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IIPEOTOBOP

[llecTnoT 6poj Ha MeI'yHapOJHOTO HAy4YHO ciucaHue ,[lanmummcect goara
KaKo IOTBpPJa Ha 3a/I0KOUTe Off ypeHMUIMTe Ha OBaa Hay4YHa IMyO/nMKaluja, HO
U Ha PaKOBOACTBOTO U HA CHOT HAaCTaBeH Kajap of Puionmomknor (axynrer
npu YHuBep3uretoT ,,loue derdes” Bo llITum, 3a mocraByBarme Ha KBaTUTETOT
Ha CIMCAaHMETO BO CEKOja CMMC/IA Ha €JHO IIOBMICOKO HMBO BO OJJHOC Ha CUTe
HpeTXoaHo objaBeHN 6poeBu. Bpouem, TpynoBute mro ce o6jaByBaar BO OBOj
Opoj o crMcaHMeTo M HUBHATA COMVJIHA HAYYHO-MCTPa’KyBayKa BPEeLHOCT TO
WIYCTpUpaar 3TO/IeMEeHNOT MHTepeC Ha IMHIBUCTUTE, KHVDKEBHIUTE TeOpeTIIapl,
UCTOpMYAPK U KPUTHUYAPHU, KYITYpPOIO3UTE ¥ METOAMYApPUTE HAa HacTaBaTa Of
MakefioHMja 11 OFf CTPAHCTBO 32 Y4EeCTBO BO KPEMPABETO Ha CEKOj HapezeH Opoj.
VimeHo, Bo 1ecTroT 6poj Ha ,,ITanmmicect” ce mpuaoxeHu 25 HAyYHU, CTPYIHN
U TIperjiefHy TPyJOBM Ha aBTOpu of Maxkenonuja (of YHuBepsurerot ,lore
Hemues Bo IlItum, ox Yuusepsutetot ,,CB. Knument Oxpuacku® ox Burtona u
ox Yuusepsureror ,CB. Kupnun nu Meropuj“ on Ckorje), HO 1 off APyTU 3eMju
kako mro ce Cpbuja, XpBarcka, CroBennja, bocHa n Xeprerosnuna, Crnosauka,
Typuuja, Bperor Ha CronoBara Kocka 1 Mapoko, Bo IleTTe TOCTOjaHM pyOpUKIM OF
CHyMcaHMeTo: Jasuk, KumkeBHocT, Kynrypa, MeToguka Ha HactaBarta 1 IIpukasn.
OunrnegHo e geka 3a MeI'yHapOZHOTO HAay4YHO ciucanme ,,Ilanmmncect, moneka
HO CUTYPHO, Ce IPOIINPyBaaT cpepuTe HA MHTEPeC BO TojIeM 6poj HayYHM KPYTOBI
BO pa3HM AprKaBM Of HalllaBa IUIaHeTa. Bo Taa cMucia, IpujaTHO M3HEHAZyBa
MOKa)KaHMOT OI'POMEH MHTepec 3a 0bjaByBambe Ha HAYYHM U CTPYYHM TPY[OBU
BO ,,[TanmuMIicect” off HalIMTe TOYNTYBaHY KOJIEIIKI U KOJIETY Of appUKaHCKUOT
Hay4eH KpYT.

Op mpyra cTpaHa, IpeKy MHTEPecoT Ha CTPAHCKUTE MCTPaKyBauu
3a HAIeTO CINCaHNe, Ha MHAMPEKTeH HauMH ¥ PUIonomKnoT GakynireT of
IITum ja mpoaabodyBsa u ja MpoIMpyBa HaydyHaTa cOpaboTKa Co oroaeM 6poj
CTPaHCKU YHMBEP3UTETH IITO € BO [YXOT Ha COBPEMEHOTO BIICOKO 00pa3oBaHume
BO CBETCKI paMKH. Bo Taa cM1mc/Ia, cO 3alOBOZICTBO MOXKeMe [jJa KOHCTaTupame
ieKa Mer'yHapOJZHOTO Hay4YHO crucanue ,[Tamumicect” faBa 3HaUYaeH MPUIOT BO
Pa3BOjoT 1 pacTe>XXOoT Ha HammoT PakynTeT Ha MeI'yHApOJHO HUBO.

Hema comHeHMe fexa oBa Hallle Mel'yHapOJHO Hay4HO CINCaHUe U
HaTaMy Ke ce pas3B}Ba II0 HarOpHA JIMHNja CO IITO Ke Hy[U 3HaYaeH IIPUJOHeC
BO YHAIpeflyBameTo M adMpPMUpPABETO Ha MaKeJOHCKATa, HO M Ha CBETCKaTa
MOJiepHa Hay4YHO-MCTpakKyBauka paboTa of oOMacTUTe IMHTBUCTUKA, HayKa
3a KHIDKEBHOCTA, METO[MKa Ha HacTaBaTa U Ky/ITYpo/loruja. YHOpPHOCTA U
eHTY311ja3MOT Ha TolIeMMOT Opoj yuecHMI of 17 3eMju BO CBETOT KOMIUTO Ce
BK/IY4eHM BO KpeUpameTo Ha cekoj 6poj oxn ,Ilammmmcect mpercraByBaar
CONMJIHA OCHOBA 3a HallaTa Bep6a BO OP3MOT pacTeXX Ha KBAJIMTETOT HAa OBaa
Mel'yHapojHa Hay4Ha rmy6nukanuja. Co TakBa Bepba ¥ BU I HyAMIMe 32 YUTatbe
TPYHOBUTE Off IeCTHOT Opoj Ha ,,[Tanummcect™.

Tone benues, ypegHuk Ha ,,Ilanummncect”



FOREWORD

The sixth issue of the international scientific journal “Palimpsest” is not only
a confirmation of the efforts of the editors of this scientific publication, but also
of the management and the academic staff of the Faculty of Philology at Goce
Delcev University - Stip for raising the journal’s quality in every sense to a higher
level in relation to all previously published issues. In fact, the papers published
in this issue and their solid scientific and research value illustrate the growing
interest of linguists, literary theorists, historians and critics, cultural scientists
and teaching methodologists from Macedonia and abroad for participating in the
creation of each upcoming issue. Namely, the sixth issue of “Palimpsest” contains
25 research, theoretical and review papers by authors not only from Macedonia
(from Goce Delcev University in Stip, St. Kliment Ohridski University in Bitola,
and St. Cyril and Methodius University in Skopje), but also from other countries
such as Serbia, Croatia, Slovenia, Bosnia and Herzegovina, Slovakia, Turkey, Ivory
Coast and Morocco, in the five permanent sections of the journal: Language, Lit-
erature, Culture, Teaching Methodology and Book Reviews. It is obvious that the
international scientific journal “Palimpsest” slowly but surely expands its areas of
interest in many scientific circles in many countries worldwide. In that sense, it is
a pleasant surprise that there is great interest in publishing research and theoret-
ical papers in our journal by our respected colleagues from the African scientific
circles.

On the other hand, through the interest of foreign researchers the Faculty of
Philology in Stip indirectly deepens and extends the scientific cooperation with
a number of foreign universities, which is in the spirit of contemporary higher
education worldwide. In that sense, we can gladly state that the international sci-
entific journal “Palimpsest” gives a significant contribution to the development
and growth of our Faculty internationally.

There is no doubt that this international scientific journal will continue to
develop in an upward direction, which will offer significant contribution to the
promotion and affirmation of the Macedonian as well as the world’s modern
scientific and research work in the fields of linguistics, literary theory, teaching
methodology and culture. The persistence and enthusiasm of the large number
of participants from 17 countries in the world involved in the creation of every
issue of “Palimpsest” provide a solid basis for our belief in the rapid growth of the
quality of this international scientific publication. With such faith, we invite you
to read the papers in the sixth issue of “Palimpsest”.

Tole Belcev, editor of “Palimpsest”
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Article scientifique
Original research paper

COMPARAISON ET MARQUEURS COMPARATIFS
EN DAN EST

Gondo Bleu Gildas
Université Félix Houphouét Boigny, Cote d’Ivoire
gondobleu@gmail.com

Résumé : Le présent article traitant de la « Comparaison et des marqueurs comparatifs
en dan est » cherche a attirer 1’attention des lecteurs sur les marqueurs ou les morphémes
servant a ébaucher une comparaison dans la langue dan et plus précisément en dan est. Les
enquétes sur le terrain et les analyses du corpus décélent trois types de comparaison en dan
est : la comparaison restrictive et la comparaison large. La comparaison restrictive ne
comporte pas de morphéme comparatif et de comparant tandis que la comparaison large
comporte des marqueurs ou morphémes comparatifs et des comparants. En ce qui concerne
la comparaison large, I’on dénote deux types de comparaison : la comparaison simple et la
comparaison du superlatif. Chacun des deux groupes comporte en leur sein des morphémes
comparatifs qui varient d’une catégorie de comparaison a une autre. Ainsi, les comparatifs
retenus au sein de la comparaison simple sont : infériorité (ka...6a), égalité (kade...d¥) et
supériorité (ka...ta). Quant a la comparaison du superlatif, I’infériorité se manifeste par : la
relative (dedewo) et (+/-H + Adjectif (diminutif/augmentatif)), infériorit¢ (foc + (-/+) H
+Adjectif diminutif), supériorit¢ (foc + (-/+) H +Adjectif augmentatif) et le superlatif
excessif (Adjectif (diminutif/augmentatif + gb¥)).

Mots-clés : comparaison, marqueurs comparatifs, dan est.

Introduction

La comparaison, considérée comme une figure littéraire, en poésie ou en théatre,
est un mot provenant du lexique latin comparatio désignant «I’action
d’accoupler ». Elle consiste a rapprocher deux ou plusieurs animés, inanimés
concrets ou abstraits de méme nature pour mettre en évidence leurs ressemblances
et leurs différences. Ces différences et ressemblances s’opérent a 1’aide d’un ou des
mots de liaison appelés comparatif ou outil de comparaison. Toutefois, ces deux
objets mis en évidence reflétent souvent des différences ou des similitudes
appartenant a des champs sémantiques. Ces comparatifs différent d’une langue a
une autre, cette différence observable nous invite a repérer les outils de comparaison
dans la langue dan et plus particuliérement en dan est.

Généralement, le dan est la langue est parlé dans 1’ouest montagneux de la Cote
d’Ivoire par 1490000 d’habitants selon les données de 1’Institut National de la
Statistique (INS). Cette langue comprend deux grands parlers et de divers dialectes.
Les données de Vydrine (2008) et d’Erman (2008) parlent respectivement du dan de
["ouest et du dan de [’est. De part et d’autre, il existe des écrits sur les deux groupes
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de dan. Sur le dan ouest les ouvrages de Bolli (1973, 1976, 1980, 1991) et de
Houmega (2009, 2013) traitent respectivement de la  Phonologie,
Morphosyntaxique, de la Sémantique du verbe et des procédés d'identification de
dérivatifs en dan blossé. En se référant au dan est, les syllabaires et les ouvrages de
Vydrine (2010, 2008) abondent plusieurs terminologies : la morphologie, et le
dictionnaire dan est ; Gondo (2016, 2017) é¢labore une étude phonologique et
morphosyntaxique du dan-gblewo. Quant a Nadezda (2013), elle décrit les
préverbes en kla-dan. Aucun de ces ouvrages cités ne traite de la comparaison en
dan, et particuliérement des outils de comparaison (ou de «marqueurs de
comparaison » (Fuchs 2009, p. 93)) en dan, d’ou le fondement de notre recherche.

Le sujet intitulé la « Comparaison et marqueurs comparatifs en dan est » mettra
en évidence deux objectifs précis. Le premier est de savoir comment les peuples
procédent a la comparaison de deux ou plusieurs objets et le second est d’identifier
les outils comparatifs qui interviennent dans cette comparaison. Pour parvenir aux
objectifs fixés, cette recherche s’appuie sur un certain nombre de questions : Dans
quelles circonstances emploie-t-on la comparaison ? Quels sont les différents types
de comparaison qui existent en dan ? Combien de morphémes comparatifs
interviennent-ils dans la comparaison ? Existe-t-il des comparaisons sans
morphémes comparatifs ? Existe-il des morphémes spécifiques pour chaque type de
comparaison ?

Si bien qu’il n’existe d’esquisse de travaux sur la comparaison en dan et plus
particulierement sur les langues mandées, nous nous inspirons des travaux de Vigh
(1975) sur la Comparaison et similitude, de Morinet (1995) sur la comparaison en
amont ou en aval de la métaphore, de Petibon (2007) sur la figuration de la
comparaison, une virtualit¢ fictionnelle, d’Heboyan (2010) sur la Figure de la
comparaison et de Fuchs (2009) évoquant les « marqueurs de comparaison du
frangais » (p. 93). Les travaux de ceux-ci ont permis de bien conduire nos enquétes
sur ’aire dan afin de recenser un corpus fiable sur la comparaison auprés de
plusieurs locuteurs.! De ces données recueillies, et en guise de réponse aux
questions susmentionnées, nous notons que le peuple dan emploie la comparaison
d’abord pour exprimer un sentiment de mépris (par exemple, il est comme un
chien), de grandeur (par ex: il est bien grand que ma fille), ou de simple
comparaison de deux objets (il est moins grand que mon fils). De cette enquéte, il
ressort deux types de comparaisons : la comparaison simple et la comparaison du
superlatif. Ces deux types de comparaisons fondent le développement de la
recherche.

1. Quelques notions dans la comparaison

Dans la comparaison, les éléments mis en jeu sont le comparant et le comparé. Le
degré de comparaison dans les langues s’appuie sur les morphémes comparatifs, les
marqueurs comparatifs (MC) ou les « marqueurs grammaticaux » selon les analyses de
Fuchs et Le Goffic (2005, p. 2), sur les adjectifs ou sur les adverbes. Ces éléments cités,

! Nous tenons & remercier Mme Douati et & Mme Kpan, locutrices natives dan. Et pour les
vérifications des données recueillies, nous adressons nos sincéres gratitudes a M. Biéde Gueu et a M.
Zito Frangois.
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mis en relief au sein d’une phrase, forment la comparaison. Ainsi, la mise en ensemble de
ces ¢léments constitue la structure phrastique suivante :

P:N;+V+ADJ + MC; +N; + M(C,

P:N{+VERB + 0 +N; + MC;

P:Ni+ADV+ O+ N, + MC,

Le constituant N; est le comparant. Ce comparant est considéré comme 1’objet de la
comparaison. Il peut désigner une personne, une chose etc.

Le constituant N, est le comparé. Il est appelé parfois /e théme dans la comparaison :
c’est ce qui est mis en évidence par rapport au comparant.

La position de 1’Adjectif peut étre considérée comme le point commun de la
comparaison ; de méme que le verbe ou ’adverbe si et seulement si ’adjectif ne figure
pas dans la comparaison.

Les constituants MC; et MC; sont des marqueurs comparatifs (MC) ou des outils de
comparaison, appelés aussi parfois « mot outil » dans la grammaire traditionnelle. Les
marqueurs comparatifs peuvent varier d’un type de comparaison a un autre. A certains
moments de la comparaison, le MC; peut avoir une occurrence vide, notée ci-dessus
par le symbole @ et matérialisé dans les énoncés.

2. Comparaison simple
La comparaison simple comporte trois types de comparaison : infériorité, égalité et le
superlatif. Et chaque type de comparaison comporte un outil comparatif spécifique.

2.1. Comparaison exprimant un rapport d’infériorité

La comparaison d’infériorit¢é montre que 1’un des éléments mis en évidence est
moins que l’autre. En dan, cela se justifie par la présence de I’adjectif et des
comparatifs. Ainsi, les comparatifs figurant dans la comparaison d’infériorité sont :

ka...ba «moins... que »
ka...g>  «moins... que »

Dans le systéme de comparaison, le marqueur k& peut étre soit présent, soit
absent. Toutefois, sa présence ou son absence ne modifie pas le degré de la
comparaison d’infériorité. A 1’instant précis, le marqueur k4 devient un marqueur
optionnel dans la comparaison.

Le marqueur kd suit toujours le comparant dans I’énoncé. Ces occurrences sont
illustrées a I’aide des exemples ci-dessous.

Cas de : kd...6a « moins... que »

(1) kla & klxy ka zota ba
Kla 3SG court CT; Zota CT;
Kla est moins court que Zota.

(2) zota @& titt ka misdO ba
Zota 3SG petit CT; Mousso CT»
Zota est moins petite que Mousso.

Cas de : ka... g3 « moins... que »
(B)kla &  kB¥ ki zoth g5
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Kla 3SG court CT, Zota CT;
Kla est moins court que Zota.

(4) Zota @& titi  ka misd @
Zota 3SG petit CT; Mousso CT:
Zota est moins petite que Mousso.

Dans la comparaison d’infériorité, seul le marqueur ka peut étre supprimé dans
les deux cas sans aucune variation sémantique dans la transmission des données. Par
exemple : la suppression de ka : ...6a « moins... que ». Lorsque le marqueur ka de
comparaison est supprimé, le second marqueur ba assure la comparaison.

(5) kla & kIxy zota ba
Kla 3SG court Zota CT;
Kla est moins court que Zota.

(6) zota ¢ titi misd  ba
Zota 3SG petit Mousso CT:
Zota est moins petite que Mousso.

Suppression de ké : ... g0 «moins...que ». Lorsque le marqueur k& de
comparaison est supprimé, le second marqueur go assure la comparaison.

(7) kla & kIx¥y zota g
Kla  3SG court zota CT:
Kla est moins court que Zota.

(8) zota & titt  misd g
Zota 3SG petit Mousso CT;
Zota est moins petite que Mousso.

Dans le systétme de comparaison d’infériorité, le marqueur kd participe a la
comparaison avec le marqueur ba et le marqueur go. En dépit de 1’absence de k4, la
comparaison s’appuie sur les marqueurs ba et go. Toutefois, 1’¢lision des marqueurs
ba et g> agrammaticalise les énoncés. Enfin, les marqueurs kd / b4, ou kd /g> sont
des modificateurs déclencheurs qui justifient 1’inégalité de degré, associés aux
adjectifs.

2.2. Comparaison exprimant un rapport d’égalité

La comparaison exprimant un rapport d’égalité est un procédé qui permet de
comparer deux ¢léments ou deux groupes d'éléments, en établissant un rapport
d’équivalence. En effet, dans cette comparaison, le point commun de la
comparaison peut étre soit un adjectif, soit un verbe, soit un adverbe. En dan, cette
comparaison procéde de deux manicres : avec morphémes comparatifs ou sans
morphémes comparatifs. Les deux cas sont développés ci-dessous.
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Dans ce type de comparaison, tous les adjectifs sont utilisés contrairement a celle
qui exprime un rapport d’infériorité n’utilise que des adjectifs diminutifs. A ce
niveau de comparaison, le marqueur comparatif est : kdde...d¥. Ce marqueur établit
un rapport d’équivalence entre les deux objets mis en facteur. Le fonctionnement de
ce marqueur est visible dans les exemples ci-dessus.

(9) kla & klx¥y kade zota d¥
Kla 3SG court MC; Zota MC,
Kla est aussi court que Zota.

(10) zoku e gblgg kade misdo  d¥
Zokou 3SG grand MC; Mousso MC;
Zokou est aussi grand que Mousso.

(11) zota & kpii kade misdo  d¥
Zota 3SG gros MC; Mousso MC;
Zota est aussi grosse que Mousso.

Dans les exemples ci-dessus, le premier marqueur comparatif kddé suit le point
commun de la comparaison c¢’est-a-dire I’adjectif, le second marqueur comparatif ¢
suit le comparant.

Toutefois, si le point commun de la comparaison n’est plus un adjectif, le
premier marqueur comparatif subit un processus morphologique, celui de la
troncation de la premicre syllabe kd. Ce marqueur tronqué, dans la comparaison,
suit soit un verbe, soit un adverbe considéré comme le point commun sur lequel se
fonde la comparaison. Ainsi, les exemples ci-dessous justifient le processus de
troncation de la syllabe kd du marqueur kdde.

(12) kla & tast d¢ zota d¥
Kla 3SG marche MC; Zota MC,
Kla marche comme Zota.

(13) zokii e baa 6% d¢  miso d¥
Zokou 3SG riz manger MC; Mousso MC,
Zokou mange comme Mousso.

(14) zota & gbdbd d&¢ misd  d¥
Zota 3SG pleurer MC; Mousso MC;
Zota pleure comme Mousso.

Le marqueur tronqué suit un adverbe :
(15) kla & tasur vavady de¢  zota d¥

Kla 3SG marche vite-vite MC; Zota MC,
Kla marche aussi vite que Zota.
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(16) Zokii & baa b% sésgd¥ d¢  muso d¥
Zokou 3SG riz ~manger lentement MC; mousso MC,
Zokou mange aussi lentement que Mousso.

(17) Zota & gbdbd  sgséd¥ de¢  miisd dx
Zota 3SG pleure lentement MC; Mousso MC,
Zota pleure aussi lentement que Mousso.

En dan, la comparaison exprimant un rapport d’égalité peut aussi établir un
rapport métaphorique entre le comparé et le comparant. Ainsi, 1’établissement de ce
rapport métaphorique n’utilise que le marqueur comparatif ka. Ce marqueur suit le
comparant. Le point commun non représenté est matérialis€é par le caractere
animalesque de tous ceux cités dans le contexte d’énonciation. Par exemple :

(18) Kla & gbé ka
Kla 3SG chien MG,
Kla est comme un chien.

(19) Zoka & t ka
Zokou 3SG poulet MG,
Zokou est comme un poulet.

(20) zota & Hlaa ka
Zota 3SG mouton MC;
Zota est comme un mouton.

En dan, la comparaison d’égalité établie un rapport d’équivalence simple ou un
rapport d’équivalence métaphorique. Au niveau sémantique, ’homme copie tous les
traits de 1’animal auquel il est comparé. Dans ce type de comparaison d’égalité, le
marqueur grammatical kd a la méme valeur que « de méme ».

Dans la comparaison d’égalité, a I’exclusion des précédents marqueurs
grammaticaux de la comparaison, ou des marqueurs comparatifs, seul le verbe peut
assurer une double fonction. Non seulement, il assure la fonction du point commun
précédemment assuré par 1’adjectif, mais aussi celle des marqueurs grammaticaux.
Cette double fonction du verbe est explicite dans les énoncés ci-dessous.

(21) Kla ¢ 63 gbé ba 65ba « ressembler »
Kla 3SG ressembler chien Pv
Kla ressemble au chien.

(22) Zoki & H3 kla ba
Zokou 3SG ressembler kla Pv
Zokou ressemble a Kla.

(23) zota & H3 Hblaa Ha
Zota 3SG ressemble mouton Pv
Zota ressemble au mouton.
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En dan, seul le verbe 636a assure cette double fonction. Spécifiquement, ¢’est un
verbe a particule séparable. La particule est 6a, a ne pas confondre avec le marqueur
comparatif précédent.

Les analyses effectuées sur la comparaison d’infériorité et d’égalité motivent une
analyse sur la comparaison de supériorité dans ce qui suit.

2.3. Comparaison exprimant un rapport de supériorité

La comparaison exprimant un rapport de supériorité permet de comparer deux
choses, deux ou plusieurs ¢léments d’un groupe par rapport aux autres éléments en
montrant la grandeur de 1’'un par rapport aux autres. Au cours de ce type de
comparaison, 1’un des marqueurs subit un effacement.

Lorsqu’il s’agit d’un rapport de simple grandeur ou de supériorité, le peuple dan
fait usage de la locution de marqueur kd... fa. Dans son fonctionnement, la locution
de marqueur kd... ta respecte les paradigmes suivants. D’abord, le marqueur kd suit
I’adjectif et ensuite celui de za suit le comparant. L’occurrence de cette locution de
marqueur est illustrée dans les exemples ci-dessous.

(24) Kla & va ka zota ta
Kla 3SG gros MC; zota MC,
Kla plus gros que Zota.

(25) Zoka & gbé ka miso ta
Zokou 3SG chien MC; Mousso MC;
Zokou est plus chien que Mousso.

(26) zota & kpii ka miiso ta
Zota 3SG grand MC; mousso MC,
Zota est plus grande que Mousso.

Dans la comparaison de supériorité, le marqueur kd est susceptible d’élision.
Cette ¢lision n’affecte pas une variation sémantique des phrases ci-dessus. Au cours
de son élision, seul le marqueur f@ qui subit toujours une variation tonale en
fonction du ton précédent reste pour justifier un degré de comparaison dans la
comparaison. Ainsi, ’absence du marqueur k¢ dans les phrases ci-dessus donne les
résultats suivants.

27) Kla & va  zOta ta
Kla 3SG gros zota MC;
Kla est plus gros que Zota.

(28) Zoku @& gbléé milisd  ta
Zokou 3SG grand Mousso MC,
Zokou est plus chien que Mousso.

(29) zota & kpii misd  ti
Zota 3SG grand Mousso MC;
Zota est plus grande que Mousso.
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En définitive, la comparaison simple prend en compte celle de I’infériorité, de
I’égalité et celle de la supériorité. Ces trois formes de comparaisons possédent
chacune des marqueurs comparatifs bien spécifiques. Toutefois, il convient de noter
la présence du marqueur kd considéré comme un marqueur mixte, car il intervient
au cours de la comparaison d’infériorité et de supériorité.

En plus de la comparaison simple développée précédemment, il existe une autre
forme de comparaison exprimant un rapport de superlatif. Ce dernier type cité fait
I’objet d’une attention dans la section suivante.

3. Comparaison du superlatif

Par définition, le superlatif est l'ensemble des procédés grammaticaux qui
expriment une qualité portée a son degré extréme dans une comparaison. Il permet
de distinguer un ¢lément au sein d'un ensemble. En dan, le superlatif peut aussi
avoir un niveau relatif, inférieur, supérieur et un niveau excessif. Au niveau de
I’excessif, il existe I’excessif exprimant 1’égalité et celui exprimant 1’absolu. Ces
différents niveaux énumérés sont schématisés comme suit :

relatif

Infériorité

Egalité

Supériorité

Excessif  Egalité
Absolu

Superlatif

3.1. Superlatif relatif

Le superlatif relatif est un degré de comparaison qui instaure une relation de
comparaison avec des objets d’un groupe exprimé ou implicite. Ce degré du
superlatif se justifie dans la langue frangaise par 1’ajout d’un article défini devant
I’adjectif précédé de « plus » ou « moins ». Par exemple : Le plus beau livre que j ai
lu, le moins beau livre que j’ai connu dans ma vie. Toutefois, en dan, le superlatif
relatif est percu par ’ajout de 1’adverbe dedéwo « vraiment » aprés 1’adjectif.
L’adjectif dans ce paradigme peut exprimer soit le diminutif, soit I’augmentatif.

(30) a. kla ¢ klxy dedéewo (p¥y¥)
Kla 3SG court MC village
Kla est relativement court au village.

b.du ¢ kpii dédéewo (px¥)
Beeuf 3SG gros MC (village)
Le beeuf est relativement gros au village.

En dehors du marqueur comparatif dedewo dans le superlatif relatif, les traits
plus ou moins humain et le marqueur ka servent a former aussi le superlatif relatif
en dan. Ainsi, le trait +humain est marqué par mé contrairement au trait -humain
marqué par wui. Cette argumentation est approuvée a ’aide des exemples suivants :
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(31) a. kla @& mé klyy ka
kla 3SG pers court MC;
Kla est la personne la plus courte au village.

b. du e wul kpii ka
Beeuf 3SG animal gros MG,
Le beeuf est I’animal le plus gros au village.

En somme, le marqueur dédewo, les traits +humains mé/ -humains wiur et le
marqueur ka contribuent a la construction du superlatif relatif en dan. En plus du
superlatif relatif, le dan regorge des superlatifs d’infériorité, d’égalité et de
supériorité. Ces derniers font 1’objet d’analyse dans les sections suivantes.

3.2. Superlatif d’infériorité

Contrairement a la comparaison du superlatif relatif, celle du superlatif
d’infériorité utilise exclusivement les adjectifs exprimant le sens diminutif. A la
différence du superlatif relatif, le superlatif d’infériorité fait intervenir le focalisant,
les traits plus ou moins humains et les marqueurs dedéwo et ka. Les traits plus ou
moins humains précédent toujours les adjectifs dans la comparaison. Les phrases ci-
dessous illustrent nos argumentations :

(32) Kla nA (¥)) m& KBy dédéwo ka  pi¥
Kla foc rel pers court MC MC village
C’est Kla qui est I’homme le moins court au village.

(33) z0ta nA (¥) mg fléesur dédéwo ka  pi¥
Zota foc rel pers pauvre MC; MC village
C’est Zota qui est la personne la moins pauvre au village.

(B34) md na (¥) wu titi dedéwo ka  piv
souris-foc rel animal petit MC MC village
C’est la souris qui est ’animal le moins petit au village.

3.3. Supériorité

Contrairement a la comparaison du superlatif de 1’infériorité, le superlatif de
supériorité utilise exclusivement les adjectifs qui expriment un sens augmentatif. A
la différence des adjectifs, la construction reste la méme.

(35) Kla nA mE gblgg ka pi¥x
Kla foc pers long CM village
C’est Kla qui est la personne la plus grande au village.

2 () Cet élément est optionnel dans la phrase.
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(36) z0ta nA mE nddsw ka  p¥y¥
Zota foc pers argent MC village
C’est Zota qui est la personne la plus riche au village.

(37) s66 nA  wul jaa ka blaa
Agouti foc animal mauvais MC champ
C’est I’agouti qui est I’animal le plus mauvais au champ.

Le superlatif d’infériorité et celui de supériorité ont la méme construction. En
effet, la seule différence réside au niveau de la sémantique adjectivale. Ainsi, si bien
que l’infériorité fait usage des adjectifs exprimant un sens diminutif, celui de
I’augmentatif est utilisé pour exprimer la supériorité.

En plus du superlatif relatif, d’infériorité et celui de supériorité antérieurement
étudiés, il existe une autre forme du superlatif en dan : celui de ’excessif. La
section suivante met en évidence son fonctionnement.

