
Bo tunosu (Hillier, 1984). IIpn npenameHnata Ha MPOCTOPOT, O]l HETOBaTa OCHOBHA
(yHKITHja BO KOHTEKCT Ha CONMjTHUTE PENAIH Ha BHATPEIIHUOT IIPOCTOP, THE CE
JCTepMUHUPAAT M ce TPaHC(HOPMHUpPAAT BO HOBAaTa HAMEHA HA O0jEKTOT IPH IUTO Ce
BOCIIOCTaByBa HOBa ymNOTpeOHAa BPETHOCT HAa HCTHOT IIPOCTOp €O HOBA
KOHIUIIMPaHa COLMjalTHa CTPYKTYpa.
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TYPUCTUYKN PA3BOJ

COBPEMEHA TYPUCTUYKA TPAHC®OPMMUPAHA HAMEHA
KOHLEMUWUIA HA UCTOPUCKU CNOMEHUK

COUWMJANEH KOHTEKCT
HA MPOCTOPOT

KYNTYPEH TYPUSAM KYNTYPO/TOLLKU KOHLEENT

MOZJEPEH TYPU3AM

Tabena 1
Baujanuemo na mpancghopmayujama na Hamenama Ha UCMOPUCKU CROMEHUK
6P3 MYPUCMUUKUOM PA3BO]

JaBHara HaMeHa Ha TIPOCTOPOT HMa IIOBEKEBAJIEHTEH TpEeTMaH Ha
COLIMOJIOLIKHOT aCHeKT Ha pelalliuuTe Ha KOPUCHHULUTE CO LITO CE€ OCOBPEMEHYBa
ynotpeOHaTa BpeHOCT (ciuka 4).

4. Biujanue Ha rpaJcKuTe HCTOPHCKH jaapa BP3 TYPUCTHYKHOT Pa3Boj

MapKeTHHTOT 3a MECTOTO 3aBHUCH OJl KBAIUTETOT Ha BUTAIHOCTA HAa
TPallOBUTE KaKO KYJITYpHHM LEHTPH KOW TH CJeJaT TUHAMHKHTE Ha KyJITypHHTE
MPOMEHH BO KYJITYPHHOT Typu3aM M aMOUIIMHUTE M aCUPAlUUTE HA YMETHHYKUTE
aBTOPH, OJ1 KOM 3aBHCH UMHIIOT Ha TpanoT. [IpuToa HajuecTo BO HCTOPHCKHTE jampa
Ha ypOaHHTe ULEHTpH ce (OpMUpaaT APTHCTHYKUA KBAPTOBH KajAe IITO Cce
KOHIICHTPHPAHH HOCHUTEIWTE Ha KyINTYpHHOT pasBoj. Ilpuroa pasBojor Ha
KyJTypHaTa NPOAYKIMja WM ITUCTpUOyIHMja HE € KOHTPONUpaH OJf CTpaHa Ha
YMETHUYKHTE TPYIIH.

Bnmjatenman  axkTopm  BO TYPHUCTHUKHOT pas3Boj Ce KyITypHara
HH(PACTPYKTypa, IITO MPETCTABYBA CICH aCIEKT HAa HAI[MOHAJIHUOT UACHTHTET, BO
LITO € HeOINXOJHAa MOJJPIIKATa O KYJITypHHOT TypHU3aM, KaKo U MPOIIHPYBAHETO
Ha MOXXHOCTHTE Ha HACEJICHHETO 3a HMHTCPHAIMOHAIHA IIPOMOIHja Koja ce
06e30emyBa co 3aKOHCKa PEryjiaTHBa U CO SKOHOMCKA MOIAPIIKA, MPH IITO goara
IO U3pa3 aBTEHTHYHOCTA Ha MECTOTO cO HejocHara HHdpactpykrypa (Miles, 2007).

Kynryponomkuor npoaykr Ha wunayctpuute (Scott, 2000) ro MeHyBa
CBOjOT KOHLIENT BO 3aBUCHOCT OJf OPUIMHAJIHOCTa HA YMETHUYKUTE KPEAaTHBHU
e, JUHAMHKATa BO H3BEIyBaYKUTE YMETHOCTH W MY3EjCKHOT CEKTOp,
MEJMYMHTE, TU3ajHOT U KYJITYPHUOT TYPHU3aM.
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3rojxeMyBameTO HA TYpPUCTHYKATa MOHYJa IHPEKTHO € IIOBP3aHO CO
HCTOPUCKHUTE CIIOMCHHUIIM, BO (pOpMa Ha HHBHO KOPHCTCHE KaKO el OJ] aKTHBEH
MPOCTOP CO COBpEMEHa HaMeHa WJIM Kako Jel OJ TacHUBeH, aBTEHTHYCH
KyJITypOJIOLIKYU Oeser Ha IpoCcTOpoT.

Exonomujata mpercraByBa 0a3a 3a pa3BOjOT Ha KyJTypaTa M Hej3uHATa
CTPYKTypa BO pameTe Ha ONIITECTBEHATa opranu3anuja. Co pa3BojoT U IPOMCHUTE
BO KyITypaTa ce MEHyBaaT YCJIOBHTE H BO eKOHoMmHujarta. KynrypHute u
KPEaTHBHUTE MHAYCTPHU JUPEKTHO BIIUjaaT BP3 Pa3BOjOT HA KYJITYPHHUOT TypH3aM,
IpH INTO JEjHOCTAa Ha KPEaTUBHUTE YMETHHIM HMa TOBpPAaTHO BJIHMjaHUE Kaj
KOHCYMEHTHUTE, OJHOCHO MAacOBEH OJSHB KOj MOXe Ja Ouae M KyJITYpOJIOIIKA
excrpemed. (Adorno, 1991).

3akay4ok

TpancpopmanujaTa Ha TPETMAHOT Ha HMCTOPUCKUTE OOjEeKTH BiHjae Bp3
KyJITYpOJIOIIKaTa TYPUCTHYKA IOHYyJa IpH INTO c€ TPaHCHOpPMHUpA IOBUCOK
KBaJIMUTET Ha BiMjaHue. Toa, mpes c¢, 3aBUCH OJ mpuMeHeTarta GopMma Ha KyJITypHA
MOHyJa BO ofapelneH ypban komiurekc. HuBOTO Ha cmocoOHOCTa 3a KyJNTypHA
NpUMEHA M TpPEHEeCyBamke Ha EIyKaTHBHU IIOPaKH OJf CTpaHa Ha OJPEICHU
WHCTHUTYLIUH, OAHOCHO MCTOPUCKH TpalidH, K€ 3aBUCH OF CTENECHOT Ha Pa3BHEHOCT
Ha COBPEMEHHOT MPHUCTAI KOH UCTOPUCKOTO KYJITYPHO HACIIEICTBO.

KY/ITYPO/IOLLKA MOHYAA
COBPEMEHA TYPUCTUYKA KYNITYPHO MCTOPUCKM ABTEHTUYHA
MNOHYAA CMNOMEHMK ®OPMA

AENYMHO
NCKOPUCTEH
nPOCTOP

KYNTYPHA

TPAHCOOPMALVIA

MACHBEH UCTOPUCKM AKTUBEH UCTOPUCKN — u?.fgfucg&”
CMOMEHMK CMOMEHVK S CToD

TabGena 2
Kynmyporowxama nowyoa nogp3ana co cmamycom Ha CNOMEHUKOM U He208amda
UCKOpUCTEeHOCTm

KyntypHuoTr Typuszam Mopa Ja Oujae NpWIAarofieH Ha KalaluTeTUTe U

BKJIONICHOCTAa HAa HCTOPUCKHUTE IPagOu BO OAPEOCH TyPHCTHUYKH u3pa3. [loTpeOHO e
OCHOBHHUTE HAacOKH M 0a3aTa 3a pa3Boj Ha KyJTYPHHOT TypH3aM Jia ce Hacoyar KOH
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MPOCTOPHUTE U HU3NYKH MepPopMaHCH Ha IMOCTOSYKATa CTPYKTypa Ha MCTOPHCKH
U coBpeMeHHU rpanou. IToTpedHO e, HCTo Taka, MOJIECIUTE HAa COBPEMEHUOT MPUCTAI
BO KYJATYPHHOT TypH3aM Ja ce€ NPWIArofaT Ha BeKe pa3BHEHUTE WHIAMBHIYaTHU
KOHIICTIIIUHM Ha MPEXaTa Ha UCTOPUCKHU TpaioN KOW UMaat pasHOBUIHA COJPIKUHA U
yiora Bo (GOPMHPAKETO HA crenu(pUyHa CIMKA 33 OAPEICH PETHOH WM JIOKAJICH
TYpPUCTHYKM KOHIICNT. YCIEXOT BO MPOCTOpHATa 3alITHTEHa (GopMmMa Ha eIeH
CIIOMEHHMK Ke 3aBHCH O]l HeroBaTa GU3NYKa U IMPOCTOPHA COCTOj0a MPEKy Koja MOXKe
Ja ce aKkTHUBHpa M Ja ce OAPKM HaMCHaTa BO KOHTEKCT Ha JIOKAJIHHTE
KapaKTepUCTHKH Ha OKOJHUOT CTHUYKH PETHUOH U I1€j3aK.
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The Transformation of the Cultural Processes Related To Treatment of the City
Historical Buildings

Abstract: The impact of the cultural process is very important regarding the
development of awareness of the authenticity of the buildings and historical ambient values
of the population. The development of the protection of historic buildings and their
treatment by the community can significantly be improved and raised on the level of the
cultural process. The safety net interventions of monuments can be applied as a full
adaptation, partial adaptation of space, preserved authentic purpose or partial external
restoration of the facade surfaces. The increase of the tourist offer is directly linked to the
historical monuments in the form of their use as part of an active space with modern purpose
or as part of passive- authentic cultural highlight of the space. The transformation of the
treatment of historic buildings affects the cultural tourism offer thus transforming it through
higher quality impact.

Keywords: culture, monument, protection, adaptation, environment, tourism.
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BORDERS TO COMMUNICATE AND TO LEARN
IN INTERNATIONAL SCHOOLS

Abstract: This paper provides an insight into multilingual international school
students’ translanguaging practices and their attitudes towards translanguaging and teacher
directed translanguaging. In the introduction two main concepts are presented:
translanguaging and teacher directed translanguaging (TDT). By translanguaging we mean
both a discursive norm in multilingual communities in which multilinguals engage by using
their holistic linguistic repertoire to communicate effectively and by TDT all planned and
structured teaching activities which recognize, accept and encourage students’ entire
communicative repertoire. The second part of the paper present the research that has been
carried out among 78 multilingual students in two international schools in Croatia. Our
results show that even though both schools' curricula is mediated through only one language
— English, students’ communicative practices cannot be completely framed by imposed
policy. As our results also indicate that the students show willingness to accept TDT, it
seems that teachers in international schools should consider making use of TDT in order to
take advantage of students’ repertoires.

Keywords: international school, multilingualism, multilingual education,
translanguaging.

Introduction

Translanguaging, a notion that has been (re)introduced' in the field of
multilingualism by Garcia (2009), has become increasingly popular in the past few
years. From the sociolinguistic viewpoint, this notion refers broadly to how
multilingual students communicate and make meaning by engaging in the myriad
multimodal ways of using their holistic linguistic repertoire to communicate
effectively. Due to the opacity of the term, it is sometimes understood as just
another label for code-switching. However, as Garcia and Wei point out,
translanguaging “refers not simply to shift or shuttle between two languages, but to
use the speakers’ construction and the use of original and complex interrelated
discursive practices that cannot be assigned to one or another traditional definition
of a language, but that make up the speakers’ complete language repertoire” (2014,
p- 22). Another language issue is that a term translanguaging refers not only to the

' The term originates from the Welsh word frawsieithu which has been introduced in Welsh bilingual
education in mid 80s by Cen Williams and then replaced by translanguaging in mid 90s (see Lewis,
Bryn & Baker, 2012).
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way of languaging’, but to the way of learning and teaching too. Translanguaging as
a pedagogical concept involves all planned and structured teaching activities which
recognize, accept and encourage students’ entire communicative repertoire. In its
original use (see Williams, 1996) it referred to a pedagogical practice in Wales
where students were asked to alternate between English and Welsh for the purposes
of reception and production (Baker, 2001). To distinguish the pedagogical concept
from the sociolinguistic one, Garcia and Wei (2014) have coined the term ‘official
translanguaging” and Lewis, Bryn and Baker (2012) ‘teacher-directed
translanguaging’ (TDT). The importance of TDT is based on the assumption that
refusing to acknowledge the language resources of students and their families in
linguistically and culturally diverse school populations limits the possibilities for
their educational growth (Hornberger & Link, 2012). According to Lewis et al.
(2012) TDT may promote a deeper and fuller understanding of the subject matter, it
may help the development of the weaker language, it may facilitate homeschool
links and cooperation, and it may help the integration of speakers with different
levels of language proficiency. However, these are only assumptions yet to be
verified. Results of the research verifying usefulness of TDT show improvements in
terms of motivation and classroom atmosphere (Corcoll-Lopez, 2013), “facilitated
access to existing semantic representations for items acquired in the translanguaging
learning context, as opposed to the monolingual one™ (Beres, 2014) and a positive
effect on the development of students' metalinguistic and metacognitive awareness
(Velasco & Garcia, 2014). However, despite empirically proven validity of TDT,
students and teachers show signs of moral disapproval and guilt of “mixing”
languages (Creese & Blackledge, 2008) what make these practices “rarely
pedagogically underpinned” (Creese & Blackledge, 2010, p. 105).

The study

This research study sets out to examine if students’ in two international schools
in Croatia are translanguaging and what their attitudes towards translanguaging and
TDT are.
We tried to answer the following research questions:

1. How, with whom, and why are international students translanguaging?

2. What are their attitudes towards TDT?

Context of the research and participants

The research has been carried out in two international schools in Croatia;
elementary and grammar school both schools making part of the International
Baccalaureate Organization®, a foundation introduced in 1968 with the original

% The term languaging is frequently used by the authors theorizing language from the heteroglossic
viewpoint because it implies that a language is a process and not a bounded object. The authors do not
agree on one definition. For instance, Jorgensen defines languaging as using “whatever linguistic
features are at their disposal with the intention of achieving their communicative aims” (2008, p.169),
and Swain and Lapkin as “the activity of mediating cognitively complex ideas using language” (2011,
p. 105).

3 http://www.eposters.net/poster/examining-the-pillars-of-translanguaging-the-importance-of-
language-alternation-and-comprehension (retrieved January 18 2017) .
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purpose of facilitating international mobility of students. While the elementary
International School offers Middle Years Program for upper primary grades, grade
5 to grade 8, the grammar school offers Middle Years Program for grades 9 and 10
and the Diploma Program for grades 11 and 12. The uniqueness of both schools is
visible in the students’ great diversity: high and constant fluctuation of students
coming from all over the world and a range of life stories and language biographies.
This uniqueness is also reflected in each schools’ freedom to create its language
policy. As it is stated in elementary schools’ language policy, English is the
language of instruction, but all the students are also required to attend the Croatian
Language and Literature classes either as Croatian Language and Literature for
natives or Croatian Language Acquisition classes, for non-natives. Students are also
obliged to choose one of the offered language courses: German, French, Italian and
Chinese. The school supports mother tongue learning through offering space,
resources and schedule flexibility for families and foreign embassies willing to
bring in extra mother tongue tutors for the students and by organizing various
events that support mother tongue learning and intercultural understanding.
Although the elementary school does not always provide lessons in the students’
mother tongue due to the students’ linguistic diversity, the awareness of the
importance of mother tongue maintenance is clearly stated in their school policy®
and multilingualism in the school is nurtured by adding new languages into the
students’ language repertoire. On the other hand, grammar school does not offer
public insight into their language policy. According to the information collected
through our personal contacts, apart from English, which is the language of
instruction, all the students are obliged to attend Croatian classes, and to choose one
language class, either German or French. From the Garcia’s (2009) viewpoint, both
schools correspond to the additive type of bilingual education, where all students
who are not native English speakers will learn two more languages (i.e. English and
one more foreign language) according to the monolingual norms.

There were 78 participants in this study attending the two schools. The sample
consisted of 27 boys and 51 girls. Thirty-two percent were elementary school
students aged between 10 and 14 and 68% grammar school students aged between
15 and 18. Regarding their experience of living abroad, 37.2% of the students had
experienced living abroad, while the other 62.8% were born and had lived only in
Croatia. They were all multilingual: 50% used three languages, 33.3% four
languages, while 16.7% reported speaking five languages. These 62.8% of the
students born and living in Croatia are consecutive additive bilinguals having
Croatian as their mother tongue, English as their second language and one or more
foreign language as their third language. The rest of the students’ population
(37.2%) are so called global nomads and ‘dynamic bilinguals’ which means their
bilingualism is developing not in a linear but in a dynamic way (Garcia, 2009).

4 http://www.os-mgubec.hr/documents db/MG%20LANGUAGE%20POLICY .pdf (Accessed on 24"
May 2016).
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Instruments and procedure

For data collection purposes, we used a questionnaire. The first part of the
questionnaire elicited students’ demographic and linguistic data. In the second part
of the questionnaire the participants were asked to state whether they are
translanguaging or not, in what particular way, who they are translanguaging with
and why. The possible answers were offered and the students had to tick yes or no
in most cases. They were asked why they are translanguaging with the opportunity
to elaborate on their answer. To see their attitudes towards TDT they were given six
statements in which they could opt for yes, no or undecided. The statements were
compiled based on the previous findings on potential benefits of TDT. Finally, they
were asked whether they liked this pedagogical approach and they had the
opportunity to elaborate on their answer. Taking into consideration their language
biographies, the questionnaires were given to all the participants, either in English
or Croatian. The questionnaires were piloted on a group of participants
representative of the sample to make sure that possible mistakes, or ambiguities are
avoided. Students have filled in their questionnaires in the course of the first
semester in 2015.

The data analysis presented here has been done using JASP — open-source
program for statistical analysis. The qualitative data was categorized by identifying
and grouping similar answers under the same categories.

Results and discussion

Firstly, the descriptive statistics was carried out in order to obtain information
on the participants’ languaging practices and to answer the first research question.
Since translanguaging assumes different ways of languaging, we were interested in
three types of translanguaging: mixing languages and language varieties, mixing
words and gestures, and creating hybrid words. In order to explain translanguaging
to our participants, a simple definition of the concept, specific language behavior
typical for bilinguals, followed by several examples has been provided in the
questionnaire. Some of the examples were:

- What do we have for lunch today? Some varivo?’
- It is sunny outside! Mozemo li i¢i vani®? Teacher please...
- I am grander’ than you are!

Our results show that, almost all the students, 98.7%, are translanguaging.
These results confirm Garcia’s and Wei’s main thesis that translanguaging is a
“discursive norm in bilingual families and communities” (2014, p.23). These results
also demonstrate that, in international schools, students’ linguistic practices
encompass boundaries of the official one-language policy. Students mix languages
and language varieties — 91%, mix words and gestures — 82.1%, and create new
hybrid words — 80.8%. Almost all of them are translanguaging with their friends
(96.2%) and a big majority reported to be translanguaging with their family

3 Croatian word for a stew.

® In Croatian it stands for: Can we go outside?

7 A hybrid word — grand in French stands for big and a suffix -er in English is used to make a
comparative form.
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members (79.2%). However, a smaller percentage, but still a majority, (61.5%),
communicate this way with their teachers. According to t-test results, as it can be
seen in Table 1, girls are more likely than boys to translanguage with teachers
(M=1.593, p=.006). This could be due to the gender paradox according to which
women conform more closely than men to sociolinguistic norms that are overtly
prescribed, but conform less than men when they are not (see Labov, 2001). T-test
results also showed the existence of significant differences between elementary and
grammar school students: elementary school students are translanguaging more with
their teachers than the grammar school students (M=1.160, p=.005). This could be
the case for several reasons, one of them being the possible differences in personal
attitudes towards translanguaging among elementary and grammar school teachers.
The way teachers feel about translanguaging certainly influences the way they
interact with their students. In other words, teachers who consider translanguaging
as a negative language practice will be more likely to avoid it, or even forbid it. As
one student reported: “I generally only translanguage with people I am comfortable
with, who often translanguage themselves”. Another possible reason is the
elementary school students’ English proficiency — if they are not fluent, the teacher
might be more likely to allow them to translanguage.

Table 1 - Differences in translanguaging among students

Item Students N M SD t p
Iam Male 27 | 1.593 ]0.501 |2.853 |.006%*
translanguaging | Female 51 1.275 10.451
with teachers. Elementary |25 | 1.160 | 0.374 | -2.915 | .005**
school
Grammar 53 1.491 0.505
school
Lived abroad | 19 | 1.556 | 0.511 |-1.868 |.072%
Not lived 49 | 1.875 |0.363
abroad

* indicates the result is statistically significant at the 0.05 level
** indicates the result is statistically significant at the 0.01 level

As it can be seen in Table 1 a statistically significant difference was also found
among students with experience of living abroad in comparison to students who
have never lived abroad (M=1.875, p=.072). These results might be related to the
fact that the students who have never lived abroad are consecutive additive
bilinguals speaking their mother tongue at home. On the other hand, students who
did live abroad are very often simultaneous bilinguals who grew up in a bilingual
family. Although these results seem interesting, as the sample size is not quite large
enough to be a representative one, especially when broken into subsamples, the
results may not accurately reflect the views of the general population.
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A qualitative analysis of their comments allowed us to allocate the comments into
two categories: translanguaging as the way the multilinguals are languaging, and
translanguaging as a communicational strategy.

This is how the students conceptualizing translanguaging as the way
multilinguals are languaging commented on their translanguaging practices:

- ‘it comes naturally’

- ‘it feels right’

- ‘I do it unconsciously’

- ‘I rarely do it on purpose’

- ‘Ijust end up speaking that way’

- ‘I grew up with 4 languages, so it’s natural for me’

Again, these comments confirm the idea that, for bilinguals, translanguaging
comes naturally (Garcia, 2009; Garcia & Wei, 2014).

A great majority of our participants see translanguaging as a communicational
strategy which allows them to express themselves better and/or easier. Some of the
students’ comments imply that translanguaging isn’t but a tool helping them to
overcome language barriers in their second language:

- ‘it’s necessary when you cannot remember the word’

- ‘I cannot remember a word on one language so I use a different language’

- ‘for filling gaps’

- ‘sometimes I don't know some expression in Croatian’

From that viewpoint translanguaging is only a phase in language learning
through which students are passing on their way to the native-likeness and
translanguaging is another name for code-switching.

For others, translanguaging is also a communicational tool, not in a sense of
‘filling gaps’ but more in a sense of having the entire linguistic repertoire at their
disposal in order to achieve their communication aims as best they can.

‘it allows to express ideas more accurately’

- ‘I use the word that come to my mind fastest, regardless of the language’

- ‘itis sometimes easier to explain something using multiple languages’

Some students have emphasized the influence of the context and their
interlocutors on their decision to translanguaging:

‘I speak three languages with people who speak different languages’

- ‘T am translanguaging because I live in an international environment’

- ‘As a bilingual, if in a context where others (good friends or family) know
both Italian and English, I sometimes find more effective ways to express
myself using both languages.’

Obviously, for them translanguaging is a way of communicating with other
multilinguals. In this sense translanguaging could be an indicator of students’
symbolic competence which refers to “the ability to position oneself as multilingual
subject” (Kramsch & Whiteside, 2008). In other words, these students understand
that translanguaging is not always socially acceptable.

The rest of the comments imply that translanguaging is a way of playing with
languages that one has at their disposal:

- ‘itis fun’

- ‘it sounds better’

224



TRANSLANGUAGING OR TRANSGRESSING LANGUAGE BORDERS TO
COMMUNICATE AND TO LEARN IN INTERNATIONAL SCHOOLS

- ‘it’s trend’

To be presented next is answer to the second research question: What are
students’ attitudes towards TDT? In order to clarify the concept, the following
examples have been given in the questionnaire:

- teacher asks you to read a text in one language and to discuss it in another
language

- teacher encourages you to speak in your mother tongue if you cannot express
yourself in English

Overall students’ attitudes towards this pedagogical tool are positive — 51.3% of
the students find this approach positive, 15.4% negative, while 33.3% remain
indecisive. However, despite the students’ general positive attitudes it seems they
are not so certain whether they would like it or not to be regularly exposed to this
teaching approach — while 44.9% claimed yes and 12.8% no, 42.3% remained
indecisive. Again, a t-test was carried out to investigate the relationship among
different subgroups of students (see Table 2).

Table 2 — Differences in attitudes towards TDT among students

Item Students N M SD t p
My general Elementary | 25 1.480 | 0.872 | -2.340 |.022%*
attitudes towards | school
TDT Grammar 53 1.981 0.888

school

I would like if the | Elementary | 25 1.680 | 0.945 |-1.934 | .057*
teachers would school
regularly use Grammar 53 [2.113 |0.913
TDT school

* indicates the result is statistically significant at the 0.05 level
** indicates the result is statistically significant at the 0.01 level

According to the results, elementary school students have more positive
attitudes towards TDT (M=1.480, p=.022*) and they are accordingly more
interested in TDT (M=1.680, p=.057*) than grammar school students. These
findings are in agreement with the results cited above, according to which younger
students are more likely to be translanguaging. Among students’ comments there
were 34 positive ones, all of them explaining possible benefits of TDT, especially in
terms of improving classroom atmosphere — ‘it would make us students more
relaxed and confident and we could express our ideas more easily’. Others often
report on usefulness of TDT for learning process — ‘In my school there is a lot of
multilingual people and translanguaging helps them understand and learn’. Some of
them commented that TDT would be a good teaching approach but only in language
classes. Furthermore, one student commented that teachers would appear friendlier
if they would use TDT which indicates that translanguaging is not perceived as
schools’ official discourse. There was a total of 16 comments explaining the
indecisive point of view. Some students expressed the need for some science
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evidence proving the benefits of TDT. Others pointed to both, negative and positive
aspects of TDT — ‘I think at times it can be helpful and then at times not’. Some
indecisive students have highlighted possible practical problems — ‘how could
teachers understand Chinese or Persian?’ In total, there were 14 negative comments.
These comments can be divided into three categories — TDT would create
confusion, TDT would hinder progress in either language and TDT shouldn’t be
allowed because English is an official schools’ language. There was one nicely
elaborated comment, which presents one of the real challenges of TDT in
multilingual contexts: “Since this is an international school, not all of the kids’
mother tongue language is the same, so if we were to talk in my mother tongue my
friends would not understand it, so I think it would be the best for all of us to speak
in English”.

To what extent students agree with the questionnaire statements related to the
possible benefits of TDT is presented in Table 3.

Table 3 — TDT benefits — students’ perspective

Item Yes No Indecisive
TDT could allow you to better express 73.1% 9% 17%
yourself.

TDT could support your multilingual 73.1% 6.4% 20.5%
identity.

TDT could help you understand new 71.8% 14.1% 14.1%
topics easier.

TDT could allow you improve your 61.5% 12.8% 25.6%
skills in all the languages you speak.

TDT could help you memorize new 52.6% 25.6% 21.8%
topics.

TDT could encourage to invest more in | 28.2% 35.9% 35.9%
classroom activities.

As it can be seen, the students believe that TDT could help them to express
themselves better (73.1%), support their multilingual identity (73.1%), help them
understand new topics (71.8%), allow them to improve their language skills in all
the languages they speak (61.5%) and help them memorize new topics (52.6%). On
the other hand, while the increase in motivation, the reduction of anxiety and the
overall better classroom atmosphere were outlined as benefits in Corcoll-Lopez
(2013), our students were not convinced that TDT would encourage them to invest
more in classroom activities (28.2%).

Conclusion

Despite the fact that monolingual bias may have shaped curricula and school
language policy in these schools, our results show that communicative practices and
classroom settings cannot be completely framed by imposed policy: multilinguals in
these two international schools are naturally and unconsciously transgressing
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language structures in order to communicate and learn. Our results also show that
the students show willingness to accept teacher directed translanguaging. However,
as we strongly believe that for introduction of each pedagogic innovation a
consensus among all the concerned participants should be reached, a next step
would be to apprehend teachers’ and parents’ attitudes towards translanguaging and
TDT. As TDT has just recently started to attract researchers, further studies in
different contexts should be conducted to see how students react to TDT, to check
on possible impacts of TDT in different school subjects and to see how this teaching
approach challenges teachers. It is equally important to identify TDT teaching
strategies which could help teachers in international schools to take advantage of
students’ mother tongues in linguistically highly diverse classrooms. Since
multilingual schools are so varied, teacher action research would be especially
valued in this field of research. It is also important to make this scientific evidence
visible within a wider public scope — especially among those who work in
multilingual settings. Leaving behind traditional concepts and boundaries, as well as
implementing innovative didactic approaches, presents a major challenge for
teachers. That means we need to continue educating all teachers, especially
language teachers, to be experts in multilingual education of the 21 century.
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MAKEDONYA’DA YASAYAN TURK COCUKLARININ YAZILI
ANLATIM BECERILERI UZERINE BiR INCELEME'

Ozet: Tarihin eski donemlerinden bugiine Tiirkler, Makedonya topraklarinda
varligini devam ettirmektedir. Giinlimiizde Makedonya’da yasayan Tiirkler anayasal haklar
cercevesinde ana dilinde egitim gdrmektedir. Bolgede Tiirkce egitimle ilgili birtakim
sikintilar s6z konusudur. Bu ¢alismada Makedonya’da ilkdgretim 7. sinifta 6grenim goéren
Tirk 6grencilerin yazili anlatim beceri diizeylerini belirlemek amaglanmistir. Ayrica yazili
anlatim becerileri bazi degiskenler acisindan da incelenmistir. Caligmada tarama modeli
kullanilmistir. Makedonya Cumhuriyeti devlet okullarinin ilkdgretim 7. sinifinda 6grenim
goren 310 Tiirk 6grenci ile ¢alisilmigtir. Aragtirma sonucunda yazil anlatima iligkin diizeyin
oldukca diisiik oldugu goriilmiistiir. Yazili anlatimda “plan” konusunda daha dikkatli
olundugu, “ana fikir”, “kagit diizeni ve yaz1”, “konu”, “dil ve anlatim”, “imla ve noktalama”
boyutlarinda zayif olundugu tespit edilmistir. “baslik” icerigine iliskin puanlarin ise en
diisiik ortalamaya sahip oldugu goriilmiistiir.