3.4. Superlatif excessif

A la différence des autres comparaisons du superlatif relatif, d’infériorité, de
supériorité, le superlatif excessif existe sous deux formes : le superlatif d’égalité et
le superlatif absolu. Ces deux formes de superlatif excessif emploient I’adjectif
(diminutif / augmentatif) et ’adjectif gbi qui se meut en un marqueur excessif a
valeur superlative.

3.4.1. Excessif absolu

La seconde forme exclut simplement les marqueurs +/-humains et conserve
I’intensificateur gbi. L’absence des marqueurs plus ou moins humains se résume
comme suit :

(38) Kla & gblgg gbi  p¥y
Kla 3SG long inst village
Kla est le plus grand en taille au village.

(39) zZota ¢ kpii gbi py¥
Zota 3SG gros inst village
Zota est la plus grosse au village.

(40) Zoki ¢ kI¥y gbi py¥y
Zokou 3SG short inst village
Zokou est le plus petit au village.

(41) zota & sA  gbi p¥¥
Zota 3SG short inst village
Zota est la plus belle au village.

3.4.2. Excessif d’égalité ou incorporation de double comparaison

La comparaison du superlatif excessif d’égalit¢é comprend deux types de
comparaison : le superlatif absolu et la comparaison simple d’égalité. En effet, la
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comparaison du superlatif se justifie d’abord par le marqueur intensif gbi et ensuite
la comparaison simple d’égalité par marqueur comparatif kddé...d¥. Au sein de la
méme phrase, la présence de ces deux comparatifs confirme la double comparaison.
Cette argumentation se justifie grace aux exemples suivants :

(42) kla ¢ gblég  gbi / kade z6 d¥ pw
Kla 3SG grand inst CT; zoh CT, village
Kla est aussi plus grand que village.

(43) zota @& kpii gbi kadé du d¥ p3¥
Zota 3SG big inst CTl beef CT, village
Zota est aussi plus grosse que le beeuf.

(44) Zo & kIxy gbi kadé bo d¥ p¥y
Zoh 3SG court inst CT, cabri CT, village
Zoh est aussi plus courte que le cabri au village.

En définitive, le superlatif en dan est treés riche, car il fait appel a plusieurs
marqueurs. Ainsi avons-nous les marqueurs dedewo, ka, kadé... dv, gbi, le
focalisant nd et le trait plus ou moins humain mé& / wuis.

Conclusion

La démarche que nous avons suivie pour faire la comparaison en dan nous a
permis tout d’abord de savoir le type de comparaison et ensuite de caractériser la
diversité des constructions avec les outils comparatifs ou marqueurs comparatifs. En
effet, la comparaison en langue dan met en relief les différents marqueurs
comparatifs qui différent d’un type de comparaison a un autre. Dans la comparaison
simple, les outils de comparaison sont des morpheémes. Toutefois, dans la
comparaison du superlatif, les outils de comparaison sont des nominaux qui
attribuent des traits +humains lorsque la comparaison ne concerne que des
+humains, contrairement a la comparaison qui ne prend en compte que des
animaux. Dans la méme suite d’idée, les adjectifs deviennent des marqueurs
superlatifs. Tous les outils de la comparaison cités sont représentés dans le tableau
ci-dessous.

(49) Comparatif Comparatif Comparatif = Comparatif

d’infériorité¢ d’égalité de supériorit¢ du superlatif

ka...ba kade...dy ka...ta mé +humain
de...dy wiil -humain
b3....6a (pv) dédewo  relatif
..... ka gbr intensif

Ces marqueurs participant a exprimer une comparaison en dan respectent les
occurrences suivantes :

- Dans les comparaisons respectives, d’égalité, d’infériorité et de supériorité, les
outils de comparaison suivants : kdde...d¥, kd...ba et kd...ta suivent 1’adjectif et
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encadrent le comparant. Toutefois, si la comparaison a un degré métaphorique, seul
le marqueur kd participe a la comparaison d’égalité.

- Dans la comparaison du superlatif, les outils -+/-humains comme mé et wu
précédent les adjectifs contrairement aux outils comparatifs gbi' et dedewo qui les
suivent.

A Uinstar des autres langues du monde, le dan, en particulier le dan de 1’est,
posséde une construction de comparaison fondée sur des outils et des marqueurs
comparatifs. En se fondant sur cette construction de comparaison avec ses outils et
marqueurs comparatifs, ’on se pose la question suivante : cette construction est-elle
la méme dans les dialectes du dan de I’ouest ? Ou encore cette construction est-elle
similaire aux différentes langues Mandé ? Comme réponse a ces questions, nous
laissons libre champ aux chercheurs qui s’investigueront a la recherche des formes
ou des types de comparaison dans ces langues.
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Comparison and Comparative Markers in Dan East

Abstract: This paper deals with "Comparison and comparative markers in (Dan East)",
and puts in the light over the readers the morphemes used to draft a comparison in the Dan-
language and more specifically in (Dan Easf). Field investigations and analyses of the
corpus detect two types of comparison in (Dan East): The restrictive comparison and the
broad comparison. The restrictive comparison does not include comparative morpheme and
comparing while the broad comparison includes comparative morphemes and comparators.
As far as the broad comparison is concerned, two types of comparison are noted: simple
comparison and comparison of superlatives. Each of the two groups has comparative
morphemes that vary from one category of comparison to another. Thus, the comparatives
selected within the simple comparison are: inferiority (ka... 6a), equality (kade... d¥) and
superiority (ka... td). As for the comparison of superlatives, inferiority is manifested by:
relative (déedéwo) and (+/-H + adjective (diminutive/augmentative)), inferiority (foc + (-/+)
H + diminutive adjective), superiority (foc + (-/+) H + adjective augmentative) and
excessive superlative (Adjective (diminutive/augmentative) + gbi).

Keywords: comparison, comparative marker, dan-east.
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Abstract: Il presente intervento mira ad individuare alcune fra le caratteristiche
precipue a livello morfosintattico e lessicale della lingua utilizzata nella comunicazione
sociale italiana attraverso I’analisi di un congruo numero di annunci pubblicitari realizzati a
partire dagli anni settanta fino ai giorni nostri. I risultati della nostra indagine hanno fatto
emergere una decina di usi e strategie linguistiche piu frequenti che sono stati riportati in un
paio di esempi esaustivi che mettono a viva luce anche lo scopo benefico della
comunicazione sociale: sensibilizzare 1’opinione pubblica su questioni di carattere morale e
civile riguardanti I’intera collettivita.

Parole chiavi: Comunicazione sociale italiana, pubblicita sociali, analisi
linguistica, annunci pubblicitari.

1. Introduzione

11 nostro studio si pone 1’obiettivo di esaminare alcune delle peculiarita del
linguaggio della pubblicita sociale italiana, di questa forma di comunicazione, che
nonostante adotti gli stessi strumenti adoperati dalla pubblicita commerciale, se ne
discosta per la sua finalita di indurre cambiamento, suscitare discussioni, diffondere
informazioni e conoscenze, migliorare il clima sociale.

Mentre il linguaggio pubblicitario commerciale si prefigge infatti il fine di
creare una preferenza di marca per produrre profitto, quello sociale ¢ orientato alla
diffusione di buone cause, alla promozione dei diritti, all’educazione di
comportamenti rispettosi di s¢ e degli altri senza fini di lucro.

Il presente studio ¢ nato per cui dal desiderio di analizzare certe
caratteristiche peculiari di questo linguaggio, modernissimo, centrato
sull’immediatezza, con uso frequente di espressioni e modi di dire, giochi di parole,
ecc.

Il corpus analizzato ¢ costituito dalla lingua pubblicitaria sociale di 401
slogan presenti in immagini statiche e filmiche di campagne italiane realizzate dal
1971 ad oggi e reperibili sul sito web dell’archivio comunicazione sociale di
Cesvot' e sul sito di Pubblicita Progresso.’

I L’Archivio Comunicazione sociale di Cesvot accoglie circa 300 cortometraggi e oltre 2700
campagne nazionali ed internazionali legati al mondo del non profit. Un vero e proprio tesoro fatto di
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Ai fini della redazione della presente indagine ci siamo valsi della seguente
impostazione metodologica: sincronica, diacronica, sintetica, deduttiva e induttiva.

Per ciascuna caratteristica precipua individuata a livello morfosintattico e
lessicale, sono stati portati 2 esempi, ognuno con relativo commento e/o
spiegazione.

2. Esempi di alcune caratteristiche della lingua della pubblicita sociale

riscontrate a livello morfosintattico

Nella nostra indagine fra le caratterisitche principali individuate sono
emersi: I’uso dell’aggettivo possessivo fuo; del pronome personale fu; del modo
imperativo o congiuntivo esortativo; delle frasi interrogative.

2.1. Uso dell’aggettivo possessivo fuo.

La presente indagine, come dicevamo, ha messo in luce un largo impiego
del possessivo “tuo” (50 occorrenze), che “legano’’ il mittente ed il ricevente in una
sfera affettiva e personalizzano un bene, un servizio o un’azione svolta invece per
tutti. Il possessivo affettivo ed enfatico si puod notare in esempi del tipo:

1) Coltiva pini interessi. E nel tuo interesse,’ recita il payoff del manifesto
della campagna Per un automiglioramento della fondazione di Pubblicita progresso
del 1995 che spinge il ricevente del messaggio all’automiglioramento delle proprie
conoscenze, ad un allargamento dei propri interessi ¢ di come cid possa arrecargli
beneficio migliorando il suo valore umano e naturalmente anche professionale. Da
notare I’utilizzo della figura retorica del bisticcio nell’accostamento dei termini
simili interessi < interesse ma che sono diversi per quel che riguarda il significato.
II primo termine esprime infatti [’accezione di coltivare hobby mentre il secondo
quello di bene.

2) Il verde é_tuo. Difendilo,’ recita il pay off del manifesto della campagna
della fondazione di Pubblicita progresso esortando I’interlocutore a non sporcare, a
non inquinare il verde che in fondo gli appartiene e a prendersene cura. La

manifesti, locandine, video, campagne stampa, etc. Tutto il materiale ¢ stato archiviato in
macrocategorie che corrispondono agli ambiti in cui opera 1’associazionismo: salute, diritti, ambiente e
animali, cultura, comunicaizone pubblica, politica e religiosa. La ricerca ¢ agevolata dalla presenza di
oltre 300 tag (temi): diritti delle donne, violenza di genere, tutela dell’ambiente, sicurezza stradale,
poverta, etc. In http://comunicazionesociale.cesvot.it/

2 Attiva dal 1971 (prima come Associazione e poi, dal 2005, come Fondazione), Pubblicita Progresso
ha promosso e promuove la comunicazione sociale di qualita domostrando 1’utilita di un intervento
professionale nel campo della comunicazione sociale. A tal riguardo la studiosa Giovanna Gadotti ha
osservato: << le campagne di Pubblicita progresso ( a cominciare dalla prima a favore della donazione
del sangue del 1971 che riscosse, come noto, un inatteso ed insperato successo) hanno accompagnato
lo sviluppo della societa italiana, svelandone — e talora anticipandone — problemi e contraddizioni.
Forse non ¢ esagerato affermare, da questo punto di vista che Pubblicita Progresso ¢ diventata uno
specchio — certamente parziale e incompleto, ma egualmente interessante — delle inquetitudini e dei
problemi sociali del Paese e della rappresentazione che di essi ne ¢ stata data da una élite infuente>>.
In https://www.pubblicitaprogresso.org/it/home-page/chi-siamo/

3 In PubblicitaProgresso.Disponibile da
https://www.pubblicitaprogresso.org/it/campagne/campagne/per-un-automiglioramento/

4 In PubblicitaProgresso. Disponibile da
https://www.pubblicitaprogresso.org/it/campagne/campagne/a-difesa-del-verde/
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campagna A4 difesa del verde si pone I’obiettivo di aggiornare I’opinione pubblica
sulle azioni compiute a danno della natura e di creare maggiore sensibilita verso il
problema.

2.2. Uso del pronome di seconda persona singolare ‘tu’.

I risultati ottenuti nella nostra ricerca hanno fatto anche emergere a livello
morfosintattico un discreto impiego dei pronomi personali soggetto, soprattutto del
pronome di seconda persona singolare ‘tu’, sia negli slogan, sia nei pay off delle
pubblicita da noi inventariate (21 occorrenze).

Il copywriter utilizzando la strategia del ‘dare del tu’ cerca di far leva
sull’egocentrismo del destinatario del messaggio che cosi si sente lusingato, e che
nello stesso tempo si autoconvince di essere unico.

I1 ‘darsi del tu” implica inoltre una maggiore confidenza, ed assolve anche
alla funzione di penetrare nella sfera sentimentale, affettiva del cliente.

II “‘tw’ ¢ presente soprattutto in immagini che si presume possano
commuovere e quindi arrivare al cuore dello spettatore. Nelle proposizioni che lo
contengono si gioca in particolar modo sulla pieta per cercare di muovere la
coscienza degli interlocutori e per invitare all’azione come si pud evincere dai
messaggi che seguono:

1) Entra in azione anche tu, recita lo slogan di chiusura dello spot della
campagna di Pubblicita progresso del 2017 (i riesco Squad che invita
I’interlocutore ad agire per combattere i comportamenti scorretti con 1’efficacia di
un sorriso, sull’onda del team action dello spot che incarna i valori della
sostenibilita e che si materializza quando si verificano comportamenti impropri.’

2) Tu puoi dare la vita, recita lo slogan finale dello spot della campagna
crossmediale Donazione organi e tessuti che facendo leva sulle emozioni
dell’interlocutore cerca di fare opera di convincimento e persuaderlo a donare.®

11 tu, come abbiamo potuto osservare, ¢ di conseguenza presente soprattutto
nei messaggi di natura esortativa che inducono gli utenti ad assumere, ‘per il loro
bene’, un atteggiamento, a compiere un’azione, a prendere partito davanti a
un’alternativa.

2.3. Modi verbali

In base alla nostra indagine il modo imperativo o congiuntivo esortativo
nelle forme della prima persona singolare e plurale risulta essere tra i piu adoperati
nelle pubblicita di natura sociale.

2.3.1. Uso del modo imperativo o congiuntivo esortativo.

Negli slogan inventariati ¢ stato difatti riscontrato un largo uso del modo
imperativo, cosicché la frase pubblicitaria assume 1’aspetto della frase affermativa
senza possibilita di dubbio, cosi come la forma di un comandamento.

5 In Pubblicita Progresso. Disponibile da
https://www.pubblicitaprogresso.org/it/campagne/campagne/ci-riesco-squad-2017/.

6 In Pubblicita Progresso. Disponibile da
https://www.pubblicitaprogresso.org/it/campagne/campagne/donazione-organi-e-tessuti/
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Le proposizioni che lo contengono spesso hanno un carattere forte e
perentorio e non sono mitigate. In esse il ricevente viene sollecitato vivacemente a
fare qualcosa per migliorare la sua condizione, agire al servizio del proprio
benessere e di quello degli altri, ad essere insomma un buon cittadino ed un buon
essere umano. Il modo imperativo viene per cui usato in senso positivo, come un
consiglio che ’azienda da ai suoi interlocutori. La strategia usata si estrinseca nel
far sentire al ricevente al centro dell’attenzione. Tra le persone piu frequentemente
usate si evincono la prima persona plurale e la prima persona singolare come si pud
osservare dagli esempi di seguito riportati:

2.3.2. Uso della prima persona singolare del modo imperativo

Sulla base dei risultati ottenuti dalla nostra ricerca ¢ emersa un’alta
occorrenza dell’uso della prima persona singolare del modo imperativo (97
occorrenze). Si tratta di uno stratagemma adoperato da quelli del mestiere per far
sentire il ricevente in un rapporto esclusivo con il mittente il quale viene esortato
vivacemente a mettersi in azione per automigliorarsi, migliorare la propria salute
psico-fisica, per aiutarsi e per aiutare gli altri, come emerge dagli esempi che
seguono:

1) Datti una mossa! Computer e inglese, chi si aggiorna cresce,” recita lo
slogan della campagna della fondazione di Pubblicita progresso per
I’alfabetizzazione informatica del paese che ¢ stata pensata nel 1999 sulla base della
rilevazione che gli italiani, tra tutti i cittadini d’Europa, si collocano agli ultimi posti
quanto a utilizzo del computer e alla conoscenza di una seconda lingua. Il
messaggio ¢ una chiara sollecitazione a muoversi rivolta a chi non ha ancora preso
in considerazione I'utilita del computer e dell’inglese per migliorare la propria vita
quotidiana.

2) Adotta un nonno,® recita il messaggio — appello della campagna per
sensibilizzare i cittadini a prestare maggiore attenzione ai problemi della terza eta,
rivolto in particolare al bambino che viene invitato ad adottare, ovvero a prendersi
cura di un anziano.

2.3.3. Uso della prima persona plurale dell’Imperativo o congiuntivo

esortativo

Come abbiamo precedentemente osservato, accanto alla prima persona
singolare dell’imperativo, ¢ stato riscontrato anche un largo utilizzo della prima
persona plurale (49 occorrenze) che serve a creare una relazione piu diretta tra il
ricevente ed il mittente. Ma vediamo qualche esempio:

1) Combattiamo [indifferenza che distrugge il patrimonio artistico

italiano,’ recita il pay off della campagna della fondazione di Pubblicita progresso

7 In Pubblicita Progresso. Disponibile da
https://www.pubblicitaprogresso.org/it/campagne/campagne/alfabetizzazione-informatica/

8 In Pubblicita Progresso. Disponibile da
https://www.pubblicitaprogresso.org/it/campagne/campagne/tutelare-gli-anziani/

® In Pubblicita Progresso. Disponibile da
https://www.pubblicitaprogresso.org/it/campagne/campagne/tutela-del-patrimonio-artistico/
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del 1978 Tutela del patrimonio artistico che invita i cittadini a tutelare il patrimonio
artistico e culturale italiano che sta andando in rovina.

2) Salviamo_insieme queste vite con una piccola donazione c/c postale
n°792200," recita lo slogan della campagna dell’Ente Ivo De Carneri Onlus
intitolata Zanzara che invita i riceventi a dare un piccolo contributo alla lotta alle
malattie parassitarie e infettive attraverso la ricerca scientifica, gli interventi sul
campo e la formazione di giovani ricercatori.

2.4. Uso delle frasi interrogative

In Pubblicita si ricorre spesso alle frasi interrogative (30 occorrenze), specie
se esprimono un sentimento. Queste, solitamente riservate al corpo del testo,
descrivono, spiegano, raccontano, rivestendo un ruolo importante nel discorso
pubblicitario sociale. La proposizione interrogativa difatti funge da stimolo per
incentivare una risposta o una reazione nel ricevente e fare in modo che egli/ella
partecipi attivamente al fittizio dialogo pubblicitario. Ma vediamo qualche esempio:

1) Te la senti di guardare in _faccia suo padre?,'' recita la proposizione
interrogativa pubblicitaria che preceduta dalla proposizione affermativa C’¢ un
bambino che ha bisogno di continue trasfusioni per vivere posta nella parte alta di
uno dei tanti manifesti realizzati dalla Fondazione Pubblicita Progresso per la
campagna del 1971 C’¢ bisogno di sangue, introduce il corpo del testo creando choc
e sorpresa nel ricevente che vengono successivamente risolte dal pay off C’e’
bisogno di sangue. Ora lo sai. 11 claim invita percio il ricevente a donare sangue.

2) Cosa_manca_all’educazione di_tuo_figlio?”’> ¢ la frase interrogativa
collocata nella parte piu alta del manifesto della campagna Sulla salute dei figli
dell’Ente Pubblicita Progresso del 1982 che invita i genitori a prendersi cura dello
sviluppo fisico armonico dei propri figli attraverso una giusta attivita sportiva e una
corretta alimentazione, oltre che regolari controlli medici. Nel manifesto la risposta
alla proposizione interrogativa posta sotto la foto della testa di un bel bambino ¢
Forse tutto questo che introduce tutto il resto del corpo del piccolo, molto esile e
gracilino. La pubblicita si chiude con il pay off Per crescere bene tuo figlio deve
crescere sano. Con il giusto sport e la giusta alimentazione che invita il ricevente a
preoccuparsi di crescere la propria prole in modo sano attraverso una giusta attivita
sportiva ed alimentarla in modo giusto.

3. Esempi di alcune caratteristiche peculiari a livello lessicale della

lingua della comunicazione sociale

Dal nostro studio sono emersi alcuni aspetti interessanti della lingua
pubblicitaria riguardanti il livello lessicale. Fra questi soprattutto il largo utilizzo di

19 In Pubblicita Progresso. Disponibile da
https://www.pubblicitaprogresso.org/it/campagne/patrocini/campagne-patrocinate/zanzara/
''In Pubblicita Progresso. Disponibile da
https://www.pubblicitaprogresso.org/it/campagne/campagne/c-e-bisogno-di-sangue/

12 In Pubblicita Progresso. Disponibile da
https://www.pubblicitaprogresso.org/it/campagne/campagne/la-salute-dei-figli/
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parole-ringhio e parole fusa che nei messaggi pubblicitari danno luogo a fenomeni
di vero e proprio ipnotismo verbale.'?

3.1. Le parole “fusa”

Come ¢ ben noto, numerosi sono stati gli studiosi di fenomeni linguistici
che hanno dedicato molto del loro tempo alla tematica della pubblicita; tra questi
degno d’attenzione ¢ il semanticista americano Hayakawa, noto per aver analizzato
quelle che lui chiama le “parole-ringhio” (“snarl-words”) e le “parole-fusa” (“purr-
words”), ( citato in Baldini, p.40). Attraverso le sue ricerche, egli mostra come di
frequente gli uomini traggano il massimo della soddisfazione da parole che non
comunicano nessuna informazione, come cio¢ il nostro comportamento sia
influenzato da parole che hanno una scarsa relazione con la realta o addirittura
nessuna.

E per queste ragioni che negli annunci pubblicitari compaiono di frequente
temi che inneggiano alla natura, alla salute, alla vita e che funzionano come
elementi di richiamo.

Questi fattori conosciuti nel gergo pubblicitario come idee-forza, si
accompagnano di solito a parole ed espressioni che si riferiscono alla sfera delle
emozioni ¢ dei desideri. Cio non deve stupirci visto che tra le sue altre funzioni, il
messaggio pubblicitario pud anche adempiere al ruolo di attivatore di una reazione
emozionale nel destinatario, svolgendo pertanto una funzione emotiva.'*

Parole come natura, sano, benessere, cuore, amore, desiderio, ecc. ormai
affollano le pubblicita su giornali e riviste, manifesti e in tv, determinando un
effetto ipnotico sul pubblico fruitore.

Alcune di queste parole “magiche” vengono utilizzate anche nella
comunicazione sociale. Secondo la nostra indagine tra quelle piu frequenti in ordine
di occorrenza risultano essere aiuto, dona'’, vita, contro, diritto.

3.1.1. Uso della parola aiuto

Visto che tra gli obiettivi della comunicazione sociale c’¢ 1’indurre
I’interlocutore ad aiutare chi ne ha bisogno, un altro termine utilizzato da questa
forma di pubblicita € aiuto (27 occorrenze).

1) Per combattere i pericoli della casa c’é bisogno del tuo aiuto.'® Recita il
claim della campagna di Fondazione Pubblicita Progresso del 1984 contro gli
incidenti domestici. Il messaggio intende sensibilizzare 1’interlocutore, ovvero chi
vive con i bambini a prestare maggiore attenzione alle possibilita di incidenti ma
vuole anche stimolare le capacita di autoprevenzione degli stessi bambini.

2) Senza il tuo aiuto in Italia potrebbe mancare qualcosa."” E lo slogan del
manifesto realizzato per la campagna di raccolta fondi per il restauro dei beni

13 In Baldini, 1987, p. 40.

14 Jakobson opera 6 suddivisioni, per funzioni esercitate, del messaggio:a) referenziale,b) emotiva,c)
conativa o imperativa,d) fatica,e) metalinguistica,f) estetica. In Fabris, 1991, p. 67.

15 seconda persona singolare dell’imperativo donare.

16 In Pubblicita Progresso. Disponibile da
https://www.pubblicitaprogresso.org/it/campagne/campagne/incidenti-domestici/

17 In Pubblicita Progresso. Disponibile da
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culturali. Il messaggio rivolto al cittadino per sensibilizzarlo sull’importanza di
salvaguardare, custodire e di valorizzare il patrimonio culturale italiano ¢ di farlo
sentire unico ¢ indispensabile perché attraverso un piccolo contributo puo aiutare a
renderlo possibile.

3.1.2. Uso di dona (2a persona singolare dell’imperativo del verbo

donare)

Come abbiamo gia sopra citato in questa forma di comunicazione i
copywriter fanno leva sulle emozioni dell’interlocutore cercando di convincerlo a
donare. Risulta ovvio che nei loro messaggi siano presenti termini come donazione,
donatori, ecc. soprattutto di dona (27 occorrenze) nell’accezione di offrire il
proprio contributo in denaro per aiutare le persone o donare il proprio sangue o i
propri organi.

1) Dona sangue dove vedi questa insegna'® ¢ la frase finale dell’annuncio
che appare accanto al logo di uno dei tanti manifesti creati per la campagna di
Pubblicita Progresso del 1971 C’¢ bisogno di sangue. La campagna realizzata con la
collaborazione dei tre maggiori enti trasfusionali (Avis, Croce rossa italiana e
Associazione italiana centri Trasfusionali) aveva I’obiettivo di far aumentare il
numero delle prime donazioni, di trasformare in donatori abituali quelli occasionali,
di sollecitare un miglioramento delle strutture di prelievo.

2) Dona un farmaco a chi ne ha bisogno.” E lo slogan della Fondazione
Banco farmaceutico per la Giornata nazionale di raccolta del farmaco che era in
programma in tutta Italia nel 2006. Il messaggio era un invito rivolto a tutti i
cittadini a recarsi in farmacia per acquistare un farmaco “da banco”, quelli per cui
non ¢ richiesta la prescrizone, da lasciare in dono da destinare a oltre 1300
associazioni ed enti caritatevoli che a livello nazionale assistono quotidianamente
piu di 420.000 persone in condizioni di particolare difficolta.

3.1.3. Uso della parola vita

Come arma di adescamento i pubblicitari fanno spesso ricorso alla parola
vita (27 occorrenze) nell’accezione di modo di vivere o di esistenza.

Questa voce compare nelle pubblicita di diverse categorie quali, ad esempio
Uinformazione, gli infortuni domestici, la sicurezza stradale, come si puo evincere
dagli esempi che seguono:

1) L’informazione migliora la vita,”® recita il pay off del manifesto della
campagna della Fondazione Pubblicita progresso Per un’informazione corretta del
1989. La campagna ha inteso denunciare le situazioni stressanti del vivere
quotidiano che dipendono dall’inadeguatezza delle comunicazioni rivolte al

http://comunicazionesociale.cesvot.it/archivio/pubblicita-sociali/

18 In PubblicitaProgresso.Disponibile da
https://www.pubblicitaprogresso.org/it/campagne/campagne/c-e-bisogno-di-sangue/

19 In PubblicitaProgresso.Disponibile da
https://www.pubblicitaprogresso.org/it/campagne/patrocini/campagne-patrocinate/dona-un-farmaco-a-
chi-ne-ha-bisogno/

20 In Pubblicita Progresso, disponibile da
https://www.pubblicitaprogresso.org/it/campagne/campagne/informazione-corretta/
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pubblico, come gli ingorghi, le code, le inutili attese; come pure indicare alcuni
semplici rimedi rivolgendone il messaggio a fruitori ¢ a fornitori di informazioni. Il
significato intrinseco del messaggio della campagna é: Chiediamo un’informazione
migliore e miglioreremo la vita.

2) La tua attenzione puo salvargli la vita®' & il messaggio o claim
conclusivo del manifesto realizzato per la campagna sugli infortuni domestici del
1980, lanciata dall’ente Pubblicita Progresso. Il messaggio sollecita I’attenzione dei
genitori al pericolo degli incidenti di cui possono essere vittime i bambini a causa
della distrazione degli adulti che non riflettono sul fatto che oggetti o prodotti di uso
comune possono essere una minaccia alla vita dei piccoli, se lasciati alla loro
portata.

3.1.4. Uso di contro

Un altra parola che viene adoperata abbondantemente dai copywriter ¢
contro (23 occorrenze) adoperato col significato di azione di prevenzione o di
contrasto, anch’esso utilizzato in categorie diverse (ambiente, salute, societa e
diritti, ecc.). Ma vediamo qualche esempio esaustivo:

1) Non lasciamo rifiuti abbandonati. Contro le malattie infettive almeno
questo si puo fare> E lo slogan della campagna contro i rifiuti del 1975 realizzata
dalla fondazione Pubblicita progresso. Il messaggio della campagna che rileva come
1 rifiuti abbandonati siano una fabbrica di malattie, ¢ rivolto al senso del dovere dei
cittadini che vengono invitati a non scaricarli se si intende combatterne gli effetti
nocivi e a proteggere la propria salute.

2) Adroterapia: Una nuova energia contro i tumori>® E il pay off della
campagna istituzionale di Fondazione CNAO del 2018 che si pone I’obiettivo di
porre I’attenzione sull’esistenza in Italia di un centro in grado di trattare i tumori
mediante ’utilizzo di ioni carbonio e protoni. Il messaggio comprensibile a tutti ¢
che la battaglia contro i tumori si pud vincere grazie al trattamento innovativo
dell’idroterapia.

3.1.5. Uso di diritto

Un’altra parolina ‘magica’ largamente impiegata ¢ diritto (13 occorrenze)
nella sua accezione di “cid che ogni cittadino pud giustamente rivendicare di fronte
alla comunita”. Anche in questo caso il termine viene adoperato in pit contesti.

1) Essere bambini é un diritto non una colpa** Cosi recita il pay off del
manifesto realizzato sempre dalla Fondazione Pubblicita Progresso per la campagna
contro la violenza sui minori del 1988. La campagna era mirata ad offrire un

2! In PubblicitiProgresso. Disponibile da
https://www.pubblicitaprogresso.org/it/campagne/campagne/infortuni-domestici/

22 In PubblicitaProgresso. Disponibile da
https://www.pubblicitaprogresso.org/it/campagne/campagne/contro-i-rifiuti-abbandonati/

23 In PubblicitaProgresso. Disponibile da
https://www.pubblicitaprogresso.org/it/campagne/patrocini/campagne-patrocinate/adroterapia-una-
nuova-energia-contro-i-tumori/

24 In PubblicitaProgresso. Disponibile da
https://www.pubblicitaprogresso.org/it/campagne/campagne/violenza-sui-minori/
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prezioso contributo per la realizzazione di un protocollo sui ‘Diritti dei minori’ in
attesa dell’approvazione della legge. L’invito del messaggio rivolto a tutti era di
denunciare ogni forma di violenza perché venisse evitata e perché ne venissero
rimosse le cause.

2) Sicurezza, dovere assoluto, diritto intoccabile™ ¢ 1o slogan del manifesto
della campagna del 2008 sulla sicurezza sul lavoro della Fondazione Pubblicita
Progresso che richiama tutti alla consapevolezza dei rischi sul lavoro. L’intento
della campagna era quello di diffondere una cultura della prevenzione che rendesse
tutti consapevoli che la vita sul posto di lavoro non la si puo giocare a testa o croce
e che molto poteva essere fatto perché non si dovesse morire di lavoro o rimanere
invalidi. Il claim utilizzato era teso a ricordare i diritti e doveri dei lavoratori e delle
imprese.

4. Alcune brevi considerazioni sulla parte visiva o visual del messaggio

Dopo aver individuato e spiegato attraverso esempi esaustivi alcune fra le
caratteristiche morfosintattiche e lessicali principali della lingua adoperata nella
comunicazione sociale italiana, in questo paragrafo ci limitiamo giusto a spendere
qualche parola sulla parte visiva o sul visual dell’annuncio, riproponendoci di
approfondire il discorso in un’altra occasione.

E noto come ogni campagna nasca dall’incontro di parole e immagini che
devono integrarsi perfettamente per poter esprimere concetti anche complessi in
modo corretto, chiaro, semplice, innovativo ed efficace. Le due parti del messaggio,
testo e visual, scrive De Liso (De Liso), sono complementari ¢ debbono contribuire,
ciascuna a suo modo, ma in sinergia, a rendere il concetto (p. 151). Testo e
immagine si sorreggono a vicenda, ciascuno influisce sul senso dell’altro, cosi come
insieme partecipano a creare il concetto, ad informare e a procurare emozioni.
L’annuncio va pertanto inteso come un’argomentazione unica, un prodotto ottenuto
dalla somma di parole e immagini.

Nella pubblicita cartacea non si puod separare il linguaggio verbale dal
visual: tra essi infatti si realizza un rapporto di complementarieta, poiché il primo ¢
indispensabile per commentare I’immagine ed attribuire un significato preciso come
emerge dall’esempio che segue.

Il manifesto che si trova piu avanti ¢ tratto dalla campagna realizzata nel
1982 dalla Fondazione Pubblicita Progresso sulla Salute dei figli che si prefiggeva
di dare alcuni suggerimenti ai genitori su come crescerli bene. Un esempio
esaustivo questo, di quanto festo € visual siano imprenscindibilmente legati.

Gli headline del manifesto Cosa manca all’educazione di tuo figlio? e
Forse tutto questo non ci ricondurrebbero a nessun significato specifico se non
fossero accompagnati dalla parte illustrativa dell’annuncio, ovvero una foto
strappata in due meta raffiguranti una la testa di un bambino e I’altra il suo corpo
nudo e mingherlino, e dell’importanza della loro disposizione. A rendere

23 In Pubblicita Progresso. Disponibile da
https://www.pubblicitaprogresso.org/it/campagne/campagne/sicurezza-sul-lavoro/
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maggiormente chiaro il messaggio contenuto nel manifesto, di quanto sia
significativa una giusta attivita sportiva e una corretta alimentazione, contribusicono
le altre parti testuali, come il bodycopy che ¢ il testo lungo dell’annuncio che spiega
al genitore cosa fare; il coupon che consente di ricevere una valida e pratica guida
dal titolo “Come crescere bene tuo figlio” e infine la base-line o il payoff che ¢ la
frase finale dell’annuncio, la frase conclusiva del messaggio Per crescere bene tuo
figlio deve crescere sano, Con il giusto sport e una giusta alimentazione che
completa e chiarisce il messaggio, esplicita I’annuncio.

COSA MAN
ALLEDU
DI TUO

Per crescere bene, tuo figlio deve crescere san
Con il giusto sport ¢ una giusta alimentazio

In tal caso, il testo verbale assume una funzione di “ancoraggio”,’ serve

cio¢ a guidare verso una corretta interpretazione del messaggio.
Quanto sopraosservato fa emergere molto chiaramente il legame
imprenscindibile tra festo e visual.

5. Conclusione

Ci avviamo alla conclusione del nostro studio che ha avuto lo scopo di
analizzare alcune fra le caratteristiche peculiari del linguaggio della pubblicita
sociale individuate in 401 annunci realizzati in un arco di tempo che va dal 1971 al
2018.

I dati raccolti dalla nostra analisi ci hano fatto prendere atto delle
pluricomponenti che interagiscono in questa forma di comunicazione fra cui, dal
punto di vista morfosintattico, a livello quantitativo, emergono in ordine di
occorrenza un largo utilizzo dell’aggettivo possessivo affettivo ed enfatico “tuo”
(Coltiva pin interessi. E nel_tuo interesse), un discreto impiego del pronome di
seconda persona singolare ‘tu’, (Entra in azione anche tu), un alto utilizzo dell’uso
della prima persona singolare del modo imperativo (Datti una mossa! Computer e
inglese, chi si aggiorna cresce), della prima persona plurale (Combattiamo
Uindifferenza che distrugge il patrimonio artistico italiano) ¢ della frase
interrogativa (ZTe la senti di guardare in faccia suo padre?).

La nostra indagine ha anche messo in luce alcuni aspetti interessanti della
lingua della pubblicita sociale a livello lessicale come il largo utilizzo di parole-

26 Barthes ha sostenuto che la principale funzione della componente linguistica ¢ quella di ancorare il
messaggio. La parte scritta del messaggio serve cio¢ a fissare il significato da dare all’immagine e cio
perché I’'immagine ¢ per sua natura ambigua, polemica. In Baldini, 1987, p. 32.

42



LINGUSTIC ANALY SIS OF SOME MORPHOSYNTACTIC AND LEXICAL
CHARASTERISTICS OF SOCIAL COMMUNICATION IN ITALY

ringhio e parole fusa come aiuto (Per combattere i pericoli della casa c’¢ bisogno
del tuo aiuto), dona (Dona sangue dove vedi questa insegna), vita
(L’informazione migliora la vita), contro (Non lasciamo rifiuti abbandonati.
Contro le malattie infettive almeno questo si puo fare), diritto (Essere bambini é
un diritto non una colpa).

I risultati del nostro studio hanno percio messo in evidenza quali siano gli
usi e le strategie linguistiche adottate dai creatori pubblicitari nella costruzione di
slogan e payoff e di come si basino soprattutto su parole e frasi che appartengono
alla funzione emotiva e conativa. Quelli da noi individuati sono usi linguistici,
termini ed espressioni che hanno un potere d’azione molto alto, che sono in grado di
plasmare il pensiero dell’'uomo, di canalizzare i suoi sentimenti, di dirigere la sua
volonta e le sue azioni, come emerge chiaramente dai nostri esempi portati, ed ¢ per
questo che vengono lautamente impiegati dagli addetti ai lavori. La lingua della
comunicazione sociale non ha difatti come quella della pubblicita commerciale
I’obiettivo di vendere un prodotto o un servizio, ma la vendita di un modello e di un
messaggio spingendo I’interlocutore come abbiamo visto, al miglioramento e
all’allargamento delle proprie conoscenze e dei propri interessi, esortandolo ad agire
al servizio del proprio benessere, a prendersi a cuore e cura della sua condizione e
di quella degli altri, soprattutto dei piii deboli, a muoversi, a compiere un’azione, a
decidersi davanti a un’alternativa, ad essere insomma un buon cittadino ed un buon
essere umano.

La pubblicita sociale per cui, nonostante sia stata e continui ad essere
bersaglio di critiche di vario genere, puo certamente essere considerata uno stimolo
al cambiamento sociale dato che favorisce 1’adozione di comportamenti positivi e
vantaggiosi, potendo quindi contribuire al miglioramento della societa attraverso
una azione edificante ed ispiratrice che stimoli le persone ad agire in modo da
giovare a loro stesse. Essa ¢ ‘summa summarum’ uno strumento grazie al quale ¢
possibile esercitare un’opera di persuasione ma che viene utilizzata come una forza
positiva sugli individui. Nemmeno noi siamo riusciti a restare indifferenti alla sua
efficacia e alla sua potenza suggestiva e le abbiamo dedicato queste pagine.
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Abstract: Il saggio offre uno spunto di riflessione sul bilinguismo e sul
plurilinguismo in una societd in cui ¢ il monolinguismo a rappresentare sempre pil
un’eccezione. Si affrontano i temi della multiculturalita e dell’interculturalita. Dopo alcune
considerazioni di base sul fenomeno del bilinguismo e sui vantaggi che possiede un
individuo bi/plurilingue si discute dei fenomeni tipici della comunicazione bilingue quali
I’interferenza e la commutazione di codice. Inoltre, quando si parla di bilinguismo in una
terra come 1’Istria ¢ necessario affrontare anche il discorso dell’identita; un’identita plurima
alla cui costruzione incide la componente italiana, ma anche quella adriatica e triestina e a
cui si lega inevitabilmente il quesito del futuro del bilinguismo in Istria. Infine, si discute
I’idea secondo cui tutti siamo minoranza e diventa necessario educare ad una cittadinanza
europea lavorando su un approccio che parta dalle radici culturali dell’individuo.

Parole chiave: bilinguismo, plurilinguismo, multiculturalita, interculturalita,
identita, italiani, Istria.

1. Alcune considerazioni di base

Quando si parla di bilinguismo si pensa alla capacita del parlante di
esprimersi ¢ di comprendere due lingue diverse e di vivere due culture diverse.
Anche se una grande maggioranza di parlanti sostiene di essere monolingue, il
bilinguismo rappresenta una norma, piuttosto che un’eccezione. Infatti, anche
coloro che parlano la lingua standard e un dialetto sono bilingui e succede
raramente che un parlante parli solo la lingua standard oppure solo un dialetto per
cui due terzi della popolazione mondiale sono bilingue.

Moltissimi studi condotti negli ultimi anni confermano costantemente i
vantaggi della formazione bilingue (Cummins, 1984, 1992, 1997, 2000; Rossell ¢
Baker, 1996; Baker e Jones, 1998; Baker e Sienkewicz, 2000; Baker, 2011;
Genesee, 1989, 2001, 2006; Kupisch, 2018) sia per la persona che per la societa: il
modo di pensare piu creativo e flessibile, la maggiore capacita di analisi e di
risoluzione dei problemi, le abilita cognitive (Bialystok, 2011; Emorrey et al. 2008;
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Kempert et al., 2011), la facilita ad apprendere una terza o quarta lingua, la facilita
nell’interpretazione e nella traduzione, 1’accesso a due o piu culture e ad esperienze
attinte dal mondo intero, una maggiore consapevolezza e il rispetto delle diversita
culturali, una maggiore abilita nei rapporti interpersonali, una maggiore flessibilita
ed adattabilita in nuovi contesti e situazioni, migliori prospettive di lavoro e di
soddisfazione economica e la mobilita delle persone. Il bilinguismo porta grossi
vantaggi anche alla societa per cui ¢ importante sensibilizzare la popolazione al
valore culturale della diversita linguistica, incoraggiare il multilinguismo,
promuovere 1’apprendimento delle lingue tra la popolazione come elemento chiave
dello sviluppo personale e professionale e incoraggiare I'apprendimento delle lingue
lungo tutto 1’arco della vita.

L’individuo plurilingue va considerato come colui che possiede un capitale
linguistico, un insieme di risorse linguistiche e opera a seconda della situazione e
dell'interlocutore. In alcune situazioni, come avviene in ambienti monolingui, il
bilingue puo scegliere di nascondere una parte del suo repertorio linguistico per
evitare di essere percepito come differente/diverso. In altre situazioni, pud
mobilitare tutte le sue lingue, passare da una all'altra, al fine di selezionare i suoi
interlocutori, includerli o escluderli dalla loro conversazione, modificare il livello
del discorso, parlare con piu forza, citare altri partecipanti, e via dicendo.

2. Difficolta legate al bilinguismo

11 discorso bilingue del parlante italo-croato in Istria & caratterizzato da un
frequente uso di interferenze e commutazioni di codice che consistono nel
cambiamento nell’uso della lingua rispetto alla prima lingua usata nel corso del
discorso. Mentre la commutazione di codice (ing. code switching) ¢ il frutto della
decisione del parlante di passare da una lingua all’altra nel corso dell’interazione,
I’interferenza si crea invece una confluenza dei due sistemi linguistici e una
giustapposizione degli stessi (Scotti Juri¢ e Brajkovi¢, 2016). Due sono le correnti
di pensiero che nascono dalle ricerche sulla lingua dei parlanti bilingui: secondo la
prima il contatto linguistico porta inevitabilmente alla mescolanza di lingue e
pertanto il bilinguismo viene visto come “zoppo” (Mcnamara, 1967). Secondo il
secondo filone di ricerche, invece (McLaughlin, 1984; Peale e Lambert, 1962;
Cummins, 1984) il bilinguismo presenta indubbi vantaggi e¢ la nozione di
interferenza (ovvero la deviazione involontaria dalla norma linguistica dovuta al
contatto fra due codici) viene sostituita con quella pitu costruttiva di transfer
linguistico (che invece indica il passaggio di elementi elementi fonetici, lessicali e
sintattici da una lingua nell’altra, senza che nel discorso avvenga un cambiamento
del codice). Per interferenza una volta si intendeva soprattutto un’insufficiente
padronanza di una delle lingue, che induce il soggetto a utilizzare parole dell’altra
lingua per otturare i buchi che si formano nella comunicazione. Oggi 1’interferenza
nei parlanti bilingui e plurilingui istriani non preoccupa piu di tanto perché viene
compresa e adottata prontamente dai bilingui che formano, col tempo, un
contenitore di lessico misto, una specie di “lessico familiare” e, una volta abituato
I’orecchio, considerano queste interferenze piu 0 meno normali, a seconda del loro
grado di scolarizzazione, di cultura e di eta.

Accanto ai fenomeni di interferenza, intesa come influenza involontaria di
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una lingua sull’altra, ribadiamo, il linguaggio degli istroquarnerini (compresa la
citta di Fiume e il tutto il Quarnero) abbonda di prestiti e di commutazione di codice
controllati dalla loro volonta. Gli studi sul linguaggio delle nuove generazioni dei
parlanti italofoni di questo Territorio hanno rilevato nei bilingui e nei diglossici la
presenza della capacita di passare dalla lingua di casa e della famiglia
(I’istroveneto) alla lingua della scuola (I’italiano standard), dalla lingua della strada
(il croato) alle lingue specialistiche (1’inglese, il tedesco ecc.) manifestando
intelligenza e una spiccata creativita linguistica (Myers-Scotton, 2017; Scotti Juri¢ e
Brajkovi¢, 2016; Matticchio e Scotti Juri¢, 2017) Nella maggior parte dei casi, pur
lamentando delle preoccupazioni, i ricercatori concordano nel non veder niente di
anormale o limitativo nella loro competenza plurilingue, adeguata alle esigenze e
agli usi della comunita in cui vivono. Il linguaggio di numerosi giovani bilingui ¢
caratterizzato dal possesso di una competenza plurilingue che colora il loro discorso
bilingue italo-croato, per cui riescono a passare da una lingua alle altre a seconda
della situazione, nella stessa conversazione, a volte all’interno dello stesso
enunciato. Il ricorso a questo uso strategico della lingua serve a negoziare
significati, a mantenere la comunicazione a tutti i costi, a dare informazioni su chi
parla, sulla sua identita sociale e culturale. La commutazione di codice nello stesso
discorso non ¢ un’indicazione dell’incapacita dei parlanti di distinguere le lingue
singolarmente, ma, il piu delle volte, ¢ la padronanza di tutti i sistemi in contatto
dove in una stessa sequenza alternativa, ogni lingua segue regole precise.

Le teorie pragmalinguistiche, che ci forniscono strumenti adatti per
un’osservazione piu consapevole e rigorosa dell’uso del nostro linguaggio,
sottolineano il fatto che le lingue non sono sistemi “uniformi ed omogenei”, come li
vorrebbe far vedere la grammatica, e generano sottosistemi il piu delle volte
contestati dai puristi. Esprimere cido che si sente, si vede o si vive, equivale a
riprodurre linguisticamente tutto uno stato di sentimenti ed emozioni che rimangono
scolpiti nelle parole scelte per esprimerci. Quindi, parlare o scrivere, equivale a
esternare il proprio vissuto senza timori o disagi. Siamo dell’opinione che una
lingua muore quando la gente comincia ad avere paura di sbagliare. Guai se, come
da parte di alcuni si vorrebbe, si instaura I’ideologia della norma, del purismo, della
grammaticalita, della perfezione, del modello. D’altronde, tra bilingui, plurilingui e
pluriculturali, un’uniformita linguistica sarebbe un suicidio espressivo in quanto
non esiste personalita plurilingue senza qualche instabilita o incertezza linguistica.
Essere bilingui significa anche accettare I’insicurezza, ma a tesa alta, perché i pregi
ed il valore che offre il bilinguismo sono ben piu grandi dei piccoli disagi
ampiamente compresi dalle persone.

A questi disagi si aggiunge uno ancora piu grosso di cui si parla poco:
quando le deviazioni non possono piu essere spiegate come una conseguenza della
scarsa competenza grammaticale, i parlanti nativi generalmente le attribuiscono a
tendenze caratteriali piuttosto che a fattori di conoscenza linguistica (Barron, 2003:
2), e fabbricano facilmente pregiudizi sulla personalita dell’interlocutore bilingue o
non-nativo (Bettoni, 2006: 237). In alcuni scambi comunicativi particolarmente
delicati come possono essere le richieste, le scuse, le proteste e via dicendo, il non-
nativo trova difficolta ad attenuare e moderare 1’intensita delle sue espressioni,
mentre di regola il parlante nativo si serve di una gamma di mitigatori piuttosto
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ampia. Questa incapacita pragmatica di trovare espressioni di mitigazione
all’interno della lingua compromette 1’efficacia comunicativa del bilingue e tende a
generare nell’interlocutore nativo monolingue una falsa impressione di scortesia
(Nuzzo, 2005, 2007; Benci¢ e Scotti Juri¢, 2013). Cosi il non nativo dira: “Posso
venire domani a prendere il voto?” Mentre il nativo attenuera la richiesta in questo
modo: “Scusi, potrei venire domani all’universita se per caso La trovo in sede e mi
fa la cortesia di scrivermi il voto sul libretto?

Queste sviste in ambito interculturale non provocano necessariamente
agrammaticalitd, ma hanno conseguenze sociali: possono generare imbarazzo,
sorpresa, sconcerto, o sono motivo di offesa. Rintell e Michell (1989, 248)
affermano che nessun ,errore” di grammatica puo far apparire i parlanti cosi
incompetenti, cosi inappropriati, cosi stranieri, come un ,,errore* di pragmatica. |
bilingui istriani vivono due culture, due realta sociali, parlano due lingue, ma
vivono un’unica quotidianita, quella di questa penisola. Sarebbe facile vivere un
anno a Trieste e un altro a Zagabria e tenere cosi le due lingue/culture distinte.
Anche se dal di fuori sembra che basti scegliere una delle due lingue e 1’affare ¢
fatto, nella microstruttura della lingua ci sono impercettibili variazioni, per cui deve
fare costantemente attente scelte linguistiche.

Misurare la competenza del bilingue istriano con il metro di due monolingui
(italiano e croato) ¢ assolutamente sbagliato in quanto la conoscenza di una lingua
va al di 1a della pura conoscenza dei contenuti (Liidi e Py, 2009). E un processo di
acquisizione di una nuova visione di un mondo diverso ¢ di un modo di vivere
diverso. Il bilingue italo-croato, anche se parla ,,male ¢ sempre un vincente perché
il criterio fondamentale in base al quale si misura la sua competenza non ¢
I’acquisizione di informazioni, ma il cambiamento del proprio punto di vista, che
possiamo definire empatia. Imparare un’altra lingua ¢ un esercizio cognitivo, ma
vivere linguisticamente un’altra cultura € un processo affettivo: si puo usare un’altra
lingua come uno strumento, rimanendo nel proprio mondo, ma per diventare
interculturali bisogna uscire dal proprio mondo per entrare in contatto profondo con
chi in un’altra cultura ¢ cresciuto.

3. Identita plurima

Solo fino a pochi anni fa il monolinguismo veniva associato ad un’identita
nazionale unica e solo recentemente si ¢ iniziato a considerare che la diffusione
delle lingue va oltre i confini politici ¢ nazionali di un territorio. Non solo: oggi si
vede una sorta di mobilita anche nella persona stessa dove 1’identita non ¢ acquisita
definitivamente una volta per tutte, ma ¢ sottoposta ad un processo di costruzione
continua che dura tutta la vita e che risente dell’ambiente, del contesto, dal
momento emotivo (Dewale, Pavlenko 2001; Pavlenko, 2006; Wilson, 2013) e delle
condizioni socio-economiche in cui il soggetto si trova. Oggi si parla molto di
,educazione alla cittadinanza europea e alla propria identita culturale”. Non ci deve
stupire il mettere insieme questi due temi che troppo spesso vengono ritenuti
alternativi. Piu I’Europa tende a unificarsi, piu si crea un rapporto dialettico che per
contrappeso richiede formazioni piu piccole; la politica della convivenza, la tutela
del pluralismo, il riconoscimento e¢ la promozione effettiva della diversita. Sono
tutte premesse indispensabili di una identita transnazionale, che superano
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l'esasperazione e la chiusura dei nazionalismi. Non ¢’¢é contraddizione tra vivere nel
mondo globale e recuperare le proprie tradizioni locali.

Gli appartenenti alla Comunita Nazionale Italiana (una volta chiamati
Gruppo nazionale o Minoranza nazionale) ed in particolare i giovani sanno
esprimersi in lingua italiana, ma la cultura ¢ molto di piu: essa ¢ italiana, croata,
slovena, adriatica e triestina, in quanto raccoglie e integra contributi differenti. Essi
imparano a spostarsi nel quadro di riferimento della loro cultura composita, ad
attraversare le frontiere culturali e linguistiche allargando i loro orizzonti per
disporre di un potenziale d’agire interpretativo piu grande con maggiore liberta di
modellare la propria identita e la propria vita. I fenomeni analizzati sopra, quali
I’alternanza del codice, il code mixing nelle situazioni delle lingue in contatto e il
bilinguismo e la diglossia, dove ¢ difficile distinguere la lingua primaria da quella
secondaria, smentiscono un possibile parallelismo «una lingua/una identita» e
fanno appello ad una teoria dell’identita linguistica molto piu elaborata. Dagli studi
fatti negli ultimi anni emerge che il concetto di identita linguistica ¢ lontano
dall’idea che vede «un’identita unica per sempre» (Kalogjera, 2007, 265). In Istria e
nel Quarnero sono in molti a ritenere che 1’identita si possa cambiare, ossia che
I’individuo costruisca differenti identita nella prassi dell’interazione quotidiana.

4. 1l futuro del bilinguismo italo-croato

Le ricerche sullo studio della L2 ci forniscono risultati interessanti legati
alla natura linguistica, come quella di Falk (1978) secondo la quale gli apprendenti
che hanno maggior successo nello studio di una lingua sono quelli che amano le
persone che parlano la lingua in questione, ammirano la loro cultura e desiderano
essere integrati nella societa che usa quella lingua. Quando qualcuno diventa
residente nella comunita istriana che usa anche la lingua italiana nelle interazioni
sociali, la motivazione integrativa diventa la componente chiave che aiuta
I’individuo a sviluppare un certo livello di efficienza linguistica nella nuova lingua.
Si tratta di una necessita per agire socialmente all’interno della comunita e diventare
uno dei suoi membri. E il caso di tanti immigrati dei paesi dell'est che in Istria
anelano ad un’identita meno sofferta e piu europea. E’ il caso di autoctoni ,,istriani
che interiorizzano la necessitd di una piu completa integrazione in quella che ¢
comunque una delle loro due matrici linguistico-culturali. In tutti questi casi
assistiamo ad un desiderio crescente dell’individuo di diventare bilingue e al tempo
stesso biculturale. Ma per quanto tempo ancora I’Istria e il Quarnero potranno
avvalersi di questa eredita linguistica e culturale italo-croata, ¢ una domanda alla
quale nessuno puo dare una risposta certa. Che cosa rimarra un domani della doppia
identita, per quanto tempo I’italiano continuera ad essere lingua madre di italofoni e
lingua seconda della popolazione maggioritaria, sono interrogativi e quesiti aperti.
Oggi, lo spettro delle motivazioni all’apprendimento/insegnamento della lingua
italiana ¢ piu differenziato rispetto a dieci anni fa. Sembra che la motivazione
professionale diventi sempre pit importante. La dimensione economica anche nel
territorio istroquarnerino appare elemento forte del contatto con il ‘sistema Italia’
soprattutto nei contesti migratori e nell’interscambio produttivo dove la presenza
economica italiana deve vedere nell’offerta linguistica un suo elemento correlato:
strumento di comunicazione e oggetto di apprendimento per investimenti
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professionali. Forse oggi, ’emigrazione verso I'ltalia per motivi di lavoro, che ha
sottratto ingenti masse di dialettofoni istroveneti, la tendenza all'inurbamento della
penisola istriana da parte di imprenditori italiani, e altre occasioni ancora, possono far
intravvedere maggiori possibilita di uso della lingua italiana standard. Si perche c'¢ un
altro cavillo: il bilinguismo, nella specifica situazione dell’Istroquarnerino, ¢ possibile
solamente sulla base dell’apprendimento e dell’uso perfettamente equiparato delle due
lingue standard, l'italiano e il croato. Il bilinguismo non ¢ realizzabile mettendo in
contatto l'istroveneto come dialetto minoritario e il croato come la lingua
maggioritaria. Questo discorso ci porta a rivalutare I’italiano standard per non rischiare
di estromettere da queste terre un bilinguismo vero e proprio e di scivolare nel
semilinguismo.

5. Le altre lingue straniere in Istria

In seguito alle insidie dell’inglese, l’italiano in Istria sta sempre piu
passando da lingua dell’ambiente sociale a lingua straniera, cedendo il passo
all’inglese e al tedesco. Oggi I’inglese nelle scuole croate viene insegnato dalla
prima classe della scuola elementare. Per quanto concerne la formazione scolastica,
sappiamo che in Istria, regione ufficialmente bilingue secondo lo Statuto, un alunno
puo seguire tutto il percorso formativo in lingua italiana (dall’asilo alla scuola
media superiore all’universita, se sceglie il corso di Laurea in lingua e letteratura
italiana presso I’ateneo polese, ad esempio). Ma cosa succede con le lingue delle
altre minoranze? In molte scuole gli alunni possono scegliere di seguire, sempre
dalla prima classe elementare, insegnamenti di lingue delle minoranze nazionali. Il
diritto all’istruzione nella propria lingua madre per gli appartenenti delle minoranze
nazionali ¢ tutelato dalla Legge sulla formazione e I’istruzione nella lingua delle
minoranze nazionali' e dalla Legge sulla formazione e 1’istruzione nelle scuole
elementari € medie superiori’. La formazione e I’istruzione per gli appartenenti alle
minoranze nazionali si svolge secondo tre modelli: il modello A che prevede che
tutta la formazione avvenga nella lingua madre con 1’obbligo di studio anche della
lingua croata, il modello B che prevede una formazione bilingue, e il modello C
secondo il quale agli appartenenti alle minoranze vengono offerti alcuni
insegnamenti nella loro lingua madre. Cosi, grazie al modello C nella scuole croate
della citta di Pola, ma anche in altre citta dell’Istria, gli alunni possono seguire le
lezioni di Lingua e cultura macedone e Lingua e cultura albanese. Inoltre, ¢ recente
la notizia che dal corrente anno scolastico gli alunni delle scuole croate di Pola
potranno scegliere anche 1’insegnamento Lingua e cultura bosniaca, visto il
desiderio e I’interesse di parecchi genitori e alunni della minoranza bosniaca in
Croazia.