Anahtar Kelimeler: Makedonya, Tiirkler, iki dillilik, yazili anlatim becerisi.

1. Giris

Iletisimin temelini olusturan ve insan iliskilerini diizenleyen ilk unsur,
dildir. insanlar dilleri aracilig1yla diger insanlarla iletisim kurup anlasirlar, duygu ve
disiincelerini ifade ederler. Bu beceriler ilk olarak ana dili ile gerceklestirilir.
Insanin dogumundan itibaren edindigi dil ana dilidir. Ana dili, kisinin i¢inde dogup
biliylidiigii aile ya da toplum gevresinde ilk 6grendigi dildir. (Vardar, 2007, s. 17).
Baslangicta anneden ve yakin aile cevresinden daha sonra da iliskili bulunan
cevrelerden Ogrenilen, insanin bilingaltina inen ve bireylerin toplumla en giiglii
baglarini olusturan dildir. (Aksan, 2003, s. 81).

Ana dili edinimi ve egitiminin insan hayatini etkileyen 6nemli bir unsur
olmasi sebebiyle ciddiye alinmasi gerekmektedir. Birey beyninde kodlanmis olan
dil yetisiyle dogar. Her birey dogdugu andan itibaren anlama ve anlatma yetenegine
sahiptir. Anlama ve anlatma istegi, insanda dogal bir egilimdir. Birey dogumunda
sahip oldugu dinleme becerisi sayesinde edindigi dil unsurlarimi yeterli olgunluga
ulastiginda seslendirmektedir. Orgiin egitim ¢agina geldiginde ise okuma ve yazma
becerileri devreye girmektedir.

! Bu makale “Makedonya’da Tlkogretim Okullarinda Tiirkce Egitimi (7. Simf 6rnegi)” bashikl doktora
tezinden iiretilmistir. S6z konusu doktora tezi Gazi Universitesi BAP birimi tarafindan desteklenmistir.
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Giinlimiizde Tiirk¢e ana dili olarak iki dilli ve ¢ok dilli ortamlarda
kullanilmaktadir. Ozellikle Balkan cografyasindaki iilkelerde Tiirk soydaslarimiz
tarafindan ana dili Tiirk¢e yasatilmaktadir. Tirk¢enin yogun olarak kullanildig:
iilkelerden biri de Makedonya’dir.

Tiirkce egitimi gegmisten giiniimiize, degisikliklerle birlikte, Makedonya’da
devam etmektedir. Makedonya’daki Tiirk ¢ocuklara ana dili ile egitim
verilmektedir. Fakat her Tiirk 6grenci ana dili ile egitim gérememektedir; bazi
Ogrenciler Makedonca ve Arnavutca egitim veren okullara gitmek zorunda
kalmaktadir. Tiirkge egitim gorenler ise birgok sorunla karsilagmaktadir.
Makedonya’daki Tiirk 6grenciler i¢in iki dillilik, ¢ok kiiltiirliiliik s6z konusudur.
Boyle bir ortamda ana dili becerilerinin gelistirilmesi agisindan sikintilar ortaya
¢ikmaktadir. Ozellikle yazma becerisi edinilmesi zor bir alan olmas1 bakimimdan da
Oonem arz etmektedir.

Yazma, konusmanin gorsellestirilmis, kagida dokiilmiis hali degildir.
Konusmaya kiyasla yazma, daha soyut, daha iist diizey planlama gerektiren, daha
karmasik bir zihinsel islemdir. Yazida farkli metin bigimleri ve her metin bi¢iminin
yazim kurallar1 vardir. (Topbasg, 2005, s. 183).

Yazma becerisi, dort temel dil becerisi zincirinin son halkasidir. Yazma
becerisini mekanik bir siire¢ olarak degil, elestirel bir diisiinme siireci olarak
algilamak ve bilmek gerekir. (Demirel, 1999, s. 59). Yazma becerisi, elestirel
diisiinme ve problem ¢dzme becerilerini gelistirir, kisinin kendisini kesfetmesini
saglar. Ayrica 6grencilerin kendi bakis agilarini etkin bir bi¢imde yapilandirmasina
yardimci olmasi, akademik basariy1 artirmasi ve bireylerin tiim yasamlar siiresince
kullanacaklari 6nemli bir beceri olmasi bakimindan egitimde 6nemli bir yer tutar.
(Ozdemir, 2014, s.17). Inal’mn (2006: 181) da belirttigi iizere arastirmalar, yazma
becerisinin zor bir beceri olduguna dikkat ¢ekerek Ggrencilerin ve hatta birgok
yetigkin insanin en ¢ok yazma dersinde zorlandigmmi ve yazma dersi ile ilgili
Tiirkiye’de ve diinyada sorunlar bulundugunu gdstermektedir. (Aktaran Basogul ve
Can, 2014, s. 101).

2. Arastirmanin Amaci
Bu calismanin amaci, Makedonya’da 6grenim goren ilkogretim 7. smif
seviyesindeki Tiirk dgrencilerin ana dilinde yazili anlatim becerilerini tespit etmek
ve farkl degiskenler agisindan degerlendirmektir.
Calismada, su alt problemlere cevap aranmistir:
1. Makedonya’da ilkogretim 7. siiftaki Tiirk dgrencilerin yazili anlatim
becerileri ne diizeydedir? “Kagit Diizeni ve Yazi, Baslik, Plan, Konu,
Ana fikir, Dil ve Anlatim, Imla, Noktalama” unsurlar1 agisindan yazil
anlatim becerileri ne diizeydedir?
2. Makedonya’da ilkogretim 7. siniftaki Tirk 6grencilerin yazili anlatim
becerileri;
a) Cinsiyete gore,
b) Okul dncesi egitim alip almadiklarina gore,
¢) Ana dili durumlarina gore,
d) ikinci dil durumlarina gére,
e) Babalarmin egitim durumlarina gore,
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f) Annelerinin egitim durumlarina gore,
anlamli bir farklilik géstermekte midir?

3. Arastirmanin Yontemi

Calisgmada Makedonya Cumbhuriyeti’nde ilkégretim 7. simf seviyesindeki
Tirk 6grencilerin yazma becerilerini tespit etmek i¢in betimsel tarama modeli
kullanilmistir. Bir grubun belli 6zelliklerini belirlemek igin verilerin toplanmasini
amagclayan ¢alismalara tarama (survey) arastirmasi denir. (Biiyiikoztiirk vd., 2009, s.
16). Tarama modelleri, gegmiste ya da halen var olan durumu var oldugu sekliyle
betimlemeyi amaglayan aragtirma yaklagimlaridir. Aragtirmaya konu olan birey ya
da nesne, kendi kosullar1 i¢inde ve oldugu gibi tanimlanmaya galisilir. Onlar
herhangi bir sekilde degistirme, etkileme ¢abasi gosterilmez. Bilinmek istenen sey
vardir ve oradadir. Onemli olan onu uygun sekilde gdzleyip belirleyebilmektir.
(Karasar, 1991, s. 77).

Aragtirmanin ¢aligma grubunu, 2012-2013 egitim ogretim yili giiz
doneminde Makedonya Cumbhuriyeti devlet okullarinin ilkdgretim 7. sinifinda
Ogrenim goren 310 Tiirk dgrenci olusturmaktadir.

4. Bulgular ve Yorum

4.1. Makedonya’da ilkogretim 7. siniftaki Tiirk 6grencilerin yazili anlatim
becerilerinin ne diizeyde oldugu arastirllmistir. Arastirmaya katilan &grencilerin
yazili anlatim becerileri, Yazili Anlatim Degerlendirme Olgegi’nden aldiklart
toplam puan ortalamalar1 dikkate alinarak degerlendirilmistir. Ogrencilerin Yazili
Anlatim Degerlendirme Olgegi’nden aldiklari toplam puana ve alt boyutlara gore
hesaplanan ortalama puanlar Tablo 1’de sunulmustur.

Tablo 1
Ogrencilerin Yazili Anlatim Becerilerine Iliskin Diizeyleri
Boyut N X S
Kagit diizeni ve yazi 310 ,56 41
Baglik 310 23 ,54
Plan 310 ,83 ,48
Konu 310 ,54 ,36
Ana fikir 310 ,59 31
Dil ve anlatim 310 54 ,34
Imla ve noktalama 310 46 A8
Toplam 310 ,56 ,30

Tablo 1°de ortalamalar siitununda (X) Ogrencilerin yazili becerilerine
iligkin diizeyleri goriilmektedir. Toplam puana bakildiginda diizeyin 0,56
ortalamaya sahip oldugu yani yazili anlatim becerilerine iliskin diizeyin “kismen”
diizeyinin yani 1 puanin altinda oldugu goriilmektedir. Bu durum yazili anlatima
iliskin diizeyin olduk¢a diisiik oldugunu gostermektedir. Igeriklere bakildiginda
ogrencilerin “plan” diizeylerinin diger boyutlara gore daha yiiksek oldugu dikkat
cekmekle birlikte yine de ortalama deger olan 1’in altinda oldugu goriilmektedir.
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“ana fikir” boyutu 0,59; “kagit diizeni ve yaz1” boyutu 0,56; “konu” boyutu 0,54;
“dil ve anlatim” boyutu 0,54; “imla ve noktalama” boyutu 0,46 ortalama diizeyine
sahiptir. Diger yandan “baslik” igerigine iliskin diizeyin diger diizeylere gore
oldukga diisiik oldugu goriilmektedir.

4. 2. a. Makedonya’da ilkogretim 7. smiftaki Tiirk Ogrencilerin yazili
anlatim becerilerinin cinsiyet degiskenine goére anlamli bir farklilik gdsterip
gostermedigi arastirilmistir. Yapilan t-testi sonucunda elde edilen bulgular Tablo
2’de sunulmustur.

Tablo 2
Ogrencilerin Yazili Anlatim Becerilerinin Cinsiyete Goére Karsilastirilmasina
Yonelik t-Testi Sonuclar

Igerik Cinsiyet N X S t P

Kagit diizeni ve yazi Erkek 158 47 ,40 -3,92 0,00
Kiz 152 ,65 41

Baslik Erkek 158 22 53 -0,20 0,84
Kiz 152 24 ,54

Plan Erkek 158 77 43 2397 0,02
Kiz 152 ,90 53

Konu Erkek 158 ,49 ,30 2,56 0,01
Kiz 152 ,59 ,40

Ana fikir Erkek 158 ,53 ,26 -3,29 0,00
Kiz 152 ,64 35

Dil ve anlatim Erkek 158 ,48 ,32 -3,20 0,00
Kiz 152 ,60 ,36

Imla ve noktalama Erkek 158 ,38 45 -3,17 0,00
Kiz 152 ,55 ,49

Toplam Erkek 158 ,50 27 -3,73 0,00
Kiz 152 ,63 31

Tablo 2 incelendiginde, yazili anlatim becerilerinin toplam puan
ortalamasina bakildiginda cinsiyete gore anlamli farklilik gosterdigi goriilmektedir
[tass=-3,73; p<0,01]. Ortalama degerler incelendiginde kizlarin yazili anlatim
becerilerinin erkeklere gore daha yiiksek oldugu sdylenebilir.

Boyutlar incelendiginde ise “kagit diizeni ve yaz1” bakimindan cinsiyete
gore farklilik oldugu gorilmiistir [tsssy=-3,92; p<0,01]. Ortalama degerleri
incelendiginde kizlarin kagit diizeni ve yazi bakimindan erkeklere gore daha basarili
oldugu goriilmektedir. “Baglik boyutu bakimindan degerlendirildiginde ise cinsiyete
gore anlamli bir farkliliga rastlanmamistir [tsss=-0,20; p>0,05]. Yani bashk diizeni
iizerinde cinsiyetin onemli bir etkiye sahip olmadigi sdylenebilir. “Plan” boyutu
acisindan incelendiginde cinsiyete gore anlamli bir farklilik ortaya ¢ikmaktadir
[tiss=-2,39; p<0,01]. Ortalama degerler de dikkate alinirsa kizlarin erkeklere gore
yazi yazarken daha planli oldugu sdylenebilir. “Konu” boyutunda da cinsiyete gore
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anlaml1 bir farklilik goriilmektedir [t3s5=-2,56; p<0,01]. Ortalama degerler dikkate
alindiginda konu diizeni bakimindan kizlarin erkeklere gore daha basarili oldugu
sOylenebilir. “Ana fikir” boyutu agisindan karsilagtirildiginda ise yine cinsiyete gore
anlaml1 bir farklilik gériilmektedir [t3ss=-3,29; p<0,01]. Ortalama degerlerden de
gorildiigii gibi ana fikri olusturmada kizlar daha basarilidir. “Dil ve anlatim”
boyutu bakimindan cinsiyete gore anlamli bir farklilhik goriilmiistiir [tsss=-3,20;
p<0,01]. Ortalama degerlere gore dil ve anlatim konusunda yine kizlarin erkeklere
gore daha basarili oldugu sonucuna varilabilir. “imla ve noktalama” boyutuna gore
de cinsiyete gore anlaml farklilik goriilmektedir [tzss=-3,17; p<0,01]. Ortalama
degerlere gore imla ve noktalama agisindan kizlarin erkeklere gore daha basarili
oldugu sonucuna ulasilabilir.

Tiim boyutlara iliskin ortalamalar incelendiginde hem kiz hem de erkelerin
“baslik” icerigi bakimindan oldukga diisiik degerlere sahip oldugu, “plan” igerigi
acisindan ise diger iceriklere gore daha yiiksek basari elde ettikleri sdylenebilir.

4.2.b. Makedonya’da ilkogretim 7. siniftaki Tiirk 6grencilerin yazili anlatim
becerilerinin okul 6ncesi egitim alip almadiklarina gore anlamli bir farklilik gosterip
gostermedigi arastirilmistir. Yapilan t-testine iligkin bulgular Tablo 3’te verilmistir.

Tablo 3
Ogrencilerin Yazili Anlatim Becerilerinin Okul Oncesi Egitim Alp Almama
Durumlarina Gére Karsilagtirilmasina Yonelik t-Testi Sonuc¢lart

Icerik Okul Oncesi Eg. N X S t p

Kagit diizeni ve yazi Evet 262 58 42 222" 0,03
Hayir 48 46 33

Baslik Evet 262 23 ,54 0,02 0,98
Hayir 48 23 ,54

Plan Evet 262 82 A7 -1,06 0,29
Hayir 48 .90 55

Konu Evet 262 53 35 -141 0,16
Hayir 48  ,60 ,36

Ana fikir Evet 262 58 29  -1,20 0,23
Hayir 48 64 41

Dil ve anlatim Evet 262,52 ,33 -1,91 0,06
Hayir 48 ,63 42

Imla ve noktalama Evet 262 46 A7 -0,58 0,56
Hayir 48 50 ,54

Toplam Evet 262 56 29  -0,93 0,35
Hayir 48  ,60 ,35

* p<0,05

Tablo 3 incelendiginde, yazili anlatim becerilerinin toplam puan agisindan
okul oncesi egitim durumuna gore anlamli farklilik gostermedigi goriilmektedir
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[t3s=-0.93; p>0,05]. Ortalama degerler incelendiginde de degerlerin birbirine
yakin oldugu goriilmektedir.

Boyutlar incelendiginde ise “kagit diizeni ve yaz1” bakimimdan okul dncesi
egitim durumuna gore farklilik oldugu goriilmiistiir [t3s5=2,22; p<0,05]. Ortalama
degerleri incelendiginde okul Oncesi egitim alanlarin kagit diizeni ve yazi
bakimindan digerlerine gore daha basarili oldugu goriilmektedir. “Bashik” boyutu
bakimindan degerlendirildiginde ise okul dncesi egitim durumuna gdre anlamli bir
farklihga rastlanmamistir [t3s5=0,02; p>0,05]. Yani bashk diizeni {izerinde okul
Oncesi egitimin Onemli bir etkiye sahip olmadigi sdylenebilir. “Plan” boyutu
acisindan incelendiginde de okul dncesi egitim durumuna goére anlamli bir farklilik
ortaya ¢tkmamaktadir [tssg=-1,06; p>0,05]. “Konu” boyutunda da okul 6ncesi
egitim durumuna gore anlamli bir farklilik gériilmemektedir [t;ssg=-1,41; p>0,05].
Ortalama degerler dikkate alindiginda degerlerin birbirine yakin oldugu goriilebilir.
“Ana fikir” boyutu agisindan karsilastirildiginda ise yine okul Oncesi egitim
durumuna gore anlamli bir farklilik goriilmemektedir [tass=-1,20; p>0,05]. “Dil ve
anlatim” boyutu bakimindan okul 6ncesi egitim durumuna gore anlaml bir farklilik
goriilmemistir [tssg=-1,91; p>0,05]. “Imla ve noktalama” boyutu acisindan da
anlaml bir farklilik goriilmemistir [t3s5=-0,58; p>0,05].

Tiim boyutlara iliskin ortalamalar incelendiginde okul 6ncesi egitim alan ve
almayan Ogrencilerde “baslik” boyutu bakimindan oldukga diisiik degerlere sahip
olundugu, “plan” boyutu agisindan ise diger boyutlara gére daha yiiksek basar1 elde
ettikleri sdylenebilir.

4.2.c. Makedonya’da ilkogretim 7. siniftaki Tiirk 6grencilerin yazili anlatim
becerilerinin ana dili durumlarma goére anlamli bir farklilik gosterip gostermedigi
arastirilmistir. Ana dili degiskeninin yazili anlatim becerisi iizerindeki etkisini
belirleyen t-testine iliskin sonug¢lar Tablo 4’te sunulmustur.

Tablo 4
Ogrencilerin Yazili Anlatim Becerilerinin Ana Diline Gére Karsilastirilmasina
Yonelik t-Testi Sonuglart

Icerik Ana dili N X S t p

Kagit diizeni ve yazi Tirkge 253 ,59 42 275 0,01
Makedonca 57 43 ,36

Baslik Tiirkge 253 26 57 2797 0,01
Makedonca 57 ,10 ,36

Plan Tiirkce 253 ,92 45 6,89 0,00
Makedonca 57 46 46

Konu Tiirkce 253 ,59 ,34 6,25 0,00
Makedonca 57 ,29 ,30

Ana fikir Tirkge 253 ,62 31 4,77 0,00
Makedonca 57 41 ,29

Dil ve anlatim Tiirkge 253 58 33 4,96 0,00
Makedonca 57 ,34 33
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Imla ve noktalama Tiirkce 253 ,51 ,48 3,89 0,00
Makedonca 57 25 42

Toplam Tirkge 253 ,61 28 6,38 0,00
Makedonca 57 35 28

* p<0,05

Tablo 4 incelendiginde, yazili anlatim becerilerinin toplam puan agisindan
ana diline gore anlamli farklilik gosterdigi goriilmektedir [t3s5=6,38; p<0,01].
Ortalama degerler incelendiginde ana dili Tiirkce olanlarin yazili anlatim
becerilerinin ana dili Makedonca olanlara gore daha yiiksek oldugu sdylenebilir.

Boyutlar incelendiginde ise “kagit diizeni ve yazi” bakimindan ana diline
gore farklilk oldugu goriilmiistiir [tssg=2,75; p<0,01]. Ortalama degerleri
incelendiginde ana dili Tiirk¢e olanlarin kagit diizeni ve yazi bakimindan
digerlerine goére daha basarili oldugu goriilmektedir. Ozellikle yazi karakteri
bakimindan diisiiniildiigiinde ana dili Makedonca olan dgrencilerin Makedonca hem
Latin harfleri ile hem de Kiril harfleri ile yazildig1 i¢in Latin harflerini diizgiin
yazamadiklar sOylenebilir. “Baslik” boyutu bakimindan degerlendirildiginde de ana
diline gore anlamli bir farklilifa rastlanmistir [tzss=2,77; p<0,01]. Ortalama
degerleri incelendiginde ana dili Tiirkge olanlarin “Baslik” bakimindan digerlerine
gore daha basarili oldugu goriilmektedir. “Plan” boyutu agisindan incelendiginde
ana diline goére anlamli bir farklilik ortaya cikmaktadir [tsss=6,89; p<0,01].
Ortalama degerler de dikkate alinirsa ana dili Tiirkge olanlarin digerlerine gore daha
planli oldugu soylenebilir. “Konu” boyutunda da ana diline gore anlamli bir
farklilik goriilmektedir [t3sg=6,25; p<0,01]. Ortalama degerler dikkate alindiginda
konu diizeni bakimindan ana dili Tiirk¢e olanlarin digerlerine gore daha basarili
oldugu soylenebilir. “Ana fikir” boyutu ac¢isindan karsilastirildiginda ise yine
anlamli bir farklilik goriilmektedir [t;s5=4,77; p<0,01]. Ortalama degerlerden de
gorildiigi gibi ana fikri olusturmada ana dili Tiirk¢e olanlar daha basarilidir. “Dil
ve anlatim” boyutu bakimindan ana diline gére anlamli bir farklilik gdriilmiistiir
[tas58=4,96; p<0,01]. Ortalama degerlere gore dil ve anlatim konusunda yine ana dili
Tiirkce olanlarin daha basarili oldugu sonucuna varilabilir. “Imla ve noktalama”
boyutuna gore de ana diline gore anlamli farklilik goriilmektedir [tgsg=-3,89;
p<0,01]. Ortalama degerlere gore imla ve noktalama agisindan ana dili Tirkge
olanlarin digerlerine gore daha dikkatli oldugu sonucuna ulasilabilir.

Tim boyutlara iliskin ortalamalar incelendiginde ana dili Tiirk¢e veya
Makedonca olanlarda “baslik” boyutu bakimindan oldukga diisiikk degerlere sahip
olundugu, “plan” boyutu agisindan ise diger boyutlara gére daha yiiksek basar1 elde
ettikleri sdylenebilir.

4.2.d. Makedonya’da ilkogretim 7. siniftaki Tiirk 6grencilerin yazili anlatim
becerilerinin ikinci dil durumlarina gére anlaml bir farklilik gosterip gostermedigi
arastilmistir. ikinci dili olmadigini belirten 10 &grenci bu analizin disinda
birakilmigtir. Ikinci dil degiskeninin yazili anlatim becerisi iizerindeki etkisini
belirlemek iizere yapilan ANOVA sonuglar1 Tablo 5’te sunulmugtur.
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Tablo 5
Ogrencilerin Yazili Anlatim Becerilerinin Ikinci Dile Gére Karsilastirilmasina
Yénelik ANOVA Sonuglar

Igerik Ikinci Dil N X S F p Fark

Kagit diizeni ve yazi  Tiirkge 58 42 36 487 001 T-M
Makedonca 144  ,62 43 T-A
Arnavutca 98 598 42

Baslik Tiirkge 58 ,09 36 3,72 0,03 T-M
Makedonca 144 31 61 T-A
Arnavutca 98 20 51

Plan Tiirkce 58 46 45 2735 0,00 T-M
Makedonca 144 97 48 T-A
Arnavutca 98 ,82 38

Konu Tiirkge 58 29 30 2149 0,00 T-M
Makedonca 144 .63 38 T-A
Arnavutga 98 54 28

Ana fikir Tiirkce 58 A1 28 1429 0,00 T-M
Makedonca 144  ,66 34 T-A
Arnavutca 98 56 24

Dil ve anlatim Tiirkge 58 34 33 1592 0,00 T-M
Makedonca 144  ,63 33 T-A
Arnavutca 98 53 31

Imla ve noktalama Tiirkge 58 24 42 940 0,00 T-M
Makedonca 144 56 48 T-A
Arnavutca 98 46 47

Toplam Tiirkge 58 34 28 2525 0,00 T-M
Makedonca 144 65 29 T-A
Arnavutca 98 55 25

Tablo 5 incelendiginde, yazili anlatim becerilerinin toplam puan agisindan
ikinci dile gore anlaml farklilik gosterdigi goriilmektedir [F357=25,25; p<0,01].
Ortalama degerler ve son siitunda yer alan ¢oklu karsilastirma testlerinin sonuglari
incelendiginde ikinci dili Tiirkge olanlarin yazili anlatim becerilerinin digerlerine
gore daha diisiik oldugu sdylenebilir.

Boyutlar incelendiginde ise “kagit diizeni ve yazi” bakimindan ikinci dile
gore farklilik oldugu goriilmiistiir [F357=4,87; p<0,05]. Ortalama degerler ve son
siitunda yer alan ¢oklu karsilastirma testlerinin sonuglar1 incelendiginde ikinci dili
Tiirkce olanlarin kagit diizeni ve yazi bakimindan digerlerine goére daha basarisiz
oldugu goriilmektedir. “Baslik” boyutu bakimindan degerlendirildiginde de ikinci
dile gore anlamli bir farklilifa rastlanmistir [F357=3,72; p<0,05]. Ortalama
degerler ve son siitunda yer alan ¢oklu karsilastirma testlerinin sonuglari
incelendiginde ikinci dili Tiirk¢e olanlarin “Baglik” bakimindan digerlerine gore
daha basarisiz oldugu goriilmektedir. “Plan” boyutu agisindan incelendiginde ikinci
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dile gore anlamli bir farklilik ortaya ¢ikmaktadir [F;357=27,35; p<0,01]. Ortalama
degerler ve son siitunda yer alan ¢oklu karsilastirma testlerinin sonuglar1 dikkate
almirsa ikinci dili Tiirk¢e olanlarin digerlerine gore daha yetersiz oldugu
sOylenebilir. “Konu” boyutunda da ikinci dile gore anlamli bir farklilik
goriilmektedir [F357=21,49; p<0,01]. Ortalama degerler ve son siitunda yer alan
¢oklu karsilagtirma testlerinin sonuglar1 dikkate alindiginda konu diizeni
bakimindan ikinci dili Tiirk¢e olanlarin diizeylerinin digerlerine gore daha diisiik
oldugu soylenebilir. “Ana fikir” boyutu acisindan karsilastirildiginda ise yine
anlaml bir farklilik goriilmektedir [F(;357=14,29; p<0,01]. Ortalama degerlerde ve
son siitunda yer alan ¢oklu karsilastirma testlerinin sonuclarinda goriildiigii gibi ana
fikri olusturmada ikinci dili Tiirk¢e olanlar daha basarisizdir. “Dil ve anlatim”
boyutu bakimindan ikinci dile gore anlamli bir farklilik goriilmiistiir [F357=15,92;
p<0,01]. Ortalama degerlere ve son siitunda yer alan ¢oklu karsilastirma testlerinin
sonuglarina gore dil ve anlatim konusunda yine ikinci ana dili Tiirk¢e olanlarin daha
basarisiz oldugu sonucuna varilabilir. “Imla ve noktalama” boyuta gore de ikinci
dile gore anlaml farklilik goriilmektedir [F(;357=9,40; p<0,01]. Ortalama degerlere
ve son siitunda yer alan ¢oklu karsilastirma testlerinin sonuglarina gére imla ve
noktalama agisindan ikinci dili Tiirkge olanlarin digerlerine gore daha yetersiz
oldugu sonucuna ulasilabilir.

Tim boyutlara iligkin ortalamalar “baslik” boyutu bakimindan oldukga
diisiik degerlere sahip olundugu, “plan” boyutu acisindan ise diger boyutlara gore
daha yiiksek basari elde edildigi sdylenebilir.

4.2.e. Makedonya’da ilkogretim 7. siniftaki Tiirk 6grencilerin yazili anlatim
becerilerinin babalarinin egitim durumuna gore anlamli bir farklilik gosterip
gostermedigi arastirilmistir. Babalarinin egitim durumunun yazili anlatim becerisi
tizerindeki etkisini belirlemek {izere yapilan ANOVA sonuglart Tablo 6’da
sunulmustur.

Tablo 6
Ogrencilerin Yazili Anlatim Becerilerinin Babalarimin Egitim Durumlarina Gore
Karsilastirtlmasina Yonelik ANOVA Sonucglart

Igerik Egitim diizeyi N X S F p Fark
Kagit 1- Ilkokul mezunu ve alt1 55 40 36 3,49 0,02 1-2
diizeni 2- Ortaokul mezunu 112,60 41 1-3
ve yazi 3- Lise mezunu 103,60 ,46 1-4
4- Universite ve iistii 40 ,57 )33
Baslik 1- [lkokul mezunu ve alt1 55 15 44 2,60 0,06 -
2- Ortaokul mezunu 112 17 48
3- Lise mezunu 103 27 57
4- Universite ve {istii 40 41 ,68
Plan 1- Tlkokul mezunu ve alt1 55 54 43 11,22 0,00 1-2
2- Ortaokul mezunu 112 82 47 1-3
3- Lise mezunu 103,93 45 1-4
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4- Universite ve istii 40 1,02 .50

Konu 1- Tlkokul mezunu ve alt1 55 33,30 11,90 0,00 1-2
2- Ortaokul mezunu 112 52,30 1-3
3- Lise mezunu 103,60 37 1-4
4- Universite ve iistii 40 72 38

Ana fikir 1- flkokul mezunu ve alt1 55 45 30 10,16 0,00 1-3
2- Ortaokul mezunu 112 5529 1-4
3- Lise mezunu 103 62 31 2-4
4- Universite ve iistii 40 78 .32 3-4

Dil ve 1- Tlkokul mezunu ve alt1 55 35,32 9,85 0,00 1-2

anlatim 2- Ortaokul mezunu 112 52 34 1-3
3- Lise mezunu 103,59 .32 1-4
4- Universite ve {istii 40 70 35

Imla ve 1- Tikokul mezunu ve alt1 55 21,38 8,67 0,00 1-2

noktalama  2- Ortaokul mezunu 112 A48 49 1-3
3- Lise mezunu 103,50 47 1-4
4- Universite ve iistii 40  ,68 45

Toplam 1- Ilkokul mezunu ve alt1 55 37 26 13,73 0,00 1-2
2- Ortaokul mezunu 112 55,29 1-3
3- Lise mezunu 103,62 .29 1-4
4- Universite ve iistii 40 71 28

Tablo 6 incelendiginde, yazili anlatim becerilerinin toplam puan agisindan
babalarinin egitim durumlarma gore anlamli farklilik gosterdigi goriilmektedir
[Fs356=13,73; p<0,01]. Ortalama degerler ve son siitunda yer alan ¢oklu
karsilastirma testlerinin sonuglari incelendiginde babasimin egitim diizeyi ortaokul
ve Ustll olanlarin yazili anlatim becerilerinin digerlerine gore daha yiiksek oldugu
sOylenebilir.