I Zakon 0 odgoju i obrazovanju na jeziku nacionalnih manjina (NN 51/00, 56/00).
2 Zakon o odgoju i obrazovanju u osnovnoj i srednjoj $koli (NN 87/ 08, 86/09, 92/10, 105/10, 90/11,
5/12,16/12, 86/12, 126/12, 94/13, 152/14, 07/17, 68/18).
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6. Conclusioni

Nell’Europa nella quale siamo entrati non dobbiamo andare tutti omologati,
come una specie di nullita culturale, ma andarci come croati, come italiani
dell'lstria, come croati dell'Istria, volendo, come croati della Dalmazia, come
slavoni. Ognuno scegliera una o anche piu di una identita culturale, perché ognuno ¢
in grado di reggere parecchi codici culturali. Non ¢ detto che uno debba sposare
un’identita unica e farla sua in modo esclusivo, anzi, piu né si ha, piu né si ¢
arricchiti. In Istria si assiste da sempre ad un continuo confronto tra due (o tre)
“mondi”, la Croazia e I’Italia (o la Slovenia e I'Italia), la famiglia bilingue e la
societa monolingue, il padre croato (o sloveno) e la madre italiana, i nonni materni
croati (o sloveni) e quelli paterni italiani, (ma non solo, dove sono le altre etnie:
serbi, montenegrini, albanesi, bosniaci...). Si giunge ad una moltiplicazione di
identita, ad un ampliamento di prospettive che portano alla scoperta e
all'arricchimento dell'umanita. Essa permette alla persona una maggiore capacita
critica, obiettivita, sensibilita e, soprattutto, un maggior equilibrio, in una societa
interculturale che promuove le convivenze culturali aperte e multiple. I bilingui
italo-croati sono emblema della possibilita di integrazione nei due Paesi che ¢
basata sulla conoscenza reciproca e sul dialogo interculturale di cui sono
ambasciatori e promotori. Sono esempio di multiculturalismo perché coniugano
varie identita nazionali € non, ¢ le conciliano nel loro vivere quotidiano partendo da
valori condivisi e basandosi sul rispetto della diversita. Il loro essere bilingui li
richiama alla responsabilita di partecipazione cosciente sia in Croazia che in Italia.
E sbagliato credere che I’identita culturale di una persona formata attraverso
I’educazione monolingue garantisca precisi punti di riferimento socio-culturali. Non
c’¢ pericolo che crescendo in una atmosfera biculturale e bilingue si creino
condizioni di disagio con graduale indebolimento dell’identitda personale e
smarrimento emotivo ed intellettuale. Per educare alla cittadinanza europea, in cui
tutti sono minoranza, bisognera attuare un approccio consapevole alle proprie radici
culturali.
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Abstract: The paper is a reflection on bilingualism and plurilingualism in a society
in which monolingualism becomes more and more an exception. The themes of
multiculturalism and interculturality are addressed. After some basic considerations on the
phenomenon of bilingualism and on the advantages of being bi/plurilingual, we discuss the
typical phenomena of bilingual communication such as interference and code switching.
Moreover, when it comes to bilingualism in a land like Istria, it is also necessary to tackle
the discourse of identity; a many facetted identity which is a result of the Italian component
but also the Adriatic and Triestine one. The question of the future of bilingualism in Istria is
discussed in the end and the idea that since we all belong to a minority it is important to
educate the citizens to a European citizenship by working on an approach that develops from
the cultural roots of the individual.
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Abstract. The use of the English language in academic communication has been
increasing in the last decades. Such increased use has effect on discourse and rhetorical
properties of genres across languages or sometimes English even replaces national
languages completely. The aim of this article is to study the presence and potential
influence of genre-based conventions specific to English on the rhetorical organization in
Serbian by comparing social science and mechanical engineering abstracts in the two
languages. Besides the overall move frequency, the total number of moves in each abstract,
as well as move repetition and move embedding are analyzed. The analysis showed that
linguistic, cultural and disciplinary factors have influence on academic discourse in both
languages. In particular, there is more variation between the two social science groups of
abstracts. On the other hand, the engineering abstracts are more similar, although the ones
in Serbian have a simpler macrostructure, fewer moves and fewer meta-discourse and
promotional elements. The awareness of such differences can help Serbian authors when
they want to publish in English and become members of the global academic community.

Key words: abstract, genre analysis, rhetorical organization, move.

1. Introduction

A number of examples, both worldwide and in the Balkan region, indicate that
the use of the English language in academic communication has been increasing.
Writing and publishing research articles is the most common kind of academic
activity undertaken by non-native speakers of English. Besides, globalization leads
to new forms of contacts and networking. As a result, not only is English used in
written forms, but also in science conferences as well as student and teaching staff
exchange programs, international projects and postgraduate courses.

1.1. Academic Discourse Globally

What comes out of the leading role of English in academic communication is
that it often has effect on discourse and rhetorical properties of genres across
languages or it even replaces national languages completely. This is most evident in
engineering sciences, with the number of journals and conferences in Serbian
constantly decreasing.! For example, since 2011 English has been the official

! Mauranen et al. (2010:643) give a well-known phrase “publish in English or perish”.
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language of the International Conference on Accomplishments in Electrical and
Mechanical Engineering and Information Technology — DEMI, organized by the
Faculty of Mechanical Engineering University of Banja Luka.?

This role of English in the global academic setting made academic discourse
(AD) even more appealing to researchers (Suomela-Salmi and Dervin 2009, p. 3),
but also to teachers within English for Academic Purposes (EAP). What especially
contributes to such status of English is that non-native speakers have outnumbered
native speakers. Mauranen et al. (2010, p. 640) assume that it is quite similar in
academia, although they point out that “strictly speaking, academic discourses in
themselves have no native speakers [...]. They add that AD is learned by joining a
particular academic community, e.g. by acquiring terminology, genres, etc., all of
which can be attributed to one’s familiarity with genres in general (ibid.).

1.2. Genre Analysis

In its earlier forms, genre analysis has been viewed as an addition to linguistic
analysis that helped researchers to study functional variations and the use of English
in academic context (Bhatia et al. 2008, p. 10).

However, Swales (2005) offers a comprehensive pedagogic approach to English
in academic and research contexts. Among other things, he provides definitions
relating to concepts such as genre and discourse community, the two being central
to the analysis itself. Thus, he (ibid., p. 58) defines genre as “[...] a class of
communicative events, the members of which share some set of communicative
purposes‘. Apart from the purpose, the examples of genre are characterized by the
similarity in contents, structure and style. Although various forms of text are used in
genre analysis, the term genre implies more than mere text and textual features.
Therefore, other features are included, such as social, psychological or ethnographic
in order to study genres comprehensively (ibid., p. 6-7). Taking into account the
social aspect, genres are directly associated with discourse communities that use
them.

Swales introduced his first model for the rhetorical analysis of research article
introductions back in 1981, completing it afterwards as the CARS (Create a
Research Space) model. This model shows how authors use language structures to
create their own research space in a particular discourse community (Swales 2005:
140). In line with their rhetorical roles, specific parts are labelled as moves, whereas
every smaller element used to realize each move is referred to as a step. In reference
to abstracts as a part-genre,” Swales and Feak (2009, p. 5) define moves in the
following way:

“A move is a stretch of text that does a particular job. It is a functional,
not a grammatical term. A move can vary in length from a phrase to a
paragraph.”

Genres strongly rely on rhetorical organization of texts, i.e. schemes or structures
that point to previous knowledge, experience and other texts, whether in terms of

2 In 2017 the conference was renamed to the International Conference on Accomplishments in
Mechanical and Industrial Engineering.

3 The abstract is referred to as part-genre, while, for example, research articles or lectures are
genres (Swales and Feak, 2009).
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form or content (ibid., p. 83). In addition to schematic structures, the patterns of
linguistic realization are studied as well (Flowerdew and Forest 2009; Pho 2008).
Laki¢ (2012, p. 27) emphasizes that, owing to its comprehensive approach, genre
analysis enables us to understand ‘“not only how the text is written, but also why it
has been written in a particular way”.* The examples of such analysis best reflect the
interrelatedness of form and function of linguistic structures at the textual level.

1.3. The genre analysis of abstracts

Although the CARS model first referred to research article (RA) introductions,
many authors have adapted it to other parts of RAs, including abstracts. As
information density and compactness in abstracts are very high, rhetorical analysis
of this part-genre encompasses various approaches. A number of authors (Pho,
2008; Swales and Feak, 2009; Zivkovié, 2014) agree about the number of moves
within the abstract. It is possible to use five different moves, but all of them do not
have to be present in a single abstract. Other authors, such as Van Bonn and Swales
(2007, p. 97), specify the first move determining it by the following rhetorical roles
that lead into the research itself: emphasizing the importance and main
characteristics of the topic, and/or emphasizing the existing knowledge about the
topic (general or specific (with or without citation)). Dzeverdanovi¢-Pejovi¢ (2015)
opts for another move structure in linguistics abstracts comprising setting the scene,
summarizing previous research, introducing purpose, describing the methodology
and summarizing results, but also adds key words as the sixth move.

Having studied move frequency in the abstracts published in 1980 and 1997,
Hyland (in Swales and Feak, 2009, p. 20) proved that not every move is necessary.
Hyland attributed the increasing number of abstracts containing Introductions (from
33% to 47%) and Discussion (from 7% to 22%) to more competition among authors
(ibid.). This is why abstracts have more promotional features so the whole articles
could be accepted by the journals, thus gaining wider readership.

The aim of this article is to study variation between social science (SS) and
mechanical engineering (ME) abstracts in English and Serbian. More specifically,
taking the corpus comprising RA abstracts as a starting point, genre analysis has
been used to study rhetorical structures. These structures include the key sections of
abstracts or moves, i.e. their macrostructure as: Introduction — I, Purpose — P,
Methodology — M, Results — R and Discussion — D* (Swales and Feak 2009, p. 5).
Besides the overall move frequency, macrostructure (the total number of moves in
each abstract®) as well as move repetition and move embedding (Pho, 2008) are
analyzed.

41...] ne samo kako je tekst napisan, ve¢ i zasto je napisan bas na taj odredeni na¢in®.

S IPMRD is further used as a label for abstract macrostructure. At the same time the examples
provided herein contain abbreviations that mark corresponding moves (e.g. P for Purpose).

¢ Although Swales and Feak (2009) do not distinguish between steps within moves, in some
studies the CARS model is applied in introductions (Martin Martin, 2003). This model implies that the
authors make an introduction to their research in the abstract so that it corresponds in short form to the
introduction of the RA.
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2. Methodology

Genre analysis in this article is based on the theoretical frameworks proposed by
Swales (2005) and Swales and Feak (2009).

As this study is based on a quantitative-qualitative approach, the corpus
consisting of RA abstracts published in journals played a key part. There were
altogether 100 abstracts, 25 SS and 25 ME abstracts in English and Serbian.

The English ones were published from 2007 to 2014 and taken from the online
electronic databases of the following journals: Proceedings of the Institution of
Mechanical Engineers, Part C: Journal of Mechanical Engineering Science (JMES)
by Sage Publications and Contemporary Social Science: Journal of the Academy of
Social Science (CSS), published by Taylor and Francis Group.

The SS abstracts in Serbian were published in Zbornik Matice srpske za
drustvene nauke (ZMSDN)’ from 2007-2013 and copied from the online database of
Serbian citation index. Primarily owing to the fact that mechanical engineering
abstracts in Serbian are relatively shorter, they were taken from several journals,
that is, their online databases: 10 from Integritet i vek konstrukcija (IVK) published
by the Society for Structural Integrity and Life and the Institute for Testing of
Materials, 7 from IMK 14 — Istrazivanje i razvoj (IMK) by the “14. Oktobar” IMK
Institute and 4 from two journals, namely Tehnika (T) published by the Association
of Engineers and Technicians of Serbia and Facta Universitatis, Series: Mechanical
Engineering (FA) taken from the Serbian citation index. These abstracts were
published from 2010 to 2014.

Furthermore, the fact that a number of major engineering journals in Serbian are
already being published in English is another reason why abstracts have been taken
from a few journals. As many of these journals still contain abstracts written in
Serbian, they were included in the study.

3. Results and Discussion

3.1. Move frequency

Rhetorical and genre properties in the corpus could not be studied in parallel.
Namely, 11 SS abstracts in Serbian do not follow the IPMRD?® model. Although
only original RAs were included in the corpus, most Serbian social science articles
are completely theoretical. At the same time, the articles from ZMSDN taken as
whole do not reflect the IPMRD structure, but they contain thematic headings
related to the subject of research. The absence of the IPMRD model was an
obstacle to include these in further analysis. They are characterized by narrative
structure without many rhetorical elements, such as well-defined introductions, or
metadiscourse as a clear guideline for readers. This is due to the specific nature of
presenting social research in the Serbian language that resembles review articles.

7 Even though ZMSDN is published in the Cyrillic alphabet, the examples were downloaded in
Latin.

8 This abbreviation complies with the model applied in this study, unlike the so-called IMRD,
which does not contain Purpose as a separate part, but only as a step within the Introduction according
to the CARS model.
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The exception is Purpose, always present even in the case of SS abstracts in Serbian
and mainly realized as a prepositional phrase, e.g. u ovom radu (in this paper):

(1) (P) (1) U radu je prikazana etnicka slika stanovnistva Srbije i etnodemografske
promene u periodu 1991-2002 [...]. (ZMSDN 9)

(P) (1) The ethnic structure of population in Serbia and the ethno-demographic
changes from 1991-2002 are presented in the paper [...]. (ZMSDN 9)°

Namely, such rhetorical organization can be compared to cultural aspects of AD
in other Slavic languages, such as Ukrainian and Russian (Yakhontova 2006),'° or
Czech (Cmejrkova and Dane§, 1997), whose AD lacks metadiscourse and
promotional elements to a great extent. Therefore, it seems that in Slavic languages
authors are not primarily concerned with creating a niche for themselves in the way
the authors of abstracts in English are, in order to promote their work. Since the
abstract is not a competition arena, Slavic authors mainly present the contents of the
article, without pointing to previous research or using evaluative structures to
present and discuss results. Consequently, the analysis of move frequency in the
English and Serbian abstracts showed different percentages. It is interesting to
observe that all abstracts have the Purpose move, whereas less than half of ME
abstracts in Serbian present the results of the research (Table 1).

Table 1 Macrostructure — move frequency

English Serbian
SS ME SS ME
Introduction 20 (80%) 19 (76%) 12 (85.71%) 16 (64%)
Purpose (1002();) 25 (100%) 14 (100%) 25 (100%)
0

Methodology 23 (92%) 25 (100%) 8 (57.14%) 22 (88%)
Results 19 (76%) 23 (92%) 8 (57.14%) 12 (48%)
Discussion 20 (80%) 19 (76%) 11 (78.57%) 19 (76%)

In addition to Purpose, most abstracts contain Methodology, although it is only
present in all ME abstracts in English. This is a very important move in ME because
of the experimental nature of research. Moreover, a great number of SS abstracts in
English also have Methodology as it is a way to bring research closer to readers and
explain how the authors have obtained findings.

(2) (P) (5) This paper attempts to respond to this need and call (M) by re-
introducing concepts drawn from political economy and political science [...]. (CSS

S)

° The examples have been translated by the author.
10 Yakhontova (2006) studied conference abstracts, which represent different part-genre. It is
important to stress cultural aspects of AD here that are general for RAs as a frame genre, though.
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Since the Serbian ME authors do not use the Result or even the Introduction
move as much as their English-speaking peers, this may indicate that these moves
are not the parts they want to highlight. Hence, it seems that those authors do not
strive to primarily promote and “sell” their abstract'! by presenting the research
findings, for example. Also, fewer moves may point to different expectations inside
a discourse community in which promotional elements are not typical. However,
mere indication of relatively high frequency of occurrence of most moves as seen in
Table 1 implies that the Serbian authors in ME adhere to conventions specific to
AD in English.

Different expectations and the use of promotional elements are related to the
writing style of a certain culture. Specifically, a lack of metadiscourse elements
points to more implicit rhetorical strategies, in the SS abstracts in Serbian in
particular. In a similar way, comparing the Czech and the Anglo-American
scientific writing style, Cmejrkova & Dane§ (1997, p. 56) conclude that the
relationship between Czech authors and his/her readers is based on similar
background and common knowledge, so the authors use less explicit writing style.
This is especially the case in social science and humanities, in which authors and
readers share common contextual reality, the metadiscourse in such circumstances
not being as relevant.

In contrast with this, even when they are not experimental, the SS abstracts in
English almost always contain at least some elements that guide the reader through
the text:

(3) O (1) ‘Truth’ recovery has become part of a globalised ‘formula’ which
transitional justice advocates claim is imperative to conflict transformation. (2) Yet
the value of ‘truth’ and efficacy of international ‘truth’ recovery templates has been
negatively critiqued. (3) Increasingly, ‘localised’ approaches to memory work are
seeking to develop innovative and context-specific processes [...]. (M) (4) Through
‘local/global’ perspectives and ‘bottom-up’ critiques, (P) this article explores how
transitional justice discourse has been mediated [...]. (M) (5) Using a case study of
the Historical Enquiries Team (HET), a police-led ‘truth’ recovery process
distinctive to Northern Ireland, (M) it examines the paradoxes of transitional
Justice and the challenges [...]. (P) (6) In order to do this, the article examines the
purpose of the HET [...]. (P) (7) The aim is to consider the controversial nature of
dealing with the past [...]. (D) (8) The complications of a police-led ‘truth’-
recovery process in a divided society with a history of contested policing and the
lessons for other societies in transition are discussed. (CSS 11)

Some of the guiding elements are given in bold in (3) to show how the author first
sets the ground for research and establishes a dialogue with the discourse
community (adversative conjunct yet). Then, the author focuses on her research, its
objectives and possible implications. All the bolded parts are clear elements of
rhetorical organization in the abstract. Additionally, the choice of lexis, primarily
adjectives, serves to attract the readership to consider the article in its entirety

! This rhetorical and promotional role of abstracts was emphasized by Yakhontova (2002).
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(claim, imperative, negatively critiqued, innovative, controversial, paradoxes,
complications).

3.2. Macrostructure - the model of rhetorical organization

Taking into account the prevailing rhetorical motivation, four parts of the corpus
differ in terms of the total number of moves in each abstract. This can be seen from
Table 2.

Table 2 The number of moves in English and Serbian abstracts

English Serbian
SS ME SS ME
Th 5 11 (44%) 15 (60%) 3 (21.42%) 3 (12%)
N 4 10 (40%) 7 (28%) 7 (50%) 15 (60%)
number of
moves 3 4 (16%) 3 (12%) 2 (14.28%) 5(20%)
2 - - 2 (14.28%) 2 (8%)

Table 2 shows that only most of the abstracts from Journal of Mechanical
Engineering Science (JMES) contain all five rhetorical moves (15 abstracts). In
addition, nine abstracts from the same journal have linear distribution of moves,
which reflects the structure of the whole article (IPMRD), comprising 36% of all
abstracts.

(4) (D (1) Dual-fuel engines are modified compression ignition engines [...]. (P) (6)
In this article, a three-zone model for the analysis of heat-release rate during the
dual-fuel combustion process will be derived. (M) (7) This model will be tested
against data obtained for diesel combustion and then applied [...]. (R) (8) It will be
shown that there is little evidence to support [...]. (D) (9) The conclusion of this
work is that dual-fuel combustion may be better considered [...]. (JMES 12)

In order to present the research as a relevant one, authors normally start from
general points (Introduction), move towards specific (Purpose, Methodology and
Results) and end with Discussion, which brings more generalization relating to a
particular research topic or issue (Swales and Feak 2001). In comparison to the ME
abstracts in English, only three abstracts from Contemporary Social Science (CSS)
adhere to the said sequence of moves. It may be due to the fact that most of these
articles are theoretical, which is why rhetorical strategies in the abstracts are
organized and distributed in a variety of ways. In other words, those abstracts reflect
individual writing styles in social science.

However, the results obtained by Martin Martin (2003) show that abstracts in
experimental social science in Spanish do follow linear distribution of moves in
accordance with the key parts of the article. On the other hand, only one SS and two
ME abstracts in Serbian of this kind were found in the corpus.

Even though the ME abstracts in Serbian were collected from four journals
(which may have caused some degree of variation), it can be said that only the
majority of ME abstracts in general have a dominant model of rhetorical
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organization (15 abstracts in each language). Thus, the Serbian ME abstracts mainly
have four moves, whereas the corresponding English ones have five moves.

Nevertheless, when some moves are not present in the Serbian ME abstracts, the
model is still linear. For example, when the introductory part is missing, there is a
PMRD model (four abstracts). There is similar variation in the ZMSDN abstracts
and it suggests that Serbian authors use a wider array of rhetorical models,
including those with two moves only. But, if there are fewer moves in an abstract,
there is less possibility for conveying relevant information from the article. For
instance, combinations in the abstracts with two moves are as follows: IP, IR or PR,
which means that these moves comprise contents the authors wish to share with
their readers.

(5) () (1) Vrlo visoka ¢vrstoca omogucava zZicanom uzetu da prenese velike zatezne
sile [...]. (2) Zice od celika vrlo visoke cvrstoée su postojale [...]. (3) Dalja
poboljsanja posle toga su uvedena [...]. (4) Zicana uzad uvek imaju ogranicen vek
[...]. (5) Zbog toga ona moraju da se podvrgnu inspekciji [...]. (6) Krajnji korisnik
masine sa Celicnim uzetom u svakom slucaju zeli da ima grubu ocenu [...]. (7) To je
jedan od razloga zbog kojih su tokom niza godina izvedena obimna istraZivanja
[...]. ) (8) Namena ovog rada je da ponudi pregled informacija o postupcima
proracuna i da prikaze mogucnosti i ogranicenja [...]. AIVK 1)

(D) (1) Very high strength enables wire ropes to support tensile forces [...]. (2)
High-strength steel wires had already existed when [...]. (3) Since then further
improvements have been introduced [...]. (4) Wire ropes always have a limited
service life [...]. (5) This is why they have to be subjected to inspection [...]. (6)
However, the end-user of a machine with steel wire rope wants to have an
approximate estimation [...]. (7) This is one of the reasons why extensive testing
has been done over the previous years [...]. (P) (8) The purpose of this paper is to
offer an overview of information about calculation procedures and to show the
possibilities and limitations [...]. IVK 1)

In contrast with the competitive and broader Anglo-American discourse
community, the Serbian authors, especially in social science, do not try to present
their research by reflecting on other authors’ work (with or without citing) or by
counterclaiming. Hence, they do not mostly create their own research space, at least
not in the way that the native English authors do.

Notwithstanding the numerous individual differences, more consistent rhetorical
organization and homogeneity is present in the ME abstracts taken as whole. This
can be explained by the research process and the way the authors present the
corresponding article, which are more uniform regardless of the national discourse
community to which the author belongs to. It is quite similar in some other Slavic
languages, such as Czech. Cmejrkova (1996, p. 146) underlines that the awareness
about the norms typical for writing in English is more present among hard sciences
(e.g. engineering, medicine, etc.) compared to the soft. Mere presence of the
IPMRD model in the Serbian ME abstracts is a signal that their authors are
accustomed to the conventions of the Anglo-American discourse community. The
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results show, though, that the promotional elements often used in certain moves or
some moves in particular, e.g. Results, are not used as much.

Unlike the ME abstracts, a higher degree of individual work and less generalized
research and writing procedures can be found in the English SS abstracts. This is
evident from Table 2, which shows greater variation in the number of moves in the
CSS abstracts. Namely, most of the abstracts have been written by a single author
(17 abstracts), thus the claims and argumentation are the result of individual
endeavor and effort. On the other hand, there are fewer ME abstracts that belong to
one author (five in Serbian and three from JMES). Furthermore, the social science
corpus in Serbian follows IPMRD to a lesser degree, with just more than half of
abstracts with a relatively precise rhetorical model.

To conclude, the two sciences are part of different traditions — argumentative and
experimental, individual and team work, abstract and concrete. This is reflected in
the way the research is presented to readership. Therefore, Hyland (in Lorés, 2004,
p- 299) claims that the themes and directions which social science research can take
are broader in comparison to the engineering that deal with narrowly defined,
concrete phenomena and processes. That is why social science authors seek various,
often interactive ways to engage readers and convince them to read the whole
article, primarily by using more metadiscourse elements.

3.3. Repeated moves

Some of the abstracts have their moves distributed in different ways, depending
on whether some of them are repeated or left out. Repeating moves implies that a
rhetorical element occurs a couple of times in the abstract or is realized by
structures that are not adjacent.

Table 3 Repeated moves in English and Serbian abstracts

English Serbian
SS ME SS ME
Introduction - - 2 -
Purpose 18 3 5 7
Methodology 5 4 2 3
Results 3 - 2 -
Discussion 1 1 - -

As opposed to other rhetorical structures, Introduction is almost always a single
unit, mainly at the beginning of the abstract. Table 3 shows that the majority of
repetitions occurs in the English SS abstracts (13 abstracts), which makes them
stand out from the other three groups (five English ME, seven Serbian ME and three
Serbian SS abstracts with repeated moves).

Purpose and Methodology are the moves most often repeated in the corpus, as
the CSS example below shows:
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(6) (P) (3) I explore this question (M) by investigating cultural contestation in post-
Agreement Macedonia and Northern Ireland. (P) (4) Theoretically, I consider the
importance of cultural differences in the integration versus accommodation debate
on constitutional design in divided societies. (M) (5) Empirically, I draw on
original research from the two cases whereby respective peace agreements were
designed to manage a self-determination dispute. (P) (6) First, I argue that
symbolic controversies relating to cultural emblems, flags and insignia pose a
particular kind of test for the stability of power-sharing systems. (CSS 9)

Repeated rhetorical elements enable authors to expand the research topic, to add
and to elaborate on some of its aspects. Thus, the author can shift the focus to
particular parts of the research, with the help of adequate lexico-grammatical
structures. This is well illustrated in (6) above.

Also, the repeated moves are the indication of cyclic character when the research
is presented within the abstract. The findings of the study show this character is
more typical in the English SS abstracts, as more than half of the abstracts contain
such moves. Besides, different or related themes can link to each other, as (6)
shows. The subject of research (P) is particularly stressed by author’s explicit
presence (personal pronoun [/ and verb phrases explore, consider and draw on).
Then, the noun phrase this question in sentence (3) refers to the previous section in
Introduction. By asking a question the setting is created to emphasize the
importance of the topic. Next, the procedures are given to solve the issue (M), the
topic is expanded (P) by using [/ argue that and methods made more specific
(empirically, original research). Finally, the author once again talks about the
purpose of the article stating the research focus (symbolic controversies to cultural
emblems, flags and insignia). As these moves also exist in the whole corpus, the
ME authors can choose to use them as well.

In conclusion, it seems that the repeated moves primarily depend on the research
field. A cyclic approach is more suitable to social science, in which themes and
rhetorical moves are easily recycled having in mind the research process, abstract
concepts and argumentation. On the contrary, the ME authors tend to present their
research in a linear and composite manner, most often the way it proceeded. In any
case, when authors choose to repeat moves, they opt for creating and confirming
their research space (Swales, 2005).

3.4. Move embedding

Apart from being realized by sentences, clauses and phrases can serve as
rhetorical elements. As lexico-grammatical units (owing to their structure and their
sentence-building potential), they are signals of the so-called move embedding (Pho
2008). This means that two or more moves can be found within a single sentence. In
the English part of the corpus, Purpose and Methodology are most often combined,
as there are 17 such combinations in the SS and eight in the ME abstracts. Martin
Martin (2003) attributed this to limited space in abstracts, having found that these
two moves were embedded in a single sentence in around 30% of examples. This
can be illustrated using the following corpus examples:
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(7) M) (6) By varying the plastic tangent modulus (P) special cases of linear
hardening are studied, including ideal materials [...]. (JMES 20)

(8) M) (4) Through “local/global” perspectives and “bottom-up” critiques, (P)
this paper explores how transitional justice discourse has been mediated [...]. (CSS
11)

Apart from the said combinations, Results occur with other moves in the English
corpus (i.e. M-R, R-D, P-R), in which the authors typically embed two moves.

Specifically, embedding allows the economy of rhetorical structures. In addition
to making abstracts more compact, it contributes to the cyclic character of
schematic structures, particularly in the SS abstracts in English. Both repeated and
embedded moves confirm more flexible textual organization and presentation of
key sections in the abstract.

Also, two finite clauses can be combined and used in the English corpus with
different rhetorical roles, every time linked by an additive conjunct and (four
examples in the SS and three in the ME abstracts), as in the sentences below:

(10) (R) (8) The study finds that the public has been largely unresponsive to the
White House and (D) concludes by questioning the faith that many have in the
broad premise of the potential of presidential leadership of the public. (CSS 24)

The phrasings, such as the study finds [...] and concludes, point to rhetorical moves
with the use of inanimate agent and evaluative clauses.

Although embedding is present in the Serbian corpus, it is not very common.
Methodology is combined twice with Purpose in both parts of the corpus, and with
Results in the SS abstracts (three examples). This means that almost all rhetorical
elements in the ME abstracts in Serbian are realized by whole sentences, one of the
two examples being presented in (11):

(11) (P) (7) Autori su razvili (M) jedan postupak zasnovan na staticki neodredenim
metodama i izradili odgovarajuce kompjuterske programe koji olakSavaju njegovu
primenu. (IMK 14)

(P) (7) The authors have developed (M) a model based on statically indeterminate
methods and created adequate computer programs which facilitate its application
(IMK 14)

Together with repeated moves, embedding prevails in the English abstracts,
especially the SS ones. This is due to the lexico-grammatical properties of English
and discipline specifics. Namely, in those abstracts less space and wording is
generally used to present processes and procedures undertaken. Hence Methodology
is more often combined with other structures. In the ME abstracts, on the contrary,
the research process and its particular stages are presented in more detail, mostly
using a single sentence or several sentences.
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4. Conclusions

Academic discourse is under the influence of various factors, such as linguistic,
cultural and disciplinary. As the global academic community is evolving nowadays,
social factors play an important part, the size of a particular discourse community
being a prominent one. In other words, the number of those who will read papers in
Serbian and English differs to a great extent, which may affect rhetorical
conventions of the abstract which become institutionalized over time.

A more uniform character of engineering sciences may be explained by the fact
that Serbian-speaking authors in ME rely on the international academic scene
(papers, literature, conferences, etc.). However, the SS abstracts, characterized by a
rather subjective tone, deal with the national scientific context. As a result of that,
cross-linguistic analysis has shown more variation between the two SS groups of
abstracts. The results also reveal that the SS abstracts in Serbian only partly follow
the widely accepted IPMRD model.

On the other hand, the ME abstracts are more similar, as the IPMRD model is
present in both groups. Still, the ones in Serbian have a simpler macrostructure,
fewer moves and fewer promotional elements. Greater similarity between the ME
abstracts can be explained by the common research process and the presentation of
research results in engineering sciences, regardless of the national discourse
community that the author belongs to.

In addition, discipline-oriented research processes and argumentation enable
authors to present their research in a variety of subtle ways, with each discipline’s
AD becoming more specific and acquiring particular properties. This is best
reflected by the presence and realization of the Methods move, as well as repeated
or embedded moves, which may deserve more or less space and prominence in
social science and mechanical engineering abstracts.

Owing to the fact that the English language has become a lingua franca of
today’s academic community, the language skills and the awareness of genre
conventions do not only imply the knowledge of another, auxiliary language but the
basic academic literacy (Hyland 2009a:3-4). As our researchers and students need
to write in English more and more, it is extremely important for them to know the
rhetorical and linguistic conventions related to abstract and RA writing in a
particular discipline-based discourse community.
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Ozet: Dil, bir milletin yasayis bigiminin, ekonomisinin, cografyasinin ve pek ¢ok
degerinin kodlarin1 igerisinde tasiyan, dilbilimdeki nedensizlik yasasi c¢ergevesinde,
bilinmeyen donemlerde beser tarafindan olusturulmus karmasik bir yapidir. Bu yapi,
meydana geldigi milletin kiiltiirinii de i¢inde tasir. Bu sebeple bir dil 6grenmek, bir dili
bilmek, ayni zamanda o dilin kullanildig1 kiiltiire de vakif olmak demektir. Dolayisiyla dil
ogretimi, kiiltiir aktarimimnin 6nemli 6gesidir denilebilir.

Dil dgretiminde ogreniciye verilen dolayli kiiltir aktarimi o dilin séz dizimi,
anlambilimi, ses bilimi, bi¢cim bilimi yaninda kelimelerin climle i¢indeki kullanim
degerlerinin dikkate alinmasi, kullanim siklig1 yiiksek olan kelimelerin 0gretimi ve en
onemlisi de sz varliginin dgretilmesiyle miimkiindiir. S6z varlii, o dili kullananlarin
gelenek ve goreneklerini, sosyal yapisini, yasayis bicimini, aligkanliklarini, diinya goriistini
ve daha bir¢ok niteligini yansitan en 6nemli unsurlardandir. S6z varlifi igerisinde isim, sifat,
zamir, zarf gibi birden fazla kategori vardir. Bunlarla birlikte deyimler, atasozleri, ikilemeler
ve kalip sozler gibi kaliplagmis bicimde, genellikle kelime grubu hélinde kullanilan belki de
yalnizca ait oldugu dilin kullanicilart tarafindan anlagsilabilecek, kiiltiir yapilar1 da vardir. Bu
sebepledir ki bu yapilar, yabancilara dil 6gretiminde 6nemli bir gorev istlenmektedir ve
bunlar, yabanci dil 6gretiminde fazlasiyla onemsenmektedir.

Biz, bu c¢alismamizda Gokdayi’nin kalip sozlerle ilgili “anlam ve baglam”
degerlendirmesini ve smiflandirmasim dikkate alarak Gazi {iniversitesi TOMER’in
“Yabancilar igin Tiirkge Ogretim Seti” adli ders kitaplarimin A1 seviyesindeki farkli kelime
sayist i¢indeki kalip sozlerin kullanimlarini, anlamsal ve baglamsal degerlendirmesini ve
seviyeye uygunlugunu elde ettigimiz verilerle degerlendirip bir sonuca varacagiz.

Anahtar Kelimeler: Yabancilar icin Tiirkge, séz varligi, kalip sozler.

1. Giris

Yeryiiziinde yazili ya da sézlii olarak ifade edilen bir¢ok dil vardir. Insanlar
dogduklari cografya iizerinde hakim olan konusma ve yazma dilinin disinda bagka
milletlere ve iklimlere ait yabanci dilleri de kiiltiirel, ekonomik veya daha bagka
sosyolojik ve psikolojik etkenlerle 6grenme geregi duymuslardir ve bu gereksinim
yabanci dil 6grenimini dogurmustur. Bir dilin yabanci dil olarak 6grenimi yiizyillar
oncesine dayanmaktadir. Yabanci bir dilin bagkalar1 tarafindan &6grenilmek
istenmesi genellikle 6grenilen dili konusur olan iilkenin diinya iizerindeki sosyo-
ekonomik giicli etkisinde sekillenmekte ve insanlar tarafindan o dile talebe neden
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olmaktadir ya da bireyin egitim ihtiyaci, o dile duyulan sempati de talep olusturan
sebepler igerisindedir.

1071 de Kasgarli Mahmut’un Divanu Lugati’t- Tiirk’iiyle baslayan
yabancilara Tiirk¢e 6gretimi, daha sonrasinda da kurulan Tiirk devletlerinin siyasal
ve ekonomik giiciine bagl olarak degisim ve gelisim gostermistir. Diinya dilleri
icerisinde Tiirkgenin yabancit dil olarak sistematik bir sekilde 0Ogretimine
baktigimizda bunun yakin bir ge¢mise sahip oldugunu goriiyoruz. S6z konusu
egitim, Tiirkiye Cumhuriyeti’nde 1984’te  Ankara Universitesi TOMER’in
kurulmasiyla sistemli ve bilimsel bir hale gelmistir. Daha sonra Istanbul
Universitesi, Gazi Universitesi gibi bir¢ok iiniversite kendi biinyesinde Tiirkce
Ogretim Merkezlerini kurmustur. Halihazirda da s6z konusu iiniversitelerle beraber
birgok iiniversitede TOMER’ler ve DILMER ’ler acilmistir. Bunlarla birlikte yurt
disinda faaliyetlerine devam eden Yunus Emre Enstitiisii’ne bagli Yunus Emre Tiirk
Kiiltiir Merkezleri ilkdgretim ve orta 6gretim ¢agindaki ¢ocuklara yine yurt disinda
egitim veren Maarif Vakfi ve iilkemiz smirlart igerisinde bilhassa Suriyelilere
egitim veren Diyanet Vakfi bulunmaktadir. Bu alanin gelisimi, iilkemizde ve
diinyada 90’11 yillarda Sovyet Sosyalist Cumhuriyetleri Birligi’nin dagilmasiyla
kendi bagimsizligini ilan Tiirk devletleri &grencilerinin egitim igin {ilkemize
gelmesi, diger Tiirk lehgeleri arasinda ortak lehge olarak Tiirkiye Tiirkcesinin
lkabul edilmesi, Tiirkiye nin diinyada yasadig1 sosyo-ekonomik gelismeyle birlikte
ve medya, televizyon, sinema ve diziler gibi etkenlerle hem diger Tiirk topluluklari
hem de diger milletler igin cazip hale gelmesiyle ivme kazanmistir. Her gecen giin
de Tirk diline olan talep artmaktadir. Bu artisla birlikte Tiirkcenin yabanci dil
olarak 0gretimi i¢in ¢aligmalar gittikce ¢ogalmakta, dille beraber kiiltliriimiiziin de
Ogretilmesi icin farkli 6gretim yontem ve programlari gelistirilmektedir. Gelistirilen
yontem ve programlarla ve dilbiliminin Onciilledigi unsurlarla, dil 6gretiminin
gerekleri dogrultusunda ve kiiltlirlin 6gretiminin bizden istedikleriyle ihtiyaclar ve
kazanimlar sekillenmekte ve c¢esitlenmektedir. Bu cesitlilik igerisinde bazi
unsurlarin 6gretimi daha da oncelik kazanmaktadir. Bilhassa 6grenicinin edinmeye
calistign kiiltlirlin  igerisinde tutunabilmesini saglayan, gilinliik ihtiyaclarini
kargilayabilecek, toplumsal iligkilerini ve kuracagi iletisimi kolaylastiracak
kelimelere ve yapilara ihtiya¢ duydugu yadsinamaz bir gergektir. Bu da soz
varligimin Sgreniciye kiiltlir c¢ercevesi icerisinde oOgretimini gerektirmektedir.
Ozellikle siklikla tercih edilen ve dgrenilmeye ¢alisilan toplumun kiiltiir kodlarini
igerisinde tagiyan deyimlerin, atasozlerinin, ikilemelerin ve kalip sozlerin dogru ve
eksiksiz dgretilmesi elzemdir ¢iinkii bu kalip kelimelerin anlasilabilirligi cogunlukla
sadece mensup oldugu toplum i¢inde miimkiindiir ve bunlarin 6grenimi 6greniciye
bulundugu topluma aidiyet duygusu kazandirmakta, 6grencinin toplumla kolay
iletisim kurmasina vesile olmaktadir. Bunlar igerisinde ozellikle “iliski sozler”
olarak da adlandirdigimiz “kalip sozler”in 6gretimi daha da Snemlidir ¢ilinkii adi
istiinde bunlar iliski s6zlerdir ve ait oldugu millete 6zgii ifadelerdir.

2. Kalip Soz Nedir?

Bir dilin mensup oldugu kiiltiiriin genetik tastyicisi olan “kalip s6z” Aksan
(1996) tarafindan “Bir toplumun bireyleri arasindaki iligkiler sirasinda kullanilmasi
adet olan birtakim sdzlerdir.” (s.35) seklinde tanimlanmistir. Bu s6z birimleri
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Simsek tarafindansa (2015) “topluma ait geleneksel yapiyi, o dilin konusuldugu
toplumun sosyal, kiiltiirel, duygusal tiim varligimi ortaya koyan kalip sozler, dilin
ayrilmaz bir pargasi ve kiiltiir tagiyicisi” olarak ifade edilmistir (s.811). Yilmaz ve
Senden ise “Kalip sozler Tiirk milletinin ¢aglar boyunca olusturarak nesilden nesile,
dil vasitasiyla aktardigi duygu ve diislince kiiltiiriiniin driinleridir.” (2014, s.54)
tanimin1 yapmistir. Bu tanimlarla ve daha bir¢ok bilim insaninin yaptigi tanimla
birlikte literatiire baktigimizda bu ifadelerin farkli isimlerle de adlandirildigin
goriiyoruz. Aksan’in yaptigr tanimda ifade ettigi gibi “bireyler arasindaki iligkiler
sirasinda kullanilmas1” dolayisiyla “iliski s6zler”, kalip sozler i¢in “Tiirk kiiltliriniin
ne denli yansittiginin gostergesidir.” (Kula 1996, s.46) yorumunu yapan Kula
tarafindan da “kiiltiir birim” olarak adlandirilmustir.

Kalip sozler icin farkli farkli tamimlar yapilsa da, ¢esitli adlandirilmalara
gidilse de yapilan incelemede ve taranan literatiirde goriilmektedir ki biitiin bu
farkliliklar ve c¢esitlilikler birka¢ ortak noktada bulusmaktadir. Bu yapilar i¢in
bulusulan ortak noktalar; halkin kendi zihniyetinin, yasam big¢iminin, ikliminin,
tarihinin kodlarim iginde bulundurdugu ve kollektif bir bilincin trini oldugu
gercegidir. Bu gergeklikle denilebilir ki bu kelime yapilar1 toplumun kendisidir ve
ortak iletisim sifreleridir.

3. Kahp Sézlerin Kapsamn, Islevi ve Belirgin Ozellikleri

Daha oOnce de ifade ettigimiz durumlardan yola c¢ikarak kalip sozlerin
baglama ve islevine gore kapsaminin degisiklik gosterdigini ve farkli anlamlarda
kullanildigim1 sdyleyebiliriz. Bu yapilar, meydana geldigi toplumun zihniyetini,
hayatini, tarihini, dil gegmisini, mecaz anlayisini, iletisim giiclinii i¢erisinde tasir ve
kapsar. Bu ifadeler zamanla Yiiceol ve Ozezen’in (2001) de tamminda degindigi
gibi “mecazsiz ve herkesge biiylik bir siklikla kullanila kullanila artik tek kavramin
karsilig1 olan birliktelikler” (s.877) haline gelmistir.

Dil biliminde deyimler, atasozleri, ikilemeler gibi kalip sozler de
kaliplagmus ifadeler igerisinde ele alinmistir. Ayni baglik altinda degerlendirilen bu
yapilar arasindaki farkliliklar dile getirilmis, ayirt edici 6zellikleriyle bu ifadelerin
islevsel olarak tanimi kolaylastirilmistir. Gokday1 (2008) da kalip sézlerin belirgin
Ozelliklerini ¢alismasinda ortaya koymustur (s.92-104). Gokdayi’ya gore kalip
ifadelerin belirgin 6zellikleri:

1. “Yapi: Kaliplasmug dil birimlerinin belli bagl yapisal &zelliklerini
kaliplagmis olarak bulunma (kaliplasmis olma), ¢ogunlukla tiimce veya
sozciik Obegi dizilisiyle goriinme (6gelerin dizilisi), belirli tiimce veya
sozciikk Obegi tiirlerinde yer alma (sdzdizimsel tirler) ve az sayida
sozciikkten olusma  (sozciik sayis1)  Ozellikleriyle dort — sekilde
siniflandirmastir.

2. Islev: Gokdayr’ya gore kalip sozlerin konusmayi siisleme, duygulari daha
etkili olabilecek sekilde yansitma, anlatimi giiclendirme gibi islevleri
vardir.

3. Anlam: Kalip s6zleri Gokdayi, kavram alani temelli olarak hayirdua ve iyi
dilek bildirenler; kiifiir, beddua-ilen¢ bildirenler; duygusal tepkileri dile
getirenler; selamlasma bildirenler; ayrilik bildirenler; batil inanglar
bildirenler; bir istek bildirenler; konusami ve dinleyeni yiiceltme
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bildirenler; bir istegi kabul veya reddetme bildirenler; dinleyeni elestirme,
uyarma, tehdit etme bildirenler; genel bir davranis veya diisiince
bildirenler; tore, gelenek ve kiiltiirel degerleri yansitanlar; dini inanglar
bildirenler; soru sorup cevap isteyenler, oziir dileme bildirenler; sembolik
olarak odiillendirme bildirenler; minnet, tesekkiir bildirenler bigiminde alt
gruplara ayirmistir.

4. Baglam: Dil i¢i ve dil dis1 olarak ikiye ayrilan baglam, iletisim durumunda
mevcut olan dilbilgisel, fiziksel, sosyal ve psikolojik her sey olarak
algilanabilir. (Brigss 1994, s.25; Kilig 2002, s.13) Dil ici baglam ‘bir dil
birimini g¢evreleyen, ondan once ya da sonra gelen bircok durumda soz
konusu birimi etkileyen, onun anlamini, degerini belirleyen birim ya da
birimler biitliniidiir.” Der.(Vardar 1998, s.34) Baglamin bu tiiri, dilbilgisel
ve sOzdizimsel iliskilere bagli olarak ortaya cikar. Buna karsilik dil dist
baglam ise bir dil biriminin kullanildig1 ‘duruma, konusucu ve dinleyicinin
dil dis1 toplumsal, ekinsel ve ruhsal nitelikli deneyim ve bilgisine iligkin
verilerin timii” seklinde anlagilmaktadir.” (Vardar 1998, s.34) Bu baglam
dilin kendisiyle degil, dil dis1 etkenlerle ilgilidir. Her iki baglam da birlikte
ve/veya ayr1 ayri dilin kullanilmasini sinirlandirir ve yonlendirir.

Kalip sozler, kullanildiklar1 yer ve duruma goére iki gruba ayrilabilir
(Tannen vd., 1981, s.39). ilk gruptaki sozlerin kullanilabilmesi igin
kesinlikle belirli bir durumun olusmasi, bir olayin meydana gelmesi gerekir.
Kullanimim dig baglamin yonlendirdigi bu gruptaki sozleri de {i¢ alt baslik
altinda siiflandirmak mimkiindiir.
a) Uziintii veya strese neden olan olaylarda sdylenenler
b) Mutluluk veren olaylarda sdylenenler
¢) Yakin iligki kurmak istenilen durumlarda séylenenler
Gokdayi, bu ii¢ grubun yaninda karsilikli olarak kullanilan sézlerden,
sadece belirli bir durumda kullanilabilenler, iletisimde bulunan kisilerin
istegine gore olanlar1 da belirtmistir.” (2008, s.102-105)

4. Tiirkcede Kahp Sozlerin Yeri ve Onemi

Tiirk dili; farkl tiirdeki kelimeleri, ikilemeleri, atasozleri, deyimleri, kalip
sozleri ve s6z varligini olusturan her bir kelime hazinesiyle islerligini, tarihi siirecini
kanmitlamigtir. Tarih boyunca gogebelige ragmen bir arada bulunmay1 basarabilmis,
yerlesik hayatin getirileriyle bir arada kalarak birgok devlet kurmus olan Tiirkler,
kendi kiiltiirel kodlarini isledikleri deyimler, atasozleri, ikilemeler, kalip sozler gibi
bircok kaliplasmis ifadeyi dil denizlerinin sularina birakmis ve her gecen giin
bunlara daha da islerlik kazandirmis, kullanim sikliklarini artirmislardir.Onlar, var
olduklar giinden bu yana fazlasiyla gog, savas, dogal afet gérmeleri; gogebelikleri
dolayistyla genis iklimlerin havasini, suyunu soluyup i¢cmeleri, baska milletlerle
iletisim kurmalar1 ve koklii bir tarihin omuzlayicilar1 olmalar1 dolayisiyla ortak bir
mecaza, dilde ortak olusumlara siklikla gitmis, dile islerlik kazandirmiglardir. Bu
sebeple de Tiirkgede, kaliplasmis ifadeler ve bu ifadeler igerisinde yer alan “kalip
sozler” genis ve 6nemli bir yere sahiptir.
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5. Kalip Sozlerin Yabancilara Tiirkce Ogretimindeki Yeri

Bir dilin kendi varligmi, zihniyetini, yasam bi¢imini, duygu ve
diistincelerini, samimiyetini i¢erisinde barindiran kalip sdzler; daha 6nce de ifade
ettigimiz gibi dil 6gretiminin kiltiir aktarimi islevinden, yabanci dil 6gretiminde
biitiin diinya dilleri i¢in olduk¢a 6nemli bir yere sahiptir ve dgretimi gereklidir.
Ogrenicinin tanmimaya calistig topluma uyum saglamasi, kolay iletisim kurmasi ve
halkla yakin iligkiler i¢inde bulunabilmesi i¢in bu dil birimleri taninmal1 ve etkin bir
sekilde kullanilmalidir. Anlatimi giiglendirmek, anlatilani karsi tarafta etkili bir hale
getirmek i¢in kuskusuz bu birimlere ihtiya¢ vardir. Binlerce yillik szl ve yazili bir
dil gecmisine sahip olan, tarih sahnesinde etkin olan Tiirklerin de dilindeki islerlik
ve bu dil birimlerinin gilinlilk hayattaki kullanim sikliklarinin fazla olmasi
dolayistyla bu sOyleyislerin 0gretilmesi gerekliligi kendisini gostermektedir. Tiirk
dilinin s6z varliginda kalip sozler; karsilama, selamlama, tanigsma, vedalagma, 6liim,
dogum, kutlama, dua, beddua, iyi niyet gibi bir¢ok anlamda ve baglamda
kullanilmakta, hem yazili hem de s6zli anlatimda biiyiik bir paya sahip olmaktadir.

Yukarida tanimina, kapsamina, iglevine ve belirgin 6zelliklerine deginmis
oldugumuz bu soz birimleri yabancilara Tiirk¢e 0gretiminde uygun seviyelerden
baslanarak 6gretilmelidir. S6z konusu birimlerin ¢gogunlukla mecazli sdyleyisler ve
toplumdan topluma degisiklik gdstermesinden Avrupa Dil Portfolyosu’nun ve
uzmanlarin Ongdrdiigli kalip sozlere; okuma, yazma, konugma ve dinleme olarak
belirlenen dort dil seviyesinde de baslanmasi Al ile birlikte olup “liitfen, tesekkiir
ederim” gibi basit kalip sézlerin 6gretilmesi hedeflenmektedir.

6.“Yabancilar icin Tiirkce Ogretim Seti” (Gazi Universitesi Tomer)A1
Seviyesi Ders Kitabinda Kullanilan Kahp Sézler

Bu ¢aligmada elde edilen “kalip s6zler” ders kitabindaki metinlerde bulunan
farkli kelime sayisi igerisinden elde edilmistir. Kitapta yer alan her birim iginden
birer metinle kullanilan bu sézler 6rneklendirilmistir.
I.BIRIM: “Merhaba”

Metin Numarasi Kalip Sozler Toplam
I 3 3
11 2 2
111 2 2
v 0 0
\Y 0 0
VI 0 0
VII 0 0
VIII 0 0
IX 0 0
X 2 2
X1 0 0
Toplam 9 9

I. birimde bulunan on bir metinde toplam dokuz kalip s6z bulunmaktadir.
Bu kiiltiir birimleri ilk seviye olan A1’den baslayarak verilmistir. Ilk birim “kendini
tanima ve tanitma, c¢evreyi tanima ve tanitma” temali oldugundan genellikle
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“kendini tanitma, tanigma” geklinde kalip ifadeler kullanilmistir. Bu durumdan bu
birimde daha ¢ok “merhaba, goriismek iizere, goriisiiriiz, affedersiniz, tanistigima
memnun oldum” gibi tanisma, tanitma ve vedalasmaya yonelik kalip ifadelerin
kullanildigim1 gériiyoruz.
“Siifta i1k Giin” adli metinden;
“Masume: Affedersiniz, burasi bos mu?

Era: Evet, bos.

Masume: Ben Masume. Sizin adiniz ne?

Era: Benim adim Era. Kosovaliyim. Siz nerelisiniz?

Masume: Ben Afganistanliyim. Siz ka¢ yasindasiniz Era?

Era: Ben 18 yasindayim. Siz kag¢ yasindasiniz?

Masume: Ben 19 yasindayim.

Era: Tanistigima memnun oldum.

Masume: Ben de.” (Aydemir-Temur-Kurt vd., 2014, s.6)

Yukarida verilen metindeki diyalogda basliktan da anlasildig: iizere sinifta
gecen ilk gilin anlatilmaktadir ve baglami sinif ortami olusturmaktadir. Diyalogda;
tanigma, karsilikli iletisim kurma, iyi niyet ve memnunluk ifade eden kalip sozler
kullanilmistir. Bu kalip sozler “affedersiniz ve tanistigimiza memnun oldum”dur.
Burada dil dis1 baglam s6z konusudur.

Baglamsal olarak degerlendirdigimizde metinlerde kullanilan kalip sozlerin
dil dis1 baglam igerisinde sekillendigini sdyleyebiliriz. Bunlar, Masume ve Era’nin
tanigsmalarmin ardindan hissettikleri iyi duygularla “mutluluk veren olaylarda
sOylenen”, siifin ilk giinii olmasi dolayisiyla tanisma durumunda “yakin iligki
kurmak istenilen durumlarda sdylenen” ve “karsilikli olarak kullanilan”
sOzlerdendir. Semantik acidan “affedersiniz” kalip s06zii, Oziir dileme
bildirmektedir. “Tanistigimiza memnun oldum.”ise genel bir davranis ve diisiince
bildirenler icinde degerlendirilebilir.

I1.BIRIM: “Nerede, Ne Zaman, Nas11?”

Metin Numarasi Kalip Sozler Toplam
I 0 0
I 3 3
11 2 2
v 0 0
\Y 1 1
VI 1 1
VII 3 3
VIII 3 3
IX 1 1
Toplam 14 14

Bu birimde bulunan dokuz metinde toplam on dort kalip s6z bulunmaktadir.
Diger birime gdre bu sozlerin kullanim yogunlugu bakimindan artis gosterdigi
goriilmektedir. Bu birimde, “iyi giinler, kolay gelsin, sag olun, hayirl olsun, ge¢mis
olsun, goriisiiriiz” gibi iyi niyet, temenni, karsilasma ve vedalasma temalar:
igerisinde bu sozlerin nezaket amagli kullanildigi, iletisimi yakinlastirma amach
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oldugu goriilmektedir. Burada bu sozler yakinlastirma o6zelligi tasir, iletisimi
kuvvetlendirir.
“Kurs Kagta?” adli metinden;
“Murat: lyi giinler, kolay gelsin. Gitar kursuna kaydolmak istiyorum.
Sekreter: Sag olun. Tabii, yardimci olayim.
Murat: Haftada kag¢ giin ders var?
Sekreter: Haftada iki giin.
Murat: Hangi giinler?
Sekreter: Sadece hafta sonlar1.
Murat: Dersler saat kagta basliyor?
Sekreter: Saat dordii ceyrek gece.
Murat: Kagta bitiyor?
Sekreter: Dersler {i¢ saat siiriiyor, yediyi ¢eyrek gece bitiyor.
Murat: Ucreti ne kadar?
Sekreter: Aylik altmus lira.
Murat: Tamam kaydoluyorum.” (Aydemir-Temur-Kurt vd. 2014, s.28)

Yukarida 6rnegini vermis oldugumuz metinde kullanilan kalip sozler, “iyi
giinler, kolay gelsin, sag olun”dur. Kullanilan bu soézler, temada ifade edilen
“nerede, ne zaman, nasil?” sorularina uygun bir baglamda verilmistir. Ogrenicinin
nerede, ne zaman, nasil kalip sozler kullanilacagini, neye gore tavir alacagini ifade
eden, 6greten basarili bir diyalog metnidir. Metindeki kalip s6zler, baglamsal olarak
uygun ortamda kullanilmistir. S6z konusu sézler, “yakin iliski kurmak istenilen
durumda”, “karsilikli olarak kullanilabilecek™ sekilde verilmistir. Semantik agidan
ise “iyi giinler, kolay gelsin” hayir dua ve iyi niyet bildiren, “sag ol” ise minnet,
tesekkiir bildiren kalip s6zler kategorisindedir.

IIL.BIRIM: “Dikkat!”

Metin Numarasi Kalip Sozler Toplam
I 5 5

11 5 5

11 2 2

v 1 1

\Y 1 1

VI 0 0

Vil 0 0

VIII 0 0
Toplam 14 14

Bu birimde bulunan sekiz metinde toplam on dort kalip s6z bulunmaktadir.
Metin sayis1 ve kullanilan bu sozler ele alindiginda bu kiiltiir birimlerinin kullanim
yogunlugunda artis oldugu anlasilir. Bunu, dil 6gretiminde giderek kalip sdzlerin
artis gostermesinin yerinde oldugu seklinde yorumlamak uygundur. Bu birimde “iyi
giinler, tesekkiir ederim, hayirli yolculuklar” gibi iyi niyet, temenni, ugurlama,
vedalagma temal1 ifadeler vardir. Bu ifadelerin yogunlastirilarak verilmesi iletisim
kolayligi saglanmasi agisindan yabancilara Tiirkce &gretiminde zenginlik
yaratmaktadir.
“Mustafa: Metro biletini buradan aliyoruz, degil mi?
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Gise Gorevlisi: Evet, buradan aliyorsunuz.

Mustafa: Bir 6grenci bileti almak istiyorum.

Gise Gorevlisi: Ogrenci kimliginiz liitfen.

Mustafa: Buyurun, kimligim ve biletin iicreti.

Gise Gorevlisi: Buyurun biletiniz.

Mustafa: Tesekkiir ederim. Buradan Kizilay’a nasil gidiyoruz?

Gise Gorevlisi: Yanda metro tabelas1 var. Merdivenlerden inin ve oradan metroya

binin. Ug durak sonra inin.

Mustafa: Tesekkiirler, kolay gelsin.

Gise Gorevlisi: Sag olun, iyi giinler.” (Aydemir-Temur- Kurt vd., 2014, 5.48).
Yukaridaki diyalog metninde verilen kalip sozler “tesekkiir ederim,

tesekkiirler, kolay gelsin, sag olun, iyi gilinler’dir. Bu sozler de yine digerleri gibi

kullanildiklar1 duruma ve yere uygundur. Kullanim durumlar ile baglam uyumu

vardir. Burada da farkli kelime sayisi igerisinde verilen bu ii¢ kalip soz, kurulan

iletisim sonucunda ulasilan minnettarlik ve duyulan mutlulukla iligkilidir. Ele

aldigimiz metinde karsilikli kullanilan kalip s6zler vardir. Mustafa ve gise gorevlisi

birbirlerinin sdylediklerine karsilik gelecek kalip sozleri kullanmaktadirlar.

Anlamsal olarak da “Tesekkiir ederim, tesekkiirler, sag olun” minnet, tesekkdir

bildirenler; “kolay gelsin, iyi giinler’hayir dua ve iyi niyet bildiren kalip sozler

arasindadir.

IV BIRIM: “Teknik Islemler”

Metin Numarasi Kalip Sozler Toplam
I 0 0
11 2 2
I 0 0
v 1 1
\Y 3 3
VI 0 0
VII 2 2
VIII 1 1
IX 1 1
X 3 3
Toplam 13 13

Burada bulunan on metinde toplam on ii¢ kalip s6z bulunmaktadir. Bu
birimde kullanilan iletisim sozleri genellikle “tesekkiir ederim, hosga kal, rica
ederim” gibi sdzlerdir. Bu birimde kalip sozlerin kullanimindaki yogunlugunun
azhiginin sebebi burada islenen “Teknik Islemler” temasidir. Bu birimdeki metinler;
bilgisayar kullanimi, banka islemleri, elektronik cihazlarin kullanimi gibi durumlar
icerdiginden bu kaliplarin kullanim seyrekliginin olmasinin olagan bir durum
oldugu kanisindayiz. Bu kaliplar, temaya gore kullanilir. Diyalog metinlerinde daha
cok goriiliir. Bu bakimdan sayisal olarak artip eksilmesinin temayla baglantil
oldugunu goriiyoruz.

“Harchk” adli metinden;
Elif Teyze: Evladim, ben sira numarasi almak istiyorum.
Banka Gorevlisi: Hangi islemi yapmak istiyorsunuz?
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Elif Teyze: Torunuma para géndermek istiyorum.

Banka Gorevlisi: Bu islem icin sira numarasi almaniza gerek yok. Bunu
bankamatikten yapariz.

Bankamatikte. ..

Banka Gérevlisi: Simdi siz bana bankamatik kartimizi verin. Once banka kartini
yerlestiriyoruz, sonra da sifre giriyoruz. Liitfen sifrenizi girin.

Elif Teyze: Tamam, sifreyi giriyorum.

Banka Gorevlisi: Bu islemden sonra ana meniiden ‘para transferi’ni segiyoruz. Ne
kadar para géndermek istiyorsunuz?

Elif Teyze: 500 TL gonder, oglum.

Banka Gorevlisi: Islem tamam. Baska bir islem var mi1?