Igerikler incelendiginde ise “kagit diizeni ve yaz1” bakimindan babalarmnin
egitim durumlarma gore farklillk oldugu goriillmiistir [F3s58=3,49; p<0,05].
Ortalama degerler ve son siitunda yer alan ¢oklu karsilastirma testlerinin sonuglari
incelendiginde babasinin egitim diizeyi ortaokul ve {istii olanlarin kagit diizeni ve
yazi bakimindan digerlerine gore daha basarili oldugu goriilmektedir. “Baglik”
icerigi bakimindan degerlendirildiginde ise babalarmin egitim durumlarina goére
anlamh bir farkliliga rastlanmamistir [F3356=2,60; p>0,05]. “Plan” igerigi
agisindan incelendiginde babalarimin egitim durumlarina goére anlamli bir farklilik
ortaya c¢ikmaktadir [F3356=11,22; p<0,01]. Ortalama degerler ve son siitunda yer
alan ¢oklu karsilastirma testlerinin sonuglari dikkate alinirsa babasinin egitim
diizeyi ortaokul ve iistii olanlarin digerlerine gére daha planl oldugu sdylenebilir.
“Konu” igeriginde de babalarinin egitim durumlarina gore anlamli bir farklilik
goriilmektedir [F356=11,90; p<0,01]. Ortalama degerler ve son siitunda yer alan
¢oklu karsilagtirma testlerinin sonuglar1 dikkate alindiginda konu diizeni
bakimindan babasinin egitim diizeyi ortaokul ve iistii olanlarin diizeylerinin
digerlerine gore daha yiiksek oldugu sdylenebilir. “Ana fikir” igerigi acgisindan
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karsilastirildiginda ise yine anlamli bir farklihk goriilmektedir [F356=10,16;
p<0,01]. Ortalama degerler ve son siitunda yer alan ¢oklu karsilastirma testlerinin
sonuglarindan anlasildigi {izere babalarin egitim diizeyi arttikca ana fikri
olusturmada daha basarili olundugu soéylenebilir. “Dil ve anlatim” igerigi
bakimindan babalarinin egitim durumuna goére anlamli bir farklilik goriilmiistiir
[F3,356=9,85; p<0,01]. Ortalama degerler ve son siitunda yer alan ¢oklu
karsilastirma testlerinin sonuglarina gore dil ve anlatim konusunda babasinin egitim
diizeyi ortaokul ve {istii olanlarin daha basaril1 oldugu sonucuna varilabilir. “Imla ve
noktalama” igerigine gore de babalarmin egitim durumuna gore anlaml farklilik
goriilmektedir [F3356=8,67; p<0,01]. Ortalama degerlere ve son siitunda yer alan
coklu karsilagtirma testlerinin sonuglarina gore imla ve noktalama agisindan
babasinin egitim diizeyi ortaokul ve iistii olanlarin digerlerine gore daha basarili
oldugu sonucuna ulasilabilir.

Tim igeriklere iligkin ortalamalar “baslik” igerigi bakimindan oldukga
diisiik degerlere sahip olundugu, “plan” igerigi acisindan ise diger iceriklere gore
daha yiiksek basari elde edildigi sdylenebilir.

4.2.f. Makedonya’da ilkdgretim 7. siniftaki Tiirk 6grencilerin yazili anlatim
becerilerinin annelerinin egitim durumuna goére anlamli bir farklilik gosterip
gostermedigi aragtirilmistir. Annelerinin egitim durumunun yazili anlatim becerisi
iizerindeki etkisini belirlemek {izere yapilan ANOVA sonuglar1 Tablo 7°de
sunulmustur.

Tablo 7
Ogrencilerin Yazili Anlatim Becerilerinin Annelerinin Egitim Durumlarina Gére
Karsilastirilmasina Yonelik ANOVA Sonuclari

ig:erik Egitim diizeyi N X S F p Fark
Kagit 1- lkokul 109 44 38 7,05 0,00 1-2
diizeni ve mezunu ve alti 1-3
yazi 2- Ortaokul 117 ,62 43
3- Lise ve iistil 84 ,63 40
Baslik 1- lkokul 109 23,54 0,65 0,52 -
mezunu ve alt1
2- Ortaokul 117 ,19 50
3- Lise ve tisti 84 28 .58
Plan 1- lkokul 109 ,62 48 19,58 0,00 1-2
mezunu ve alt1 1-3
2- Ortaokul 117 91 43
3- Lise ve st 84 1,00 ,46
Konu 1- Tlkokul 109 40 34 1531 0,00 1-2
mezunu ve alt1 1-3
2- Ortaokul 117 58 .32
3- Lise ve uisti 84 ,65 .36
Ana fikir 1- Tlkokul 109 49 28 11,51 0,00 1-2
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mezunu ve alt1 1-3
2- Ortaokul 117 ,60 .31
3- Lise ve listi 84 ,70 0,32
Dil ve 1- Tlkokul 109 40 33 1495 0,00 1-2
anlatim mezunu ve altt 1-3
2- Ortaokul 117 , 59 33
3- Lise ve st 84 ,64 32
Imla ve 1- lkokul 109 31 41 9,00 0,00 1-2
noktalama mezunu ve alt1 1-3
2- Ortaokul 117 593,49
3- Lise ve usti 84 57 0,50
Toplam 1- Tlkokul 109 A43 .29 19,52 0,00 1-2
mezunu ve alt1 1-3
2- Ortaokul 117 ,61 28
3- Lise ve ustil 84 67 28

Tablo 7 incelendiginde, yazili anlatim becerilerinin toplam puan agisindan
annelerinin egitim durumlarina goére anlamli farklilik gosterdigi goriilmektedir
[Fo357=19,52; p<0,01]. Ortalama degerler ve son siitunda yer alan ¢oklu
karsilastirma testlerinin sonuglari incelendiginde annesinin egitim diizeyi ortaokul
ve tistii olanlarin yazili anlatim becerilerinin digerlerine gore daha yiiksek oldugu
sOylenebilir.

Icerikler incelendiginde ise “kagit diizeni ve yaz1” bakimindan annelerinin
egitim durumlarma gore farklilk oldugu gorilmistir [Fp3s7=7,05; p<0,01].
Ortalama degerler ve son siitunda yer alan ¢oklu karsilastirma testlerinin sonuglari
incelendiginde annesinin egitim diizeyi ortaokul ve {stii olanlarin kagit diizeni ve
yazi bakimindan digerlerine gore daha basarili oldugu goriilmektedir. “Baglik”
icerigi bakimindan degerlendirildiginde ise annelerinin egitim durumlarina gore
anlamli bir farkliliga rastlanmamistir [F357=0,65; p>0,05]. “Plan” igerigi
acisindan incelendiginde annelerinin egitim durumlarina gore anlaml bir farklilik
ortaya c¢ikmaktadir [F(;357=19,58; p<0,01]. Ortalama degerler ve son siitunda yer
alan ¢oklu karsilagtirma testlerinin sonuglar1 dikkate alinirsa annelerinin egitim
diizeyi ortaokul ve iistii olanlarin digerlerine gore daha planl oldugu sdylenebilir.
“Konu” igeriginde de annelerinin egitim durumlarina gore anlamli bir farklilik
goriilmektedir [F;357=15,31; p<0,01]. Ortalama degerler ve son siitunda yer alan
coklu karsilastirma testlerinin sonuglart dikkate alindiginda konu diizeni
bakimindan annelerinin egitim diizeyi ortaokul ve {istii olanlarin diizeylerinin
digerlerine gore daha yiiksek oldugu sdylenebilir. “Ana fikir” igerigi acisindan
karsilastirildiginda ise yine anlamli bir farklihk goriilmektedir [F357=11,51;
p<0,01]. Ortalama degerler ve son siitunda yer alan ¢oklu karsilastirma testlerinin
sonuclarinda goriildiigii gibi annelerin egitim diizeyi arttik¢a ana fikri olusturmada
daha basarili olundugu sdylenebilir. “Dil ve anlatim” igerigi bakimindan annelerinin
egitim durumuna gore anlamli bir farkhilhik gorilmiistir [Fp357=14,95; p<0,01].
Ortalama degerler ve son siitunda yer alan c¢oklu karsilastirma testlerinin
sonuglarina gore dil ve anlatim konusunda annesinin egitim diizeyi ortaokul ve tistii
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olanlar daha basarili oldugu sonucuna varilabilir. “imla ve noktalama” igerigine
gore de annelerinin egitim durumuna gore anlamli farklilik gdriilmektedir
[F357=9,00; p<0,01]. Ortalama degerlere ve son siitunda yer alan ¢oklu
karsilastirma testlerinin sonuglarina gore imla ve noktalama ag¢isindan annesinin
egitim diizeyi ortaokul ve istii olanlarin digerlerine gore daha basarili oldugu
sonucuna ulasilabilir.

Tiim igeriklere iliskin ortalamalara bakildiginda “baslik” igerigi bakimindan
oldukea diisiik degerlere sahip olundugu, “plan” igerigi agisindan ise diger igeriklere
gore daha yiiksek bagari elde edildigi sdylenebilir.

5. Sonuc¢

Aragtirmada Makedonya’da ilkégretim 7. sinifta 6grenim goren Tiirk
ogrencilerin yazili anlatim becerilerinin 0,56 ortalamaya sahip oldugu yani yazili
anlatim becerilerine iliskin diizeyin “kismen” diizeyinin, 1 puanin altinda oldugu
sonucuna ulasilmistir. Yazili anlatima iliskin diizeyin olduk¢a diisiik oldugu
belirlenmistir. Iceriklere bakildiginda 6grencilerin “plan” diizeylerinin diger
boyutlara gore daha yiiksek oldugu dikkat ¢ekmekle birlikte yine de ortalama deger
olan 1’in altinda oldugu tespit edilmistir. “ana fikir” boyutu 0,59; “kagit diizeni ve
yaz1” boyutu 0,56; “konu” boyutu 0,54; “dil ve anlatim” boyutu 0,54; “imla ve
noktalama” boyutu 0,46 ortalama diizeyine sahiptir. Ogrencilerin ana fikri
belirleme, konuyu tespit etme, imla ve noktalamayir dogru ve diizgiin kullanma
becerilerinin zayif oldugu belirlenmistir. “baglik” icerigine iliskin diizeyin diger
diizeylere gore oldukea diisiik oldugu sonucuna ulasiimistir.

Yazili anlatim becerilerinde cinsiyet degiskenine gore kiz 6grencilerin
erkek Ogrencilere gore daha basarili oldugu; okul Oncesi egitim alip almama
durumuna gore anlamli bir farklilik olmadigi; ana dili durumlarina gore ana dili
Tiirkge olan 6grencilerin Tiirkge yazili anlatim becerilerinin ana dili Makedonca
olanlara gore daha yiiksek oldugu; ikinci dil durumlarina gore ikinci dili Tiirkge
olanlarin yazili anlatim becerilerinin digerlerine gore daha diisik oldugu;
babalarinin egitim diizeyi yiiksek olanlarin daha basarili oldugu; annelerinin egitim
diizeyi yiikseldik¢e Ogrencilerin de yazili anlatim beceri puanlarmin yiikseldigi
belirlenmistir.

Cok dilli, ¢ok kiltiirlii bir toplumda yasayan Makedonya’daki Tiirk
cocuklarinin dil becerilerinin gelistirilmesi kimlik kazanimi agisindan onemlidir.
Ogrenciler yazma becerileri gelistirildikge kendilerini daha iyi ifade edebilecekler,
toplum igerisinde etkili iletisim kurabileceklerdir.
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AN ANALYSIS OF WRITTEN EXPRESSIONS OF
TURKISH CHILDREN LIVING IN MACEDONIA

Nuray Kayadibi
Necati Demir

An Analysis of Written Expressions of Turkish Children Living in Macedonia

Abstract: For years, from the ancient times of the history, Turks have been going
on existing in the territory of Macedonia. Today, Turks living in Macedonia are being
educated in their native language within the framework of constitutional rights. But there are
some problems with Turkish education in the region. This study aims to determine the level
of written expression skills of Turkish students studying in the 7th grade of primary
education in Macedonia. In addition, written expression skills have been examined in terms
of some variables. The scanning model was used in the study. In this research, it was studied
with 310 Turkish students studying in the 7th grade primary school of the public schools of
the Republic of Macedonia. As a result of the research, it has been realized that the level of
written narration is very low. In written expression, the students have been found to be more
cautious about the “plan”; on the other hand they are more ineffective in the dimensions of
“main idea”, “paper layout and writing”, “subject”, “language and expression”, “marking
and punctuation”. Whereas the scores for the “title” content have the lowest average.

Keywords: Macedonia, Turks, bilingualism, writing skill.
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NMHIUAEHTHO YCBOJYBAIBE HA HOB BOKABYJIAP ITPEKY
YUTAIBLE HA BACHU

AncrpakT: MHOTYOpOjHN CTyIUM TOKaKyBaaT AeKa YNTAmETO Ha JUTepaTypHH
TEKCTOBU 3a3eMa 3HAuajHO MECTO BO YCBOjyBameTO Ha HOB BOKaOyiap IpH IPOIECOT Ha
n3ydyBame Ha CTPAHCKH jasuk. OBa HCTpaXKyBame € CIPOBEICHO CO Lell Ja ce UCTPaXH a)
KOJIKY YMTameTo U 00paboTkaTa Ha OacHM CO ja3W4eH MPUOJ MOXKE Ja TpHUIOHEcaT 3a
yCBOjyBame Ha BOKaOyJIapoT Ha aHIIMCKUOT ja3UK M 0) JalyM UMa Pa3nuKa BO KBAHTHTETOT
Ha yCBOGHHOT BOKaOyIap HpeKy 4YhTame W 00paboTka Ha OACHM CO OHOj YCBOGH IIPEKy
u3paboTKa Ha TPaAMIMOHANIHU BexOH 3a BokaOymap. Pesynrature on HCTpaxKyBameTo
MOKajkaa JIeKa yUYeHUIUTE KO Ha PEIOBHUTE YaCOBH YHTaa M pa3paboTyBaa OacHH, M IOKPaj
TOA IITO UMaa I0CIa0K Pe3yITaT! Ha NPEATECTOT, Ha IMIOCTTECTOT ITOKa)kaa MHOT'Y TIOBHCOKH
pe3yJITaTy.

Knyunu 300poBHM: yceojysarve na goxabynap, aemeHmuyHu JaumepamypHu
MeKCMOo8U, UHYUOEHMHO Yyerbe, eKCRAUYUMHO Yyyetve, OaCHlU.

Bogen

N3yuyBamero Ha BOKaOyJapOT W IO3HABAKHETO HA INTO MOTOJIEM Opoj
JICKCUYKU SJMHUIM € OCHOBATa 3a MO3HABaKkE U yNoTpeda Ha elieH ja3uk. BuikuHc
(Wilkins, 1972) numyBa nexa ,,... 0e3 nmo3HaBame Ha rpaMaThKaTa MOXXEME MHOTY
TENIKO Jla cnojenuMe MHpopMaiuja, Ho 0e3 Mo3HaBamke Ha BOKaOyiap BOOIIITO
Hema Jia MoxkeMe Ja crnojenume uHopmanuja“ (ctp. 111-112). Cnopen Toa,
U3yuyBamkbeTO Ha BOKaOyJapoT 3a3eMa Ba)XHO MECTO BO H3yYyBameTO Ha
AHIJIMCKHOT KaKO CTPAaHCKH ja3WK BO OOpa3oOBHHOT cucTeM Ha P. Maxkemonwuja.
WzyuyBamero Ha BOKaOylIapoT My IloMara Ha YYCHHKOT Ja pa3bupa H Ja
KOMYHHUIIMPA CO IPYT'H TOBOPUTENH HA aHIJIMCKU ja3UK.

Ho, KBaHTUTaTUBHOTO M KBAJIMTATHBHOTO M3y4yBame Ha HOB BOKaOynap
3aBUCH OJI IIPHOJIOT CO KOj HACTAaBHHUKOT 'O peali3upa MPOIecOT Ha H3YIyBamke HOB
BokaOynap. MHOTyOpojHM Hay4yHHM IyOJMKAallMd TOBOPAaT 3a BIMjaHUETO Ha
YUTAaKETO U 00paboTKaTa Ha JIMTEPATYPHU TEKCTOBU BpP3 MPOLECOT HA U3YyUyBarbe
Ha HOB BokaOynap. Ctyaujara cupoBeneHa Bo P. Makenonuja (Daskalovska, 2016)
HE/IBOjOCHO MOKaXyBa JEKa YHTAHETO JUTEPATypHU TEKCTOBU BO ToJieMa Mepa
IPUIOHECYBA 3a N3y4YyBamke Ha HOB BOKa0yap.

HmeHo, Bo oBa UCTpaxkyBame JlackanoBcka ro TeCTHpa yCBOjyBameTO Ha
HOBH 300pOBH OJf TPH AacleKTH: YCBOjyBamke HAa CIICIHMHITOT Ha 300pOBUTE,
YCBOjyBalk€ Ha HUBHOTO 3HadeH€ U KOJOKalyjaTa Ha TapreTUpaHuTe 300pOBH.
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Y4ecHUIIUTE BO HCTPAXYBAKHETO HMMalle 3a 3ajJadya Ja ja IPOYUTAaT HOBeJaTa
»Maneuka mpuHIe3a“ koja coapxu 66.938 36opa. Co cryamjara, UCTO Taka, ce
OlLICHYBa IOBP3aHOCTa Ha (peKBeHIHjaTa CO Koja 300pOBHTE ce cpekaBaaT BO
HOBEllaTa CO YCBOJyBameTO Ha TPUTE ACIEKTH HA MO3HABAHKHE HA TApreTUPAHUTE
300poBu. PesyinratuTe mokaxyBaaT IeKa CO UYUTambe Ha aBTEHTHYEH TEKCT cCe
nono0pyBa ycBOjyBameTo Ha HOB BokaOynap. [lomoOpyBameTo ce 3abenexyBa BO
CUTE TPH aCIeKTH KOW OWJIe MpenMeT Ha TecTupame. EleH ol HajOUTHUTE acleKTH
KOM TH HCTpakyBa oOBaa CTyOWja € YCBOJYBamE€TO Ha KOJOKAaLMUTEe Ha
TapreTupaHute 300poBu. Pe3ynTatuTe mMOKaxKyBaaT JeKa NPEKy YHUTAalkE Ha
aBTEHTUYEH TEKCT, 3HAUUTEJIHO c€ I0J00pyBa yCBOjyBambeTO Ha KoyloKanuuTte. Bo
MOTJIe/l Ha BJIMjaHHETO HA YECTOTaTa CO KOja Ce MOBTOPYBa TapreTUPAHUOT 300p BO
TEKCTOT U HHBOTO Ha YCBOjyBame OJl CTpaHa Ha YYCHHKOT, aBTOpKaTa Joara Jio
3aKJIy4OK JieKa Kaj 300poBUTE KoM ce jaByBaatr nmomery 11 u 20 matu uMa HajroyieMm
CTEIIeH Ha YCBOGHOCT, LITO 3HAYM JCKa 3a Jla C€ COBJIaZa YCIEIHO HEKOj HOB 300D
MpPEeKy YUTAHkE Ha aBTEHTHYCH TEKCT, MOTPEOHO € TOj Ja ce MOBTOPU BO TEKCTOT
HajManky neceruHa mnaTtu. Cemak, 3a0eliekaHO € JieKa YHUTAamkeTO OBO3MOXKYBa
YCBOjyBamke Ha OJIpEICHH acleKTH Ha 300POBUTE M TPH MOPETKO CpekaBame Ha THE
300poBH.

[Ipexy uwuTame Ha JUTEPATypHU TEKCTOBM M HHBHa o00paboTka coO
COOJIBETEH ja3W4eH IpHCTAl, YYCHUIMTE yCIIeBaaT Ja ycBOjaT TOroyiieM Opoj Ha
JICKCUYKU SAMHUIH, IPY ITO MO3HABAKETO HA THE 300pOBH HE Ce CBEyBa CaMoO Ha
HUBHOTO JEHOTATUBHO 3Haueme. HampoTuB, uMTamero u oOpaboTkara Ha
JUTEPATypHUTE TEKCTOBH € TIOJHMIIOTEHTHO OJl ACHEeKT Ha UW3ydyBame HOB
BOKaOymnap, Oujiejkn UM OBO3MOXKYBa Ha YUCHHIIUTE YCBOjYBaHkE HA TIOT'0JIEM OIICET
Ha 3HayYewma Ha elneH 300p, HUjaHCH Ha 3HAa4YeHa, KOJOKAUWMU KAaKo M HEropa
yrnoTpeba BO JaJieH CTHICKH peTHCTap.

[MoctojaT romem Opoj CTYyOUM 4YHW]j TpPEIMET € YCBOjyBambeTO Ha HOB
BoKaOymap mpeky umrame. Bo 1978 Saragi et al. cipoBene cTyamja co koja ce
WCIUTYBa HHIUJCHTHOTO YCBOjyBalke¢ Ha HOB BOKa0ynap MNpeKy 4YHWTame Ha
aBTEHTUYHO JUTEPATYpHO [eJI0. YYeCHUIM BO cTyaujaTa Omne 20 CTyAEHTH uyj
MajuMH ja3WK OWJI aHIIIMCKHOT. THe MMaie 3ajada Ja ja IpodYdTaaT HoOBeJara
,IlexoneH nmoprokan®. HoBenara Onna Ha aHIIMCKU ja3MK, HO HU3 Hea ce cpekaBaat
300pOBH Ol PYCKHOT >KaproH. YUeHHIHTEe Ouie TecTHpaHdh TOKMy 3a 90 ox Tue
300pOBH, NpU INTO pE3yJITATUTE MOKaKaje JeKa ydeHuruTe ycBowmie 76 % on
TapreTupanute 300poBu. Mcro Taka, ce OO 0 3aKJIy4YOK JeKa OHHE 300pOBH
KOM ce IMOBTOpyBalleé HajMaJKy JeceT MaTH HMMAaJlo IorojeMa InaHca na oOupjar
ycBoenu. Cemnak, TpeGa na ce 3eMme IpeaBua (AKTOT JAeKa YYECHHULUTE BO
HCTPAXKYBAKHETO T'O TOBOPEJNiE aHTIUCKUOT ja3UK KaKO MajudH ja3uk, Ma Taka UM
OWI0 MOIIHE JIeCHO Ja ja pasOepar HoOBelaTa, a MM OWIO OJIECHETO U
KOHTEKCTYalTHOTO pa3Oupame Ha TapreTupaHuTe 300pOBH.

Xopcer, Kod u Meapa (Horst, Cobb & Meara, 1998) Bo cBojara cryauja He
ro UCTpaXKyBaJie caMO OpOjOT Ha HOBOYCBOSHH 300pOBH, TYKY W MEPUOJOT BO KOJj
y4eHHULIMTEe I'M naMeraT The 300poBu. Ha yuyenunure uM Omia najeHa ynpocTeHa
Bep3uja Ha ,,Majopot o1 Kactepopuny®. [lo untamero OMI0 U3MEPEHO YCBOjyBamhe
Ha 22 % on TapreTupaHuTe 300pOBH, a THE 300pOBH OmWiC 3amaMeTeHH U TI0
HajManky 10 meHa onl yuTameTo. ABTOpPUTE Ha OBaa CTyJuja AOLUIE 10 3aKIy4OK
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Jexa 300poBuTe Tpeba Ja ce MOBTOPYBaaT HajMallKy OCYM IATH BO TEKCTOT 3a JAa
Oujar Hay4YeHHU.

Hjynyn n Kpamen (Dupuy & Krashen, 1993) Bo cBoeTo HcTpaxyBame
yHOTpeOuiie APYT MPHUOJ: YNTAkE aBTCHTHYCH TEKCT U Tie/labhe Heroa GUiMyBaHa
Bep3uja. Vimeno, Ha 15 ydeHMIM KoM IO H3y4yyBaje (PPaHIyCKHOT ja3HK Kako
CTPAaHCKHM ja3HMK MM OWJIO JaJieHO Ja TH MOTjelaar MPBHUTE CICHU OJf M3BECECH
(dpaHycku GUIM, a MOTOA 1a TH IPOYUTAAT CICAHUTE MET CUEHH O] CIIECHAPHOTO 32
¢unmor. Ilo umramero, ydeHunure Owiie Tectupanu 3a 39 300pOoBU KOU ce
cpekaBajie BO TEKCTOT OJ eAHam Jo miect matu. Cropen HOOWEHHTE Pe3yNTaTH,
YUYEHUIIUTE KOM Ouie BKIy4Ye€HH BO HCTPa)KyBameTO YCBOWIE CeiyM 300pOBHH
eIMHUIM MOBEKe OTKOJKY IpBaTa KOHTPOJHA Ipyma Koja OWja Ha MCTO HUBO Ha
YCBOjyBambe Ha ja3UKOT KaKo U THE, U IIECT 300pOBH IIOBEKE O]l BTOpaTa KOHTPOJIHA
rpyna Kaje ITO UMaJI0 yYEeHHIH Ha MOBHCOK CTAAMYyM Ha YCBOjyBame Ha ja3HKOT.
Cropex Toa, aBTOpPHTE Ha HCTPaXyBameTO 3aKIy4ymie JeKa YHTAamheTo Ha
ABTCHTUYHM TEKCTOBM WM IOMara Ha H3YYyBauWTe HA CTPAHCKU jasHK Jia IO
300rarar CBOjOT peYHHUK.

Jackamoscka (Daskalovska, 2014a,c) cmpoBena JBe MOBTOpyBama Ha
crynujata Ha 3axap u copaboraunmre (Zahar et al., 2001). YuecHunu Bo mpBara
CTyIuja OWiie CPeAHOIIKONIM HA 16 TOJMHU KOU IO M3ydyBasle aHIJIMCKHOT ja3uK
[IeCT TOAMHU. TeCTHpameTo M3BPIICHO M0 YUTAKETO Ha TEKCTOT MOKAXao JeKa
yueHunure ycomie 25,98 % ox nperxoqHo Heno3HaTtuTe 300poBHu. CIpOTHBHO Ha
OpUTHHAJIHATa CTyIMja, OBaa CTy/AMja MOKaXkajia JeKa 4ecToTara co Koja ce cpekaBa
OJIpe/ICH TapreTupaH 300p HeMa 3HAuajHO BJIMjaHHE BP3 HETOBOTO YCBOjyBambe Kaj
OHHE yYeHHIH 4Hj BokaOysap e momas. Bo BropaTa cTyauja, aBTOpKaTa cakaja aa
MPOBEPH NI pe3yiTaTuTe AOOWEHH BO NMPBOTO NOBTOpPYBame Ha CTyaWjaTta Ke
O0umar MOTBpAEHU. YYECHHIM BO BTOPOTO HCTpaxKyBame Owmie cTylaeHTtH Ha 19-
TOJMIIHA BO3pacT. AKO BO OPUTMHAIHOTO HCTPaXyBame yUEHHIHTE ycreane jaa
ycBojat 20,88 % o TapreTUpaHUTE HEMO3HATH 300pOBH, & BO MIPBOTO ITOBTOPYBAHE
Ha HCTpaxkyBameTo ycBomie 25,98 % oI IpeTXOAHO HEeIOo3HaTUTe 300pOBH, BO
BTOPOTO IMOBTOPYBamE HA HUCTPAXKYBAHETO yueHUIUTE ycBowmie aypu 31,9 % on
npexsuaeHute 30oposn. Cemak, Tpeba 1ga ce 3eMe MpeABHI Bo3pacTa Ha
YYECHHLIUTE BO CTYAMHUTE Kako MOXKEeH (akTop KOj BiHMjae Bp3 KOTHUTHUBHUTE
CIOCOOHOCTH HAa YYECHHUIHTE, BKIYYYyBajKM IO W HHBHOTO OIIITO 3HACHE IITO
cnopen Xwupm (Hirsh, 2003) e enen ox ¢akropure KoW TpHIOHECYBaaT 3a
MOYCIEIIHO YHTamke co paszdupame. [IMEHO, BO OpPUTMHAIHOTO HCTPaKyBambe
YYECHUIINTE CE HajMalld, T0JeKa BO BTOPOTO MOBTOPYBAaHkE HAa MCTPaXKyBaHETO CE
HajBo3pacHU. IlITo ce ogHecyBa 10 yecToTaTra co KOja ce jaByBaaT TapreTHpaHUTe
300pOBH, W BTOPOTO IIOBTOPYBaWmE€ Ha HCTPAXKYyBAHETO HCTO KAaKO U TPBOTO,
MOKaXyBa JIeKa YeCToTaTa Co Koja ce M0jaByBaatr 300pOBUTE HEMA IOJIEMO BIIMjaHUE
BO HM3y4YyBameTO HAa HOBHM 300pOBHU Kaj YUCHHIHUTE cO IoMas BokaOymap. Enna oxn
MPUYUHUTE, CIIOPE]] aBTOPKATA, BEPOjaTHO € TEIIKOTHjaTa Ha pa30Upame Ha TEKCTOT
3apajiy MoToJIEMUOT OpOj Ha HENIO3HATH 300pOBH.

[MomaToru 3a BIIMjaHHETO HA JIUTEpaTypaTa Bp3 YCBOjYBambEeTO HAa HOB
BOKa0yJap, MOBP3aHOCTa HA YeCTOTAaTa CO KOja Ce jaByBaaT TapreTUpaHuTe 300poBU
U HUBHOTO YCBOjyBame, Kako ¥ IIOBP3aHOCTa Ha 300POBHHOT OICEr CO KOj
pacrosaraaT y4eHULIMTE U yCBOjyBameTO Ha HOB BoKaOysnap Bo P. Makenonuja
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HaoraMme BO YIITE €JHO HCTpaxyBame crpoBeneHo of [ackamobcka (Daskalovska,
2014b). Bo norznen Ha mpBOTO Mpallame, aBTOpKara Joafa A0 3aKIydoK Jeka IO
YUTAkHETO Ha ABTEHTHYEH TEKCT ydeHHuuTe ycBowsne 24 % on TapreTupaHuTe
Hero3HaTH 300poBH. Bo mormen Ha BTOpoTo mpamame, aBTOpKaTa 3abeexyBa JIeKa
TapreTUpaHuTe 300pOBU Ce MOBTOPYBaje BO TEKCTOT MOMAJKY O OCyM HaTu (co
HCKIY4YOK Ha Tpu 300pa), a NOBEKe Of IOJOBMHATA TapreTHpaHu 300pOBH ce
MOBTOpYBaJie caMo J[Ba WJIHM TPU MaTH BO TEKCTOT. [lopaau (akToT mMTO YecToTaTa
Ha MOBTOpYBambe Ha 300pOBHTE € MHOTY MaJja, aBTOpKaTa 3aKiydyBa JeKa He MOXe
Jla ce I0jAe IO peJeBaHTHHU IOJATONIM 3a IIOBP3aHOCTA HA YECTOTATa CO Koja ce
jaByBaaT TapreTHMpaHuTe 300pOBHM W HUBHOTO YCBOjyBame. Bo morien Ha TperoTo
Mpaname, UCTO Kako U BO ApyrH ucrpaxysama (Horst et al., 1998; Hulstijn, 1993),
U 0Ba HCTPaKyBame HE ITOKaXXyBa MOBP3aHOCT Ha TOJIEMUHATa Ha BOKaOyIapoT Koj
ro IoceyBaaT yuYeHHLIUTE CO YCBOjyBambeTO HAa HOB Bokalymap.

MeTtoau Ha HCTPaKyBame
Ienu u npawamna
Ilenta Ha oBa MCTpaxkyBame € Ja ce J00HjaT PeJICBAHTHU MOAATOIU 3a
NPUIOHECOT HA YUTAKETO U 00paboTKaTa Ha KyCH JIMTEPaTypHH TEKCTOBH — OAacHU
— BO YCBOjyBameTO Ha HOB BOKaOynap, HO U PEJICBaHTHU MOJATOIM 3a yjiorara Ha
YUTAmETO M 00paboTKaTa Ha OacHM co OoceOeH ja3udeH MPUCTAIT BP3 YCBOjyBambETO
Ha HOB BOKaOyJjap HACHpPOTH HETOBOTO M3y4YyBame IMPEKY TPATUIIMOHATHH BEXKOH
3a BokaOymap. OTTyKka ce H3/1BOjyBaaT IBE OCHOBHU HCTPAXKyBaUYKH IpaIlarha:
1. Konky untameTo u 00paboTkaTa Ha OaCHU CO ja3WYCH IPHUOJ MOXKE Ja
MpUIOHECAT 32 YCBOjyBamke Ha BOKaOYyIapoT Ha aHTIIMCKUOT ja3HK;
2. Jlanu MMa pasiHKa BO YCBOjYBaHETO HAa BOKAOYJIapOT MPEKY YUTAmE
00paboTka Ha OaCHU W TPAIUIMOHAIIHN BEKOHU 32 BOKaOyap.

Yuecnuyu

UcrpaxyBameTo 3amoyHa co 71 y4YeHHK Ol TpU MapajieIKd OJf OCMO
onjenenre. YueHunute 0ea Ha Bo3pact nomery 12 u 14 rogunu. Cute y4ecHUIU TO
MMaaT y4eHO ja3UKOT O] MPBO OJJCIICHUE ITO KOPECMOHIUPA CO IIECTIOUIIIHA
BO3pacT. YUEHHIIUTE UMaaT PeJOBHU YaCOBU IO aHTIIMCKH ja3WK KaKO TPB CTPAHCKH
ja3uK CO HMHTEH3WTET OJ TPH Yaca BO Henenara. HaaBop o y4YMIIMIITETO,
YYCHHIIUTE PETKO MMaaT MOXHOCT JIa JI0jAaT BO JOIHMP CO aHTIIMCKHOT ja3WK M TOa
IJIaBHO NIpeky VIHTepHeT wiu TeneBu3uja.

3a nmoTpeduTe Ha UCTPAKYBAMBETO, YUCHUIIUTE Oca MOJEICHH BO JBE IPYIH
KaJie JBe Mapalie]IKu co BKYyHMHO 48 ydeHunka Oea M30paHU 3a €KCIIEpUMEHTAIIHU
napaJjiejIki, a OCTaHaraTa Iapajeika co BKymHO 23 ydeHuka Oeile u30OpaHa 3a
KOHTpOJNIHA Tpyna. YYEeHUIUTEe KOM He W3paboTHja MpenTecT WM IMOCTTeCT Oea
W33eMEHHU O]/ UCTPaXKyBameTo, Na TaKa 3a aHallu3a M eBajyaldja Ha pe3yJTaThTe
Oea 3eMeHU TpeJBU] BKYMHO 63 mpen/moct tecta, oJf Kou 42 Oea Ha YYSHUIH O]
EKCIIEPUMECHTAITHUTE MapayieNky U 21 Ha yYeHHUIM 01 KOHTPOJIHATA TTapajelika.

Mamepujanu u uncmpymenmu

3a motpebuTe Ha UCTpaKyBameTO Oca omOpaHu yetupu OacHU: ,,CIOHOT —
kpanot Ha yakanute” (The Elephant — King of the Jackals) oxg Tonctoj (Tolstoy,
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1996), ,,Japenior u snucunara“ (The Billy Goat and the Fox) om Eszom (Aesop,
1996a), ,,Koxomxkute u tpomkute (The Hens and the Breadcrumbs) ox Opakara
I'pum (Grimm & Grimm, 1996) u ,,bomauor naB u nucunara“ (The Sick Lion and
the Fox) ox E3zom (Aesop, 1996b). 3a menure Ha UCTpaxkyBameTo Oca H30paHH
OacHu, OuIejKU ce aBTEHTHYHH JIUTEPAaTYpHH TEKCTOBH KOU €€ KYCH MOpPaiH IITO
MOJXe IIETIOCHO JIa ce pa3padoTaT BO TEKOT HA €/IeH yYWIMIITEH Yac of 40 MUHYTH.
Hcto Taka, OacHUTE ce CO HWHTEPECHA COJpPXKHMHA KOja JIECHO TO 3aIp)KyBa
BHUMAaHHETO Ha ydeHHUIMTe. Tue o00paboTyBaaT peleBaHTHH TEMH OJ
CCKOjTHEBUETO, A Taka HyJaT MOXXHOCTH 3a OCMHCIYBamke M pealu3anuja Ha
Pa3HOBUIHHM HACTaBHO-IIOYYyBAaYKH aKTUBHOCTH.

Bpojor Ha 300poBH Bo OacHute ce nBwxku ox 304 nmo 478, mpu mTo
BKYITHHOT Opoj Ha 300poBHU eamHnnu ¢ 1.586. Ox mHuB Oea m3bOpanm 80 memHU
300poBH 3a KoM Oea M3rOTBEHM IO TPHU PAa3NUYHM BeXOM BKIONEHH BO
npea/moctrect. [IpBata BexOa Oemie coctaBeHa on 27 on BkymHO 80 IeiHU
300poBu. Bo oBaa Bex0a, Ha ydeHunute uM Oea naaeHu 27 neUHALNN UITH OTIHCH
Ha TapreTUpaHuTe 300pOBU U YETUPH OILIMU KOU IO 00jaCHYBaaT HUBHOTO 3HAUYCHC
Ol KOM CaMo eJIHa OIIHja € TOYHA, JIBE Ce IOTPEIIHHU, a YeTBpTaTa OIHja € ,,He
3HaM"“. Bo BTOpara Bex0a Oea omndarenu 26 menHu 30opoBu. Bo oBaa BexOa Ha
y4eHUIIUTe UM Oelle najeHa eJHa peyeHHla Kaje HaMecTO TapreTHPaHuoT 300p
CTOM MpPa3HO MECTO, a [0 PEUYCHHIATA HAa YUYCHHIIUTE UM CE€ TOHYJIEHH YeTUPH
ONIIMU 3a W300p Ha COOJBETeH oJaroBop. EnHa on maneHHWTe OMIMU € TOYHUOT
TapreTupa 300p, ABE ONLMHU C€ MOTPELIHH OATOBOPH, a YeTBpTaTa OMNIHja € ,He
3HaM®. Bo Tperata BexxOa Oca omndareHun 27 uenHu 300poBu. OBIE YUYCHHIUTE
uMmaar Jo0ueHo 27 ueiaHH 300pOBH 32 KOM O TpPU IIOHYAEHH MPEBOAM HA
MakKeJIOHCKH, Tpeba Ja ro u3depaT TOYHHMOT. UeTBprara omiuja € MOBTOPHO ,,HE
3HaM“, cO [eJ N30eTHYBamke Ha MayIIalHH OJTOBOPHU CO TIOTOAYBambE.

Ilpoyeoypa

IIpen moYeTOKOT Ha WCTpaKyBameTo Oelie modapaHa COTIACHOCT Of
YUCHHIUTE 32 Yy4YeCTBO BO BaKBOTO HCTpakyBame. Ha yuenumiure um Oeie
o0jacHeTO Jieka cTaHyBa 300p 3a JIMHIBUCTHYKO HCTpaXyBare 0e3 Ja uM Oujgat
COOIIIITEHN JeTaNUTe 3a Hero. Mcro Taka, MM Oelle CTaBEHO IO 3HACHC JeKa BO
CeKOe BpeMe MOXKaT Ja ce MOBIeYaT OJ] HCTpaKyBameTo. CuTe ydeHUIH npudaThja
Ja OMIAT JIeN OJ1 HCTPAXKYBAKETO.

HctpaxkyBameTo 3amoyHa cO CIPOBENyBame Ha MPEATeCT Koj Oerie
CIPOBEJICH BO HCT JICH O cuTe yueHunu. CieqHara Hejiena co eKCIepUMEHTAIHUTE
napaneinku Oemnre pa3zpaboryBana OacHata ,,Kokomikure u TpomkuTe ox Opakara
I'pum. Hapennute Tpu Henenun Oea pa3pabOTEHU U MPEOCTaHATUTE OACHU — CEKoja
Hezlena mo enaHa. Ha vacoBuTe MM Oea JaBaHU pa3iMyHH BeXOM IMOBP3aHH CO
conp>kKMHATa Ha OacHWTE, HO ce€ BHUMAaBaIlle IeJTHUTE 300pOBH J1a He ce 00jacHyBaaT
SKCIUTMIUTHO. BexOute ce coctoeja Oof mpamiama, AUCKYCHH, HCKaKyBarbe
MUCIICHE BO BpCKa €O TeKcToT U ci. Co KOHTpoJHATa rpyna 0ea eKCILTHIIUTHO
pa3paboTyBaHH IETHUTE 300pOBU Ol TEKOBHHTE 0AacHH, IpH IITO MM Oea TaBaHU
BeXOM 3a TOBp3yBame/ MOroyBame Ha 3HAYCHETO Ha LelHUTEe 300pOBH,
NpeBe/lyBamke Ha MaKeIOHCKH U CITUYHO, 0€3 BOOIIIITO JIa TH YUTaaT OacHUTE.
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Otkako ©Oea paspaboTeHH cuTe OacHH, Ha YYCHUIUTE U O]
eKCIepUMEHTAJIHUTE W OJ KOHTpOJHATa Mapajelka MM Oelle AaJeHO Ja TIo
u3zpaboratr mocrrector. [locTrecToT Oeme HCT €O MPEATECTOT, Taka IUTO Ha
yUCHHIINTE He UM Oca MOTpeOHM MOIONHHUTENHHN oO0jacHyBama 3a HeEromarta
u3paborka. Peanuzanujara Ha NMPOEKTOT Ce OABMBALIEC 33 BpeMe Ha PEIOBHHUTE
4acoBU O] KOH ceKoj Tpaeme no 40 MUHYTH, BKIy4yBajKd TM U 4aCOBUTE HA KOH
Oea pelraBaHM Ipel/IIoCT TecToBUTE. Peanmm3annjara Ha YaCOBUTE CE€ OJBHBAIIE BO
HCT JICH Ka] CUTE TPHU MapajeliKh.

Pe3yamamu

Pesynrarure noOueHU OJ TMPEATECTOT MOKAKYBAaT JeKa YUYCHHUIIUTE O
eKCIepUMCHTATHUTE Tapayienku (tadena 1) 3maene 41,4 on BkynmHo 80 300pa miu
51,75 %, a He 3naene 19,38 300pa wm 24,23 %, noxeka 3a 20,59 30opa wiu 25,74
% nare morpemieH oroBop.

Tabena 1. Pesynratu o NpeaTecTOT Kaj eKCIIEpUMEHTaIHaTa rpyna.

Ipearect
I'pyna
TouHO ITorpemHxo He 3Ham
Ecxmepum 41,4 20,59 19,38
PHM. 51,75 % 25,74 % 24,23 %

Kaj ydeHuiuTe oa KOHTpPOJIHATA Trpylia BO pE3YyJITaTUTE IOOUEHU Of
npexrecTor (tabena 2) ce 3abenexyBa No3HaBame Ha 58,44 % oj npeaBuueHUTE
uennu opoesu unu 46,75 360pa, noneka 17,1 36op wnu 21,38 % o BKymHHOT OpOj
Ha 300poBH UM Owmie Heno3Hatu. [lorpenieH oAroBop oBUe ydeHHIH jaane 3a 16,15
300pa umu 20,19 %.

Tabena 2. Pe3ynTatu o NIpeATeCTOT Kaj KOHTPOJIHATA IPpyIIa.

Ilpearect
I'pyna
Touno ITorpemso He 3nam
KonThouna 46,75 16,15 17,1
P 58,44 % 20,19 % 21,38 %

Cropen Toa, Ha YYEHUIMTE O]l €KCIEpUMEHTATHATa Tpyla 3a y4eme UM
npeocrtanaa 39,97 36opa wim 49,97 % ox BKynHHOT Opoj 1enHu 300poBH, J0IEKa
YUCHHIIUTE OJ] KOHTPOJHATa rpyna BO mpocek mmaa no 33,25 HoBU 300poBH 32
yuewe win 41,57 % ox BKynmHUOT Opoj Ha 300pOBH.

ITo TpermaHOT, yueHHIUTE Oca MOBTOPHO TECTUPAHH CO MCTHOT TECT MpPU
IITO OHHE KOM 0Oea KOHTHHYHPaHO, BO HNEPHOA OJ YETHPH HEOCIH, M3I0XKCHH Ha
ABTCHTUYHH JINTEPATYPHH TEKCTOBM — OacHM IMOKakaa 3HAYUTEIHO IIOTOJeM
pe3ynTatr o y4eHHIUTE KOM Oea BO KOHTPOJHATA Ipyna W KOW T'M y4ea LEeHHTE
300pOBH EKCIUTMIUTHO 0€3 BOOIIITO J1a YATAAT KAKOB OMJIO TEKCT.
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VYdeHuIuTe 0l KCIePUMEHTAIHATA TPyIa BO PE3YIATATUTE OJ MMOCTTECTOT
IOKaXkaa I03HaBame Ha 60,04 % on 30opoBuTe WM BKynmHO 52,83 300pa, wmTO
nperctaByBa 14,29 % wnnm 11,43 360pa moBeke OTKOJKY BO mpearector. On npyra
CTpaHa, TaK, YYCHHUIIUTE OJ KOHTPOJIHATA Tpyla mMaa ycBoeHo camo 4,05 30opa
i 5,06 % moBeke OTKOJIKY BO peATecTUpameTo (Tabena 3).

TaOena 3. Paznuku nomel’y IpeATeCTOT U MOCTECTOT.

Pa3zanka momery npex u MOCTTECT Pe3yJITATHTE
I'pyna
TouHO ITorpemso He 3nam
Ecknepum. 11,43 3,69 8,04
rpyna 14,29 % 4,61 % 15,16 %
KonTposna 4,05 1,6 4.4
rpymna 5,06 % 2% 5,50 %

T-TecToT 3a KOpenMpaHd HNPUMEPOIH KOj Kaj eKCIepUMEHTaJHaTa rpyra
usHecyBamre t = 9.34, p < 0.01, a xaj xoHTpoNHAaTa rpyna Ooeme t = 1.89, p > 0.01
MOKa)XyBa JeKa Kaj eKCIepUMEHTAlIHATa Tpylla MMa 3HaYUTeNHa Pa3liuKa momery
OPEATECTOT W MOCTTECTOT, AOJACKAa Kaj KOHTpOJHATAa IpyHa HeMa CTATHCTHYKH
3HAaYWTeIHAa pa3iuka. OBHE pe3yiTaTH NOKaXKyBaaT IcKa M IIOKpaj Toa IITO
KOHTpPOJTHATA TPYIa IO CTAPTyBalle HCTPAKYBABETO CO HELITO IMOTOOPH Pe3yaTaTH
Ha MpPENTEeCTOT, pPEe3yJNTaTHTE OJf IMOCTTECTOT MOKaXyBaaT JeKa CTElNeHOT Ha
YCBOjyBame Ha BOKAOyJIapoT MOKa)kaH HA MOCTTECTOT € MOTOJIEM Kaj OHHE YICHHUIN
kon Oea WU3NIOKCHM HA 4YHTame Ha OAacHU, OJHOCHO Kaj YYCHHUIIUTE O]
eKCIIepUMEHTAaIHATA TPyIIa.

Huckycuja

Lenra Ha oBaa cTyamja Oemie Ja To UCTPaKU BIMjaHHETO HA YUTAKHETO Ha
KyCH aBTEHTHYHHU JIUTEPATypHU TEKCTOBH — OacHM Bp3 YCBOjyBamETO Ha HOB
BOKaOyJiap MO aHIJIMCKH ja3WK Kaj YYCHHLU KOU IO W3ydyBaaT Kako NMPB CTPAHCKU
ja3HWK BO PEJIOBHOTO OCHOBHO oOpa3oBaHHe Bo P. MakenoHH]ja, KaKO U BOOYYBakE
Ha e(eKTOT Ha Pa3IMYHUOT IPUCTAIl Ha NMOYUYBamke BP3 YCBOjyBamETO HAa HOBUOT
BOKaOyap.

Pesynrature 100MEHU O] OBa UCTPAKyBame T'M MOTBPAYBAaT Pe3yaTATUTE
O]l HEKOU APYTH HCTPaXKyBama CIIOpe]] KOU €BUACHTHO € JIeKa yUYSHHIIUTEe MOXKaT aa
yCBOjaT 3HAYUTENEH Opoj 300pOBHH EOUHHIM TIPEKy YHUTAWkE JIUTEPaTypPHH
TekcToBU. Criopen crnopeaOeHUTe aHAIM3M Ha pe3yiTaTuTe N0OUeHH Of Npen |
mocTTecToT (Tadena 3), yuyeHHLIMTE Ol eKCIIepUMEHTalHaTa Trpyla ycmeane aa
Hayyat 14,29 % on BKymHHOT Opoj Ha MPETXOJHO HETO3HATH 300POBH.

BakBnoT pesyiTaT IMpOIEHTYyaJHO € OJHCKY 10 pe3yiaTaToT 0 Koj €
JI0jICHO BO MCTPAXXyBamEeTO CIIPOBelieHO 0o/ 3axap u copaborHunure (Zahar et al.,
2001) xage yuenunute ycoune 20,88 % oj npeaBuaeHuTe 300pOBH, KAKO U OHUE
JOOMEHHU O]l HCTPAXKyBambETO CIpoBeeHO o1 XopcT U copaboTauuute (Horst et al.,
1998) kane yuecHuuute ycBouse 22 % o MpeaBUAEHUOT BokaOyap.
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On apyra cTpaHa, MaK, HCTPaXyBamkeTo cripoBeaeHo o1 Bepunr u Takaku
(Waring and Takaki, 2003), nmokakyBa CyNepHOpHHU pe3yJITaTH KaJle YYECHULIUTE
zanameruiie 40 % on 300pOBHUTE TECTUPAaHU NPEKY TECTOBH CO 3a0KPY)KyBame Ha
moBekewieH m30op. CIIMYHU pe3yiTaTH Ce NMPUCYTHH W BO HCTPaXyBameTO Ha
Bpayn u copaborauuure (Brown et al., 2008) kaje y4ecHUIIUTE IO TPETMAHOT CO
Clyliame W YUTame ycrneaie aa ycsojat 48 % on npeasuaenure 30oposu. Cenak,
Tpeba Ja ce HAllOMEHe JieKa 3a BpeMe Ha OBa UCTPaXyBarme, YUYCCHHIIUTE Ouie
tectupanu camo 3a 51 ox BkymHo 11.672 300pa, ox kou 26,9 Beke uMm Ouiie
MO3HATH.

WNako pesyntatute OA MpeaTeCTOT IOKaKyBaaT IIOBUCOKO HHMBO Ha
MO3HaBamke Ha LENIHUTE 300pOBH O] CTpaHa Ha YYECHHUIIMTE BO KOHTPOJIHATA TpyIIa,
CeIaK, Pe3yJITAaTHTE OJ MOCTTECTOT CE 3HAYUTEIHO TOBUCOKH Kaj YYCCHUIIMTE BO
eKCIepUMEHTaHaTa Ipylna Kaje ce CIpoBelne 4uTameTo Ha OacHute. Cropen
aHaNM3UTE HA PE3yJNTAaTHTE NOOMEHHU OJ MPENTECTOT M MOCTTECTOT, €BUACHTHA €
orpomMHara MpuaoOWBKa Kaj eKCIIepUMEHTalHaTa rpyma, JoJeKa Kaj KOHTpOoJHATa
rpymna, 1ako UMa Majo mogoOpyBame, HeMa CTAaTUCTHYKHY 3HAUYUTENHA pa3jiuKa, IITO
VKa)XyBa Ha DPa3IMYHAOT e(QEeKT OJf payIMYHHTE IPUOJH BO H3YUyBamETO Ha
BOKaOyIapor.

OTTyKa OU3JIeryBa 3aKiIlyqdoKOT JAeKa TPETMaHOT CO OacCHUTE € CyNepuopeH
BO OJIHOC Ha EKCIUTMIIUTHOTO pa3paboTyBame Ha IenHuTe 300poBH. Kako mpuyrnHa
3a Toa MOXE J]a C€ CMeTa M MOTHBAI[MjaTa Kaj YUCHHUIINTE 3a ydyeme Koja Oemie Ha
MHOTY BHUCOKO HUBO Ka] €KCIIepUMEHTallHATa rpylia, OuJIejku YUTameTo Ha OacHU,
KaKO HOBHHA BO PEJOBHUTE YaCOBH IO AHTIIUCKH ja3HK, Oellle JIOUYEKaHO CO ToJeM
UHTEpecC.

3akay4ok

Pesynrature on oBa HCTpaxKyBame IOKaXyBaaT JeKa CO YHTamke |
00paboTka Ha OacHM Ha PEJOBHUTE YACOBU IO AHTIIMCKH ja3WK YYCHHUIIMUTE MOXKAT
Jla ycBojaT 3HauuTeneH Opoj Ha 300poBHM enuHuM. Mcrto Taka, ce moara 1o
3aKJIy4OK JIeKa MOJ00pHOT pe3ynTaT Ha IPeATeCTOT HeMa 3HAUHUTENIHO BIIMjaHUe BP3
KpajHHTE PpE3YJITaTH OJ TMOCTTECTOT W BKYIHHOT OpOj Ha yCBOSHH 300pOBHH
eaununy. Hamportus, romemMuoT Opoj Ha HOBOYCBOGHHM 300pPOBHHM EOUHMLU C€
JOJDKM Ha YNTameTo OAaCHM KaKo KyCH AaBTEHTHYHH JIMTEPaTypHH TEKCTOBH,
HUBHaTa 00pabOTKa CO MOCEOHM ja3WYHM MPUOMU KAKO M HAa MOTHBHPAHOCTA Ha
YYEHHUIIMTE 3a BpeMe Ha yacoBHUTe. BakBuTe co3HaHMja BO MIHUHA K€ IOCIYKaT 3a
MOYCIICNTHO TUTAaHUpake Ha HACTABHHUTE IUIAHOBH M TPOTPAMHU 3a H3y4yBambe Ha
AQHIJIMCKUOT ja3sMK BO MAaKEJIOHCKMOT OOpa30BEH CHCTEM, Kale YHUTameTo
ABTEHTUYHH JIMTEPATypHH TEKCTOBH Ke 3a3eMa 3HAYMUTEeNTHO MECTO, CO IITO Ha
YYEHUIINTE Ke UM Ce JIaJie IIaHCa KBAaHTUTATHBHO M KBAIUTATHBHO Jia [0 HAATPajat
CBOjOT BOKaOyjap, a npuroa ke A00WjaT W JIONOJHUTEIHA MOTHBaldja 3a
H3y4yBambe Ha Ja3HKOT.
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Incidental Vocabulary Acquisition through Reading Fables

Abstract: Many studies have shown that reading literary texts plays a significant
role in the process of second/foreign language vocabulary acquisition. This research has
been conducted in order to investigate a) to what extend reading and processing of fables by
using language-based approaches contributes to the process of vocabulary acquisition in
EFL students, and b) if there is a difference in the amount of vocabulary acquired through
reading and processing of fables with the amount of acquired vocabulary taught by using
traditional vocabulary exercises. These research results show that the students that read
fables by using language-based approaches, in spite of having lower pretest scores, showed
significantly higher posttest scores.

Keywords: vocabulary acquisition, authentic literary texts, incidental acquisition,
explicit learning, fables.
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Theoretical paper

Panko Muaanenockn

KHUWXEBHUTE ,, AEHIIU®PUPAIBA“ HA BEHKO AHIOHOBCKU

AncrpakTt: Bo MakeqoHCKaTa KHMXKEBHA KPUTHKAa M BOOINIITO BO COBpPEMEHaTa
MaKeJ0HCKa KHIKEBHOCT 3HAa4ajHO MECTO 3a3eMa BeHKo AHIOHOBCKM — MHUCATel, MOET,
€CeHCT, APaMCKH aBTOP, IMyOJIMLIUCT U yHUBEp3UTETCKH npodecop. OBOj TPy NMpeTcTaByBa
OCBPT KOH KHIDKEBHO-KPHUTHYKATa M KHID)KEBHO-TEOPHCKAaTa MHCIA IITO AHIOHOBCKH ja
Ipe3eHTHpa Bo KHurara ,Jlemmdpupama (nmurepatypHu cryaun)“. IIpBo ce mpeseHTHpaaT
OIILITH TTO/ATOIM 32 TBOPEIITBOTO Ha AHJIOHOBCKH, a I0TOA ce enabopupaar CyIITHHCKUTE
cnenu(UKH Ha TEKCTOBUTE IITO CE JE] O] OBaa KHUra. Bo 3akiydoKOT 0J] OBOj TpyZ ce
HarjacyBa JeKka BO KHUrata ,/Jlemmdpupama (JUTepaTypHu CTynuu)® ce enabopupaar
CYIITHHCKH Ipalliamba O] ToBeKe CIIO3HAjHH AUCUUILIIMHHU KaKo IITO ce KHIKEBHATA TEOpHja
€O Hej3uHHUTE 0a3HM MOJAUCIUILIMHU (HapaToJoruja, ApaMaTypruja, TeopHja Ha noe3ujaTa),
KHIDKEBHATA HCTOPHja, KHIDKEBHATA KPUTHKA, CEMHOJIOTHjaTa U Gpuiio3odujaTa.

Kayunu 300poBHM: meopuja Ha KHUNCEBHOCMA, MAKEOOHCKA KHUNCEBHOCH,
KHUMCEBHA KPUMUKA, PeBANOPUZAYUL, MOOEPHUIAM, HOCTIMOOEPHUSAM.

1. BoBen

Mma Ha CBETOB KHHTH KOH HE CaMo IIITO HeMa HUILTO J1a BU pa3jacHAaT JoJeKa
T'Y YUTATE TYKY ¥ K€ BU IO 3aMaTaT U 3aMarjiaT OHa IITO JOTOTall BU GHII0 KPHCTATHO
JjacHO WiIH, MaK, BO HAjJIOIIa BapUjaHTa Ke BE HaBE[aT Ja Ce IOCOMHEBATE JeKa HEIITO
BOOIIIIITO 3HAaeTe 0] 00acta BO Koja paborure. TakBUTE KHUTU MOCEIyBaaT BUCOK
KBaJUTET Ha AaHTUOOPAa30BHOCT OTU IO IpeoOpa3yBaaT jacCHOTO BO HEjacHO,
MO3HATOTO I'o TpaHchopMUpaaT BO HEMO3HATO. 3a cpeka, MOCTOjaT U KHUT'H BO KOH
Ha HajIoCTaleH W Ha HajeTHOCTaBEH HAUMH ce enabopupaar, ce MojacHyBaaT U ce
WIyCTpUpAaT Iypud M HAJCIOKEHUTE M HAjallCTPAKTHUTE CETMEHTH O]l HeKoja
KOHKpeTHa HayyHa oOiact. Co TakoB KapaKTep ce, UMEHO, KHUTHTE Ha BeHko
AHJIOHOBCKH — MaKEJIOHCKH MHCATEN, MOET, €CEUCT, IPAMCKH aBTOp, MyOIHIHCT U
YHUBEP3UTETCKH MPOQecop.