Elif Teyze: Hayir evladim. Cok tesekkiir ederim. (Aydemir-Temur-Kurt vd., 2014,
$.67)

Bu metinde temadan kaynakli olarak farkli ve fazla sayida kalip s6z
kullanilmamistir ancak az sayida da olsa kullanilan kalip s6zler ortama, baglama ve
ihtiyaca goredir. Bu kalip sozler, “liitfen, tesekkiir ederim” dir. Bu iki soz de
baglamsal olarak “yakin iliski kurmak istenilen durumda”, “karsilikli olarak
kullanilabilecek” sekilde verilmistir. Semantik agidan da “minnet ve tesekkiir
bildiren”ler i¢inde degerlendirilebilir.

V.BIRIM: “Nasil Giderim?”

Metin Numarasi Kalip Sozler Toplam
I 1 1
I 0 0
111 1 1
v 5 5
\Y 0 0
VI 0 0
VIl 0 0
Toplam 7 7

Bu birimde bulunan toplam yedi metinde yedi kalip s6z bulunmaktadir.
“Nasil Giderim?” baglikli birimde “y6n bulma, tarif etme, adres sorma, gittigi yeri
anlatma” gibi temalar islenmistir. Okuma metinlerinde iliski sézlerin az olmasinin
normal oldugunu diisiinmekle birlikte diyalog metinlerinde kalip  sozlerin
“karsilagsma, adres sorma, vedalagsma” anlamlariyla daha da fazla kullanilmasinin
dogru olacagi kanisindayiz.

“Hakan’in Yurttaki i1k Giinii” adli metinden;
“Hakan: Affedersiniz, telefonumun sarj1 bitti. Yurtta telefon var mi1?

Damisma Gorevlisi: Evet, var ama telefon diinden beri bozuk. Fakat cadde
iistiinde kartli (ankesorlii) telefon var.

Hakan: Cok uzak m1? Ben buralar iyi bilmiyorum.

Damigsma Gorevlisi: Hayir, cok uzak degil. Yaklasik 200 metre.

Hakan: Giizel, liitfen yolu tarif eder misiniz?

Danisma Gorevlisi: Elbette. Yurttan ¢ik. Sola don. Ilk koseden tekrar sola don. 10
metre sonra bir biife var. Kartli telefon, biifenin hemen yaninda.
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Hakan: Sag olun.
Damisma Gorevlisi: Onemli degil.” (Aydemir-Temur-Kurt vd., 2014, 5.86)

Bu metinde de yine “affedersiniz, litfen, sag olun, dnemli degil” gibi kalip
sozler kullanilmigtir. Baglamsal olarak bu sozler, yine yakin iliskiler kurma ve
karsilikli kullanmaya yoneliktir. Semantik agidan da “affedersiniz” o6zilir dileme
bildirenler; “liitfen, sag olun” minnet, tesekkiir bildirenler; “6nemli degil” konusan1
veya dinleyeni yliceltme bildirenler igerisindedir.

VLBIRIM: “Iletisim Kuruyorum”

Metin Numarasi Kalip Sozler

;ﬁ
o
=
o
=

I

II

I

v

\

VI

VII

Vil

WIN O —

IX

X

S

— O WINO|—N—= NN |—

Toplam 8 18

“Iletisim Kuruyorum” baslikl1 altinci birimde on metinde toplam on sekiz
kalip s6z vardir. Bu s6zlerin 6gretimi i¢in boyle miistakil bir birim olusturulmasi,
s0z konusu kaliplarin Ogretilmesi acisindan kolaylik saglamistir.  VILbirimde
bulunan “Cok Yasa!” adli metinle bu soézlerin sinirlarinin ¢izilmesi, bu birimdeki
sayisinin ve yogunlugunun artis1 yabancilara Tirkge Ogretimi igin olumlu bir
durumdur. Burada bu sdzlerin kullanildig1 baglamlar, ortamlar, duygu ve anlamlar
sinirlart ¢izilerek verilmis ve kullanimi, anlagilirligt 6grencilere kolaylastirilarak
ifade edilmistir.

“Burak hafta sonunda Eskisehir’deki agabeyinin yanina gitmek i¢in yola
cikar. Trene binis saatini agabeyine haber vermek ister. Ancak cep telefonunu yurtta
unutur. Gardaki gorevliden yardim ister.

Burak: Affedersiniz memur bey.

Gorevli: Buyurun beyefendi.

Burak: Birazdan Eskisehir trenine binecegim. Agabeyimi aramam gerekiyor ama
cep telefonumu yurtta unuttum. Bana yardim eder misiniz?

Gorevli: Tabii ki. Benim telefonumu kullanabilirsiniz.

Burak: Cok tesekkiir ederim.

Gorevli: Rica ederim.” (Aydemir-Temur-Kurt vd., 2014, s.110)

Yukaridaki diyalogda “affedersiniz, tesekkiir ederim, rica ederim” kalip
sozleri kullanilmistir. Bunlar, baglamsal olarak yakin iliski kurma amacl
kullanilmigtir ve karsilikli kullanilan kalip sozlerdendir. Anlamsal olarak da
“affedersiniz” oOziir dileme bildirenler; “tesekkiir ederim” minnet, tesekkiir
bildirenler; “rica ederim” ise konusani veya dinleyeni yiiceltme bildirenler olarak
degerlendirilebilir.
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7. Sonuc¢

Bir dilin kiiltiirel kodlar1, kiiltiir tagiyicilari olan kaliplasmis sozlerin sozii
gegen kitaptaki kullanim sikligi ve kullanim durumlarinmi belirledik. Bunlari birim
birim inceledik. Kullanilan s6zlerin sayilarinin birimlerin temalarina gore degisiklik
gosterdigini gozlemledik. Yaptigimiz incelemede iligki so6zlerin, kitabin tamaminda,
her birimde yeterli sayida kullanmildigi goriilityor. Al seviyesi “kendini tanima,
tanitma, cevreyi, tanima ve iligkileri kurma/diizenleme” seklinde oldugundan bu
minvalde tematik sozlerin kullanildig1 goriilmiistiir. Ayrica bu sozlerin sinirlarinin
cizildigi, hangi baglamda ve ortamda kullanildigina dair bilgilerin verildigi,
miistakil bir birim ve metin bulunmaktadir. Kullanilan iligki s6zlerin biitlin bir kitap
icindeki sayis1 yetmis bestir.

Yukarida verdigimiz bilgilerle bir degerlendirme yaptigimizda Al yani
baslangic seviyesindeki metinler Ogrencinin giinliik ihtiyaglarini karsilayacak
diizeydedir. Metinlerde yer alan bu sozler, kullanim durumu, anlam ve baglamin
aciklanmasi dolayisiyla yeterli ve niteliklidir. Ayrica Al seviyesi ders kitabindaki
bulunan kalip soézler Avrupa Dil Portfolyosu’nun kalip sozler igin bu seviyede
verdigi “‘Liitfen’ ve ‘tesekkiir ederim’ gibi basit sozciik kaliplarim anlayabilirim.”
kazanimiyla uyumlu sekildedir ¢iinkii bu kitabin tamaminda karmasik olmayan,
kisinin giinliik ve basit ihtiyaclarim karsilayacak, kolay iletisim kurmasini
saglayacak minvalde kalip s6zler kullanilmistir.
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Abstract: Language is a complex structure containing the codes of a nation’s
lifestyle, economy, geography and various values, which was formed by humanity in
unknown periods within the framework of the law of linguistic arbitrariness. This structure
also involves the culture of the nation in which it was born. Therefore, learning and knowing
a language means having a grasp of the culture in which that language is used. Thus, it can
be said that language teaching is an important element of cultural transmission.

Indirect transmission of culture to the learner in language teaching is possible
through syntax, semantics, phonetics and morphology, in addition to the consideration of the
usage value of words in sentences, teaching words with a high frequency of use, and most
importantly teaching the vocabulary of language. Vocabulary is one of the most significant
factors reflecting the traditions and customs, social structure, lifestyle, habits, world view
and numerous other characteristics of those who use that language. There is more than one
category within vocabulary, such as nouns, adjectives, pronouns and adverbs. On the other
hand, there are also cultural structures usually used in word groups in a formulaic way,
which can probably be understood only by the users of the language they belong to, such as
idioms, proverbs, reduplicated words and cliché words. For this reason, these structures play
an important role in teaching language to foreigners and they are paid great attention in
foreign language teaching.

This study aims to evaluate the use of cliché words with different numbers of
words in the Al level course book “Turkish Teaching Set for Foreigners” by Gazi
University, TOMER, their semantic and contextual assessment and their suitability for the
level and to draw a conclusion by taking into consideration the assessment and classification
of “meaning and context” about cliché words by Gokday.

Keywords: Turkish for foreigners, vocabulary, cliché words.
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Ancrpakr: IlounTyBameTo M JOcCiiefHaTa NpUMEHa HA IMpaBONKMCHAaTa HOpMa BO
CEeKOjHEBHATA ITUIIAHA IIPaKTHUKA BIMjae BP3 HEj3MHOTO UyBambe, HETYBAabe, KYJITHBHPAHE
u Bp3 Hej3uHara adupmanyjara, a Toa, I1aK, 0Jl CBOja CTpaHa, NPHJOHECYBa 3a UyBambe U
yHanpenyBame Ha ja3UuyHHOT uaeHTHTeT. OBaa HOpMa, OJ €JHa CTpaHa, Tpeba Ja Ouue
JIOBOJIHO (hIIeKCHOWMIHA 3a Ja MOKe Ja T'M J000jacHyBa W NpelM3Hpa BeKe IMOCTOjJHUTE
NPaBOIMCHY TIPaBHMJIa €O el Ja Ce 3rOJIEMH MOXKHOCTa 3a IeHepaiu3anuja, Ho, oX Apyra
CTpaHa, ¥ JJOBOJIHO CTaOWJIHA 32 J1a HE TM MEHYBa BEeKe YCTAHOBEHUTE MPABONUCHU IIPaBHIIa
KOH ce BO ynoTpeba HOoJ0Iro BpeMe.

Vmajku mpeaBua Jeka € TOYKaTa OCHOBEH W HajymoTpeOyBaH IPAaBONKCEH U
MHTEPITyHKIMCKY 3HAK, Kako W JieKa BO NHIIAHATA NpPaKTHKa BO ONHOC Ha HeEj3MHATa
yrotpeba Bo 3HALUTE 3a TUPEKTHA Ped ce jaByBaaT Pa3JIMYHH PELlIeHN]a, IeTa Ha OBOj TPYX
€ Jla MCIHTa Jajli Cce HalpaBeHW OJIpeieHH IPOMEHM BO MpaBWJaTa IITO ja peryiaupaar
yrnorpedara Ha TOYKaTra BO 3HALUTE 3a JUPEKTHA ped BO JBeTe u3iaHuja Ha [IpaBommcor
(1998 u 2017). UctpaxxyBameTo UMa KBAJIMTATHBHA MapajnrMa W JECKPUITHBEH JH3ajH.
[TpumepokoT To couMHYyBaaT MpaBuiiaTa 3a ynoTpeda Ha TOYKaTa BO 3HAIMTE 33 JMPEKTHA
ped Bo jaBere u3naHuja Ha [IpaBommcor, a NHIIaHATa NpaKTHKa ja IpeTcTaByBaatr
€JIEKTPOHCKU HW3BOpH, NyOnumkyBanu Bo PM Bo 2018. Onm meroaute 3a obOpaboTka Ha
MOJATOLUTE M 32 JOHECYBame 3aKIydold ce ymnoTpeOyBaaT aHaiu3a, CHHTE3a WU
koMnapanuja. McTpakyBameTo MOKaKyBa Jeka BO OIHOC Ha ynoTpebaTa Ha Todkara BO
3HAUTE 3a AMPEKTHa ped, Mely ABeTe W3NaHWja Ha [IpaBOMKCOT, MOCTOM 3HA4YajHA U
CYIITHHCKA pa3iihKa, KaKo pe3yliTaT Ha ILITO ce 3a0ejekKyBaaT CBUACHTHU Pa3iIHKU BO
MUIIaHATa IPaKTHKA.

Kayunu 300poBu: mouka, 3Hayu 3a OUpekmua ped, NUuara nPaKmuxd.

1. BoBen

OnmTecTBOTO OCTOjaHO Ce MEHYBA, a THE MTPOMEHHU CEKOTalll Ce 0JpazyBaatr u
Ha ja3WKOT KaKko Ha »XMBa Marepja Bo eiHa cpenuHa. Otryka, [IpaBommcoT Ha
CEeKOj ja3uk Tpeba HEMUHOBHO J1a TH CJISAM OBHE IIPOMEHH, J1a MPOIHIITYBa IIpaBUiIa
3a HOBHTE 300pOBH INTO ITOCTOjaHO HABJIETyBaaT BO ja3HKOT, N1a TH T0OOjacHyBa M
Mpeuu3upa W HOBUTE, HO M BeKe MOCTOJHUTE MpaBWiia, CO LN Aa Ce 3rojeMHu
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MOJKHOCTA 3a HHBHA reHepalii3allhja ¥ MUIlaHaTa MPaKkTuKa Ja Oujie KOJKY IITO €
MOJKHO Mom3eqHavyeHa. [IpaBomucoT e HeonxoJHa ajaTka BO CEKOjAHEeBHAaTa pabora
HE CaMO Ha JIMHTBHCTHTE TYKYy M Ha CHUTC OHHME KOM Ha KakoB OWJIO HauWH ce
3aHUMaBaaT CO ja3WMKOT M KOW CE YECTO UCMPABEHU Npei IuiIeMaTa Jaid MOUMOT
NITO K€ TO HAMUIIAT WK Tpeba Jla ro HAMHUIIAT € BO COMVIACHOCT CO TpaBHIIaTa O
[IpaBonucOT MK € TOa MOTPEIIHO 3aIITO BO MEI'yBpeMe HEKOW MpaBuiia peTpIiesnie
MPOMCHU.

[To3HaBameTO HA PABONMCHATA HOPMA Ha MAKEJJOHCKHUOT CTAHIAPJICH ja3UK, BO
HajrojieMa Mepa, BIWjae Bp3 OMINTAaTa MHCMEHOCT HA TMOEAWHENOT, OJXHOCHO Bp3
odopMyBame Ha MUIIAHUOT TEKCT BO COTJIACHOCT CO (HOHETCKO-(OHOJOUIKHUTE,
MOpQOJOIIKUTE, JEKCHYKUTE W CHHTAKCHYKHTE OCOOCHOCTH Ha MAaKEIIOHCKHOT
jasuk. Bo Taa cmucna, cekoe HOBO M3ganue Ha [IpaBonmcoTt Tpeba a aaae oAroBop
Ha TrojieM Opoj Mpaliama ¥ JTUICMH MOBP3aHH CO CTaHIap/HOja3MuHATa HOpMa Ha
MaKeJOHCKHOT ja3WK M Jia OHJe YeKOp Hampel BO 3aJI0KOWTE 3a 3a4yByBame Ha
HAIIHOT ja3uK.

WNmMajku mpenBuj Jieka € ToYKaTa OCHOBEH M HajymoTpeOyBaH MPABOIUCEH U
MHTEPIYHKIIMCKH 3HAK, KaKO U JieKa BO MHUIIAHATa MPAKTHKa BO OJHOC Ha HEj3MHATA
yrnoTpeda BO 3HAIUTE 32 TUPEKTHA PeU Ce jaByBaaT Pa3lIMUHU PElICHH]a, [eNITa Ha
OBOj TPYJ € Ja MCIIUTA Jajll ce HallpaBeHH OJPEACHU MPOMEHHU BO MPaBUiIaTa IITO
ja perynupaar ymorpe0ara Ha TOYKaTa BO 3HALMTE 3a JUPEKTHAa ped BO ABETE
n3nanuja Ha [IpaBormucor (1998 1 2017).

2. IIpeTxoaHM UCTPAKYBaAKA

UcrtpaxyBama Ha mpaBmiaTa 3a ymorpebara Ha TodkaTa BO 3HAIUTE 3a
JTUPEKTHA ped J0cera He ce HampaBeHH. MeryToa, ToneM e OpojoT Ha UCTpaKyBama
MOBP3aHU CO Pa3HU CETMEHTH O] MPABOIUCOT, IITO MPETCTaByBa MHIUKATOD JEKa
IIOCTOM HEYCOTJIACEHOCT MOMETry IMpaBOMKUCHATa HOpMa M THIIIaHaTa MpakTuka. Bo
MIPOJIOJDKEHNE C€ HaBeAyBaaT OJIPEICHH pEaTUBHO TIOHOBU HCTPaKyBamba.
OnenHu UCTpaKyBama yKaXKyBaaT Ha MmoTpedara ol BKIYIyBame Ha Kocara IpTa
BO KaTeropujara Ha MOCTOJHUTE MHTEPITYHKIIMCKH M MPABOMKMCHHU 3HAILIM, KAKO U Ha
motpebara o]l HOBH IpaBWjia BO OJAHOC Ha ymoTpebaTa Ha ToieMara, OJHOCHO
manata OykBa. (BemkoBcka, 2000, ctp. 52-58; Mmuoscka, 2000, ctp. 74-83;
Janymesa, Jypykoscka, 2015, ctp. 505-522; Janymesa, JypykoBcka, 2016, cTp.
267-282). Hekon, nak, ja uCTaKHyBaaT HEMPELUU3HOCTa HA OAPEACHH MPAaBONHCHU
MpaBuIIa IITO JOBEIyBa 0 HUBHO JBOJHO TOJKYBAaHmE U JI0 PA3IMYHU MPABOIKUCHU
pelieHrja BO MHUIIaHaTa MPaKTHKa, a TH HArjlacyBaaT M MOTPENIHUTE MOJATOIH BO
yueOHunuTe 0 MakeTOHCKH ja3uK, IITO JOBEIyBa JO HaMalyBareé Ha HUBHUOT
kBasmteT. ([letkoBcka, 2010, ctp. 289— 294; Janymesa, Jypykoscka, 2016, ctp.
233-246; Janymesa, Jypykoscka, 2017, ctp. 1-21; JlazapeBcka, A, 2018). ITocrojaT
Y UCTpaXXyBama IMITO yKaKyBaaT Ha OTCTAaIlyBama OJl MIPaBHiaTa 3a MHIIYBamke Ha
CIOKEHUTE HMEHKH IITO CE€ MUIIYBaaT MOJYyCIEaHO, 3a OTCTalyBama IITO CE
jaByBaaT BO ymoTpebaTa Ha IpTaTta W IPTUYKATa, HABOJHUIIMTE, U3TJIEIOT Ha
MHTEPIYHKIIUCKUTE 3HAIlM KaKo pe3yjaTaT Ha HECOOABETHA HWH(pOpMaTHUYKa
peanuzaimja, Kako 4 3a OTCTallyBambara Of APYrd MPaBOMKMCHUA U MHTEPIYHKIUCKH
3ranu. (bormanoscku, 2001, ctp. 81; Tantyposcka, 2010, ctp. 365-375; Tacecka,
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2012; JypykoBcka, 2016; Janymesa u Jypykoscka, 2017, ctp. 1-16; JlmmoBcka,
2017; Janymesa, 2017, ctp. 15-28).

[Ipernenor nokaxysa Jieka € rojxeM OpojoT Ha TPYAOBH KOHM CE OJHECYBaaT Ha
Pa3IMYHU CETMEHTH O] MpaBomHCcOT. Of 3aKIydOKOT BO CHTE OBHE TPYAOBU Ce
riefa JieKka aBTOpUTE OuYeKyBaaT HEKoe CleqHO u3faHue Ha llpaBommcoT ga rH
paspely TuiIeMuTe W Jia TIOHYAH TOMPENU3HN U MO0jacHU IMpaBHIia CO IITO OH ce
n30erHale IBOjHU pellieHrja BO MUIIaHATa MPAKTHKA.

3. MeTopo0J10r1ja Ha HCTPAKYBAHETO

Bo IlpaBommcor om 2017 r., ce ucrakHyBa Jjeka morpebaTa OJ HETOBO
MPOUINpPYBakbe U JOMOJIHYBalE€ TIIEele JO0JIr0 BpeMe, CO OrjieJ Ha Toa IITO
OMIITECTBEHUOT Pa3BOj HEMHHOBHO Oapa na Ouze cieleH oA COOABETHHOT Pa3Boj
Ha ja3ukoT. Bo [IpaBommcor ce HaBeayBa neka moTpedaTa o HOBO M3JaHHe Oere
rojema 3aToa IITO OJI MMOCIEAHOTO OCOBPEMEHYBA-E Ha TIPABONMCOT Oea IMOMUHATH
peuncu 20 romwam. (IIpaBomumc, 2017, v, vi ). Asropure Ha I[IpaBommcor
HCTaKHyBaaT JdeKa HETOBOTO NOJHOBYBalkE€ HE 3HAUYM HETOBO CYIITHHCKO
MEHYBame, TyKy 3HauM JIcKa HEKOM TIOrJIaBja MpeTprieie U3MEHHU U JIOTIOJIHYBamba,
IOyTOYHYBaka © J000jacHyBama, TMPETCTaBeHH KOJKYy IITO € MOXHO
MOEJHOCTABHO, 3a Ja OuAaT AOCTAIlHU 3a MOIMUpPOK Kpyr kopucHuum. (IIpaBomuc,
2017, v, vi).

OrTyka, ce HaMmeTHyBa MoTpebara ona cmopeaba Ha JBeTe H3JaHHMja Ha
[IpaBommcot Bo ogHOC Ha ymoTpebara Ha TOYKaTa BO 3HAIUTE 32 JUPEKTHA ped 3a
Ja ce corjiefa Aajld ce HalpaBeHH CYIUTHHCKUA MPOMEHH, W, aKO C€ HalpaBeHH,
KakBa € HMBHATa WMIUIEMEHTAllMja BO MHIIAHATa MpakTHKa. McTpaxyBameTo nmMa
KBAJIMTAaTHBHA TapajurMa M JECKPUNTHBEH nu3ajH. [[puMepoKoT ro counHyBaat
MpaBHUJIaTa 3a yrnorpeba Ha TOUYKaTa BO 3HAIUTE 3a TUPEKTHA Ped BO JIBETE U3JaHH]ja
Ha IlpaBomucor (1998 wm 2017). Ilmmanara mnpakTHKa ja MpeTCTaByBaaT
€JIEKTPOHCKH M3BOpH, ImyosmKyBaru Bo PM Bo 2018 r. Ox meToauTe 3a 06paboTKa
Ha MOJATOLUTE U 3a JOHECYBame 3aKIy4OLH ce YynoTpeOyBaaT aHajn3a, CHHTE3a U
KOMIIapalyja.

4. Pe3yaTaTu M JUCKYCHja

Ha moueTok na ru pasriegame mpaBuiiaTa IITO Ce HaoraaT BO JenoT Touxkama
KaKo uHmepnyHKyucKu 3nax Bo nsete m3nanvja Ha [IpaBommcot. Bo [IpaBommcor on
1998 1. (ctp. 113-114, 1. 297 a), ce ykaxkyBa JeKa TOYKA C€ MHIITyBa Ha KPajoT O
packa3Ha (IIOTBpAHA WU OJIpeyHa) peueHuIa, 0e3 orlie/l Aajiy € peueHHaTa npocTa
i cnoxena. Bo oBoj nen on IIpaBonucot He ce 3acTaneHu MpaBuiIa 3a yrnorpeda
Ha TOYKaTa BO 3HAITUTE 3a IUpeKTHa ped. MHbopMmarmu 3a yrmorpedara Ha TOUKaTa
BO 3HANUTE 3a JMPEKTHAa ped ce HaoraaT BO JENOT 3Hayu 3a OupeKmua pey
(ITpaBommc, 1998, ctp. 142—-146). OBa npaBwio on I[IpaBomucor ox 1998 r., BO
MaJIKy U3MEHET BUI, ce MoBTOpyBa 1 Bo [IpaBormcoT ox 2017 (ctp. 83-86, T. 212),
BO KOj Ce BEJH JIeKa TOYKa Ce IHITyBa Ha KPajoT OJ ceKoja packa3Ha peueHHUIIA HITH
Ha KPajoT 0] CEeKOja JIOTHYKH HAIUIIIaHA MHUCJIA IIITO MPETCTaByBa ¢/IHA 3a0KPYKCHA
LeJIMHA U IITO Ce MPeHecyBa KaKo packa3zHa pedeHuna (IpocTta Wid ciiokeHa). Bo
IIpaBommucor ox 2017 (ctp. 83—86), Bo menot Toukama Kako uHmMenyHKYucku 3Hax,
IOKpaj OBa OCHOBHO IPAaBHJIO IITO ja Peryjupa yrnorpedara Ha TOYKaTa, HAaBEJACHU
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ce yIITe TPH MpaBWIa CO KOM CE peryjupa ynoTpedara Ha TOYKAaTa BO 3HAIUTE 32
mupekTHa ped. Criopen Toa, MOCTOM pa3jiiKa BO KOHIIETIIMjaTa Ha JIBETe M3IaHuja
Ha [IpaBonucot, Bo oHa ox 1998 r. Bo nenot Touxama Kako uHmMepnyHKYUCKU 3Hax
HeMa JIpyTy MpaBuiia MITO ce OJIHECYBaar Ha yrmorpedara Ha TOYKaTa BO 3HAIUTE 32
JMPEKTHA ped, fojeka Bo oHa o 2017 1. Bo aenot Touxama Kao uHmepnyHKyucKu
3HAK C€ HaBEJIEHH YIIITE TPH MpaBUia IITO ja perympaar ynorpedaTa Ha TOYKaTa BO
3HaIUTE 3a nupekTHa ped. Kako u 1a e, oBaa pasnmka He e cymTHHCKa. OTTyKa,
MMajkM TIPEIBUJ JIeKa € TO4YKaTa OCHOBHHOT HMHTEPIYHKIIUCKHA 3HAK M JieKa
MPaBUIIOTO 32 YIOTpedaTa Ha TOYKATa Ha KPajoT Of CeKoja packa3Ha peueHHUIla ce
YCBOjyBa yIITe OJ] HajMalsia BO3PAacT, KaKo U JieKa MPaBUIIOTO € BO YIoTpeda peuncu
20 romuHu, ce 3aKJy4yyBa Jieka ¢ OBa IPaBUJIO 3alBPCTEHO MeEry 300pyBauMTe Ha
MaKeJIOHCKHOT ja3WK U JIeKa, TeHepallHO, HeMa MPo0JIeMU BO HErOBaTa MPUMEHA BO
MUIIIaHATa TIPAKTHKA.

Bexke ce ctomena aeka o [Ipasomucor ox 1998 (ctp. 142—-146), ynorpebaTa Ha
TOYKaTa BO 3HAIIUTE 32 AMPEKTHA PEY Ce PEeryimpa BO AEIOT JHayu 3a Oupekmua
peu. Bo 1. 394 (IlpaBomuc, 1998, ctp. 144), ce Benu neka ako mpen JUPEKTHATA
ped ce Haoraar 300pOBU IITO ja TMOjacCHYBaaT Hea, TOTAIl CO 3aBPIIHHOT JACT O]
HaBOJHHUIIUTE CE TOCTallyBa Baka: a) AKO pedeHHIaTa IITO € BO JUPEKTHA ped
HOPMaJHO 3aBpIIyBa CO TOYKA, TOTAll MPBUH CE NHIITyBa 3aBPIIHUOT JAET O]
HaBOJHHLIMTE, a IOTOA ce cTaBa Touka: Jojoe majcmopom u peue: ,, M moa moarcam
0a 2o Hanpasam “. 6) AKo, TIaK, pEUCHHIIATa IITO € BO JUPEKTHA peY 3aBPIIyBa CO
MpallaTHAK, U3BHYHUK WM CO HEKOJIKY TOYKH, TOTAIll C€ THIIyBaaT MPBUH THE
3HAIM, a IOTOA C€ CTaBa 3aBPIIHUOT JIeJI O HaBOAHULIMTE: M crmapuom 2u npawia:
. bpey 1u ke ce spamume? “ — Ce pasnece suk: ,,Hanpeo, opyeapu!“ — Ce ¢hamu 3a
obpazu u dcanno npoycmu: ,, bodce, KOIKY cym onaoHan 60 08ue HeKOJKY OeHd... "
Bo 0BOj nmen ymte ce HarjacyBa JAeKa TOYKaTa OJf MPAaKTUYHU MPHYMHU HE ce
MUIIYBa 110 W3JIE3HUTE HABOAHUIN JOKOJKY PEUeHHUIIaTa 3aBPINyBa CO MpaIIajHUK,
V3BUYHUK WIN TPU TOYKH, HAKO TIPUPOJHO CE OYEeKyBa Hej3uHaTa yrmoTrpeda Ha Toa
Mmecto. OTTyKa, 3Ha4n BOo u3ganueto Ha [IpaBonmcor ox 1998 ., jacHo e HampaBeHa
JUCTHHKIIMja My ymoTpe0ara Ha TOYKaTa, MPAIlaTHUKOT, U3BUYHUKOT U TPHUTE
TOYKH BO 3HAIWTE 3a AUPEKTHA ped. AKO € peueHHIaTa packa3Ha, TOTall Ce IMHITyBa
W3TIE3HUOT JIEN O/ HAaBOJHUITUTE, T1a TI0Toa Jfoara ToukaTa. AKO, €, ITaK, pedeHuIara
mpamiagHa, W3BUYHA WM HEAOBPLICHA, TOTall Ce MUIIyBaaT MpPBO THE 3HALM, a
moroa jgoara toukara. Mako Bo IlpaBommcoT He mOCcTOM OOjacHYBame 3a OBa
pasrpaHUYyBamke U HE MOXKE /Ia Ce Hajje MOTHBAIl{ja 3a HETo, CeMak, MPaBHIIOTO €
Bo ymorpeba peuncu 20 TOAWHHU, Ma, KAKO TaKBO € 3alBPCTEHO BO CBECTa Ha
300pyBaunTe Ha MaKEJOHCKHOT ja3WK, Ma, UCTO KaKO M BO MPETXOTHHUOT CIy4aj,
PETKO ce cpekaBa OTCTaITyBamEe OJ1 OBa MPABUIIO BO MHUIIIAHATA ITPAKTHKA.