Bo o6nacra Ha ommrTara Hayka 3a JIHTepaTypara, a 0COOEHO Ha TIOJICTO Ha
KHHXKEBHATa TeOpHja M Ha KHW)KEBHaTa KpPHUTHKA, NpodecopoT AHIOHOBCKH
NPUJIOKK TorojeM Opoj HayYHHM CTyAWW (KHUTH) KOWIITO CTaHaa 3HA4YajHO H
HEOJMUHJIMBO YETHBO U 32 YYCHHIIUTE, W 3a CTYJCHTUTE, HO W 3a Hay4HaTa W 3a
BHCOKOOOpa3oBHara Qeina. Bo Toj ,,moronem 0poj*, BCylmHoCT, craraat (KOJKY HITO
HU € HaM I03HATO) ceayM 00jaBeHHW KHUTH Ha AHJOHOBCKH INTO I'M HaBEIyBaMe IO
XPOHOJIOIIKK PEeOCIIe/l CIOpe ToIMHATa Ha 00jaByBameTo: ,, TeKCTOBHH MPOIECH™
(1996, Kynrypa, Ckomje), ,,Maromesute sBona™ (1997, Ilrtpk, Ckomje),
,»CTpyKTypaTa Ha MakKeZOHCKHOT peamuctudueH poman (1997, Jlercka pagmocr,

257



Ranko MLADENOSKI

Ckomje), ,Jemmdpupama (aureparypHu crymuu) (2000, LHtpk, Ckomje),
,»BOCKPECEHHETO Ha YHUTATENIOT (2009, TabepHakyu, Ckorje),
,O0nykurja/adnykiuja Ha Teopujata, Tom 1: XKusa cemuoruka“ (2011, [anukymn,
Ckomje), ,,O0nykuuja/abaykiuja Ha Teopujata, Tom 2: Hapartonoruja (ieecer
TOJIMHU MaKeIoHCKU poMaHn: 1952-2012)“ (2013, I'anukyin, Cxomnje). OBue u qpyrure
HETOBH KHUTH (0COBEHO IIPO3HUTE KHIKEBHO-YMETHHUKH Je71a)' H3BpIIMja CHIHH (a
3a MHOTYMHHA U OOJIHH) TEKTOHCKH IIOMECTYBamba BO MaKeJIOHCKATa KHUXEBHOCT H
BO Make/J0HCKaTa HaykKa 3a JuTeparypaTa Ha KpajoT of 20 U Ha MOYETOKOT OJ] OBOj
21 Bek, HISHTHYHO KaKo IITO IO HAIIPaBHja TOa KHUTUTE Ha HETOBUTE MPETXOIHUIIH
— Numutap MutpeB u Atanac Banrenos — Bo BTopaTa nojioBuHa Ha 20 Bek.

Mery tue kuuru Ha BeHko AHJIOHOBCKH € U OHaa co HacjoB ,,Jlenmudpupama
(nuTeparypHH CTyUK) UMja COIPIKUHA CE COCTOM OJ YeTHpH Toriasja: ,,Teopujara
u nuteparypara’, ,, Tearap®, ,,Kommapamuu“ u ,,Makenoncka noesuja u npo3a‘“. Taa
KHHUTA, BCYLIHOCT, € U OCHOBATa 3a OBOj HAIll OCBPT KOH KHIKEBHO-TEOPUCKHUTE,
KHHKCBHO-KPUTHYKHATE, HO ¥ KHIDKEBHO-MCTOPUCKUTE MOTJICIU Ha AHJIOHOBCKH H
Koja, CIOped Hac, MpeTcTaByBa M3BOP Ha HOBU (IIOMHAKBH) ,,YUTama‘,
»IPENPOYNTYBaka‘” WIH, TNaK, NPOHHKIWBMA MNAHOPAMCKH enadopanuu Ha
JUTEPaTypOJIOIIKATa CHHXPOHH]ja, HO U qujaxponrja. Ox Tyka U Ke TprHeMe.

2. lnjieMH 32 KHUKEBHATA TeOpHja M KPUTHKA

Ha azmpeca Ha MakeJoOHCKaTa KHIDKEBHa KpuTHKa Oea ymaTyBaHH OpoOjHH
,»KPUTHKH BO TEKOT Ha HEJ3UHUOT ,,pa3B0j* BO BTOpaTa MOJIOBUHA HA MUHATHOT BEK,
HO W BO OBaa JierieHuja u mout ox 21 Bek. 3abenemkure, kou O0ea coceMa onpaBIaHu
U U3JpXKaHM, HAjueCcTO ce OJHEeCyBaa Ha ,,MOJYEIMBOCTA™ HAa KPUTHKATa, HO U Ha
OTCYCTBOTO OJf CEpHO3HAa HayyHa METOJOJOTHja TpU BaJOPU3UPAKETO HA
MaKeJOHCKaTa KHIKEBHO-yMETHHYKAa Tpoaykuuja. [loTTHKHAT o] BakBUTE
HEKOJIKYyIeLICHUCKH  HeOJaronpujaTHu  ,,0NCTOjaTeNICTBA” BO  MaKeJZOHCKaTa
KHWKEBHA KpUTHKA (BO BToparta nmosoBuHa Ha 20 BeK), AHJOHOBCKH HYAH ,,ITPEAIIOT
3a OIIUC Ha 3aJjauuTe Ha JUTepaTypHaTa KpUTHKA IIPEKy CEMUOTUKATA O]l CTpyjaTa Ha
Yapnc Cangepc Ilupc Bo cTyawjata co HacioB ,,3JHau€HETO Ha KpH3aTa Ha
3HaueweTo. Bo Toj ,mpemnor® AHIOHOBCKM HajHANpe] C€ OCBPHYBa Ha
IUjaxpoHMjaTa Ha CUCTEMHTE Ha MHCJICHETO BO XyMaHHUTapHUTE HaykKd (BO eqHa
HAjoIIITa CMHUCIJIA) BO MOCIEIHUTE JIBA BeKa, OAHOCHO BO 19 u Bo 20 Bek, mpH IITO
BO TOj KOHTEKCT T'M TOCTaByBa W TeopHjaTa Ha JIUTEparypara W JINTEpaTypHara
KPHUTHKA, TIOBUKYBajKH ce MPUTOA Ha UCTPakyBamarTa o] Haj3HaYajHUTE aBTOPUTETH
mrTo padorese BO ommTara objacT Ha Haykara 3a jureparypara (Pepaunanmg ne
Cocup, Poman Jako6con, I[Beran Togopos, Poman bapr, XKax [lepuna, Ymo6epro
Eko, AuTte Cramak, Tepu Urnron, [lon K. lllepud u muory npyru). Cranysa 360p,
BCYIIHOCT, 32 ,,Y€THUPU PEBOJYIUH BO KHHUXEBHHUOT CHCTEM Ha MHCICHETO BO
NOCTEeHUTEe JBa BeKa: IO3UTUBUCTHYKA, (PEHOMEHOJIONIKA, CEMHUOJOIIKA U
JIeKOHCTpyKTUBUCTHYKA . (AHIOoHOBCKH, 2000, cTp. 7). Cekoja HOBa ,,peBONyHHja",

' On KBAHTHTATHBEH ACIEKT, CIOPE MOJATONHMTE CO KOM pacrojiarame, BeHKO AHIOHOBCKH HMa
o0jaBeHO eJjHa MoeTcKa 30upKa, 1B 30MPKHU packasu, YeTUPU POMaHH, [IECHAECET JPAMCKH TEKCTOBH,
CeIyM KHIDKEBHO-HAyYHU KHHUTH, TPH HOBHHAPCKO-ITYyOINIUCTHYKY KHUTY (M30paHU KOIyMHH) U €{Ha
6uorpadcka Monorpaduja 3a Banuo Yuduraunen, a Tyka tpeba na ce MpUIIOKAT U MHOTYOpOjHUTE
Hay4HH U CTPYYHH TPyIOBU BO KHIKEBHATA NIEPHONUKA.
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OJTHOCHO CEKOj HOB CUCTEM Ha MHCIICHETO (LIKOJIA, METOJ]) CE jaByBa KaKO OTIOHCHT
Ha NPETXOJHHULUTE, HO 3a CUTE€ HUB, cloped AHIOHOBCKH, Ba)XHU €IHO OIIITO
MIPaBHJIIO:

,,CHTE 4eTHPH CHCTEMH IMOKa)kaa JIeKa BO CTPEMEKOT IO MOomajieH CUCTEM
(mypm u Kora mpomarupaa ’aCUMETPUYHHU  CTPEMEXH, Kako AEKOHCTPYKIHjaTa),
3aBpIllyBaa CyUIHJAIHO ¥ TO OCTaBaa CBOjOT MPTOB TEOPUCKHU KOPITYC BO JICIIOHHjaTa
Ha MeTaja3unute. Taka, OHHME IITO foaraa, CeKorall HacjleyBaa eJHO MPTBO TE€JIO O]
rpadeMi, MUTEMH, OMO3ULUH, (OHEMH, EUACTHYKH PEAyKIHH, JUCTUHKTUBHH
NpU3HAIY, TU(PEpaHCH W CIMYHH TEOPUCKU PE30HAHCH, TEJIO BP3 KOE MOXea CO
CBOUTE aHAJUTUYKO-CUHTETUYKH CKaJIIIeNu Aa JEMOHCTPUpAaT Kaje ce 3TPELIniIo U
Ja ja TUjarHOCTUIHMpAaaT, MOIIHE CaMOyBEepeHO, MPUYMHATA 32 HECPEKHAaTa CMpPT Ha
peTXoaHIKOTS. (AHZOHOBCKH, 2000, cTp. 8).

[Moxkpaj Toa, aBTOpOT Ha ,,Jlemmdprpama‘’ MOIIHE KOHIIU3HO U MPEIU3HO TH
cnenuuIUpa THE YSTUPH CUCTEMHU Ha MHUCJICHETO CO LITO YUTATEJIOT 1001Ba jacHa
MPETCTaBa 32 HUBHUTE CYIITUHCKH 0COOCHOCTH. [la ro MWiIyCcTpupaMe OBa CO KyCHUOT
IpUKa3 Ha No3uTUBU3MOT: ,Kako M 1a e, mpBaTa o4 THE PEBOIYLHH,
MO3UTHBUCTHYKATA, ja Oapalle CMHCIAaTa Ha KHIKEBHOTO N0 BO NPUYHHUTE 32
HEro HaJBOp OJl HEro: BO OMOrpadu3MOT, COIMOJIOTH3MOT WIIM HCTOPHIIM3MOT.
(Annonoscku, 2000, ctp. 9). BakBu KpaTKu U jacHH IETEPMHUHAILMU CE HYJAAT U 3a
MIPeOCTaHaTUTE TPH ,,PEBOITYIIHH ‘ BO CHCTEMHTE Ha MHUCIIEHETO ((peHoMeHomomKara,
CEeMMOJIOIIKATa U JEKOHCTPYKTUBUCTUYKATA).

MeryToa, u MOKpaj CUTE PAa3IMKU MOMEry OBHE YETUPH METOJOJOTHUU YH]
mpeIMeT Ha HWCTpaxyBame Oea KHIKEBHHTE Jella, HUBHHOT (yHIaMEHTaleH
3aeJHUYKHM UMEHUTEI € [IoTparaTa 1o 3HaueHmheTo (CMUCIaTa) Ha KHIDKEBHOTO €10,
OITHOCHO ,,CHTE€ YETHPH PEBOJIYLUH C€ 3aHUMaBaa co MIPOSKTHUPAEHE CUCTEM CO KOj OH
ce OATOBOPWIJIO Ha MpAIIAkeTO 3a MpUpojaTa Ha 3HAYCHETO Ha JIMTEPATypPHHOT
tekct. (Anmonoscku, 2000, ctp. 9). OTramy, BCyIIHOCT, M [qoara Hujejara Ha
AHZOHOBCKH 3a TOa JIeKa 0/ CYIITHHCKA BaKHOCT € J1a c€ MOTJISHAT U Ja ce pa3depar
penepuHMIIMATE HAa 3HAYEHETO (HAa CMHCIIaTa) BO JIBETE METONOJIOTMH IITO Ce
pasBuBaa BO 20 Bek, a Toa Ce€ CeMHUOJomKara (CEeMUOTHYKATa) U
JEKOHCTPYKTUBHUCTHUYKATa, INITO K& MOMOTHE BO KPEHPAMmETO Ha KOHIIETITOT 32
aBTEHTUYHA T€OpHja Ha KHWXKEBHOCTAa M (pyHKIMOHAJHA KHIKeBHA kpuTuka. Ho, u
ke TH pa3jacHu AWIeMuTe 3a OapameTo Ha ,,BeKe HajlIeHOTO™ BO CEMHOJIOUIKUTE
nabopaTopUu Ha ,,HOBUTE CEMHUOJIO3H.

[Ipernenot Ha oOuauTE 32 peaeduHUpambe Ha 3HaYeHeTo BO 20 BeK, JIOTHYHO
Y TIPUPOJIHO, 3aII0YHYBa CO pyckara (JOpMaIMCTHYKa IIKOJIA MPH IITO Ce HArJlacyBa
uzejara Ha Bukrop bopucosuu lIknoBcku 3a ,,u3ry0O€HOTO 3HAUYEHE ™, OJTHOCHO 3a
TOa JieKa 3HaYeHETO ce Haola BO CepHo3Ha KpU3a, KaKo M 3a HErOBOTO Oapame 3a
,»BOCKpecHyBame Ha 300pot”. dopmamucTuTe, Kako MTO € MO3HATO, a TOa TO
UCTAaKHyBa U AHIIOHOBCKH, He ro 0apaa 3Ha4eHETO caMO BO COJIP)KMHATA, aMH U BO
(¢opmaTa Ha KHIDKEBHHOT TekcT. Kako moTkpema Ha oBa ce HaBelyBa Te3aTa Ha

2 MeHTHYHH HICH 33 ja3UIHTE ¥ 32 METaja3HIluTe KAKO CEMHOOIIKH ICMOHHH MOYKE Ja Ce CPETHAT M
BO MOpaHEIIHUTE HAY4YHH TPYJOBH Ha AHJIOHOBCKH KaKo, Ha IIpHUMep, BO KHUrara ,,TekcToBHHU IporecH™
(ArnoHoBckH, 1996, ctp. 145-153), HO U BO MOJOIHEKHUTE HETOBH TPYJOBH Kako, HAa IMpPUMEp, BO
,»»KuBa cemrnotuka“ (AumonoBcku, 2011, ctp. 11-24).
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JloTMmaH criope]] Koja BO KHH)KEBHUTE Jiejia CHTE SMHULU C€ CEMaHTUYKH TTO3UTUBHH
Ia IypHy 4 OHMeE ILITO M npunaraat Ha popmaTta. AHJOHOBCKM HABUCTHHA HE HaBEyBa
mutaty of JloTMaH 3a BakBaTa Te3a 3aToa INTO CTaHyBa 300p 3a OIMIITO MECTO BO
JloTMaHOBUTE KHUKCBHO-TCOPUCKH UCTPAXKYBaha, HO YIIATCHUOT YHTATEN 0e3pyTro
MOJK€e JIECHO Jla ja MPOBEpH aBTEHTHYHOCTa Ha napadpasupanoro. Ha nmpumep, Bo
,»CTpyKTypara Ha yMEeTHHUKHUOT TekcT JloTMaH mumryBa: ,,Bo yMETHHYKHOT TEeKCT
Joara J0 CeMaHTH3alfja Ha BOHCEMAHTHYKHTE (CHHTAKCHYKM) EJICMEHTH Ha
npupoaHuoT jazuk™. (Jlorman, 2005, ctp. 46). lneHTH4YeH MeTO]] Ha KOHACH3UPaHU
eKcIIMKanuy (WIn, ako cakare, eKCIIMKAaTUBHU KOHJCH3aluu) AHJIOHOBCKH
IPAaKTUKyBa ¥ TPpU HU30JUPAmETO Ha (YHIAMEHTAJHUTE CHeHUpUKH Ha
CTpYKTypajucTuukara mkoja. dopmyinara co Koja AHZOHOBCKH TO OIHIIYBa
CTPYKTYpaJH3MOT MOXEME Jla ja OTCIIMKaMe BO CHHTarmara ,JIoTpara IO
yHuBep3anuu®. Toa ce miycTpupa co pe3ylTaTHTe Of UCTPaKyBambaTa Ha HEKOJIKY
KIIYYHH TIPETCTABHUIM (3aCTAITHULN) HA CTPYKTYPAITUCTHYKAOT METO:

,(...) TeopujaTa 3a rpagdara Ha QoHemuTe Ha JakoOCOH, Ha TpHUMEp, BO
(oHemuTe BUAE YHUBEP3aJIHH JUCTUHKTUBHM mpusHanu (demu), co uyuja
KOoMOHMHaIMja ce J0OMBaaT KOHKPETHH TJIACOBU BO pa3jinuHu jasuiu (pouemu). Toj
KOIIHEX I10 YHHBEP3aJIUU Haj1o0po ce riena Bp3 NpUMepoT Ha mumemume Ha Kion
JleBu-Ctpoc. lypu U TEpMUHOJOWIKUOT MAp Mum — mMumema € KaJIKUPaH CIOpen
JaxoOconoBuor map (oHema/ema. OHaka Kako INTO pPa3TUIHUTE (OHEMHU Ce
COCTOjaT OJi YHUBEP3aJHH, Taka M PAa3IUYHHUTE MUTOBH C€ COCTOjaT OJ HCTOCTH,
napagurMaTcKi YUTama, MUTEMHU; MUTEMHTE C€ YHHBEP3aJHH MEHTAJIHH oOpacuu
JIOOMEHHU CO YHUBEP3aJTHH MEHTAITHH OTIepalliy, 6a3upaHu Bp3 ONHAPHUTE ONO3HIINH,
CO IIOMOII Ha KOM C€ KOHCTPYHpPa U €IeH UCIAHACKH, U €AEH MOJIMHE3UCKU... MUT.
[loBpIMHCKHTE CTPYKTYpPH MOXKAT Aa OMIAT Pa3inuyHH, HO ATAOUHCKUTE CTPYKTYPH
OCTaHyBaaT TapaHTH Ha YHHBEP3AJHOTO 3HAYCHEe Ha MHUTOBUTE". (AHIOHOBCKH,
2000, ctp. 11-12).

W cnexgyBaar motoa 3a0elemIKUTE 3a HEJAOCTATOLUTE M 33 JIOTHYKUTE
JICBHjallii HA CTPYKTYPATUCTUYKUTE UCTPAKyBama. THe KPUTHYKH OICEPBAILIMU 32
AHOMAJIMUTE Ha CTPYKTYPAIU3MOT KAKO HAYYHO-UCTPAKyBAaUKH METOJ HajMHOTY ce
OJlHECyBaaT Ha HeroBara ,,CTpPAaOTHAa HEHCTOPHUYHOCT, Ha 3aTBOPAKETO Ha
KHHXXEBHOTO JI€JI0 BO CaMOTO KHIDKEBHO JI€JI0, a CO Toa U Ha ,,JJelIeHTPUPABETO Ha
MOEJIMHEYHUOT CYOjeKT KOj Beke He ce CMeTa 3a MOYETOK M Kpaj Ha 3HAYCHETO".
OTTaMy, BCYIIHOCT, IPOM3JIETYBa U KpU3aTa BO KOja 3amajHa KpUTHKATa CO U 10
CTPYKTYPAJIHU3MOT, 3aIITO M CO OBOj METOJ] HE MOKEIIIe /1a C€ OJITOBOPH HA OCHOBHUOT
MPEeIu3BUK, Ha CYIITHHCKOTO TMpallake 3a H30JIMpame Ha ONCpaTHBHH H
(YHKLIMOHAIHYU KPUTEPUYMHU 32 OIIpeieslyBame Ha ,,eCTeTCKaTa 1IeHa" Ha KOHKPETHO
KHIDKEBHO Jieno. Jlenu/ieH e Bo Taa cMHCIIa aBTOPOT Ha ,,Jlemmdpupama‘:

,»[10 CTPYKTYparn3MoT, KpUTHKATA CTaHa KPU3HO MMO/Ipadje Ha KHHKEBHOCTA.
Taa crana peuucu HemokHa. TeopujaTa npeseie ¢ BO CBOH palle: CTPYKTYPaIu3MOT,
BO KpajHa JInHUja, 0e3 pa3iiiKa KOJIKY C€ 3aHMMaBallle CO KOHKPETHH Jiea (HOBEeInTe
Ha bokauo, ban3ak, muroBuTe win BojyiepoBuTe mecHu), BO CyIITHHA HE 00jacHU
3owmo ce THEe Jjena epednu. Toj omNuWIIyBamie OINIITH 3aKOHUTOCTH Ha
CTPYKTYPHPAmeTO Ha KHIXKEBHHOT MAHCKYpC, a TpallalkbeTo Ha BpPEOHOCTA
(IporieHKaTa) ro OCTaBM Ha CTpaHa, cO IITO (PAKTHYKA CAMHUOT MPH3HA 30IITO 'O
OCTaBMJI Cy0jeKTOT Ha cTpaHa. Toa MMIUIMIMTHO IPU3HAHHE CE COCTOEIIEe BO
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XHUIOTe3aTa JieKa BPEAHYBAKHETO € HEMOXKHO Kako O0jeKTMBeH 4uH... DakTHykw,
CTPYKTYPaJIU3MOT, AyPH U TOTAll KOra C€ 3aHUMAaBalle CO KOHKPETEH TEKCT, ja YKHUHA
KpUTHKaTa Kako NUCHMIUIMHA. TOj He HampaBu pasiuka Mery pasbuparemo H
unmepnpemayujama’‘. (Aanonosckwu, 2000, ctp. 13-14).

Hu wmanky mnoOnarompujaTHH HE c€ KPUTHYKHUTE OIICEpBallMM  3a
MOCTCTPYKTYPaJIU3MOT, OJHOCHO 32 JIEKOHCTPYKTUBU3MOT Ha JKak Jlepuna mto ce
MojaBH  Kako  OMO3MT  Ha  CTPYKTYPaIHCTHYKHOT  MeToA.  KMeHo,
JICKOHCTPYKTUBUCTUTE TH OT(]pirja uaente 3a CTa0WIHOTO 3HAYCHE Ha KOj OWio
3HaK, OJHOCHO T'M Herupaa OWHApHUTE OINO3UIMH Ha CTPYKTYPalu3MOT CO
oOpa3noxeHne JeKa THE CE HJICOJIOMKH o0pa3el] Ha MUCIelme, OuaejKu
,,JIICOJIOTHHTE CaKaaT Ja MOBJIEKyBaaT CTPOTH IPaHUIM Mel'y OHA IITO € U OHA IITO
He ¢ npudatinBo, Mely cebe U He-ceOe, Mel'y BHCTHUHATa W JjaraTa, CMHCJIATa H
o6ecmucnata“. (Anmonocku, 2000, ctp. 14). JIeKOHCTPYKTHBU3MOT, KaKO IITO
M0jacHyBa aBTOPOT HA OBaa KHUTA, ja MpudaTu KOHLENIHjaTa 32 HHTephepeHjara
U aJITEPUTETOT Ha 3HaUeHeTO. Toa 3HaUH Jieka He TIOCTOU 3HAaK KOj € alCOIyTHO YUCT
Y 4Hj UJCHTUTET MOXe J1a OHJie jacHO OIpeielieH, OJHOCHO BO CEKOj 3HaK MMa TPparu
OJl IpyTH 3HAIM, OJ APYTH KOHTEKCTH, OJl PETXOJHH YIOTpeOH, a Toa yrnaTyBa Ha
3aKJIy4OKOT JieKa 3HaUeHheTO HUKOTall He € LEJIOCHO — TO0a € HEIITO LITO TOCTOjaHo
ce oueKkyBa M OECKOHEYHO ce ojyiara. I TokMy BO Taa KOHIEMIMja Cropes Koja
3HAIlUTE HEMaaT ,,CTAOMJICH CEMaHTHYKH HICHTHTET  Ce COTJIeNyBa U HajrOJIEMHUOT
XCHIUKEN Ha TMOCTCTPYKTYPaJu3MOT, OJHOCHO Ha JCKOHCTPYKTHBH3MOT.
AHZOHOBCKH TOA ro AeUHUpPa KaKo ,,AHTEIEKTYaJIHO KPajHO HEOITOBOPEH aCHEeKT
Ha MOCTCTPYKTYPAIU3MOT M JJICKOHCTPYKIIMjaTa™ Ima T CyMUpa HETAaTUBHUTE OIICHKH
3a 0BOj METOJ:

] IOCTCTPYKTYpalu3MOT U JEKOHCTPYKIHMjaTa... He caMo LITO HE ja pelnja
KpH3aTa Ha OJHOCOT TEOPHja/KpUTHKA, TYKY YIITE MOBEKe M I'M 3aMpcHuja paboTuTe
OKOJIy OIMCOT Ha 33Ja4lTe Ha €JHa COBPEeMEHa JIuTeparypHa kputuka. [Ipso, ako ce
YCBOM JICKOHCTPYKTHBHCTHUYKATA KOHIICTIIIHja Ha 3HAYEHETO, OYHUTIICTHO CE YCBOjyBa
W XHMITOTE3aTa JIeKa ja3UKOT BOOIIIITO U HE € CIIOCOOEH 3a H3pa3yBame Ha CTBAPHOCTA;
TOj, €THOCTABHO, € "HECHTypeH‘ MoKa3aren Ha cTBapHocta. Hue cme ’3aTouyeHUIM
Ha ja3WKOT; HEMaMe YBWJ BO HUKakBH ()akTH. A aKo € Taka, 30IITO BOOIIITO H
moTpeba o KPUTHKA, OJHOCHO OJI CTaB Oalu eOHO 0elo e 8pedHO Uil He, KoTa Toa
JIETI0 € COUMHETO OJ jasHK, a jasHKOT aaxce?”. (AngonoBCKH, 2000, crp. 15).°

MeryToa, eqHa O] CYMITHHCKUTE 3a0€CIKN Ha AHTOHOBCKY yIIaTeHa KOH
UCTpa)XyBauuTe U aHAJIUTUYapHUTe (MEely KOM OBJIE c€ HCTaKHyBa U ce utupa Tepu
UrnToH) Ha cuTe OBUE KHMKEBHO-TEOPUCKHU LIKOJIU M METOJAU, KAKO M HA HUBHUTE
MHOTYyOpOjHM BapujaHTH M Bapujally, C€ OJHECYBa Ha COCEMa IOIPEIIHOTO
MIOUCTOBETYBAaE HA CEMHOTHKATa (CEMHOJIOTHjaTa) U CTPYKTYPaJIU3MOT, OJHOCHO
Ha TOa IITO HE C€ HANIpaBH ,,[I0CEPHO3HA TUCTUHKLHUja MEly CTPYKTYpPalu3MOT H
CEMHUOTHKATA, CO IIITO Ha BTOpaTa ke ¥ ce 0be30eerie annou 3a HaTaMOIIIeH pa3Boj ™.
(Annonosckwu, 2000, ctp. 16). Mnejara u cyrectujara Ha AHJIOHOBCKH CE€ OJIHECYBa

3 Tpeba na motceTnMe Tyka Jeka AHJIOHOBCKH BO €Ha CBOja mojolHexHa kHura ox 2011 roxuna
(,,’)KuBa ceMnoTuka“) ru MapKupaiie HeJJ0OCTaTOLUTE Ha CUTE KHIKCBHO-TCOPUCKH MIKOJIN U METOMH,
HOYHYBajkH 0] (HOPMAIU3MOT Ia C¢ O MOCTKOJOHMjaIHATa TEOpPHja, BO €IeH KO3EPUCKO-KPUTHUUCH
TEKCT €O HacloB ,,XyMOPHCTHYHO-HAy4eH MaHU(ECT Ha MNpOeKToT ’AOayknuja/obdmykuuja Ha
teopujata‘ ([eBer MmeTomonmomiku 3amosean)”. (Aumonoscku, 2011, ctp. 8).
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TOKMY Ha KIIy4yHarTa yJjora IITO MOXE Jia ja OJUrpa CEMHUOJIOTHjaTa 3a MOAEMOT He
caMo Ha TeopHjaTa Ha KHWKEBHOCTA TYKY U Ha KHIKEBHATa KPUTHKA.

Tpojua ceMrono3u 1 HUBHUTE UCTPaXKyBamba ja MpeTCTaByBaaT OCHOBAaTa Ha
OBOj TIPEIJIOT 3a aBTCHTHYHA nuTepaTypHa Kputuka — Yapnc Canmgepc Ilmpc,
YMmb6epro Exo u Ilon K. lllepud. Ho, AHIOHOBCKM HajHAmpe]; ce MOBUKYyBa Ha
kaurara ,,CynouHaTta Ha 3HadewmeTo ox Llon Lllepud Bo koja, Kako MITO HArylacyBa
aBTOPOT Ha ,,Jlemudpupama‘, € U3BPILICH ,,peU3ajH HA CEMUOTHYKATa TeopHja™ —
HJieja KOjallTo ce MoTIMpa Bp3 ,,0TBOpeHara’ cemuoruka Ha YmOepto Exo. meHo,
Bo ,,Cyn0Ounarta Ha 3Hadewero” [lon Hlepud ja ordpna teopujata Ha Cocup 3a
OuHapHaTa CTPYKTYpa Ha 3HaKOT (03HAaKa — 03HaU€HO), a 3a IEKOHCTPYKLUjaTa TBpAU
JeKa Taa ,,d He € TOJIKY TeopHja, KOJIKY METOJ 3a KpUTHKyBame Ha TeopujarTa‘
(mutupano ciopen: Angonoscku, 2000, ctp. 18) co unja momomi ¥ ce 3a/1aBa KOHEYEH
ylap Ha OWjagHaTa KOHIENNHja Ha 3HAKOT, OTH Taa IO Kpaj c€ UCLPIyBa Kako
wiatpopMa 3a TEOpucKko Mmuciewme. Bo Taa cmucna, [lon llepud TBpau neka
Teopujara Ha 3HanuTe Ha Yapnc Canpepc [lupc ,,Moxe 1a HU MOHYIU cOoceMa HOB
IpUCTall KOH CTapuTe Mpallalka 3a aBTOHOMHMjaTa, HamepaTa, BaJMOHOCTa Ha
WHTEpIpeTaNrjaTa U 3HAYCHETO Ha 3HAYCHETO . (IIUTUPAHO cropel: AHJOHOBCKH,
2000, ctp. 18).