Bo IlpaBonucor oxg 2017 r. (ctp. 85, T. 221 a), Bo genor Toukama Kaxo
UHMEPNYHKYUCKY 3HAK C€ WCTaKHyBa JeKa TOUYKa ce IMUINyBa IO H3JIC3HUTE
HAaBOJHUIM WM TIONYHABOJHUIM KOra /eJIOT BO HABOJAHULMTE WJIH
NMOJYHABOJHUIIMTE € BMETHAT BO MCKA30T U € Ha KPajoT HA pedyeHHIaTa, a
HaBEJICHU ce CIICAHNBE IpUMepH: [enec npazuyeawe Yuueepzumemom ,, Ce. Kupun
u Memoouj “. — Taa ja ucnonnu necnama ,,L{pno u 6eno e cé*. O HAIMIIIAHOTO BO
T. 221 a, jacHO € JeKa ToYKaTa ce MHUIIyBa IO M3JIe3HUTE HaBOTHUITH. Mako He ce
CIIOMEHYBa NpUpojaTa Ha AENOT IITO Ce U3JeNyBa BO HaBOJHUIIM, OBAa NPABUIIO CE
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OJIHECYBa Ha MPABUJIOTO 3a yIoTpebdaTa Ha HABOJHHUIIUTE BO KOE CE MCTaKHYBa JcKa
Mel'y HAaBOJHWIIM CE€ CTaBaaT WMHWI-A Ha: YCTAaHOBW, BECHUIIM, (WUIMOBH, KHUTH,
XOTeNH, 3Mpyxernja, yuwmmirta, ynui utH. (IIpaBommc, 2017, ctp. 124, T. 300).
Co ucrpaxysamara Ha Janymiesa (2017) u Jlumoscka (2017), Beke € KOHCTaTUPAHO
JIeKa JCNIOT umH. MOXKE Jla BOBEIYBa JWJISMH BO OAHOC Ha APYrd UMHIbA INTO OU
MOXKeJle Ja ce u3AenaT BO HaBogHUIM. Kako u 1a e, jacHO € Jieka Todkara ce
MUIIYBa 10 M3JIC3HUTE HABOJIHHUIIM M jJaCHO € JieKa MMETO Ce Haora Ha KpajoT 0.
pedennnara. Bo nen-pedenuiara o1 oBa IpaBUIIo BO KOja ce BEJIU JICKa 0e10M Wmo
ce uzdenysa e 6MemHam 60 UCKA30m € HEOlXOJHA TIPOMEHa, 3allTO YIoTpedara Ha
rJIarojckaTa JiekceMa guemHysa BHECYBa MIOMHAKBA KoHoTaluja. [lompuponHo e ma
Ce HamWIle JeKa JEJOT IITO CE M3IEeNyBa € COCTaBeH Jen of pedyeHuiara. Osa
MpaBUJI0 HE € BO JUPEKTHAa BpCKa cO ymorpebaTa Ha TOYKaTa BO 3HAIUTE 3a
JUPEKTHA peY, HO, CEMaK, € MHOTY Ba)KHO 3aIlITO € ITOBP3aHO CO OJIPEACHU JTUICMHU
3a KOM Ke CTaHe 300p MoIoTy.

Bo caemgnara touka ox IlpaBommcor ox 2017 r. (ctp. 85, T. 221 6), mak, BO
nenotT Toukama Kako UHMepnyHKYUCKU 3HaK, Ce BEIH JeKa TOYKA Ce MUIIyBa MPeT
W3JIC3HUTE HABOJHWIIM KOTa JeJIOT IITO Ce W3ABOjyBa MpeTcTaByBa Iejia
pevyeHUIIa, IIUTAT WIM JUPEKTeH TOBOP KOra TOj ce Haofa Mo aBTOPCKHTE
300poBH, a HaBEACHHU ce clelHuBe npumepu: Ha sudom nuwysawe ,, Cupm unu
cnobooa! 3emjo, cexoeaw ke mu ocmaneme eepuu. * — ,, Ce wmo e ybaso e pemko. “
— Taa my peue na momuemo: ,, /Jomyxa ouro nawemo.  Ilonatamy, Bo T. 221 0,
jacHo ce yKakyBa Ha NMpHUpoJiaTa Ha JICIOT IITO Ce W3/IBOjyBa — TOa MOXKE Jia € Ieia
pEYCHHUIIA, IUTAT WM JUPEKTEH TOBOP, KOj CIIEAW MO 300pOBUTE Ha aBTOPOT.
Toukara ce mumyBa 1o u3ne3HuTe HaBogHui. Cropex Toa, jacHO € JeKa BO
IIpaBomucot ox 2017 T. € HanpaBeHa CYIITHHCKA IIpOMEHa BO OJTHOC Ha yImoTpebara
Ha Toukarta BO nupekTtHara ped. Cropen IIpaBomumcor ox 1998 r., BOo 0BOj ciy4aj,
TOYKATa Ce THIIYBA M0 W3JIC3HUTE HABOMHUIM, a criopexa [IpaBomumcor ox 2017 r.,
TOYKaTa ce MUIIyBa Ipex u3jie3HnTe HaBomHunu. Bo IlpaBommcor ox 1998 r. He
MOJKE JIa CE HajJle MOTHBAIlMja 3a Pa3IMKUTE BO yIOTpeOara Ha TOYKaTa BO 3HAIUTE
3a JUPEKTHA ped BO OJHOC HAa TPAIIATHUKOT, U3BUYHUKOT M TpUTe TOYKH. M BO
IIpaBommucor om 2017 T. HE TMOCTOM HHUKAKBO 00jacHyBame 3a HOBOTO pEIICHUE,
HMEHO 3a yrnoTpeda Ha TouKaTa Tpel H3JIe3HHTe HaBOAHWUIM. Hema roruka
00jacHYBamETO 3a OBa pelIcHHE Ja ce Oapa HWTY BO HHTOHAIMjaTa, 3aIlTO €
MO3HATO JIeKa TPHUTE 3HAKA, TOYKATA, MPAIIATHUKOT M HM3BHYHHKOT, CIYXKaT 3a
Ocnexxeme Ha WHTOHANMjaTa. MoTHBAIMjaTa 3a MPOMEHATa BO HOBOTO M3MIaHHC Ha
[IpaBomnucoT MOXe €IUHCTBEHO Ja ce 0apa caMo BO HACTOjYBAmETO JIa CE YCOTIacu
INUIIYBAKLECTO Ha TO4YKaTa IIPEed H3JIC3HUTC HABOJHUIM, CO IHITYBAIKBETO Ha
MPANIaTHUKOT, M3BUYHUKOT W TPUTE TOYKH Mpel HaBogHunuTe. HajeepojatHo,
aBTOpPUTE CMETale JieKa yrnoTpedara Ha TOYKaTa BO OBaa IO3WIMja He Tpeba na
MPEeTCTaByBa UCKIYYOK BO OJHOC Ha JPYTUTE 3HAIM, 1A 3aT0A U ja HAIpaBHUJIE OBaa
nmpoMeHa. Meryroa, OBOj Ha4YMH Ha yImoTpeba Ha TodYKaTa Npen H3JIC3HUTE
HABOJHHIIM HEMHHOBHO T'0 TOCTAaBYBa MpAIlambeTo 3a Toa OJ] IITO € JeJT TOYKaTa.
AKO ce uMa TpeaBUj JeKa TOYKaTa Ce IHIIyBa MO CEKOja JIOTMYKW HAIHUIIIaHa
MHCJIa IITO ja MPETCTaByBaMe KaKO PEUYCHMIIA CE IMOCTaByBa MpallameTo 33 TOa
JIaNTi € TOYKaTa e O] JeNIOT IITO Ce M3JIeNTyBa, OJHOCHO CE CTaBa BO HABOJHUIIH,
WJIM, MaK, O] lleJiaTa peueHuIa. Bo Taa cMucia, pereHueTo mTo Ou ja u3eIHaAYHI0
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ynotpebaTa Ha HABOJAHUILIUTE MO MPAMIATHUKOT W MU3BUYHUKOT U TPUTE TOYKH CO
yrnoTtpebaTa Ha TOYKaTa BO 3HAIMTE 32 IUPEKTHA ped, O OMI0 MHOTY TOJIOTHYHO,
MMajKH MPEIBH]I JcKa HaBeIECHUTE 3HAIM Ce OCHOBHU 3HAIM U JieKa Ce M3ydyBaaT U
YCBOjyBaaT yIITe O] HajMalia BO3pacT. 3HA4H, JIOTHYHO € JIa C€ CTaBaT HABOHHIIU
3a Jla ce TIOKaXKe JIeKa 3aBpIyBa, HAa IPUMeEp, TUPEKTHATA ped, a TypH MOT0a TOUKa,
MIpallaTHAK, U3BUYHHUK WIA TPU TOYKU, BO 3aBUCHOCT OJI PUPOJAATa HA MCKA30T 3a
Jla ce MOKa)ke JeKa 3aBpIlyBa LEJIM0T MCKa3, OJHOCHO IiejaTa peueHuna. Mcro Taka,
JIOTUYHO OM OMIIO TOYKATa, MPAIIATHUKOT, H3BUYHUKOT M TPUTE TOYKH J1a CE CTaBaT
[0 W3JIE3HUTE HaBOAHUIM. Ha Toj Ha4wH, ce 3al[BPCTyBa BIEUATOKOT JEKa 3HAKOT
Ce OJIHECYBa Ha IeJ1aTa PpeYCHHUIIa, a He CaMO Ha OJIJIENICH JIeTl Of] peYCHHUIIaTa.

Haxko mocrojat CymITHHCKH pa3iiKy BO OBa MPABHJIO BO JBETE W3/IaHUja, CETaK,
¥ BO JIBETC W3JlaHHMja HE CE HyAM PCIICHHE BO OJIHOC HAa ojpelcHU auiaemu. Jla
MPETIOCTaBUME JIeKa JENIOT IITO Ce U3JeayBa o T. 221 a, € cocTaBeH el of eaHa
[IO/IONITa PEeUEHUIla MITO Ce W3/eTyBa, Kako Ha MpuMmep: Bo wanucom nuwiysauwe:
,, Konecxku ja sb6oeamu noemckama mucna. Bo moa, mecommeno, eonema ynoea
umawe Heeogama ?Bezunxa? Kako ma ce moctamu, BO OBOj Clly4yaj, BO OJHOC Ha
ynoTtpebaTa Ha HAaBOJHUIMTE U ToukaTta. Ce MOCTaByBa Mpallame T Ke ¢e CTaBat
HaBOJHHITH, T1a TIOTOA TOYKA UMajKW TO MPEABUA TIPABMUIOTO oA T. 221 a, win, mak,
Ke Ce CTaBHM TOYKA, a ypH MOTOA HABOJHUIIUTE, UMAjKH T'O MPEABH/] IPABHIOTO OJI
T. 221 0. UmeTo Ha mecHaTa Tpeba 1a ce CTaBU BO HABOJHHUIIM, HO BO HABOJIHUIIU €
CTaBeH W JENOT INTO Ce W3JENTyBa, OJHOCHO €qHa Mojoira pedeHuna. Bo asere
m3nanmja Ha llpaBommcoT ce m3menmyBaar W monxyHaBomHuIuTe (1998, ctp. 142;
2017, ctp. 128), HO HATY BO €IHO O] M3/IaHUjaTa HE TIOCTOM MTPABKIIO IITO PETYIUpa
JIeKa THe MOXKe Ja ce yrmoTpedar BO MMe Ha recHa. EQMHCTBEH TOTHYeH OATOBOp €
Jla ce CTaBaT JBa MaTH M3JIE3HUTE HABOJAHMIIM, SHAII 3a Ja TO 03HAYaT UMETO IITO
€ COCTaBeH JIeJ Ha MCKa30T, a BTOP TaT 3a Jla Ce O3Ha4M JIeKa ¢ IejlaTa peUYCHHUIa
JIeN ITO Ce M3JIeyBa, a AypH 1motoa Toukara. OBaa mMcTta JujieMa Ce jaByBa M BO
CIIydyaumTe Kora JIeJIOoT IITO ce U3AeyBa oJ T. 221 a € Aen oj uMTar, mrTo, UCTO Taka,
ce M3JIelyBa WIH O] JIUPSKTCH TOBOp KOj €€ Haora 0 aBTOPCKHUTE 300pPOBH, HO,
HCTO Taka, ce u3aeiyBa. Ha npumep, ,, Konecku ja 360eamu noemckama Mucia co
neeosama ?Besunxa? — wma Ilo moj nosoo, X ucmaxna: ,, Konecku ja 3bocamu
noemckama Mucida, a 60 MOod, HECOMHEHO, 20ieMd Ylo2a 00uzpa He208amda
?Be3unka?

Bo IIpaBomucor ox 2017 r., mpaBWIOTO 3a MHINYBak€ HA TOYKATa Mpe.
M3JIe3HUTE HABOAHHITM C€ MOBTOPYBA Kaj JEOT 3a yrmoTpebda Ha HaBomaaumw. (2017,
ctp. 123 — 125, 1. 296). IlpaBunoTo Benu aeka Tpel U3JIC3HUTE HABOJHHIM CE
MUIIYBa HEKOj JIPYr MHTEPIYHKIMCKUA 3HAK (TOYKA, U3BUYHMK, MPANIAIHUK, TPU
TOYKH) CHOpENl MPUpOoJaTa Ha UCKA30T WM PEYCHHUIATA, IUTATOT WU JAUPEKTHATa
ped, a HaBeIeHU ce IPUMEpHUTE: bez 0a nomucau, maa um peye na desojkume:. ,, Toa
e, ceca e momenmom.” — Bo npaso e npoghecopom wroea eenu: , Hexaxos
OpeaHU3UPAH ONUIMECMBEeH OMNOp KOH mypyuszmume Hema. " — 3acmaua u 21dacHo
nposbope: ,, Jlanu ke umam cuna oa ja uzopoicam mprkama? “ VICTOTO MpaBUIO ce
MOBTOPYBa M Kaj 3HaIWTEe 3a JupekTeH roBop (2017, ctp. 126-129, T 308) u ce
o0OjacHyBa Jieka Kora NpeJ] JAMPEKTHHOT TI'OBOP C€ Haoraar 300pOBH IITO TO
M0jacHyBaaT HCKA30T, H3JIE3HHTE HABOJHHUIM C€ THIITYBaaT IO 3HAKOT TOYKA!
Beuepma Mapuja 2o npexopu: ,,/locma e. Tpeba 0a muciuw nHa ceojama uonuna. *
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BaxHo ¢ nma ce HamoMeHe Jeka u Bo camuoT IIpaomuc ox 2017 r. mocrojar
Koje0ama, HEAOCIESTHOCTH U TWIEMH BO OJHOC Ha MPABHJIOTO 3a YIoTpedara Ha
TOUYKaTa TpeJ] M3NIe3HnTe HaBoAHWIU. MIMeHo, Bo mornasjero lIpasonucuu 3uayu
“Ma €JIcH MPUMEP BO KO TOYKAaTa M HABOIHMIIUTE HE C€ HAMMIIAHH CIOPE]
MPABUJIOTO IITO € JAJCHO BO MPETXOMHOTO IMOriaBje Mumepnynxkyuja, a BHECyBa
TWIEMHA U 3a ymoTpebara Ha TOdYKara 1O TPHUTE TOYKH. HaBeneH e cliemHUOT
npumep: Toj ,,ja npedouu opueunarnama cooupauxa nOCMAnKa Ha 080§ NPULENCKU
mep3uja, ykaxcysajku na moa oexa 8o Illenenxosume nHapooHu sanucu mpeba 0a
enedame Hawl NP8 BUCMUHCKU npozaucm (...). HOHume ucmpadicysarea Ha
cobupauko-nucamenckuom nopmpem Ha ILlenenxos 60 yenocm ja nomepouja
npeuuno usHecenama koucmamayuja ua Komecku 3a Mapkosama cobupauxa
dejnocm 00 nodpaujemo Ha HapoOHomo meopewimso*, O 0BOj IpUMEp, MOXKE J1a
ce coruena cineaHoBo: Mako Bo IlpaBomucot ox 2017 (ctp. 85, 1. 220) ce Benu neka
TOYKAa HE C€ MHIIyBa MO IPYTH 3HAIM HA KPajoT OJ pedUeHHIaTra, OJHOCHO IO
MpamajTHAK, W3BHYHUK WM TPHU TOYKH, OBAEC MOXKE Ja c€ BUAM JeKa TOYKa €
HaIUIlIaHa TI0 TPUTE TOYKH KOU CHOpea HOBOBOBeAeHOTO mpaBuio (IIpaBomwc,
2017, ctp. 117, 1. 274), ce numryBaaT 0e3 IMpa3HO MECTO Ipel HUB, Oe3 OCIMHA IO
MTOCIIEAHUOT 300p, a M0 HUB CJIETyBa MPa3HO MECTO KOTa MCKA30T MpoAoinKyBa. O
Jpyra cTpaHa, BO JIeJOT 3a ynorpebata Ha 3arpanu (IIpasomuc, 2017, ctp. 118-120,
T. 284 0), ce BeNW JieKa MpU IIUTHPakE BO 3arpajid Ce CTaBaaT TPU TOYKH 3a JIa Ce
03HaYM HAMEPHO HMCIYIITEH TEKCT, MeryToa BO HAaBEeIEHUTE MPUMEPH HEMa TOYKa
[0 TPUTE TOYKH Mery NBEeTe pedeHUI: [leiHume 3a8UCHOCIONCEHU pedeHuyu
umaam oonupru mouyku co npuuunckume (...) Taka, peuenuyama... Ha ctp. 134, Bo
T. 312 ’k, BO NpPaBWIOTO INTO ja peryimpa ymoTpebaTa Ha 3arpaguTe Kako
MIPABOIMCEH 3HAK, MaK, 32 TOYKAaTa KaKo IPaBOMHCEH 3HAaK ce BEJH JeKa Taa ce
MUIIYBa 10 TPU TOYKW KOU CE€ CTABCHHM BO 3arpaja, co KOW CE HarjacyBa JicKa ¢
M30CTaBeH Jien oJ peueHullara. [loHaramy, o1 mpUMeEpoT ce 3a0elekyBa JieKka MPBO
Cce HaNWIIaHW W3JIE3HUTE HABOJHWIM, a TOYKaTa € CTaBeHa Ha KpajoT Ha
peYCHHUIIaTa, TO € CIPOTUBHO HA HOBOTO MPaBWIO 011 T. 212 6, OTHOCHO Ha KPajoT
Jla CE HaIUIIIe TOYKAaTa, Ia MoToa M3JIe3HUTe HaBoaHUIM. OTTyKa, HHOPMAIUUTE
HaBEJIeHH BO JIBETE TIOTJIaBja C€ KOHTPAIUKTOPHHU U HE CE JaCHU U MPEIH3HM.

Junema ce jaByBa W BO [EJOT 3a ymoTpebaTa Ha 3amudpKara Kako
HHTEPIYHKIUCKH 3HaK. (2017, cTp. 95, T. 253). OBa mpaBujio BelH AcKa 3amupKaTa
ce TIMIITYBa 3a J1a Ce OJJICIIH JOIOIHYBamke Bo opMa Ha 300p miid 300pOBEH COCTaB
mpe3eMeH Of MUPEKTHHOT TOBOP WIIM OJf HATIIMCH, HACIOBH, 3a0€NEeIKH H CII.
Hagenenuot npumep e: Osde sHeceme eOHa 00 08eme MONCHOCMUY, ,, 0e3 npueoeop **
unu ,,Ha ceoja paxa ““. OUUTICIHO € JIcKa IPBO CE¢ HAIUINIAHW HABOHUIIMTE, a [T0TOa
TOYKaTa, IITO 3HA4YW Jieka ce IMouyuTyBa T. 221 a, 3a Toa neKa NEeIoT IITO ce
u3zenyBa Tpeba Ja ce Haora Ha KpajoT oa pedueHuiiara. Ho ako ce mpermocraBu
Jicka 300pOBHHUTE COCTABH INTO C€ W3JC/IyBaaT BO HABOJHHIM CE NPE3EMEHU O]l
IUPEKTEH TOBOP, criopen T. 221 6, Ha KpajoT o pedeHuIiaTa ou Tpedao Touykara aa
Ce CTaBH INpeJa M3JIe3HUTE HaBOJIHUIIM, KaKo IITO € perynupano Bo IIpaBommcot on
2017. Koj ke ompenenu Kako Ja ce TOJKyBa AENOT MWTO ce m3nemysa? [amu e
MIPaBUITHO J1a C€ IPUMEHU NPaBUIOTO oA T. 221 a wim oHa oz 1. 221 67 [anu nenot
IITO C€ M3AENyBa € Mpe3eMeH OJ HAacJOB, HATHHC WK 3a0eJemka WiH, MakK, OJl
JUpeKkTeH ropop? OTTyKa, MOKHO € JIBOjHO TOJIKYBam€, I1a, CIIOPE]] TOa, U TOYKaTa
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Ke ce Haora Ha pa3lIMdHO MECTO, MPEe WM IO W3JIe3HUTe HaBOMHHUIHU. [loHaramy,
BO JIEJIOT INTO ja peryjupa ymorpedara Ha JBETE TOYKH Kao HHTEPIYHKIIUCKU
(2017, crp. 117, 1. 273), ucro Taka, ce 3abenexyBa auiema. FiMeHO BO 0Ba IpaBUIIO
ce BeJH JIeKa JIBETe TOYKH MOJXKE Jla c€ M30CTaBaT NpH MPEHECYBamke Ha JUPEKTECH
rOBOP HJIU IIUTAT aKO HEMa BOBEyBaYKH 300pOBH MIIH aKO Ce MPEHECyBa caMmo 300p
i 300poBeH coctaB. Mery Apyrute, HaBeAeHH ce npumepure: Toa e moj ,,peo
socnocmager 00 xaocom ““. Hagucmuna ,, Huuumo He e noguOIUG0 U HONPUCYMHO 00
meoemo omcycmeo . Kako 5a ce TONKyBa MEJOoT MmTo ce m3menyBa? Jlamm kako
JTUPEKTEH TOBOP, Kako 300pOBEH COCTaB WIIM, MaK, IUTAT? AKO ce mpudaru ieka
JIJIOT IITO CE€ W3[BOjyBa € IUTAT, Jajdd CaMO 3aToa IITO Ce Haolra Ha KpajoT Of
pedeHunaTa opae Tpeda 1a ce MpUMEHH IIPaBIIIOTO o1 T. 221 a, a He oHa o T. 221
0? Ilornasjata Uumepnynxyuja v Ilpasonuchu 3uayu ce HANWIIAHKU O Pa3IU4YHU
aBTOPU M MOXKeOU TOa € MPUYMHATA TTOPAIX KOja Ce jaByBaaT Pa3InYHH IIPUMEPH 3a
MUINYBak-¢ Ha TOYKATa BO JIEN IIITO C€ W3JENyBa, a MPETCTaByBa 3aBpLICHA WU
He3aBpiIeHa Mucia. J[pyro objacHyBame € Ieka cTaHyBa 300p 3a TpEBHI, HO,
cemnak, OBa € YIITe €JCH JI0OKa3 Jieka MPaBUJIOTO Ja CE MUIIyBa TOYKATa, a MOToa
M3JIE3HUTE HABOJHUIIM € HOBO WM Ke Ouje MoTpeOHO BpeMe 3a Ja IOYHE Jia Ce
NpUMEHyBa, HWMajKM ja TIpeABHA BeKe yTBpACHATa TNPaKTHKA, KaKOo |
HEJI0CICTHOCTUTE U JUIIEMUTE BO camHOT [IpaBomuc.

[llTo mokaxcyBa muIllaHaTa MPaKTHKAa BO BpcKa co oBue mpasmia? [Ipumepure
IITO Ce HaBeJyBaaT BO MPOJOJDKEHUE Ce MPEe3eMEHH OJ HEKOJKY eJNEKTPOHCKU
n3Bopu. Bo 0J1HOC Ha UTaTHTE, MPUMEPHTE MMOKAKYBAAT JIEKa Ce CPekaBaaT IIUTATH
BO KOM TOYKAaTa Ce CTaBa IpeJ M3JC3HUTE HABOIHUIIM: ,, /la ce bude cam e nooobpo
omkonxky oa ce 6ude co nocpewna auunocm.” — JI. Jlonum (crnobelo.com,
6.6.2018); ,, [lonexoeaut mopa oa buoeme u yoasuyama u seepom. *“ (crnobelo.com,
6.6.2018), HO U AeKa ce cpekaBaaT M MPUMEPH BO KOU BO H3ACICHUOT ITUTAT MIPBO
ce THIIyBaaT HAaBOIHUIIMTE, a MOToa Toukarta: ,, OHOj KOj uzHesepunl eOHAW, CO
cueyprnocm Ke usnesepu nakx“. (crnobelo.com); ,, Cxonje Oooicusea Hegudena
xkamacmpocgha, Ho Ckonje nOGMOPHO Ke 20 u3epaoume cO NOMowma Ha yerama
saeonuya. Toa ke cmane 2opoocm u cumbos HA OPamMcmeomo u eOUHCME0mo, Ha
Jyeocnosenckama u ceemckama conuoaprocm. Tumo Ckonje, 27 jyau 1963
eoouna”. (novamakedonija.com.mk, 18.7.2018); Boxep, koj 6o moa eépeme beuie
we@ ma eepupuxayuckama mucuja na OBCE 6o Kocoso, peue dexa ocpmseume
bune yueunu u dexa HusHume yOUCMEA NPEMCMaAgyeaam ,,310CMOPCME0 NPoOmus
yosewmsomo ““. (prizma.mk., 9.5.2017); O0 mamy nomcemysaam odeka ,,nocmou
Merynapooua nomepuuya o0 cmpana na Cpouja 3a nopanewHuom KOMaHOanm Ha
OBK, [ezaup Illaxupu Xoua wxoj e nod ob6sunenue Oeka e eoeH 00
opeanuzamopume 3a Hanadom Ha npemunom JJobpowun xaj Ilpeweeckama
donuna, Ho u 0exa moj ce naora wa ypwama aucma na CA/. * (meta.mk., 9.5.2018).

[Ipu npeHecyBame Ha IJUPEKTHUOT T'OBOP, BO IOrojyieM Opoj HpUMEpH, CE€
cpekaBa TOYKa M0 M3IIE3HUTE HABOJHUIM: ,, MHo2y cym cperen. O8a 80 HcUBOMOM
He cym 20 ouekyean. [enasa cym eu 3ab0pasui, a HUMY 3Haes 0eKa UMam G0JIKY
npujamenu wimo Ke 0ojoam Ha osaa usnoxcoa. Bu orazodapam na cume. Mozoxom
MU 3aCcmana, He 3Ham wmo opyeo oa eéu xadxcam . (sdk.mk., 24.5.2017); , Taa
enepauja nomoa moj ja nacouysa 6o meopewmseomo, eeke 70 eodunu . (sdk.mk.,
24.5.2017); Heeosuom bnaxce Konecku e nocmasen 60 yenmpannume npocmopuu
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na MAHY u kaxo wimo seau akademux Jlyan Cmaposa:,, Hako e 60 6ponsa kaxo oa
npooodicysa 0a 300pyea u 0a 2o ynamyea ce0jom pasymer u oOmeper 300p, MOaKy
HeonxodeH 3a ceojama 3emja 3anouyHam 00 Koouguxayujama Ha jazuxkom u
aumepamypama . (sdk.mk., 24.5.2017); Pamyw Xapaouraj, Ha euepawnama npec-
KoH@hepenyuja no ceonuyama na Braoama, na npawarbemo 0a 2u npoKoMeHmupa
uzjasume na npemcedamenom Ha Kocoso Xawwum Tauu 3a rxopexyujama Ha
epanuyama mery Kocoeo u Cpbuja, usjasu oexa , epanuyume na Kocoso ce
YMEPOeHU CO B80jHA, U CAMO CO BOjHA Modicam Oa ce nomecmam*. (mkd.mk.,
8.8.2018); Toj oooade Oexa ona wimo , npeocmanano mery Kocoso u Cpbuja e
PeyunpouHo Npu3HABarbe 80 pamKu Ha cecawHume epanuyu . (mkd.mk., 8.8.2018);
Penybnuxaneyom Pano Ilon 00 Kenmaku, noodopocyseau ma Tpamn, koj 60
nocineonuse Hekoaky oOena Oewe 6o Mockea Kade uman cpedba co pycKu
npamenuyu, usjasu. ,, Mmas wecm oa docmasam nucmo o0 npemcedamenom Tpamn
0o Bnaoumup Ilymun®. (voanews.com., 8.8.2018). Ilorpemno HamuIaHuTe
HABOJIHUIIM C€ YECTH BO CJCKTPOHCKUTE H3BOPH, HO THE HE C€ NpPEJAMET Ha
emaboparujara.