Bo mnpogomkenne AHIOHOBCKM HaKpaTKo ja enabopupa Taa TeopHja Ha
sHaute Ha Yapic Canpepc [Tupce (1839-1914). imeHo, 3a pa3nuka o1 Cocup Koj BO
3HAKOT BHJE IWjana (03HaKa — o3Ha4yeHo), [Iupc TBpAM Jieka 3HAKOT MMa TpHja/ieH
KapakTep, OJHOCHO JIeKa Ce COCTOU OJ CIICIHHUTE TPHU €NIEMEHTHU: 3HAK — 00jeKkm Ha
Koj ce oonecyea 3nakom — unmepnpemanm. O[] CyIITUHCKO 3HaUCHE 32 KHIKEBHATA
KpUTHKa (HO, U 3a TeopujaTa) € TOKMY TPeTHOT IIMpCOB e€JeMEHT Ha 3HAKOT LITO
AHIOHOBCKH JETAIHO I'0 M0jacHYyBa:

»10] TPET KOHCTUTYEHT, UHMepnpemanmon, He € HUIITO APYro TYKYy
IIOBTOPHO 3HAK BO KOj UHmMepnpemamopom ro NpeBeayBa 3HaKoT IITO € *3aJajeH’, a
ce onHecyBa Ha o0jekToT. Ha Taa TOYKa, HHTEPIPETaHTOT, MOYXKHO € 'HEBEPCTBOTO'
HAa jJa3WKOT, 3aT0a IITO TOCTOM MOKHOCT €JIeH UCT 3HaK pa3JInYHoO J1a Ouje "npeBeieH "
BO MCHTAJIHHUOT COCTaB Ha pa3IM4HA HHTeprnperatopu. Ha Toj Hauuw,
’00jeKTUBHUOT 3HAK CE MPEBEAYyBa BO 'CyOjeKTHBHpAH‘ 3HAK. YIIPOCTCHO KAXKAHO:
aKo HEKOj BeNH 'Tec‘, CeKOj O MHTEPIPETaTOPUTE MOMHCIYBa Ha I1eCOT O CBOETO
uckycrBo... Cmopex Toa, a HajMHOTY 3apagd  JHUYHOTO HCKYCTBO® Ha
WHTEPIIPETATOPOT KOj MMa 3a 33jada Ja TO IpeBelle 3HAKOT BO HOB, JINUCH® 3HAK
(unrepnperant), IlupcoBata Teopuja ro BKIyYyBa W EMIIMPU3MOT, OJHOCHO
NParMaTCKUOT acleKT Ha 3HAKoT... KoOHeYHo, Taa Teopuja MpaBU KpyIHA pa3iinKa
Mery pa3OupameTo W WHTEpIpeTalyjara, pa3iuka Koja € MOIIHEe Ba)kHa 3a ceKoja
nuTepatypHa Teopuja/kputuka“. (Angonoscku, 2000, ctp. 19).

Tonkysajku ro u napadpasupajku ro Llon Llepud, Bp3 ocHOBa Ha Beke
M3HECEHUTE eabopaiiu, aBTopoT Ha ,,Jlemudpupama* HarizacyBa qeka, BCyIIHOCT,
JICKOHCTPYKIMjaTa Ha ,,CTA0OMIIHOTO®, ,,TOTAIUTAPHO, CTPYKTYPAIUCTUIKO 3HAUYCHE
Ouia HampaBeHa BO CEMHOTHYKHTE TPyJIoBH Ha [lupc ymre mpex na ce poau
CTPYKTYpPaJIU3MOT M KOHLENIHjaTa 3a ,,lIeHTPUPAHOTO  3HaueHe, Kako U Toa JeKa
,»CHT€ YETHPH TOJIEMH XYMaHUTApHU PEBOJIYLUHU HE OWiie HUIITO APYTO TYKY €JHO
MIPUBPEMEHO JIyTame, CKPUIHYBamE O]l BeKe TpacupaHaTa narteka™. (AHIOHOBCKH,
2000, ctp. 19). 1 Tyka e eneH CylmITHHCKH, Hen30exxeH nurat on ,,CynouHara Ha
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sHauemeTo” on [lon lepud: ,,[lokaxyBajku jeka MOCTOU 3a€MO3aBUCHOCT Merly
MMaruHanujaTa 4 CTBapHOCTA, JUUYHUOT M300p U ColLlMjaiHaTa CTpaHa Ha 3HALUTE,
cnobomata HW HYKHOCTa, H300POT M JETCPMHUHH3MOT, CyOjeKTUBHOCTa H
o0jexTuBHOCTA, [TMpC BCYNIHOCT TOKaXyBa Jieka IIOBEKETO OJ1 MPOOIEMUTE KOU T'O
’HamajgHaa‘ TUTEpaTyPHUOT TEKCT C€ BEIUTauKH IPOU3BEICHH, 0PIy IOIPEIIHUTE
HACTOjyBama Ja ce AeUHUpaAT YATATEIIOT, TEKCTOT HJIU ja3UKOT KaKO aBTOHOMHH,
Wi Ja ce aeduHUpa KOPEKTHOTO pa3bupame/ MHTEpIpeTanujaTa Kako IeJO0CHO
oOjexktuBeH (axt“. (muTHpano crnopen: AugoHoscku, 2000, ctp. 19-20).

Kpurtukara geHec € MOXHa, 3aKlTydyBa AHIOHOBCKH, U KaKO CEMHOTHKA OJI
MparMaTcKy THI, JOAaBajku Jeka Taa (KpUTHKaTa) € 3acHTeHa o1 ,,00jeKTUBHU'
CTPYKTYPaJHCTUYKH  TOJKYBama, OX OuorpadusMu, COLMOJIOTU3MH, OJ
XCPMCHEBTUKH, CHICTHYKHA PEIyKIMH W O]l NIeMH Ha JjNaOWHCKaTa CTPYKTypa.
[Toxpaj Toa, aBTOPOT BPLIM U €lIeH CyMHpaH Iperyie Ha MaKeJOHCKaTa KHIKEBHA
KpUTHKA MOYHYBajKH O ,,MapKCHCTHYKaTa KpUTHKa™ (3a] KOja ce 3aTCKpWBaa M
rpyouor  OuorpaduszaM U BYJIrapHMOT  COLMOJOIM3aM) Ha ce€ 0
JEKOHCTPYKTUBUCTUYKUTE M (EMUHUCTHUYKUTE TPUCTAIM BO MAaKeJAOHCKaTa
KHIKEBHO-KPUTHUYKA MUCIIA.

OcBeHn oBa, BO mnpBHOT aAen ox ,Jemmdpupawa“ (,,Teopujata u
muTepatyparta‘) ce 3acTaleHH YIITe JBa TEKCTa: ,,MeMopujara Ha MHUCMOTO™ U
»lloe3njaTa n TnmuHara“. Bo ,,MeMopujara Ha THCMOTO* AHAOHOBCKHM 300pyBa 3a
(eHOMEHOT »AHTEPTEKCTYaTHOCT" YKaXXyBajku Ha ¢dakroT JeKa
MHTEPTEKCTyallHOCTAa € YCIOB 3a KHIDKEBHATa €BOJIylMja, OMNIIT 3aKOH Ha
KHH)KEBHOCTA OJ1 TOYETOIUTE 70 ACHEC, a He IUCTHHKTHBHO CBOjCTBO HA CTHJICKATa
(opmanuja noctmogepHusam. Bo ,,Jloe3njata n THIIMHATA®, [1aK, MOIIHE YMEIIHO U
Ha €JCH NMPOHUKJIHMB aHATUTHYKO-CHHTETUYKH HAYUH Ce enadopupa CI0XEHUOT H
MTOBEKEAMMEH3NOHAJICH OJTHOC Mel'y THIIIMHATA U TTOe3HjaTa.

3. Kputnka 3a MaKeJ10HCKATa TeaTaApCKa KPUTUKA

Bo BTopoTo nornasje ox ,,Jlemmudpupama“ co eqHOCTaBeH HACIOB ,, Tearap
ce 00jaBeHH JBa TEKCTa: ,,BpeIHOCHUOT M JECKPUNTHBHUOT CYJ BO MaKeJOHCKaTa
Tearapcka Kputuka“ u ,,CIOMOT Ha YUTaTa BO MaKeIOHCKHOT Tearap. JIBaTa Tpyna
OTBOpaaT M pa3paboTyBaaT CYIITMHCKM MNPOOJIEMCKM Ipalllamka I[OBP3aHU CO
MaKEJOHCKHOT TeaTap.

Bo npBuoT TeKCT (,,BpeTHOCHHOT U JECKPUNITUBHHUOT CyJl BO MaKeJJOHCKATa
TeaTapcka KpUTHKa™) AHJOHOBCKM TI'M H30JUpa M T'M IIOCOYYBa aHOMAJIUHUTE BO
TeaTapcKaTa KPUTHKA Kaj HAC W TOA MOIIHE CIMKOBHTO, YMEIIHO W HMPOHHKIHBO
rpeKy napaboia 3a mTo Ke My ITOCITYXH MTO3HATHOT 1aMackuH 3a Mapuja Erunkanka
u 3ocuma. [To3HaTo e: 3ocuMa e MOHAaxX K0j LIEJIHOT )KUBOT MY CIIyH Ha bora y4ejkn
T HETOBHUTE 3aKOHM OJf KHUTH; Mapuja Erunkanka e mopaHenrHa aleKCaHIPHCKa
OJTy/IHMIIa KOja OTKaKO Ke CTaHe CBECHA 3a CBOjOT TpeB (CTUTHYBa Bo Epycamum co
Kopab Ha Koj ke OJyJCTBYBa CO YeTUPHECET MIPEKPACHH MOMUYHA) K& My ce OJ1ale
Ha bora, ke craHe IMyCTHHOXHUTENKA U K€ My CIIyku Ha bora 0e3 na ru 3nae, 6e3 na
I'l HAy4nsla KaHOHHUTE O/l CBETU KHUTH. 30CUMa € ,,eKCIepT™ BO XpUCTHjaHCKaTa Bepa,
noneka Mapuja Erumnkanka e ,Jiank™ BO uMcrata Bepa — Hej3e bor m ru kaxysa
,,TaJHATE Ha BepaTa W Taa Mo MHTYHIIMja T'M 3Hae MaTUIITaTa Ha OOTYyTOJHUIITBOTO.
OBaa JaMacKMHCKa TIpHKa3Ha AHJOHOBCKHM ja IIpeHecyBa Ha TEPEeHOT Ha
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MaKeJOHCKaTa TeaTapcka KpHTHKa. Ally3Wjara € jacHa: MaKeJOHCKaTa TeaTapcka
KPUTHKA, BO OCHOBa, € ,,Mapuja Erunkanka“ — taa mo MHTYULMja T BaJOpU3UPA
NPETCTaBUTE BO MaKeJIOHCKHTE TeaTpu 0e3 Ja I'M 3Hae ,,TEOPUCKUTEC KaHOHH Ha
TearapckaTa yMETHOCT. ABTOPOT Ha ,,/lemudpupama’ e IeuIcH:

,»KaKo eieH cocema MpocedeH Iiefad, KOj HUKOrall He IpouYuTan HUeIHa
TeaTapcka TeopHja, 3Hae WTO e AoOpa mperctaBa? Wim, ako cakare, MOU30CTPEHO:
KaKo eJIeH TeaTapcKu KpuThyap, 0e3 COOJBETHO TeaTpOJIOMIKO oOpa3oBaHue (a
MaKeJIOHCKaTa Tearapcka KPUTHKA, MaKo He 10 CBOja BHHA, 0apeM BO OBOj MUT HE
MOJeE Ja ce o(anu co Koj3Hae KOJKaB Opoj KpUTUYApH CO COOJBETHO TEATPOJIOIIKO
o0pa3oBaHue) 3Hae IITO € 1o0pa npeTcraBa? MoskHo 1 e Toa? My, nax, Taa mojasa
Ha ’3Haeme 0e3 3Hacme Tpeda J1a ce CMECTH BO 30HATa HA yydecama 3a KOU U TOBOPAT
JlaMacKUHUTE KaKO KHIKEBEH xaHp?“. (AnmonoBcku, 2000, ctp. 40).

W3ne30T oz BakBaTa He3aBUIHA CUTYyalllja BO KOja 0] IOOIaMHa € 3amajiHaTa
MaKeJOHCKaTa TeaTapcka KpUTHKa, criopel AHIOHOBCKU, Tpeba ma ce Oapa BO
HEONXOo/IHaTa ,,copadoTKa* Mery Teopujara (apaMaTyprujara M TeaTpoJioTHjaTa) U
KpUTHKaTa (TeaTrapcka), OJHOCHO, KakKaHO CO BOKaOynapoT Ha JaMacKWHCKaTa
mapaboiia, MakeIOHCKaTa Tearapcka KpuUTHKa Tpeba ma craHe ,,30cHMa‘ 3a Ja ce
no0ujaT aBTEHTUYHM BaJOPU3MPAUYKH CYAOBH 32 MAaKEIOHCKHTE TeaTapcKH
MpeTcTaBu. APryMEHTOT 3a BaKBaTa Te3a Ce COCTOU BO (hakTOT LITO TeopHjaTra H
KpUTHKaTa (yHKIIMOHHpAAT KaKo ,,CBP3aHH CaJOBH", a TOA 3HAYH JIeKa HE € MOKHO
Jla ce JIOHece aBTEHTHYEH CyJ 3a ,,yMEeTHHYKaTa IIeHa Ha Koja OWJo Tearapcka
npercraBa 0e3 OMOIII OJ] TEOpHjaTa, OJJHOCHO 0e3 MPEeTX0/IHA TEOPUCKA ISCKPHUIIIHU]ja
W uHTeprperanyja. VHTyUTHBHATA TeaTapcKa KpPHUTHKa, 0e3 MPeTXOjJHa TEOpHCKa
JECKpUIILIM]ja, CEeKOorall Ke HyId caMo MayIlaJHu U HEU3APKAaHU CYZO0BH 3a CETO OHA
LITO ce CIlydyBa Ha MaKeJOHCKaTa TeaTapcka cueHa. Bo Taa cMucna, AHIOHOBCKH
TTOEHTHpPA CO COOABETHATA Mapaboiicka any3uja:

] pelIKuTe W 3a0ilyiuTe Ha HamiaTa JOCerallHa KpUTHKa ce paboTa Ha
HCTOpHjaTa, U Taa HEMHJIOCPIHO Ke T'M MoKaxyBa. Ho, HaM cera, mpej ja mpaBuMe
WCTOpHWja, HU € HyXHa mpex ce neckpunmuja. Co apyru 300poBu: ce Oapaar
YeTHpHUECET NT00pU MOMYHUIbA KOU Ke ja moBenat Mapuja Erunkanka kon Epycanum,
KOH Hej3WHaTa yka W Hayka. A ox Epycammm, cure matmmra BomaT Bo Pum®.
(Anpmonosckwu, 2000, ctp. 54).

Bo tekcrtor ,,CioMOT Ha uurata BO MaKEIOHCKHOT Tearap™ aBTOPOT
OCTaHyBa Ha TMOJIETO Ha QUTypaTUBHOTO (J1a OMaeMe MONpenru3Hu: CUMOOINIHOTO)
TOJIKYBam€ 1 e1abopupame Ha COCTOjOUTE BO MAKEJIOHCKUOT TeaTap U TOa OJ] aCHEKT
Ha WHOBallMUTE BO TeaTapcKUTe MpercTaBH. [loBon e elneH HeMun (cera Beke
[I0OJaMHEIIeH) HacTaH BO MakeOHCKHOT HapoJeH TeaTap — MafambeTo Ha yuraTta.
Toj ,,ciioM Ha unMraTa“ AHJOHOBCKHU TO ,,4UTa" KaKO CUMOOJIMKA 32 HOBa TeaTapcKa
€CTeTHKa, CBOJCTBEHAa 3a IIOCTMOJIEpHATa, IITO MOApa3dupa Kpeupame Ha
MeTareaTapcku mpercTaBu. FIMEHO, CIIOMOT Ha YHraTa € ,,paCKHUH CO “peaiu3MOT’ U
CO HEroBHTE KOHBEHLUH, OTUCHYBamke Ha 'MpEeTCTaByBayKkaTa‘, pedepeHinnjaaHa
(yHKIHMja HA CEMHUOTHYKHOT CHCTEM HApEYeH Tearap BO BTOpP IUIAH, H KOHEYHO,
OTKpUBambe Ha 'MeXaHU3MHTE‘, 'TEXHUKaTa‘' Ha IPOMU3BOJCTBO Ha pEAJIHUCTHUKA
niysuja Bo npeaeH miaH“. (Augonoscku, 2000, ctp. 58). U noroa ce HaBemyBaat
NPUMEpH 3a Taa HOBa MeTaTeaTapcka (MeTaTeKCTyallHa) eCTETHKA BO MAKEJOHCKHUOT
TeaTtap — npercrasara ,,Epuron‘ ox Jopaan [IneBHeur, npercrasara ,,Mame My ebam
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Koj npB mo4Ha““ o Jlejan JlyKOBCKM — cO IPOHHUKIMBU UHTEPIPETALUU U TEOPHCKH
enabopallii Ha HUBHHUTE MeTaTeaTapcKu (IOCTMOJEPHUCTUYKH) CIHELHU(PHUKH CO
MOJAJpPIIKA Ha TakBaTa HOBA ,,apXUTEKTOHHMKA“ Ha MaKeJOHCKaTa TeaTapcka
IPEeTCTaBa.

4. KomnapatuBHu Jemnppupama

Criope1OCHHOT MPUCTA BO aHATU3UTE U UHTEPIPETALUUTE HA KHU)KEBHUTE
Jilena € JOMHMHAaHTEH BO TPETHOT naed ona Kuurara (,Kommaparnuu) Bo ko0j ce
COO0YyBaMe CO J1Ba TpyJa Ha AHAOHOBCKHU: ,,Cu3ud co mim 6e3 kamen? (Murot 3a
Cuzud u ’Crpanenot)* u ,,3a nee HapatuBHHU rpemku (QKuH3ndoB 1 Maxypanuk)®.

Bo ,,Cu3ud co mnm 06e3 kaMmeH aBTOpOT Ce OCBpPHyBa Ha MeryceOHaTa
MoBp3aHOCT Ha GUI030()CKHOT TpakTaT ,,Mutot 3a Cuszud“ u pomanot ,,Ctpanernor
on Anbep Kamu ob6jaBenu Bo ucrata 1942 roguna. IMeHoO, Kako U CeKoTalll, 1 OBJIE
AHJIOHOBCKH ja TIOTBpIyBa CBOjaTa KOHCTaHTHA WHTEHIHja 32 C€IHOCTaBHOCT H
JacHOCT BO enabopanuuTe 1a, BO TaKOB CBOj CTHJI, TPAKTaToT ,,MUTOT 3a Cusud* ro
JETepMUHUpPA Kako (ycHOTa KOH poMaHOT ,,CTpaHenort™, 0 JHOCHO ,,MHUTOT..." nuMa
eKBHUBAJICHTHA BpemHocT 3a ,,CTpaHemoT” Kako CeMaHTHYKata JaehUHUIH]ja
(monmameTo) 3a HEeMO3HAaTHOT 300p BO efeH peuHuk. Ho, Toa He e c¢, 3a1T0 aBTOpOoT
J000jacHyBa:

,»Anmu, ymTe mojacHo KaxkaHo: Mumom 3a Cusug, TOj OpHIMjaHTHO H
OCTPOYMHO, JaCHO W IPEryie[IHO HAMUILIAH TPAKTaT 3a allCypAHUOT CEH3UOWINTET Ha
MOJICPHUOT YOBEK, T JaBa (PHI030(CKUTE KIYYSBH CO KOU MOXKE JIa C€ YUTa SIHO
JTUTEpaTypHO Aelio — pomaHoT Cmpaneyom*. (ArmonoBcku, 2000, cTp. 75).

KoH BakBHOT IOCOYEH KOHTEKCT c€ NPHIOKYBa M MOJETAJEH OIMC Ha
CYLITHHCKUTE CTPYKTYpHH CerMeHTH Ha ,,MutoT 3a Cuzud“ Ha AnGep Kammu, a
0co0eHO BHUMaHHE ce OOpHYBa Ha ancypi0T, YOBEKOBUOT KOITHEXK II0 arcoIyToT,
AyuuaHocTa (TPOHMKIMBOCTA) M PEBONTOT KAaKO CTPATEIIKU KaTeropud BO
¢unozodekunot koprmyc Ha Kamu. ViMeHo, ancypaoT € cpeJumrHaTa TOYKa BO OBHE
nBe KHUTH Ha Kamu, a Moke J1a ce Kake U BO ceTa Herora TBOpeuka (puiio30dhcko-
KHIKeBHa Jabopatopuja. Ho, He amcypaoT Kako TIICHXOJOIIKA, aMH Kako
rHoceosionika (emucreMosionika) kareropuja. CranyBa 300p 3a BeyHara Kejoa,
BEYHUOT KOIHEX, BEYHUOT CTPEMEXK Ha YOBEKOT J1a 'O CII03HAE LIEIOCHO CBETOT ILTO
r'0 OTIKPY’KYBa, a TOj CBET ITOCTOjaHO MY ,,C€ H3MOJIKHYBa " Ha YOBEKOBOTO CIIO3HAHUE.
Toj HeocTBapeH mjeal Jia ce JAOCeTHe alCOoNyTHOTO, Ja ce Ouae Bo EnuHCTBO CcO
CBETOT, Aa ce chaTu HecPaTIMBOTO, a PE3yITUPA IyHUIHOCTA (IPOHUKINBOCTA), Aa
ce OTKpHE aBTEHTHYHATa CMHCIIA Ha )KHBOTOT 'O BOBEIyBa U MOJACPHHUOT YOBEK BO
eqHa Oe3HajexHa, Oe3W3ie3Ha HW OeCMUCIIEHa, arcypliHa cocToj0a KojamTo
pe3yiaTHpa co peBONT, THEB MaHH(ECTHpaH BO CeKojagHeBHeTo. Toa ce uaen u
nmpamama mro Kamu ru oTBOpa, r'm TeMaTH3Wpa W M enadopupa u BO ,,MHUTOT 3a
Cuzud“ u Bo ,,CTpaHenoT" npu MITO ja HABECTyBa MHCIIATa JAeKa CMHUCIIATa MOXeOH
u Tpeba Jja ce OTKpUBaA TOKMY BO TOj alcCypl, OIHOCHO JAeKa cMuciara Tpeba 1a ce
Oapa u Ja ce Haora BO OecMucIiaTa, BO BeUHATa [OTpara 1o ,,arncoiyToT . OTramy u
HarjacyBameTo Ha AHJAOHOBCKH Ha JIMKOT CanamMaHo ol poMaHoT ,,CTpaHenoT" Koj
MOCTOjaHO CE KA Ha CBOjOT IEC CO KOTO CEKOjTHEBHO CE MPEernupa, HO TOKMY TOTalll
Kora mecot Oera, crapernor CamamaHo ocTaHyBa 0e3 cMHUcCIaTa Ha XKUBOTOT. Mim,
MOWHAKY W T10jaCHO Ka)kKaHO — BO ITO Ke ja Hajae cmuciata Cu3ud ITOKOJKY TO
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3aryou kameHot!? TOKMy BO TOj KOHTEKCT, AHJOHOBCKH MOIIHE JIYIUIHO
(nponukinBo!) ja 3a0kpyxyBa unozodcekara uaeja Ha Andep Kamu:

,,He e HajcTpalIHo Toa MITO CHTe cMe Ha MecToTo Ha Cusud u mTo Tpnume
Ka3Ha [Mopagy HAIIHOT KOMHEX MO0 roieMoTo EAMHCTBO; mocTpamHo mTo MOXe 11a
HU ce CIIy4H € — Ja o U3ryOuMe CBOjOT KaMeH. Jlypu Toram Hema HUKaKBa CMUCIA;
TOrall o HeMa HU ancypaoT. Toa e Beke uncto Humro!“. (Arnonoscku, 2000, ctp.
91).

[Ipenmer Ha aHanMM3a U UHTEPIPETAllja BO BTOPUOT TEKCT O]l OBa IOTJaBje
CO HACJOB ,,3a aBe HapaTuBHHU rpemikd (JKuH3ndoB nm MaxypaHHUK)“ ce TOeMHTe
»KpBaBa komryna“ ox Pajko )Kunzudos u ,,Cmprra Ha C™manin-ara Yenruk* on MBan
MaxypaHUK CO3[aIcHd BO BPEMETO Ha MAaKEIOHCKHOT, OJHOCHO Ha XPBATCKUOT
poMaHTH3aM 0J1 19 Bek Kora, BCyIITHOCT, TIOeMaTa U Ce KOHCTUTYHPA KaKO KHHKCBCH
JKaHp BO JBETE HAI[MOHAJIHU KHIDKEBHOCTH. Kako mTo ce curHanusupa u BO CaMUuoT
HACJIOB Ha TPYJIOT, CTaHyBa 300p 32 MapKUPamke Ha TBOPEYKH HEJIOTHYHOCTH BO JIBETE
TOeMH O]l aclieKT Ha HUBHATa pacKakxyBauka KoMmro3uiuja. TakBara oTcramka on
Jorukara Ha Hapanujata Bo ,KpBaBa komyna“ ce nouupa BO HU300pOT Ha
HECOOJBETEH BHUJ HapaTop 3a enu3ojgara co yOUCTBOTO Ha bBoxuH, CHHOT Ha
crapunara. Crapunara, UIMEHO, Kako JIMK-HapaTop (co BHaTpelHa (oxanu3aiuja)
JICTAJIHO pacKa)<yBa 3a HACTaH Ha KOj He Ouiia npucyTHa (YOUCTBOTO HA CBOjOT CHH),
a JJOTHKaTa Ha HapalujaTa BO TOj CErMEHT OJ] [ToeMaTta ,,0apa‘ OMHHCIIEHTCH HapaTop
co Hyiara (okanu3alyja WIHM, Kako ILITO HarjacyBa AHJOHOBCKM, CTapulata
MOKa)KyBa HEJIOTHYEH, Ta CIIOpe] Toa M HEeJO3BOJICH KamaluTeT Ha 3Haeme. LlTo ce
OJIHECYBa, TIaK, 1O HapaTWBHATA rpemka Bo ,,CMmprra Ha CMmani-ara YeHruk®, Taa e
IOBp3aHa €O JHUKOT-oAMa3nHUK HoBuna (uuj Tatko € yOueH ox crpaHa Ha Cmani-
ara) KOMy Ha KpajoT, celax, ,,He My € 103BOJIeHO* 1a ce ogma3an. CtaHyBa 300p 3a
OTCTalKa O] 3aKOHOT 3a U30ToNMja Mel'y (pyHKIMjaTa U aKTaHTOT, OJHOCHO Mery
JIEJCTBOTO U JIEjCTBUTENOT (pubap € OHOj KOj JIOBH puOU, OAMA3THHUK € OHOj KOj ce
onMaszyBa). AHIIOHOBCKH, ce pa3dupa, I 6apa NPUYHHUTE, OJHOCHO MOTTHUIUTE H
MOTHBHUTE 33 BaKBHTE ,,HAPATUBHU TPEHIKH BO JBETE MOEMHU MPH IITO Joara 10
aBTEHTUYHHOT 3aKJIY4OK Jeka kaj JKuH3udoB uMa U HICOJIOMIKH Hacnaru (He Ou
MO>KEJI aBTOPOT /Ia UM T'0 MPEMYIITH PaCKa)XyBamEeTO 3a eNn30/aTa o YOUCTBOTO Ha
boxun na Typumrte mTO BO IIOEMaTa c€ MNPETCTaBEHW KaKO KPBHHULIHM), a U
€MOTUBHHUOT €(EeKT Bp3 YHTATENIOT € NOWHTCH3UBEH CO TOA LITO TOKMY CTapuiaTa
(Majkara) e Taa Koja packaxxyBa 3a CypOBOTO YOHCTBO Ha CBOjOT CHH BOXXHH.
,HapatuBHara rpemka“ Bo moemMara Ha MaxypaHHUK, NaK, HUMa EJUHCTBEHO
UCOJIOIIKH KOPEHU — aBTOPOT He MOXKel Ja AOMYIITH efeH noTypueHuk (HoBuia)
KOj ce BpaTWJ BO XpHCTHjaHCKaTa Bepa na Oujae ,,Xepoj Ha KOCMHYKaTa IpaBjaa
IPOTHUB HACHJICTBOTO™ BO €paTa Ha POMaHTUYAPCKUOT XPBATCKU MIIMPU3AM.

5. KpuTH4KH eBalyalliy H peBaJOpHU3aluH

Bo mnocaenHoTo Tmormaeje ox L, Jlemudpupama“ 03ariaBeHO  Kako
»MaKeloHCKa IMoe3nja 1 mpo3a” ce MyOJIMKyBaHU MIECT Tpyla Ha AHIOHOBCKH:
»llecHa 3an mecuurte ([lpedroz 3a munonozuja Ha MakeOOHCKUOM NOEMCKU
ouckypc)®, ,,3omto HajybaBuTe necan Ha Konecku ce nonru™, ,,PutamoT Ha ynunara
Bo moesujara Ha I'. TomopoBcku®“, ,Pumejx um pemex (4. Bawueenog)®, ,buctpo
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MoJepHUCTHYKO mucMo (b. Bapownuja)® wm ,JloctMonepHata nactoBuma (B.
Ypowesur)“.

»lleCHa 3a] TecHUTe MPEeTCTaByBa €JEH MOIIHE 3HAauYaeH HPUJIOr Ha
AHJIOHOBCKHM KOH OOMIHUTE 3a MEPHOIU3alija ¥ TUIOJIIOTHU3AIM]a HA MaKeIOHCKATa
ymeTHuuka moeswja on 19 m 20 Bex. Toa 3HauMm jgeka OBJE NPUCTANOT BO
UCTpaXXyBamarTa 3a MaKkeJIOHCKaTa yMETHHYKA MOe3Hja € JBOCH — OUjaXpPOHHCKH H
CUHXPOHHCKH. BO IMjaXpOHUCKUOT Tperiie/l ce HOTHPAa KOHTUHYUTETOT BO Pa3BOjOT
Ha MakeloHCKaTa I0e3Mja BO JBaTa MPETXOAHM BeKa cO Toa IITO Ce HarjacyBa
pednekcujata Ha moesmjata ox 19 Bek (MwunanuHoB, XKunzudos, IlpaunueB) BoO
MaKeJ0HCKaTa CTUXoTBOpHa nuTeparypa on 20 Bek (Panun, Ilomos, Koneckw,
JaneBcku u gapyru). IlpuToa aBTOPOT YECTO Ce MOBHUKYBa Ha MPETXOIHUTE
HCTpaXkyBama BO 00JIacTa Ha MaKeJOHCKaTa KHW)KeBHA HCTOPH]ja H3BPLICHU O HAIIH
3HauYajHU aBTOPUTETH Kako mto ce Muoapar JIpyrosa, 'ane TogopoBcku u Munan
I'ypuMHOB 4HMH CTABOBH M CYIOBH KOPEKTHO CE IPEHECYBaaT BO M3BOPHA (opMa.
3eMeHa e MpenBu, Ha MpUMep, TeHepalcKara meproan3aldja Ha MakeJoHCKaTa
IOoBOEHa Moe3uja mnpemsoxkeHa ox Crapaenos, a mpudareHa W of AOpyrd HaIIH
KHWKCBHH HCTOpUYapH. MeryToa, Kako M BO MHOTY ApPYTH CBOH TEKCTOBH,
AHJOHOBCKH W BO ,llecHa 3aj mecHUTE” NpHUCTAIlyBa CO CTPOT KPUTHYKO-
UCTPaXXyBauyKH OJHOC KOH MPETXOJHHUTE MPOYUyBamka U JOHECEHU CYJIOBH MPH ILITO
HCKaXyBa, ce pa30upa apryMeHTHPAHO, ¥ OJPEICHN HECOTIacyBamba CO HUB KaKo, Ha
MpUMep, BO BPCKa CO TpallameTo 3a ,,3HauemeTo (cinykbara) Ha meradopara u
METOHHMMHM]jaTa BO eJieH Auckypc‘. (AngonoBcku, 2000, ctp. 119).

Ho, 3a pacBeTiryBameTo Ha crieHU(pUKUTE Ha MaKeIOHCKATa MOETCKa ped,
Criopell Hac, MHOTY IIO3Ha4acH € JIOMHHAHTHO CHHXPOHHCKHOT TMpHCTal Ha
AHZOHOBCKM KOH HallaTa HallMOHajHa moe3uja. MIMeHo, meiTa Ha aBTOPOT € Ja
U3rPaJH MOJICT Ha MecHa BO KOj Ke ce OTCIMKA MaKeJIOHCKaTa Moe3mja, OJHOCHO Jia
ja mpoHajae MakeOHCKaTa ,,[iecHa 3aj necHure™. [Ipuroa, AHIOHOBCKH HariacyBa
JIeKa HamepaTa He € Jia ce MIOHYAM HeKaKBa CTpora epuou3alnja i TUIIOJOTH3alH]ja
Ha MaKeIOHCKaTa yMETHHUYKA [0e3uja, TYKy Jia ¢€ MOATrOTBH ,,KaTajaor oJi CBOjCTBa
Ha MaKeJOHCKOTO IOETCKO NMHCMO BO KOj ke ce pedueKTHpa cera MaKeIOHCKa
MOBOEHA MMOETCKAa MpoAyKLHrja. Bo KpenpameTo U MOMOIHYBakETO Ha TOj ,,KaTajior"
CO CIeNU(pUKUTe Ha MaKeJOHCKaTa Ioe3Wja OJ BTOpaTa MojoBMHa Ha 20 Bek
AHJIOHOBCKH ITPHUMEHYBa ToJIeM Op0j MOJIEpPHU U MOIITHE (PYHKIIMOHAIHHA KHUXKEBHO-
TEOPUCKH ,,allaTKU ¥ METOAH IOBUKYBAjKH Ce, Mel'y JIPYrOTO, U Ha aBTOPUTETU O
koBOoT Ha Poman JakoOcon, [lejsun Jlon, Majkn Pudarep, Ponan bapt, [lonaran
Kanep u apyru. Ilo exgHa TemenHa, ceproO3Ha, apryMEHTHpaHa U EKCTEH3MBHA
erabopanyja 3a CyIITHHCKATE KAPaKTCPUCTUKH Ha MaKeJIOHCKaTa YMETHHYKA MECHa,
aBTOPOT M30JIMpa HeT (yHIaMEHTAIHU CBOjCTBA BO ,,KaTaJOrOT* HA MAaKEJOHCKUOT
MOETCKU JAUCKYPC:

,»KKOHEYHO, TO MMaMe ’KaTajoroT OJi CBOjCTBA‘° Ha MOXHATa MaKeJIOHCKa
MeCHa, OJHOCHO Ha OHaa MakKeIOHCKa MecHa Koja no cera Omma moxHa. Co
KOMOMHAIIMja Ha THE CBOJCTBA, CE I0OMBAJIC MOCIUHEYHUTE MOSTCKU JUCKYPCH IIITO
T IMEHyBaMe Kako MaKeJOHCKH MecHH. Bo Toj KaTaor Ha CBOjCTBa TH HAOPOUBME:
1. MeTaOpUUYKOTO CTPYKTYpUpambe (BOBELYBahE IO CIMYHOCT) MPEMO3HAEHO JJO0Cera
Kako ’MOJiepHM3aM‘ W ’moeru3anuja‘; 2. METOHHMHUCKOTO CTPYKTypuUpambe Ha
JTUCKYpCOT (BOBEIyBale TEMH T[O KOHTUIBHUTETHOCT (’aHTHMOJEpPHH3aM",
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JeToeTH3alurja); 3. 3rojieMyBambe Ha CTEIEHOT Ha MAaTepHjalHOCTa Ha IIecHaTa
(moMuHaIMja Ha O3HAYMTENOT) - "HEOCHMMOOJUCTH , "apTUCTH ', 'MY3UKAIUCTH  BO
TPaJULIMOHATHUOT KPUTHYKH pEYHUK; 4. 3rojeMyBame Ha CTENeHOT Ha
HEeMaTepHjaTHOCTa Ha ecHaTa (’CeMaHTUYKH MO3UTHBHA®, "TIOJIEMUYKA‘ ITECHA); U 5.
MHTEPTEKCTyalHa MeCHa, KaKo BPB Ha MHJEKCUYHOCTA, OJHOCHO METOHMMUYHOCTA
(He momup Ha O3HAKa M 03HAYEHO, aMH JOMUP Ha €I€H TEKCT CO APYT TEKCT, OJ] KOU
MPBUOT MMa (YHKIIHja Ha O3HAUUTEI, a IPYTHOT Ha 03HAYEHO), IPETO3HACHO JI0CeTa
KaKo 'TOCTMOJCPHU3aM ¥ *JIEKOHCTPYKIHja .

OBue cBOjCTBAa HUKAJE, BO HUEJICH IOSANHEYCH TUCKYpPC HE ce HaolaaT BO
yycTta GopMa, aMH Kako KBaJIMTETH, BO M3BeCeH cTeneH. JloMHHalujaTa Ha €AHO
CBOjCTBO, CEIaK, € HeCIIOPHA BO CEKO] moeauHe4eH auckypc'. (AnmoHoBcku, 2000,
ctp. 146-147).

3an HeOOMYHHOT HACIOB Ha TPYIOT ,,30IITO HajyOaBuTe necH! Ha Konecku
ce “Jonru‘ e MOHyIeHa eKCTEH3WBHA U apryMEeHTHpaHa enadopalija 3a ecTeTcKaTa,
OJTHOCHO KHIMKEBHO-YMETHHUYKATa BPEJIHOCT Ha, KaKO IITO BEJIW aBTOPOT, ,, JOITUTE"
necuu Ha brnaxke Konecku. Co mpumeHa Ha onepaTHBEH TEOPUCKH HHCTPYMEHTaApUYM
ce MOKaxyBa M Ce JOKaXyBa Jeka THe rmecHH Ha KoHeckn H300MIIyBaaT co
METOHUMHCKHM THI AMCKYpC KOJjIITO MMa HapaTUBEH KapakTep M €O TakBara
0COOCHOCT BO CBECTa Ha YMTATEINIOT ,,para” e()eKT Ha U3BECHA TEMIIOPAIHOCT, & Ce
MMOEHTHpa CO HyKJIeycHa MeTadopa Koja TM KOHTAaMHHHpaja CETMEHTHTE Ha
MPETXOAHUOT METOHMMHUCKU TUN TUCKypc. Kako miycTpanuja Ha BakBUTE Te3U €
MPUJIOKEHA COOZIBETHA MHTEPIPETAIUja Ha ,,Jolrara’ necHa ,,MapkoB MaHacTUp®.

WNnentrunu cBojcTBa AHJOHOBCKHM HOTHpPA U BO Moe3uWjara Ha [ aHe
TomopoBckH BO TEKCTOT ,,Putamor Ha ynunara Bo noe3ujata Ha ['ane TomopoBcku®.
[loBuKyBajku ce Ha TPETXOIHU CBOM HCTPaXKyBama 3a MaKeIOHCKaTa I0e3Hja
(tpynot ,,IlecHa 3ax mecHuTe ), aBTOPOT TH aHAIM3MPA CTHXOBUTE Ha TOZOPOBCKH
(momuHaHTHO ox 30upkaTa ,,CIIOKOEH YeKop®) OJ acmeKT Ha HUBHaTa Qopma
(03HauUMTENHUTE) MPH IITO BO ,,ACTHUYHUTE MECHU HA OBOj HAI TOET CE€ OTKPHUBA
3HauYeHETO Ha Taa popMa, OMHOCHO CEMAHTHKaTa Ha 0O3HAKaTa (03HAYUTENOT), U TOA
MIPeKy WHTEpIpeTalrja Ha KOHKPETHU necHu. OBUE MHTEPIIPETALlMH Ke ja TTOTBpAaT
Te3aTa Jieka roJjieM JIeJ o1 moe3ujaTta Ha ToJOPOBCKH My TIpuTiara Ha METOHUMUCKHOT
THUI IUCKYPC, OJHOCHO JeKa ,,MO/eJI0T Ha METOHUMHUCKATa NecHa-KyMyJyc Ha ['aHe
ToaopoBCKH OTKpHBA €IHA BUCOKO COPUCTULIUPaHA, TOSTU3UpaHa IECHA CO CBECT 32
CBOjOT BHATpELIEH F'OBOP, FTOBOPOT Ha o3HakuTe . (AHnoHoBckH, 2000, cTp. 180).

Tekcror ,,PuMejk U peMek™ COAp)KU WHTEpIIpeTannja 3a CTPyKTypaTa Ha
nmoemara ,,Ha Gesrnacje rmac” on Aranac Baurenos. Bo oBaa moema AHIOHOBCKH
OTKpUBA JIBa JUCKypca: JUCKYpc Ha ¢uino3odeMute (IIOMaJKy ,,My3UKIN3UPaH™) U
IUcKypc Ha (oHEeMHUTE (JOMHHAHTHO ,,MYy3WKAIM3UpaH') MPHU IITO MPOHUKIHBO
3aKJIydyBa JeKa Toa ce JBa NAIMHIPOMCKH JUCKypCH: ,,BcynrHoCT, cranyBa 300p 3a
yycTa [NAJIWHAPOMCKAa CTPYKTypa, OJUIMKa Ha IOETCKHOT ucka3. OBze
NAJIMHAPOMATHKATa e OJAHECYBa Ha IIeNU JTUCKYPCH, a He Ha MMOMaji €JUHHULHU Ha
TEKCTOT, Kako INTO € BooOWYaeHO (HajuecTo oa (OHEMH [0 CHHTArMH)®.
(Anpmonosckwu, 2000, ctp. 194).

Bo ,,buctpo monmepHucTHuko mucMo* AHIOHOBCKH CE€ HaBpaka Ha €lIeH
MaKeJIOHCKH pOMaH OJ BPEMETO Ha MOJEPHHU3MOT — ,,[locieqHrOT et Ha mTrunara
cenmmua™ on bpanko Bapomnmja o6jaen Bo 1968 rommHa — co men ga ce
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peBaOpU3UpPaaT KPUTHYKHUTE ONCHKH M MPOICHKH 3a OBa MPO3HO [eN0 O]
MaKeJOHCKaTa KHU)KEBHA HCTOpHja. ABTOPOT HarjacyBa JleKa HallaTa KHU)KEBHA
KPHUTHKA He ycIiea Jia To pa3depe HUTy pOMaHOT HUTY HETOBOTO 3HAaUeH-€ 3a HalaTa
KHH)KEBHOCT BO BPEMETO Ha HErOBOTO IMOjaByBamke. Bo apryMmeHTamnujata 3a
KHHKEBHO-YMETHHYKaTa BpeJHOCT Ha OBOj poOMaH Ha Baporuja aBTopoT ce ciyxu
€O KOMIapaTUBHUOT METOJI IIPH LITO POMAHOT ,,[10CIIeIHNOT JIeT Ha NTHIIaTa Ceuma
ro MOCTaByBa BO KOHTEKCT Ha POMaHOT ,,KpaTkaTta mposier Ha Mono CaMOHUKOB
Oenexxejkl T'M CYIITHMHCKUTE PAa3lUKd Mely HHUB OJ acleKT Ha HapaTHUBHATa
cTpareruja:

»Mono Camonukog, ouurienHo, Oeule MOAEPHUCTUYKM POMaH BO eIHA
cMucia Ha 300poT, a [lociednuom nem na nmuyama ceauya Bo apyra. Ctanya 300p
3a JIBe Pa3lIMYHU KOHIICMIIUU Ha MOJCPHH3MOT, OJTHOCHO 3a JIBa MOJCPHHCTHYKH
Mmognena. IIpBHOT ce moTnupa Bp3 HMHTEH3UBHATA ICHXOJOTH3allMja Ha JIMKOT,
BJIETYBajKH AyPH M BO HEroBaTa MOTCBECT, IPYTHOT Ha 'ToJa‘ ancyplIHa JejCTBEHOCT
Ha uKoT*. (AHIoHOBCKH, 2000, cTp. 209-210).

[MoTeHumpajku ja BO HEKOJKY HaBpaTH, ce pa3dupa apryMeHTHPaHO,
HETIOATOTBEHOCTA Ha KPHTHKAaTa Jja IO IMPOYUTA COOJBETHO ,,[locieaHuoT et Ha
NTHLATa cenuna‘“, AHJOHOBCKM MYy JlaBa MOIIHE 3Ha4ajHO MECTO Ha OBOj pOMaH BO
MaKeJZOHCKUOT KHIDKEBEH MOJICPHU3AM.

CnnyHa KHWXEBHO-KPUTHYKA CyJO0MHA WMa M pPOMaHOT ,,BkycoT Ha
npackute ox Bmaga VYpomeBuk oOjaBen Bo 1965 romuna, a BakBara Te3a
AHJIOHOBCKH ja enabopupa BO MOCIHEAHHOT TEKCT BO ,,Jlemmdpupama™ co HaciIoB
,llocTMozepHaTa actopuma’. ['o untame Toa U BO €Ha eKCIUTUIIUTHA (opMa:

»BKkycom na npackume, BO MOMEHTOT Ha CBOETO jaByBame, He Oelie chaTeH.
Wnu, Oeme mnpobGaHo na ce cdaTd CcO HECOOABETHH KPUTHUYKO-TEOPHCKH
WHCTpYMeHTH. T0j, BO H3BECHa CMHUCIIA, ja JIeNIM CyIOMHATAa Ha YIITe HEKOJKY Jiena
on Toj mepuon (mery kou [locreonuom nem na nmuyama ceiuya o] bpaHko
Baponumija 3a3emMa HEHTPAIHO MECTO), KOM KPUTHKATa caKalle Ja TH HHTEPIPEeTHpa
CO OJTHAMpeJ YTBPJIEH METO/I, OTHOCHO CO OJIHANIPE]l YTBPJCHH ChaKkarma 3a Toa KaKo
Tpeda J1a u3riena OHOj 'MOJEPHUCTUYKU  POMaH IITO JIOJTO ce OYeKyBaille, Hebape
KHUKCBHO-CBOIYyTUBEH  BO3, 110 3MOJACBHUTE’, 'pCATUCTAYKH IPO3HH
octBapyBama‘“. (Angonoscku, 2000, ctp. 221).

[IpuunHKMTE 32 THE HEAaBTEHTHYHH CYIOBH Ha KPUTHKaTa AHIIOHOBCKH T'H
JOIUpa BO CTHIICKO-(hopMaIicKara MpeypaHeTocT Ha ,,BKycoT Ha mpackute Koj,
CIIOpe] cMeJlaTa U COMMAHO apryMeHTHpaHa Te3a Ha aBTOpoT Ha ,,Jlemudpupama’,
BCYIIHOCT HE € ,,danuyeH MOJCPHHUCTHYKA DPOMAaH“, TYKy MpB MAaKECIOHCKH
IOCTMOJIEPHUCTUYKY POMaH.

6. 3akayuok

SHAdemudpupama (uTepatypHu ctyaun) on BeHKo AHIOHOBCKHU € Hay4YHa
KHATa KOja pa3jacHyBa, pacBeTIyBa, OLEHYyBa, IPOLEHYBa, BaJOpH3Hpa,
peBaliopu3upa ¥ TojemH3upa. Bo Hea, Kako INTO TOKaXaBME IMOrope, ce
eslabopupaar CyLITHHCKY Mpallamba o HoBeke CIIO3HajHU TUCHUIUIMHU KaKo LITO ce
KHIDKCBHATA TEOpHja CO HEj3UHUTEe Oa3HM NOIAUCLUIUIMHKA (HapaToJorHja,
Jpamarypruja, TeaTpoJiorvja, TeopHja Ha Toe3WjaTra), KHIDKEBHATA HCTOPH)a,
KHI)KEBHATa KPUTHKa, ceMuosorujata u ¢punozodujara. [lpeky aHanuza, cuHTE3a U
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KOMIIAPAaTHBHUA HUCTpPaXKyBamba Ha CTPAaHUIMTE OJl OBaa KHHra C€ W3BPLICHU
BAJIOPH3AaLMN M peBaJOpU3alMy (YNTamka M IPCIPOYUTYBarka) Ha KHU)KEBHO-
YMETHHYKH Jeja OJf MaKeJOHCKara, XpBaTcKaTa M (QpaHIycKaTa HalHMOHAJIHA
KHM)KCBHOCT. 3a Taa el AHIOHOBCKM KOPHCTH TMOCTYJIATH OJf MPETXOIHH
UCTpaXXyBarba Ol MOIIHE 3Ha4yajHUu aBTopH Kako Imrto ce Yapnc Cangepc Ilupc,
O®epaunang ne Cocup, Poman JakoOGcon, Ponan Bapr, LiBeran Tomopos, Majkn
Pudarep, YMOepTo Exo U MHOTY IpyTH IPH IITO HA €IHOCTABEH U Pa30MPIINB HAYUH
TU J0pa3jacHyBa KHIKEBHO-TEOPUCKHUTE, CEMUOJIOMIKUTE U (huno3odckute Te3u u
xurmoTe3n. Toa 3HauM JieKa CO OBaa KHUTa YUTATENIOT K CE CTEKHE CO HOBH CO3HAHM]a
0]l TIOBeKe Hay4HHU 00JIaCTH.

Ox npyra crpaHa, MOIIHE 3Ha4yajHa € OBaa KHHUTA M 3a MaKeJOHCKaTa
KHIKEBHA HCTOPHja 3aT0a IITO BO TEKCTOBUTE INTO ce 00jaByBaaT OBIE C€ HyJar
MPOHUKJIMBY aHAJM3H U HHTSPIPETAIIMY HA BPSIHU MaKETOHCKU KHIDKEBHH JIeJia, HO
aBTOPOT HYIOM M TPEMIO3H 32 OJpeleHH peaeduHHpama M IPEOCMUCITyBama Ha
nepuoau3alyjaTa u TUIOJIOTM3aljaTa Ha MaKkeJOHCKaTa KHIDKEBHOCT Oa3upajku ce
MpUTOa BP3 eIHAa MOJEpPHA, COOJBETHA U MOPaAU Toa (PyHKIHOHAIHA METOAOIOTH]a.
Toa e mpobOiemarnka (mepuoam3aljaTa W THUIOJOTH3AlMjaTa Ha MaKeOHCKATa
KHIDKEBHOCT) KOjallITO ITOJOJITO BpeMe ce U30ErHyBa U € CTaBeHa Ha MapruHHUTE O]
MOHOBUTE MCTPaKyBarba Ha UCTOpHjaTa Ha Hamara jguTeparypa. Bo taa cmucna, 6u
rO HCTaKHAJIC OBJE Kako WIycTpalMja TeKCToT ,JllecHa 3ain mMmecHUTE  KOj
MPETCTaByBa COCEMa OPHUTHHAJICH MPUCTANl BO PEIIABAKETO HA MPOOIEMOT CO
kinacupukanujata, IepuoaAM3alMjaTa,  TUIOJIOTU3alMjaTa U CUCTEMCKOTO
poy4yBamke Ha MaKeJIOHCKOTO MOETCKO MMMCMO OJ] BTOpaTa 1moJioBiHa Ha 20 Bek.

Ce pa3bwupa, ,,Jlemudpupama (TUTEpaTypHU CTyIUN)  HA AHIOHOBCKH HOCH
co ce0e U MHOTY APYTH CYIITHHCKU BPEIHOCTH 3apaJd KOHW K€ OCTaHe U MOHATaMy
aKTyeJHa (Kako W JAPYTHUTE HETOBH KHIKEBHO-TCOPHCKH KHHTH, BIIPOYEM) U TOKMY
3aToa CTOMME 3aJl CTABOT JeKa OBaa KHHUTra ro 3aciy)XKyBa LIEJIOCHOTO BHUMaHHE Ha
KpUTHKATa ¥ IeHeC HE3aBUCHO O U3MHUHATOTO BpPeMe OJ] HEj3UHOTO 00jaByBambe.

Bu6aunorpaduja
AnponoBckd, Benko (1996). Texcmosnu npoyecu. Ckomje: Kynrypa.
Amnpnonoscku, Benko (2000). Jewuppuparsa (numepamypru cmyouu). Cromje: LITpk.
AnpnoHoBcku, Benko (2011). O6oyxyuja/aboyxkyuja ma meopujama, Tom 1: IKusa
cemuomuxa. Ckomje: [anukyi.
Jlorman, Jypuj M. (2005). Cmpykmypama na ymemuuuxkuom mexcm. IIpeBoJ O/1 pyCKH jazuk
EBTM Manes. Ckomje: MakenoHcka pey.

270



LITERARY “DECODING” BY VENKO ANDONOVSKI

Ranko Mladenoski
Literary “Decoding” by Venko Andonovski

Abstract: Significant place in Macedonian literary critics and in contemporary
Macedonian literature in general, takes Venko Andonovski - an author, poet, essayist,
dramatist, publicist and university professor. This paper represents the review of the literary-
critical and literary- theoretical thought that Andonovski presents in the book “Decoding
(literary studies)”. Firstly the author’s general data are presented, following the essential
specifications for the texts which are part of this book. In conclusion of this paper it is
emphasized that in “ Decoding (literary studies)” the essential issues from many known
disciplines such as literary theory with its basic sub-disciplines (narratology, dramaturgy,
theory of poetry), literary history, literary critics, semiology and philosophy are elaborated.

Keywords: Literary theory, Macedonian literature, literary critics, revalorizations,
modernism, post-modernism.
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CrtpyueH Tpyxa
Theoretical paper

Mapuja I'pkoBa

MOJIE3EH TYPCKO-MAKEJIOHCKH YYEBHUK
OJ/1 MAPHUJA JJEOHTHUK

Ancrpakr: Yue6nukor ,,Gel Tirkceyi ve Makedoncayr Sevelim, Gel Tiirkgeyi ve
Makedoncay1 Ogrenelim! Jlojau ma ru cakaMe TypcKMOT M MakeIOHCKMOT, Jojiu na ru
Hay4uMe TYpCKHOT M MakeIOHCKUOT!“ ox mpodecopkara Mapuja JIeoHTHK € o0jaBeH BO
2015 ronuna. CranyBa 300p 3a TYpPCKO-MAaKEIOHCKU yueOHHMK KOj K€ MM IOCIY>KH Ha CHTE
OHHE LITO CaKaaT Jia To y4aT TYPCKHOT W/ WM MaKeJOHCKHOT ja3UK Ha IIOYETHO PaMHHIITE
Koe oaroeapa Ha Al m Ha A2 paMHHUINTaTa OJpEAEHH cropel 3aelHUYKATa €BPOIICKa
pedepeHTHa paMKa 3a ja3uIuTe.

Jenoto coctaBeHO ox 241 cTpaHuIa € MOJEICHO BO HEKOJKY IeanHH. Taka, HOKpaj
HpeAroBopoT M HHGOpPMANMUTE 3a Y4eOHUKOT, Ce CpekaBaaT H: CIIUCOK Ha CHMOOJIH
KOPHCTEHH BO KHUTaTa; MHCTPYKLHUH 32 KOPUCHULIUTE HA KHUIATa U JeCeT JICKIUH BO KOU €
3aCTaleH KOMyHUKaTUBHHOT IPHOJ, a TOA 3Ha4YM JeKa COAP>KUHNTE BO JICKIUHUTE Ce OJIMCKU
JI0 peaqHOCTa U ce 300raTeHU CO MHOIITBO WIIyCTPallUu.

Y4eOHukoT e nen on komrureror kauru ,,Gel Tiirkgeyi ve Makedoncay1 Sevelim,
Gel Tiirkgeyi ve Makedoncayt Ogrenelim! Jlojau na ru cakame TypCKMOT U MaKeIOHCKHOT,
Jojnu na TM HaydYuMe TYpCKHOT M MAaKEIOHCKHOT! KOj JOMONHHUTETHO COAPXKH paboTHA
TETpaTKa, Pa3rOBOPHHK, PEUYHHUK U rpaMaTHKa.

Kayunn 360poBu: Typcko-makeOoHCKU — yueOHUK, NOYEMHO  pamuuuime,
KOMYHUKAMUGEH NPUOOD, UTYCIPAYULL.

MakenoHCKMOT — ja3MK Kako CTpPaHCKM € TmoceOHa oOyiacT Ha
MaKeJIOHUCTHKATa KOja C€ pa3BHBa Beke HaJa WIECT JCUEHHH BO MakeaoHHja.
[MounyBajku ox pameynara 1966 roagwHa, Kora € o0jaBeH NPBHOT NPUPAYHUK
HaMEHeT 3a HacTaBaTa Mo MaKeIOHCKH ja3WK Kako CTPaHCKH, Jlocera ce o0jaBeHH
OKOJIy TICTHAECeTHHA YUeOHHUIIM HAMEHETH 3a CUTE OHHME KOW CaKaarT Jia TO yJar U Jia
ro yCBOjyBaaT MaKeIOHCKHOT ja3MK KaKO CTPAaHCKH WJIHM, BOOIIIITO, 33 OHHE KOH
cakaar Jia TO y4ar U Jla IO YCBOjyBaaT MaKeJIOHCKHOT ja3HK.

HMeHo, crmoMeHaTHTe YYeOHUIIM KOM TO MOMaraaT yd4emeTO Ha ja3HKOT
HajYecTo TOJpa30upaaT MO3HABAKE HAa €JeH OJ CIOBEHCKHUTE ja3WIlM WIH, TaK,
MO3HABaKE Ha CBETCKH ja3HK, HAjYeCTO HA aHTIUCKHOT.

OTTyka cTaHyBa jacHO JeKa Ha MAaKEJIOHUCTHKAaTa M HeIocTacyBalle
JIBOja3nueH (TypCKO-MaKeIOHCKH) yUeOHUK KOj ke OMlie HaMeHET 3a CUTE OHHE IITO
cakaaT Jia To y4ar (yCBOjyBaaT, M3y4dyBaaT) TYpPCKHOT ja3WK, MaKeIOHCKHOT ja3HK
WM, TIAK, JABaTa ja3uka, 0COOeHO, 3apaau (aKTOT IITO BO MOCIEIHATA JIClEHUja ce
3rojieMH OpOjOT Ha POJCHM TOBOPUTENM HA TYPCKHOT ja3WK BO MaKeJOHCKaTa
jasu4Ha cpejuHa.
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Oco0OeHo Tpeba 1a paayBa (HakTOT LITO MPEJ U3BECHO BpeMe Oeiie o0jaBeH
TOKMY TakoB yueOHUK. Toa e yueOHuKOT ,,Gel Tiirkgeyi ve Makedoncay1 Sevelim,
Gel Tiirkgeyi ve Makedoncayr Ogrenelim! Jlojau ma TH cakamMe TYpCKHOT H
MaKeJIOHCKUOT, Jlojaium Ja TH HayduMe TYPCKHOT M MAaKeJIOHCKHOT!“ oj
npodecopkara Mapuja JIeOHTHK.

CranyBa 300p 32 y4eOHHK KOJIITO MOXXE J1a MM IIOCIY)KH Ha TYypCKUTE
TOBOPHUTEINH POJICHH BO MakenoHH]ja; Ha cTyneHTHTe o Typliija KOUIITO cakaar jaa
cTyaupaar Bo MakenoHHja, a KOUM MPETXOAHO IO ydaT M IO YCBOjyBaaT
MaKEJIOHCKHOT ja3UK KakKO CTPAHCKH; POJCHHTE MAaKEJOHCKA TOBOPHUTEIH IITO
cakaaT Ja ce 3aIll03HaaT CO TYPCKHOT ja3WK Ha MOYETHO PaMHHMINTE, KaKO U Ha
MaKeIOHHUCTUTe U HA TYPKOJIO3UTE KOM MOXAT Ja HajAaT OATOBOPH HA IMOTOJIEM
Opoj mmparmama IOBP3aHU CO JIBaTa ja3HKa.

OTTyka Npou3NeryBa lIeka y4eOHMKOT Haora HIMPOKa MPUMEHa Kako BO
HACTaBaTa Mo ja3HK Taka U BO CEKOjIHEBHATA ja3WYHA CPEIMHA, HO YIITE MOr0JIeMO
3aJI0BOJICTBO Haorame BO (PakTOT IITO OBOj YYCOHHK € JIeN OJ] KOMIUICTOT KHHTH
,,Gel Tiirkceyi ve Makedoncay1 Sevelim, Gel Tiirk¢eyi ve Makedoncay1 Ogrenelim!
Jojau 1a ru cakame TYpCKHOT M MaKeIOHCKHOT, J{0ju 1a TM HaydyuMe TYPCKHOT H
MaKeJOHCKHOT!“ KOj COApKM W pabOTHa TeTpaTka, pasTOBOPHHUK, PEYHUK U
rpamMaTika KOH, MakK, Kako IITO € [TO3HATO, CE JOMOIHUTEIHN YIeOHH moMaraia Bo
MPOIECOT Ha YYCHETO, HO M OCTaHyBaaT Jla OWJaT JUTEepaTypHO OOTraTCTBO Ha
HETOBHTE KOPUCHHMIIM CEKOTalll Kora ke uMaar norpeba oj Hero.

Bo knurata ce cpekaBaaT jaBe 00jaBEHM pEICH3WH, HAa TYPCKH U Ha
MaKeJIOHCKH ja3HK O] PEIIEH3EHTHTE, YHUBEP3UTeTCKH npodecopu, OxTaj AXmen u
Cumon Caznos. Crnopen Ca3noB, BO OBa M3IaHHE BOOAYLIEBYBa JICCHOTHjaTa CO
KOja ce MHTETpUpaHu JBaTa ja3Wka eleH co Apyr. Ca3moB BO cBojaTa peleH3Hja
CIIOMEHYBa Jieka BOOOMYaeHO BaKBUTE YUCOHUIIM c€ HAMCHETH 32 YUCHE eJICH ja3uK
O]l CTpaHa Ha TOBOPUTENH Ha IpyT ja3uk. CaMOTO Toa € rojieM MPeAn3BHK 3a CEKOj
aBTOp, 0cOOEHO 3aToa IITO ce PaboTH 3a MoYeTeH Kypc. AKO KOH Toa ce JIoJaje
VIITE €JeH ja3HK, MPEJU3BUIMTE TpE] aBTOPOT Ce 3TrOJIEMyBaaT HEKOJIKYKPAaTHO,
0COOEHO 3aIlITO CTaHyBa 300p 32 THIIOJONIKYA U 32 TEHEAIOIIKH Pa3IMYHU ja3HIIH,
KaKo IITO C€ BO OBOj CIIy4aj TYPCKHUOT U MaKeAOHCKHUOT jasuk. (CaznoB, Peyensuja,
ctp. 12).

Ha camuor noverok Ha yd4eOHUKOT aBTOpKara T'M NpUKaxyBa Jlexcuuxkume
memu u epamamuykume eOuHUYY CO KO C€ 3all03HaBa CTYIEHTOT CO KOPHCTECHETO
Ha yueOHUKOT. Bo 0BOj /ien o1 KHUTATA Ce NaJieHH AECeT JICKIUH Ha Pa3InuHu TEMU
300raTeHH CO IUjallo3d KOM MOXKE J1a c€ KOPHCTaT BO CEKOjIHEBHUOT JKUBOT, I1a
3aTo0a MOXKE J]a ce KOHCTaThpa JieKa KHUraTa € padOTeHa cO IeJ NMPH HEj3HMHOTO
KOpHCTEHhE a Ouae 3aCTaleH KOMYHHKATHBHHOT MPHOMA, a TOa, MaK, 3HAYH Ha
CTYJCHTUTE J1a UM ce JOOJMKAT LITO € MOYKHO MOBEKEe CUTYAIMH OJ PEalHOCTa, HO
U Jia ce oXpabpar Jja TM KOPHUCTAT ja3UIIMTE U Ja T COBIANAaT HA NPUPOOEH HAYUH.
ITokpaj yBoHATA W 3aBpIIHATA JIEKI[Mja KOM HE CIIy4ajHO TM HOCAT HACIOBUTE Ajoe
0a yuume mypcku u maxedouncku! (yBonHa nekuuja) u Ajoe Hosama 2oduna 3aeono
0a ja Oouexame! (3aBpIIHa JIEKIWja), c€ cpekaBaaT M HacioBuTe Ajoe da ce
sano3uaeme! (mpBa nexuuja), Pasiuunu nauunu Ha sxcusom (BTOpa Jexkuuja), Ajoe
da Kynysame XpaHa u 3aedHo Oa jademe (TpeTa nekmmja), Kako odume Ha
yuuauwme, Ha paboma u Ha oomop? (4€TBpTa JeKuuja), Ajoe da kynysame obnexa!
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(nmerra nexuwmja), HMcnianupan scueom (1ectra nekuwuja), [la co uysame ceoemo
meno u cgoemo 30pagje (cenma jexuuja) u Cpekern pooenoen! (ocMa Jexiuja).

Bo cekoja o1 cmoMeHaTHUTE JIEKLUH CE CPEKaBaaT Pa3iuuyHH JCKCUYKH TEMU
W TPaMaTHUYKH €JIWHUIA COOJBETHU 3a yUeHh¢ Ha ja3WIUTE HA IOYETHO PaMHHIITE.
ITokpaj Toa, Tpeba Jga ce CIOMEHE JeKa aBTOpKaTa MOCBETYBa BHUMAaHHE Ha
HUBHATA €HAKBA PAcIpeeIeHOCT HU3 IeTHOT yueOHHK, a Toa 3HaYH JeKa Tpeda aa
Ougar necHo npu(daTIMBU O]l CTpaHAa Ha CTYJIEHTHTE, OCOOEHO TEMHTE O]l
rpaMaTHYK{ acHeKT, KaJe ITO rpaMaTUKaTa ce Y4 HEHAMETIHBO M HEOCETHO, CO
el 1a ce u30erHe AeMOTUBUPAYKUOT (aKTOp KOJIITO, MaK, UM € JoOpo MO3HAT Ha
CUTE MpaKTHYapu OJl HAcTaBara MO jasuk. OTTyKa, yIITe eIHAIl ce MpPErno3HaBa
aKTYeTHHOT KOMYHHKATHBEH INPHOJA BO YYCH-ETO ja3UK, a CO TOa ce MOTBPAYBa
(dakToT Jeka aBTOpKaTa IIOCBETyBa BHHMAaHHE, IIOKpaj Ipyroro, na Oupgar
NPUMCHETH ¥ COBPEMEHHTE ITPUHIIMITHN 33 U3pab0TKa Ha yYCOHHK IO ja3HK.

Hcro Taka, BO cekoja oJl JISKIIMUTE CE CpekaBaaT M300WUIICTBO BEXOH U
JIMjalio3d TIPEKy KOW Ce COBIaJyBa JICKCHKATa W rpaMaTHKaTa Ha JIBaTa ja3uka, a
MMaaT 3a [eN He caMO Ja TO 33JpKaT BHHMAaHHETO Ha CTYACHTUTE TYKy H Ja
3a3eMaT aKTUBHO YYECTBO 3a BpeMe Ha HacTaBaTa, HO U Jia OCTaHAT MOTUBUPAHHU BO
TEKOT Ha YYCHETO.

[IpBHOT cerMeHT MTO ce YyCBOjyBa MHpPU YYCHETO CTPAHCKH jasHK €
az0ykara. Taka, aBTOpKaTa BO BOBEIHATA JIEKI[Mja TIPaBU Nperies Ha ABeTe a30yKH,
W Ha TYpCKaTa M Ha MaKeJIOHCKATa, CO €KBUBAJICHT M CO MPHMEP OJ] APYTHOT ja3HK,
KaKO U YHTAIhETO Ha IIACOBHUTE OJ1 ABETE a30YKH.

[Toroa ce nageHn pOAHUHCKUTE BPCKH, OPOCBHUTE U HAjUeCTHTE 300pOBH O
CEeKOjTHEBHATA JIEKCHKA TI0 IITO Ce MPEMHHYBA KOH IPAMaTHYKHUTE COAPIKUHU.

Opx rpaMaTHYKHU acIeKT, MakK, Ke ClIOMEHeMe JIeKa BO MOYSTHOTO PAMHHMIIITE
Ha yYeHe Ha MaKeIOHCKHOT ja3WK KaKO CTPAHCKU CE ydaT UMEHCKHTE 300pOBHH
TPYIH, TJIATOJICKH BpPEMHUIba, KaKO M MOXHHOT W 3amoBenHHOT HauuH. [loroa,
MIPHUJIO3HTE, MPEIIO3UTE U CBP3HULIUTE, KAKO H 3aMEHCKUTE 300POBH.

Taka, o7 MMEHCKHTE 300POBHU TPyNH Ke HM3JABOMME JeKa OJJICIHO Ce
NPETCTAaBeHH HMMEHKHTE CO CIHHHCKUTE M CO MHOXHHCKHTE (OpMH, THYHHTE
3aMeHKH co (opMUTE 3a TMOAMET M 3a JAWPEKTCH, MHIUPEKTEH U MPEIJIOMIKH
MpeaMeT, MOToa OMHMCHUTE, 3aMEHCKHTE, OpojHHTE mpHaaBku u Opoepute. On
[JIArOJICKUTE BPEMHIbA, BO IMOYETHOTO PAaMHHUIINTE C€ YCBOjyBaaT CEralmHOTO MU
HUIHOTO BpeMe, KaKO M MHHATO OIPENEIICHO CBPIICHO W HECBPIICHO, MHHATO
HEOIIpe/IeNIeHO CBPIICHO M HECBPIICHO BpeMe. Bo kHuraTa ce 3actaneHu U npuMepu
3a 3allOBEIHUOT M 32 MOXHHUOT HAayMH. ABTOpPKaTa MOCBETyBa BHUMaHHE U Ha
JIpyrute 300pOBHU TpyIH, NPU MITO T'M MPETCTaByBa MPHIO3HUTE, MPEUIOZUTE H
CBP3HUIIUTE M, CEKAKO, T MPETCTAByBa W MOKA3HUTE, MpAIIATHUTE M OJPCUHHUTE
3aMEHCKHU 300POBH.

Bo cekoja om crmomeHaTHTE TpaMaTHYKd EOUHUIM € YIoTpeOeH
KOHTPaCTHBHHOT METOJ, I1a 3aT0a BO OBOj JIeJ CE HaoraaT rpaMaTHYKd TpaduKOHH.
Hcto Taka, eaMHUIMTE Cce MPETCTAaBEHH W HU3 NpPUMEpU M Ha TYPCKH U Ha
MaKeJIOHCKH ja3WK IITO UM TOMara Ha KOPUCHHIIMTE Ha Y4eOHHKOT Ja TH BOOYAT
3aeHUYKUTE Oele3n Ha IBaTa ja3uka, [ITO MOXE JOMOJHUTEIHO a Td MOTHUBHpA
BO MPOLIECOT HA yUeHe.
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Bo omHOC Ha TemHTe HA JIGKIIMUTE 3aCTAllCHU BO YYEOHHUKOT, K& U3BOUME
JeKa CUTe TEMHU C€ CEKOjJIHEBHM M AaKTyelHH U T'M oldakaaT pa3IuKuTe U
CIIMYHOCTHTE Ha JBE Pa3IMYHHU 3€MjU CO JIBE pa3ln4HU Kyirypu. [lounyBajku ox
3all03HABAKETO U TPETCTaBYyBAKHETO, aBTOPKATA MOCTEIICHO HE BOBEIYBa BO JIPYIH
aCIeKTH O] XHMBOTOT, KaKO IITO ce: OOpa30BHHMOT JKMBOT; PAa3IMYHUTE 3€MjU U
HapoIUTEe BO HHUB, KaKO W ja3WIUTE IITO T'H 300pyBaatr; pa3iiMyHHUTE NPOPECHH;
JIOMOT, KykaTa W CEMEjCTBOTO, HO M JKUBOTOT BO Pa3jM4YHH >KUBOTHU CPCIUHH;
JeKCUKaTa 3a XpaHaTa, Kako M MecTaTa OJ KaJe IUTO MOXe JAa ce HabaBw;
pa3IMYHHUTE TMPEBO3HU CPEICTBA; 3all03HABAKE CO CCKOJIHEBHH CHTYallUH IPH
KyIlyBamkeTO 00JieKa, a apajiesHo CO TOa Ce MOCBETyBa BHUMAHHUE U Ha pa3IMyHUTE
0OM W HUBHOTO 3HAYeHe; MPETCTaBYBamke HAa JEIOBHTE HA TEJIOTO; Pa3IHYHHUTE
TUIIOBH KOMYHHUKAIlMja; CEKOjJIHEBHUTE CUTYal[MH TPU OJICHE Ha TOCTH WM, TaK,
YecTUTame; NPEeTCTaByBalkbe Ha HAJIO3HATUTE JecTHHauuu ox Typuuja U on
Maxkenonuja onx reorpadcKu acmeKkT; 3aBpUIyBajKM CO MPETCTaByBame Ha
HOBOTOJIMITHHUTE TIPOCIIABH.

Ox coOMEHaTOTO CTaHyBa jacHO JieKa aBTOpKaTa MOCBETWJIa BHUMaHHE Ja
TH MPETCTAaBU HE caMo JIBaTa ja3uka (TypCKH W MakKeJIOHCKH), TYKY U Pa3HYHUTE
KyJITYypH BO 3€MjHUTE KajJie IITO ce 300pyBaaT OBHE ja3Wlu, AaBajku roiieM Opoj
reorpadcku, UICTOPUCKH U KYJITYPHU UHPOPMALIUH.

OBze ke IoTceTUMe JeKa KHUraTa € 30oraTeHa co rojieM Opoj MIycTpaluH,
HITO YIITE eIHAI ja MOKa)XXyBa IMOCBETEHOCTAa HA aBTOpPKATa MpU HM3paboTKaTa Ha
JeNoTO.

3a kpaj, ke rO HMCKOPUCTHMME OBOj TOBOJ Ja M H3pa3sUMe YCCTUTKH U
OJrlaroJapHOCT Ha aBTOpKara, nmpod. a-p Mapuja JleoHTHK, 32 U3paboTKaTa Ha OBO]
y4eOHHK KOj HECOMHEHO K€ CTaHe 3HayajHO JIeJI0 BO 00JIacTUTE TYPCKH ja3UK KakKo
CTPAaHCKH W MAaKCIOHCKH ja3WK Kako CTPAHCKM Ha IMOYETHO PaMHHIITE, HO W
MTOLINPOKO.
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Useful Turkish-Macedonian Textbook by Marija Leontic

Abstract: The textbook "Gel Tiirk¢eyi ve Makedoncay1 Sevelim, Gel Tiirkgeyi ve
Makedoncay1 Ogrenelim! Come to love Turkish and Macedonian, come to learn Turkish and
Macedonian" by Maria Leontic was published in 2015.

It’s a Turkish-Macedonian textbook that would serve all who want to learn Turkish
and/or Macedonian language on basic level, corresponding to the Al and A2 levels set by
The Common European Framework of Reference for Languages.

The textbook consists 241 pages divided into several sections, which besides the
preface and information about the book, can be found: the list of symbols used in the book;
user instructions, ten lessons presented with the communicative approach, which means that
the contents of the lessons are close to reality and are enriched with a multitude of
illustrative images.

The textbook is a part of a book kit named "Gel Tiirk¢eyi ve Makedoncay1 Sevelim,
Gel Tiirkgeyi ve Makedoncay1 Ogrenelim! Come to love Turkish and Macedonian, come to
learn Turkish and Macedonian", which further contains a workbook, phrasebook,
vocabulary and grammar.

Keywords: Turkish-Macedonian Textbook, basic level, communicative approach,
illustrations.
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IIOBHUK 3A TOCTABYBAILE TPYJIOBHU
BO MEI'YHAPOJHOTO HAYYHO CIMCAHHE ,,[TIAJIMMIICECT*

Iouumysanu u Opazu KonewKy u Koaezu,

On 2016 roauHa 3amovyHyBa O0jaBYBameTO Ha CIHCAHUETO ,llamumricect,
Mel'yHapOJAHO CIHMCAHHE 32 JIMHTBUCTHYKH, KHIDKEBHH M KYJITYPOJIOIIKH HUCTPaKyBama BO
m3nanue Ha ODunonomkuor Qaxynrer npu YHHBep3uteToT .l ome Jemue” Bo IllTmm.
MeryHapoaHoTo criucanue ,Ilamumicect ke ce o0jaByBa BO €JEKTpOHCKa (opma co aBa
Opoja TOAMIIHO U TOA elieH Opoj BO Maj U eJicH OpOj BO HOEMBPH.

Ilopamu ToOa, Be MHOKAaHyBaMe€ Ja 3E€MET€ YYeCTBO CO Ball TPyA BO HaIIETO
cnucanue. Bo mpuiior BM jJ0ocTaByBaMe M YNATCTBO 3a IMOAIOTOBKATa Ha TPYAOBHUTE 3a
cnucanueTo ,,[laaumicect.

YHOATCTBO 3A IOATOTOBKA HA TPYJIOBUTE

Bo wmeryHapognoto cnucanue Jlamumncect ce o0jaByBaaT TpPYIOBH Of
o0acTuTe JIMHIBUCTHKA, HAYKA 3a JIUTEpaTypaTa, METOJ1Ka Ha HacTaBaTa U KyJITypOJIOTHja.
[Tokpaj Toa, pesepBupaHa € U pyOpHKa 3a NPHUKa3H, OXHOCHO 3a PEIEH3MM 3a HajHOBaTa
npoaykiuja (KHUTH, MOHOrpaduu M CIMYHO) OJ MIMpOKaTa objact Ha Quionorujara u of
KYyJITypOJIOTHjaTa.

Bo cnucanmnero ,Ilanmummncect™ ke ce oOjaByBaaT TPYAOBH Ha MAaKeJOHCKH,
AHTJIMCKH, PYCKH, TePMAaHCKU, UTAJUjaHCKU, (ppaHIlyCKH U TYpCKH jasuk. TpymoBure Tpeba
na ounat nmoarotseHn Bo MS Word, makcumym 10 ctpanuiu, Bo BS dopmar co maprunu
JIeBO, JIECHO, rope aony 2,54 cM, co ¢oHT Times New Roman, mpopen single, co ciaenHure
napameTpHu:

1. Ume n npe3uMe Ha aBTOPOT/aBTOpUTE: TosieMu OykBH, 6oz, ronemuna 11;

2. HacsoB Ha TpyAoT: TosIeMu OyKBH, 001, ToneMuHa 12;

3. AnCTpaKT Ha COOABETHHOT ja3uk: MakcuMyM 250 300poBu, roixemuna 10;

4. Knyunu 360poBu: MakcuMyM 7 KIIy4HH 300poBH, roiemMuna 10;

5. Tpynot Tpeba ma TM COAPKH CIECTHUTE OCHOBHH eJeMeHTH (1eJ0BH): BOBEI,
IJIaBEH JIe Ha TPYJIOT, 3aKIy4oK U 6ubmuorpaduja.

6. BoBenor, r1aBHUOT /€1 HAa TPYAOT M 3aKIy4OKOT Ja OMIAT cO rojeMuHa Ha
Oyxsu 11;

7. bubnunorpadujarta co ronemuna Ha Oyksu 10.

8. AnCTpaKkT Ha AaHIVIMCKH ja3MK HA KPajoT o TPyAoT, no budaunorpadujara:
rosieMuHa Ha OykBu 10, co cIeqHHUTE 33T0JDKUTEIHYU €JIEMEHTH: UME U IPe3uMe Ha aBTOPOT,
HACJIOB Ha TPYAOT, allCTPAKT, KIIy4YHH 300pOBH.

ABTopuTe ce 00Bp3aHM Ja HCIpakaaT TPYIAOBH INTO BeKe ce JIEKTOPHPAHU O]
OBIIACTEH JIEKTOP 33 COOJBETHHOT ja3HK.

TpynoBuTe 1a ce HCIIPAKAAT HA €/IHA 01 CJIeIHUTE a/Ipecu:

Ha makenoncku jasuk: ranko.mladenoski@ugd.edu.mk
Ha pycku jasuk: tole.belcev@ugd.edu.mk
Ha anrmucku jasuk: nina.daskalovska@ugd.edu.mk
Ha repmancku jasuk: biljana.ivanovska@ugd.edu.mk
Ha ¢pannycku jasuk: svetlana.jakimovska@ugd.edu.mk
Ha typcku jasuk: marija.leontik@ugd.edu.mk
Ha uranujancku jasuk: jovana.karanikik@ugd.edu.mk
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[Ipy 1MTHpameTo BO TPYNOT U HAaBEAyBameTO Ha KOPUCTEHATa JIUTEpaTypa
(oubnuorpaduja/ pedepenuu) na ce mpumenyBa cucrtemoT AITA (APA style) xako Bo
MPUMEPHUTE IITO CE HABEICHHU MO0y

a) [{luTaTH BO TEKCTOT

3a Oupexmuu yumamu 80 meKcmom ce Hagedyea Npe3uUMemo Ha aemopom,
2o0unama Ha uzoasarbe Ha Mpyoom u CMpaHuyama Ha Koja ce HAoOra yumamom, cnopeo
C1eOHU08 npuMep.

ITanocka (1980) ucrakHyBa Jeka ,,CBP3yBambEeTO HA TEOpHjaTa CO MPAKTHKATA € Of
0CcOo0EHO 3HAYCHE 32 COBPEMEHOTO yuunuiire (cTp. 29).

Axo asmopom ne e choMHam HA NOYEMOKOM, uUcmume nOOAMOYU ce CIasaam 6o
3azpada no yumamom:

Taa ucrakHyBa neka ,,CBP3yBamEeTO Ha TeOpHjaTa CO NPAKTHKATa € OJf 0COOCHO
3Haueme 3a coBpemenoto yumiumte ([Tanocka, 1980, ctp. 29).

Koza namecmo yumam ce xopucmu napagpasa, ce kopucmu cieoHuog gpopmam:

ITanocka (1980) wucrakHyBa Jeka BO COBPEMEHOTO YUYWIHIITE € MOTPEOHO
Teopujara Jia ce MOBP3yBa CO MPaKTHUKATA.

Taa ucTakHyBa Jeka BO COBPEMEHOTO yUYWIMINTE € MOTpeOHO Teopwjara ga ce
noBp3yBa co npakrukara (ITanocka, 1980, crp. 29).

0) Kopucrena qureparypa
Lumupanama numepamypa ce Hagedyéa no azbyuen ped cnopeo npesumemo Ha
asmopom. Axo uma noseke mpyoosu 00 eOeH Ucm asmop, mue ce Haeedy8aam no
XPOHONOWIKU pedociied 00 Hajcmapuom KOH HajHOBUOM.
e 3aKnuza:
ITanocka, P. (1980). Memoouka na macmasama no maxeooncku jaszux. Cxorje:
IIpocBeTHo nemno.
®  3a noznagje 00 Knuza:
Cobb, T., & Horst, M. (2001). Reading academic English: Carrying learners across
the lexical threshold. In J. Flowerdew & M. Peacock (Eds.), Research perspectives
in English for academic purposes. Cambridge: Cambridge University Press.
e  3acnucanue:
Craik, F.I.M., & Lockhart, R. S. (1972). Levels of processing: A framework for
memory research. Journal of Verbal Learning & Verbal Behavior, 11(6), 671-684.
*  3a ged-cmpanuya:
Cratuctnukn 3aBon Ha PenybOnmka Makenonuja (2009). Cmamucmuuxu
coouwnuyu na Penybnuxa Makeodonuja. Tlpesemeno Ha 4 wmapt 2009 r.
http://www.stat.gov.mk
3a moBeke MpUMEPH U 3a MIPEOCTAaHATUTE ONLUHK MOXKETe Ja Hajaere MH(opMauuu
Ha CJIeHIBE BeO-CTPaHUIIN:
http://www.apastyle.org/
https://owl.english.purdue.edu/owl/resource/560/1/

TpynoBure (6e3 MMe W Ipe3uMe Ha aBTOPOT) C€ peleH3MpaarT oJ JBajua
PELEeH3eHTH KOUIITO ke paboTar M Ke AaJaT MHCJICHE He3aBUCHO elleH O APYT. ABTOpHUTE
ke Oupar uHGOpPMHpAHH 32 MHUCICHETO Ha PEICH3CHTUTE 3a HUBHHUTE TPYAOBH Mpe
o0jaByBameTo Ha cekoj Opoj ox cmucanuero. KoHeuHara omiyka 3a o0jaByBame Ha
TPYIOBUTE ja HOCAT WICHOBHTE Ha PENakIMCKHOT COBET Ha CIHMCAaHUETO W TJIABHHOT H
OJTOBOPEH YPEIHUK.



CALL FOR PAPERS
FOR THE INTERNATIONAL SCIENTIFIC JOURNAL “PALIMPSEST”

Dear colleagues,

As of 2016 the international journal for linguistic, literary and cultural research
“Palimpsest” will begin its publication at the Faculty of Philology at Goce Delcev
University - Stip. “Palimpsest” will be published electronically twice a year, starting with
the first issue in May and the second one in November.

Therefore, you are cordially invited to contribute a paper to the journal. You can
find the instructions for preparation of papers for “Palimpsest” below.

GUIDELINES FOR PREPARING THE PAPER

“Palimpsest” is an international journal aiming to publish papers in the area of
linguistics, literary science, teaching methodology and culturology. In addition, there is a
section reserved for reviews of books, monographs, and other publications in the sphere of
philology and culturology.

“Palimpsest” will publish papers in the following languages: Macedonian, English,
Russian, German, Italian, French and Turkish. The papers should be prepared in MS Word
in B5 format and should not exceed 10 pages; all margins should be set to 2,54 cm. The text
should be in Times New Roman, single spaced with the following parameters:

1. Name and surname of the author/authors: capital letters, bold, size 11
. Title of the paper: capital letters, bold, size 12
. Abstract: 250 words maximum, size 10
. Keywords: maximum 7 keywords, size 10
. Main text: size 11
. References: size 10.

7. The paper should contain the following basic elements (parts): introduction,
main body, conclusion and references.

8. Abstract in English after the reference section (if the paper is in another
language): size 10, containing the following elements: author’s name and surname, title of
the paper, abstract and keywords.

Prior to submission, papers should be proofread by an authorized proofreader in
one of the languages listed below.

AN A W

Papers should be submitted to one of the following emails:

In Macedonian: ranko.mladenoski@ugd.edu.mk
In Russian: tole.belcev@ugd.edu.mk
In English: nina.daskalovska@ugd.edu.mk
In German: biljana.ivanovska@ugd.edu.mk
In French: svetlana.jakimovska@ugd.edu.mk
In Turkish: marija.leontik@ugd.edu.mk
In Italian: jovana.karanikik@ugd.edu.mk
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Authors should use the APA citation style, as in the examples below:

a) In-text citations

For direct citation in the text you should state the author’s surname, the year of
publication and the page number:

Panoska (1980) specifies that “merging theory and practice is significant for
contemporary schools” (p. 29).

If the author is not mentioned at the beginning, place the author’s surname, the
year of publication and the page number in parenthesis after the quotation:

She states that “merging theory and practice is significant for contemporary
schools” (Panoska, 1980, p. 29)

If you use paraphrase instead of direct citation, you should use the following
format:

Panoska (1980) states that contemporary schools need to merge theory with
practice.

She states that contemporary schools need to merge theory with practice (Panoska,
1980).

b) References
Reference list entries should be alphabetized by the last name of the first author of
each work. If there are more articles by the same author, they should be listed in
chronological order from the oldest to the most recent one.
e Books:
Panoska, R. (1980). Methodology of Teaching Macedonian Language. Skopje:
Prosvetno delo.
e Book chapters:
Cobb, T., & Horst, M. (2001). Reading academic English: Carrying learners across
the lexical threshold. In J. Flowerdew & M. Peacock (Eds.), Research perspectives
in English for academic purposes. Cambridge: Cambridge University Press.
o Journal:
Craik, F.IM., & Lockhart, R. S. (1972). Levels of processing: A framework for
memory research. Journal of Verbal Learning & Verbal Behavior, 11(6), 671-684.
o Websites:
Office of Statistics or Republic of Macedonia (2009). Statistical Yearbooks of
Republic of Macedonia. Accessed on 4™ of March 2009. http://www.stat.gov.mk

For more information, please visit the following websites:
http://www.apastyle.org/
https://owl.english.purdue.edu/owl/resource/560/1/

All articles will be double-blind peer-reviewed prior to being accepted for
publication.
The final decision for publication will be made by the editorial council.