5. 3akay4yok

HcTpaxxyBameTo NokaxkyBa Jieka BO HOBOTO u3gaHue Ha IIpaBomucor ox 2017
T., ¥ TIOKpaj Toa IITO Ce HaBeIyBa JieKa MPOMEHHUTE HeMa J]a c€ CYIITHHCKH, CETaK, €
HalpaBeHa CYIITHHCKA MPOMEHA BO MpaBWJIaTa IITO ja peryjupaar ynorpedata Ha
TOYKaTa BO 3HAIUTE 3a JUpeKTHa ped Bo oaHoc Ha IIpaBommcor ox 1998 1. Op
HCTPaXXyBaWmETO Ce TIIe[a U JeKa OBaa MpoOMeHa TH 3aCeTHYBa W MIpaBUIIaTa IITO ce
OJIHECYBaaT Ha JPYrd 3HAIM, MOPaJM MOXXHOCTA THE NpaBWa Pa3IUYHO Ja Cce
TOJIKYBaaT BO OJHOC Ha HOBOBOBEICHOTO MPaBWIIO, a TOA, [aK, OJf CBOja CTpaHa,
MIPUIOHECYBA 3a I0jaBa Ha JOMOJHUTEIHH JWJIEMH BO yHoTpedaTa Ha TOYKaTa BO
3HAIUTE 32 JUPEKTHA ped. AKO Ha OBa Ce MOJaJaT W BeKe 3alBPCTEHOTO IPaBUIIO
BO [IpaBomucoT ox 1998 r. 3a mumIyBame HA TOYKATA IO M3IE3HUTE HABOIHUIIA BO
packa3Hu pedyeHuUM, HenocinenHocture Bo IIpaBomucor ox 2017 r., kako u
[IOCTOJHUTE PA3IMKH BO NPAKTUYHATA MPUMEHA Ha HOBOBOBEICHOTO IPABWIIO, CE
3rojieMyBa BEpOjaTHOCTAa JeKa Ke TIOCTOM HEYCOIIaCeHOCT Merly MHIaHaTa
MpaKTHKa BO OJHOC Ha ymoTpedara Ha TOYKaTa BO 3HAIMTE 3a JUPEKTHA ped U
[IpaBommcor. IlpaBonmucoOT € KOHBEHIMja INTO MOpa Ja C€ IMOYMTYBa, HO Jalln
HOBOTO IPAaBWJIO K€ ja 3alBPCTH CBOjaTa yrnorpeda Wiu He, K& MOKake BPEMETO 0
M3JIaBa-ETO Ha CIIeAHO w3jaaHue Ha [IpaBomucoT koe Tpebda Jia T 3eMe MPEABHI
OBHE HEJIOCIECTHOCTH U TUJIEMU.
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The Use of the Full Stop in the Direct Speech in the Macedonian Standard Language

Abstract: The respect and the consistent implementation of the orthographic norm in
the everyday written practice affect its cultivation and affirmation. This contributes to the
preservation and promotion of the language identity. This norm, on one side, should be
flexible enough in order to explain and precise the already existing rules and to increase the
possibility for their generalization. Yet, on the other side, it should be stable enough in order
not to change the already established rules that are in use for a long time.

Bearing in mind that the full stop is the basic and the most used orthographic and
punctual mark, as well as that in the written practice regarding its use in the direct speech
there are many different solutions, the aim of this paper is to examine whether there are any
changes in the rules that regulates the use of the full stop in the direct speech in the
Orthography (edition from 1998 and from 2017). The research has qualitative paradigm and
descriptive design. The sample consists of the rules that regulate the use of the full stop in
the direct speech in both of the Orthography’s editions. The written practice is represented
by electronic sources published in RM in 2018. The methods for processing the data and
gaining conclusions are analysis, synthesis and comparison. The research shows that
regarding the use of the full stop in the direct speech, there is one essential and very relevant
difference in both of the Orthography’s editions, and as a result there are obvious differences
in the written practice.

Keywords: full stop, direct speech, written practice.
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Abstract: The purpose of this paper is to provide an overview of the language
policy in France in relation to French and the regional languages. We start the overview
from the Renaissance period when the French national feeling began to form and the
distinctiveness of the French nation started to manifest, leading to increased usage of the
French language and gradual superseding of the regional languages. Taking into
consideration the fact that after the French Revolution in 1789, the unity policy of the
French nation intensifies and thus the directions of action in the languages of its territory
change, we divided the overview of the language policy in France in two parts: before and
after the Revolution. For the revolutionaries, the ignorance of the French language was an
obstacle for the democracy and spreading the revolutionary ideas, thus extending the
superseding of the regional languages throughout the 19" and early 20" century. After the
World War II, the regional languages and cultures received more attention and they were
regarded as a treasure that needed to be preserved and their disappearance to be prevented.
According to the relations and the language activities undertaken by France in the
contemporary period, we distinguish Language policy in relation to the French language and
Language policy in relation to the regional languages.

Keywords: language policy, France, French language, regional languages.

Introduction

The language policy comprehends all measures, planning and strategies
whose aim is to regulate the status and the form of one or more languages (Calvet
1993: pp.111-123, Calvet 1996: pp.3-9, Calvet 1999: pp.154-155, Calvet 2002: pp.
15-16, Crystal 1999: pp. 190, Dubois 2001: pp. 369). The language policy in France
comprehends several policies or measures, which France undertakes in relation to
the French language. Since 1992, the French language is the only official language
in France (Constitution du 4 octobre 1958, art. 2 & Loi n°® 94-665) which means
that the language policy in France is based on monolingualism.

France's treatment of the language has its own history and is based on the
idea that it is a duty and a mission of the State. In fact, in the period between the
16" and 19" century, France’s greatest concern in the area of language was to
secure the superiority of the French language over the other languages spoken in the
country.

We start the overview of the language policy in France in relation to the
French and the regional languages from the Renaissance period, when the French
national feeling was created and the distinctiveness of the French nation was
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manifested. That brings to an increased usage of the French language and gradual
superseding of the regional languages. Taking into consideration the fact that after
the French Revolution in 1789, the unity policy of the French nation intensified and
thus the directions of action in the languages of its territory changed, we divided the
overview of the language policy in France in two parts: before and after the
Revolution. For the revolutionaries, the ignorance of the French language was an
obstacle for the democracy and spreading the revolutionary ideas, thus extending
the superseding of the regional languages throughout the 19" and early 20" century
despite the change of the social system after the Revolution.

Based on the relations and the language activities undertaken by France in the
contemporary period, we distinguish Language policy in relation to the French
language and Language policy in relation to the regional languages.

The contemporary language policy in France in relation to the French
language comprehends three periods that begin in 1966 when the institutions
responsible for its defence and promotion were established. The contemporary
language policy in France in relation to the regional languages consists of two
periods that begin with the adoption of the Deixonne Law in 1951 and the signing of
the European Charter for Regional or Minority Languages (Charte européenne des
langues régionales ou minoritaires) in 1999.

The language policy in France before the French revolution

The language uniformization policy in France in favour of the French
language was gradually applied by the Renaissance, along with the forming of the
French nation!. This policy also highlights the desire to reduce the role of the Latin
language, which would reduce the power of the Church and would consequently
increase the power of the state. In addition to this, is the fact that in the 13" century
legal documents written in French by royal notaries were found, instead of the
previous exclusive use of the Latin language, and in the period of 14" and 16%
century the French language was gradually imposed as an administrative language
in the royal charters, superseding the Latin language from any of its official use.

In 1539, in the castle in Villers-Cotteréts, Francois I signed the Ordonnance
de Villers-Cotterets which imposed the French as an official language in the law
and administration instead of the Latin language in writing all the legal and
administrative acts, in order to respond to the needs of the population who no longer
understood the Latin language. This stipulates using only the French language in all
decisions of the supreme courts in order to attenuate the ambiguity, uncertainty or
the possibility of their misinterpretation (art. 110, 111). In fact, it is about the
Parisian dialect that was distinguished by its characteristics in the pronunciation, the
intonation and the vocabulary that lead to a state of diglossia among the population
because that was the language of the elite, the court, the educated people, the
Parisian aristocracy which was an important social factor versus the regional and
dialectal versions that were spoken by the lower classes of the population. It was

! This is also contributed by the early evolution of a geographical area in the French nation that
distinguishes France from other countries (Sibille, 2000, pp. 91-92).
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spoken by a little less than a million French from a total of 20 million inhabitants in
the country.

In order to be able to fulfil all the social duties, the French language needed
to be presented through rules and norms, that is, to be codified. At that time, there
were hundreds of “professional censors” which were strongly supported by Louis
XIV. Then, the language also experienced a particular consolidation that they
regarded as superb perfection and ideal linguistic fixation. The censors also praise
the usage of the well-chosen and elegant vocabulary.

However, this was not the only decision related to the language. According to
Xavier Deniau (Deniau, 1983) all the previous prescriptions were also followed by
Carlo IX in Article 35 of the Ordonnance de Roussillon (Ordonnance de 1563, dite
de Roussillon, Art. 35), and since 1629 were also applicable in the Canon Law.
Moreover, it was ordered to use the French language in public in the region of
Béarn in 1621, Flanders in 1684, Alsace in 1865, and in 1700 and in 1753 for
Roussillon (Deniau, 1983, p. 82).

Upon translating the New Testament into French language, by Lefévre
d’Etaples in 1523 and allowing defending the theses in French language in 1624, a
very significant event was the establishment of the French Academy by Richelieu in
1635, during the period of Louis XIII, which had an expressive national character.
Its main duty was to take care of the language, and in the Articles 24, 26 and 44 of
its Statute is stated that the main function of the Academy is to work as hard and as
diligent as possible, in order to provide definite rules to the French language and to
make it pure, eloquent and capable of applying it in the art and science, and
afterwards to comply a dictionary, grammar, rhetoric and poetics, and that rules for
spelling shall be created as well (Oster, 1970, pp. 3-4.). In 1694, appeared the first
edition of its Académie's dictionary (Dictionnaire de I’Académie) that is consisted
of only well-chosen words, relying on the tradition of the well-known "good usage"
(bon usage) of Vaugelas.

On the eve of the Revolution, France represented a unitary country in the
administrative, legal, economic, cultural and linguistic area. On the territory of the
kingdom, the Flemings, Bretons, Catalans, Corsicans, Franco-Provencal populations
around Jura, Alsatians and Lorrainer were integrated. The views of the monarchy in
relation to the regional dialects were still controversial. Ferdinand Brunot (1909)
believed that the royal government did not want their abolition. It highlighted the
superiority of the French language while allowing the local dialects. Hermann Van
Goethem (Van Goethem, 1989) disagreed with this, who by researching through
court archives concluded that since the reign of Louis XIV, there was a real desire
to establish authority of the French language (ibid., 437- 460). However, at that
time, the monarchy did not have control over the primary education, which is one of
the main instruments for realization of the language policy (Bod¢, 1991, p. 33).

The language policy in France after the French Revolution
After the French Revolution in 1789 the unity policy of the French nation
continued and intensified, and the ignorance of the French language was an obstacle
for democracy and for spreading the revolutionary ideas. With the Revolution, the
feudal system was abolished, a new division of ownership of the land was

95



Zoran Nikolovski

exercised, the privileges of certain social structures were abolished, the political
power was limited, there was rebalance of the relations between the church and the
state, and the family structures were redefined. The French Revolution differed
from the other revolutions due to its universal messages related to the entire
humanity (Aulard, 1901). In 1790, the National Assembly began translating all the
laws and decrees in the regional languages, but stopped this practice due to a
shortage of translators, the high financial costs and a lack of willingness to preserve
the regional languages (Leclerc, La Révolution et la langue nationale des Francais
(1789-1870)).

After the Revolution, dozen laws concerning the usage of language in
administration, education, culture and religion have been adopted. Then, for the first
time the language and the nation were connected. Since then, it became a "state
matter" because the "united and indivisible Republic" whose motto was "JIuGeprTs,
Emyanuts ang ®parepuuts” (Jlubepré , E ranuré , ®parepuuté ) needed a
language which, in spite of the linguistic disparity and distinctiveness of the old
provinces, would constitute a guarantee of indivisibility and an instrument for
raising the educational level of the masses. In September, 1791 in the National
Assembly, Talleyrand in his speech clearly set the link between the spreading of the
French language and the school institutions. “The language of the Constitution and
the laws will be taught to all, and that mass of defective dialects which is the last
remnant of feudalism, will have to disappear because the force of the things requires
it” (Rapport du 10 septembre 1791 devant [’Assemblée nationale, p. 472). The
bourgeoisie in the public speeches saw an obstacle in spreading their ideas and
therefore, so it declared war to them. A member of the Committee on Public Health
of that time, Bertrand Barére, began the defence in favour of the existence of a
national language: “The Monarchy had a reason to resemble the Tower of Babel,
but to leave the citizens not knowing the national language in democracy, means
that they are not capable of controlling the authorities, and that is a treason to the
country... The free people need one and only language for all” (Archives
parlementaires, 1°° série, tome LXXXIII, pp. 713-717).

The Decree dated 21 October, 1792 concerning the organization of the public
education requires the French language to be educational language. Five days later,
another decree has been issued which supplements the previous, where in Article 6
is determined: “...The French language should soon become a family language”
(Guillaume, 1894, pp. 688-690). On 16 prairial, that is, 28 May, 1794, Henri-
Baptiste Grégoire publishes his well-known, Report on the necessity and means
to annihilate the patois and to universalise the use of the French language
(Rapport sur la nécessité et les moyens d’anéantir les patois et d’universaliser
['usage de la langue frangaise), whose research began in August 1790, in which he
describes the language situation in France and the thirty different dialects that form
the French Tower of Babel against "the language of freedom". For him it is
paradoxical, or even more unbearable, that only 3 out of 25 million French people
speak French, and 6 million do not know it at all, although it is used in Canada and
on the coast of Mississippi and is represented everywhere as a universal language
(Calvet, 1999, p. 72).
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With the Decree dated July 1794, the French language was imposed as the
only language in the law and administration and the regional languages were
discarded (Décret du II Thermidor an II-20 juillet 1794). This defined every act to
be written only in French on the territory of France (Décret du II Thermidor an 11-20
juillet 1794, art. 1), no legal act can be certified if it is not written in the same
language (Décret du II Thermidor an 1I-20 juillet 1794, art. 2) every official, officer
or government trustee who, while exercising his function, will write or sign any
legal act in a local idiom or in any language other than the French, will be detained
from his home in front of the misdemeanour court and sentenced to 6 months in
prison and revoked from its function (Décret du II Thermidor an II-20 juillet 1794,
art. 3). The same penalty applies to every person that one month after the publishing
of this decree will certify even not signed acts, written in a local idiom or in any
language other than French (Décret du II Thermidor an II-20 juillet 1794, art. 4).

However, the 1803 Decree (Décret du 24 prairial an XI - 13 juin 1803, pp.
598-599), by which the French language becomes an administrative language of the
empire in its new borders from the left side of Rhine and in Belgium, allows the
used local dialect to be supplemented with an adequate translation in French.
Whereas in the Circular letter, dated October, 1838 (Circulaires et instructions
officielles relatives a I’instruction publique, 1865, pp. 679-680), instructions are
given for the use of the French language against the local dialects and it is
confirmed that in different parts of France, where the inhabitants speak local dialect,
often the children in elementary school do not understand the French language. In
the second half of the 19" century, still a large number of French people did not use
the French language as first language and its usage was neglected right after
finishing school. Gérard Bodé believes that the military service contributed to
preserving the language, and the violent introduction of the French language
disrupted the social tissue. Other factors that contributed to gradual increase of the
use of French language on the territory of France in the 19" century are the
industrial revolution that generated strong rural-urban migration, the emergence of
the railway, as well as the introduction of mandatory primary education, thus raising
the cultural level of the population.

During the entire 19" century, the country’s desire to spread the French
language and impose a single language was constantly noted. However, although
there was a tendency for the country to intervene on languages, there was still a
great gap between creating a legal instrument by the central administration and its
application in the regions. After the French Revolution, the language policy in
France was at odds with the religious and intellectual behaviour of the population.
The state project for imposing the French language and the literacy of the
population was in conflict with the families that spoke the local dialects because all
that was done without determining and respecting the real nature of the problem.
There was also the view of the Church, which used the regional languages to bring
the local population closer to religious education and further complicated the
solution to this problem. Despite the official and nonofficial statistical data, it is
very difficult to draw a conclusion on the results of that language policy. However,
it can be said that the French language has the same status since before the end of
the 19 century, as well as during the French Revolution (Bodé, 1991, p. 43).
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During the 19" century and until the beginning of the contemporary language
policy in France in the second half of the 20™ century, France adopted an impressive
number of laws concerning the French language, the regional languages and
cultures, as well as the territorial collectivities. Expressed in numbers, this means
dozen laws, about twenty decrees, nearly 40 administrative decisions of which 21
refer to terminology and the same amount of circular letters (Hukonoscku, 2002, p.
34). The majority of these legal texts are related to promoting the French as a
language of education and its terminology, and are less related to the linguistic
rights of minorities, that correspond to the old tradition of exclusion of regional
languages. However, there is a tendency of increasing the right to distinction and
acknowledging the particularity of the regional languages.

During World War II, the Vichy regime unsuccessfully tried to introduce
regional languages in the primary education, and after the war, they were paid
greater attention and they were considered as treasure that needs to be preserved and
their disappearance to be prevented.

According to the relation and language activities undertaken by France in the
contemporary period, we distinguish Language policy in relation to the French
language (Huxonoscku, 2002, pp. 35-66 & Saint Tobert, 2000) and Language
policy in relation to the regional languages (Hukonoscku, 2002, pp. 67-93).

According to the manner of working and operation of the institutions whose
main concern is its promotion and defence, we distinguish three periods of
contemporary language policy in relation to the French language: 1. 1966-1984, a
period of operation of the High Committee for defense and expansion of the
French language (Haut comité pour la défense et l’expansion de la langue
francgaise) (Décret n"66-203), 2. 1984-1989, a period of operation of the General
Commissionership in the French language (Commissariat général de la langue
frangaise u Comité consultatif de la langue francaise) (Décret n°84-91) and 3. After
1989, a period of operation of the Superior Council of the French Language
(Conseil supérieur de la langue frangaise) and General Delegation for the
French language and the languages of France (Délégation générale a la
langue frangaise et aux langues de France) (Décret n°89-403 & Décret n°2001-
646).

Regarding the Language policy in relation to the regional languages, we
distinguish two periods: 1. 1951-1999, after the adoption of the Deixonne Law, a
period of their application in education and culture, as well as establishment of
institutions whose purpose is their promotion in several areas of life; 2. The period
after the signing of the Furopean Charter of Regional and Minority Languages
(Charte européenne des langues régionales ou minoritaires) in 1999, by which
France undertakes to apply 39 of total 98 provisions concerning the following areas:
education, judiciary, public services, mass media, culture, economy and cross-
border cooperation, proposed by the Council of Europe. With the Constitutional
audit of 23 July, 2008, Article 75-1 of the Constitution of France is added, which
recognizes that regional languages are part of the French cultural heritage (Loi
constitutionnelle du 23 juillet 2008, Article 40). However, France still has not
ratified this Charter because it consists of unconstitutional clauses that are
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incompatible with the Constitution of France that is Article 2, according to which
French is the language of the Republic. With the ratification, it would be necessary
to implement a new amendment of the Constitution that would allow it.

Conclusion

Based on the analysis of the documents related to the language policy in
France concerning the French and the regional languages, we tried to give an
overview of the language policy in France. We started the overview from the
Renaissance period when the French national feeling was created and the
distinctiveness of the French nation was manifested. This increased the usage of
French language, while the usage of the regional languages was reduced. The
overview of the language policy in France is divided in the period before and after
the French Revolution in 1789, because it intensified the unity policy of the French
nation. It directly influences the policy in favour of the French language through
which democracy and revolutionary ideas are transferred. During the 19" century
and the beginning of the 20™ century, the superseding of the regional languages
continues, and after the World War 1, they are paid greater attention and are
considered as part of the French cultural heritage. We distinguish Language policy
in relation to the French language and Language policy in relation to the regional
languages.
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NIPEBElyBAbETO ja AaKLEHTUpPA yJorara Ha IIPEBEAYyBadyoT KakKo YHUTATe BO TEKOT Ha
KpEaTUBHUOT TPOLEC, a MOTTUKHYBAa M APYTH Ipallamba Kako IITO C€ CTHIOT Ha CaMHOT
NIPEBOJ] Kako onpa3 Ha H300pHTE Ha MpEeBEAyBadOT W HETOBHOT CTWICKH e(eKT Bp3
IIPEOCTaHATUTE YUTATEINH.

Kiuyuynu 300poBM: cmun, npesedysarve, opucunau, npegedysay, KOSHUMUBHA
yaoea, cmuacKku egexm.

Bogexn

Jlvu u lopTt ro neduHUpaaT CTHUIOT Kako ,,HAYWH HA KOj ja3WKOT ce
KOPUCTH BO JaJieH KOHTEKCT OJf CTpaHa Ha HEKO] IOEAWHelN CO OJpelieHa Len™
(Leech and Short, 1981, ctp. 10) u ,,T0j ce oHECYBa Ha OHUE U30OPH KOU TMOBEKE TO
OJIpa3yBaaT HauuHOM OTKOIKY CYWMUHAMA, U3PA30m OTKOIKY coopocuHama.
(Leech and Short, 1981, ctp. 15). Bo KOHTEKCT Ha CTHJIOT Ha JIMTEpaTypHUTE Jela,
aBTOPOT CBECHO M MOTHBHPAHO C€ OJIydyBa Ja u30epe OIpeleHH ja3u4HU
o0elnexja BO 3aBUCHOCT OJ] 3HAYCHETO MM (DYyHKIIHjaTa Koja caka Ja ja MOCTUTHE.
Ha T0j HauuH ,,co37MaBa ClIMKa 3a peaJHOCTa KOja caka Jla My ja NpHKaKe Ha
YUTATENOT MPEKY ja3HYHHUTE CPEACTBa KOW T M30HMpa M 00e30eayBa CBOCBHUICH
cruiicku u nutepatypet epekt. (Leech and Short, 1981, ctp. 32). Cnopen Jluy u
opT, cTUIOT BO €THO JUTEPATYpPHO [0 C€ COIVIeAyBa Kako OJHOC Mery
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jasmuHaTa ¢opma u IuTepatypHara QyHknuja mwim ecretckuot edekr. (Leech and
Short, 1981).!

Co ornen Ha Toa JieKa JTUTEPATypHHUTE TEKCTOBH C€ KIACH(PHUIMPAHU KAKO
mekcmogu opuenmuparu kou gpopmama (Reiss, 2000, ctp. 25) Bo xou ,,hopmaTa Ha
TEKCTOT 3Ha4H, BCYIIHOCT, KAKO CE M3pa3yBa aBTOPOT HAcIIpeMa COJIp)KHHATa, KOja
3HauM mTo Kaxkyea Toj“ (Reiss, 2000, ctp. 31) u nexka BO HWUB aBTOPOT CBECHO
KopucTH (hOpMayHH ja3W4HM €JIEMEHTH 3a ClelU(UYeH eCTEeTCKH e(deKT Koj e
KOHTEKCTYaTHO mpeno3HaTinB u yHukareH (Reiss, 2000, ctp. 32), mpeBenyBameTo
Ha BAaKBU TECTOBM Oapa CIEIU(pUYCH METOMOJIONIKM HpHCTal KOj Moapa3oupa
penpoaypame Ha CTUICKOT eeKT MPEeKy aHaIorHU GOpMHU Ha U3Pa30T BO CAMUOT
MIPEBOJ] CO IIeTT /1a Ce MIOCTUTHE CITMYEH ecTeTcku edekT 1 Bo mpeBoaoT (Reiss, 2000,
ctp. 32). JluteparypHMOoT mpeBonm ,Tpeba Ja ja oOapa3sH KpeaTHBHATa
MHTEpIpeTanyja Ha TekcToT-u3Bop* (Basnett, 2002, ctp. 83) U ox cure BUIOBU
MpeBoJ] TOj € HajcnenuduyeH, Oumejku OBO3MOXKYBa YUTATENOT AOCIEIHO Aa Oume
JIeTT 071 KPEaTHBHHUOT MPOLIEC PEKY MPEBEAyBambe KYITYypH LITO BO MPEJICH IUIAH I'O
CTaBa HAYMHOT HAa KOj Ce M3pazyBaaT COAPKHUHUTE, a HE CaMHTE COJPKUHH.
(Landers, 2001, ctp. 4).

Nmajku ro npeaBua (akToT AeKa CTWIOT € O] UCKIYYUTETHO 3HAueHe 3a
JUTEPAaTypHUOT IPEBOJ, HUBHATa BpPCKa € MOIIHE KOMIUIEKCHA M MOXE Ja ce
pasriieqyBa oJ ToBeke acnekTd. OCBeH TpaJuLMOHATHUTE MPHUCTAld KOU
monpa3oupaar ¢GOKycHpame W aHalnu3a Ha THIIMYHUTE CTWICKH o0enexja Ha
M3BOPHUOT TEKCT, MOXE Jla C€ MCTPaXyBaaT M THUIMYHHUTE CTHJICKH OOenexja Ha
HEJIHUOT TeKCT M Ja ce JUCKyTHpa 3a Toa KOJKY THE COOJIBETCTByBaaT Ha
CTWICKHOT BIIEYaTOK OJf OPUTHMHAJIOT MpPEKy COIJIe[yBame Ha BAXKHOCTA HA
KOTHUTHBHATa YyJora Ha NpPEeBeIyBadyoT Kako TpHMare]l Ha TEKCTOT MpHU
KpEaTUBHHUOT Mpoliec KOj oApa3dupa mpeBeayBame Ha KHIKEBHH TeKcToBu. Llenrta
Ha OBOj TPYA € TNpeKy crnopendeHa aHann3a Ha MPEeBEACHU JIMTepaTypHH TEKCTOBU
O/l aHIVIMCKM Ha MAaKEIOHCKM ja3WK Ja ce aKIeHTHpa Ba)XHOCTa Ha yiorara Ha
MPeBEAyBau0T KAaKO MpUMAaTel Ha TEKCTOT MPH BOCIPHEMAIETO Ha CTHIICKHOT

1 Bo 0/1HOC Ha TOa KaKo Ja ce OIpey CTHIOT Ha eneno Teket, Jluu u [lopr (1981) o6jacHysaar nexa
CTHJIOT cCe pas3IiiefyBa Kako ,KOHIENT BO (QYHKIWja Ha @pexksenmnocma (frequency) u
ucmakHuyearsemo (prominence). 3a 1a ce OApeAN INTO € KapaKTEPHUCTHYHO 3a CTWIOT HA OApEneH
TeKCT, Tpeba fJa ce pasriiefa 3a4ecTeHOCTa Ha olenexjara KOM TOj TEKCT T'M MMa Hacrpema
EKBUBAJICHTHUTE (PUTYpU KOHM CE€ CMeTaaT 3a ,,04eKyBaHH * BO ja3UKOT cO KOj cTraHyBa 300p. Bo Toj
Cllydaj, CTHJIOT C€ MEpHU IpeKy MOrojeMa WIHM IoMaja 3a4eCTEHOCT BO TEKCTOT, T.e. HpeKy rpyda
MpeTcTaBa 3a 3a4eCTCHOCTa Ha OJIpeNIeHO o0eNekje BO TEKCTOT moTkpemneHa co npumepu ™. (Leech and
Short, 1981, ctp. 43). OHue ja3uuHH OCOOCHOCTH KOW C€ ()PEKBEHTHH BO TEKCTOT MHTYHTHBHO TO
NIPUBJIEKyBaaT BHIMAHUETO Ha YUTATENOT KOj HA TOj HAUMH CTAHyBa CBECEH JeKa OAPEICHH ja3HIHU
Cpe/CTBa Ce IOTEHLMPAHU M MCTaKHATH BO CAMHOT TEKCT NpEeKy HHBHATa 4ecTa yrnorpeda M Toa e
OCHOBaTa Ha CyOjeKTHBHaTa IpoleHa Ha uuratenot 3a ctwioT. (Leech and Short, 1981, ctp. 48). Bo
BpPCKa CO Toa Kako Jna ce ofpeau ctuiot 30opyBaar u Kpucran u [eju (Crystal & Davy, 1969)
cropeq KOH 3a Jia ¢€ OJPEAr CTHIIOT ,,HEONMXOTHO € a Ce HACHTU(HUKYBaaT ja3HYHUTE OCOOCHOCTH 32
KOM MHTYUTHBHO CE€ UyBCTBYBA JCKa CE€ CTHJICKM 3HAYajHH. 3a CTHJICKH 3Ha4YajHU KE CE CMETaaT OHHE
0ocoOeHOCTH Kou 1) ce jaByBaaT Mo4yecTo BO OJpelNeHa BapHjaHTa O] ja3UKOT Kako LENMHA U 2) ce
cpekaBaaT MOPETKO BO apyrute BapujantH on jasukot”. (Crystal & Davy, 1969, ctp. 12). Tue ro
KOPUCTAaT TEPMUHOT 3ayecmeHocm 3a Jia ja oJpelaT CTUIICKATa PEIEeBAHTHOCT HAa OJPEICHM ja3UUHU
0COOEHOCTH BO KOHM CE jaByBa Taa.
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e(eKT 0l OPUIHHANOT U MPH HAYMHOT Ha KOj TOj C€ MPEHECyBa MU C€ MEHYBa BO
MPEBOJIOT, IIITO BJIMjac BP3 KBAIUTETOT Ha MPEBOIOT TEHEPAITHO.

CTHI0T ¥ TpeBeyBameTo

U moxpaj Toa IITO JOCETalIHUTE COTJIEAyBamba YKaxyBaaT Ha (akToT JeKa
CTHJIOT U TIPEBEIYBABETO CE€ HEMHHOBHO M HEPACKHHJIMBO MTOBP3aHU, OBaa peialuja
MHOTY PETKO € JETATHO UCTPaKyBaHa BO TPaHCIATOJIOTHjaTa. MHOTY TeopeTHYapu
BO 00J1acTa Ha MPEBEYBAKHETO TIOBPIIHO CE€ OCBPHYBAaT Ha CTUJIOT WIIM cOCeMa T'o
M30CTaBaar, a caMo Kaj MaJ JieJl 0/ HUB ce 3a0elieKyBa MorojieMa CUCTeMaTHYHOCT
BO MOIJIEN HA M3yYyBambeTO Ha MOBP3aHOCTAa HA CTUIOT M NpeBeayBameTo.” Toa
W3HEHayBa, Oujejkn Kako mTo 3abenexyBa boa3 beuep ,,cTUIIOT € OUTEH 1er ox
JUTEPATypHHOT TEKCT W € OCHOBEH 3a HAa4YMHOT Ha KOj I'M pa3dbupame W TH
nHTepnperupame TekcroBute . (Boase-Beier, 2006, ctp. 1). CnencTBeHo, CTHIOT
KaKO COCTaBeH JIeJI OJ] OPUTHHAJIOT MMa CBOja peduieKcHja Bp3 IPeBOIOT.

TpaguuuoHaHUTE MpHUCTaNmd KOH CTWIOT YKaXyBaaT Ha Toa JeKa
,IIPEBEIyBauOT Tpeba Jja BHUMaBa Ha CTHJIOT BO CMKCJIA HA OHA IITO € YHUKATHO 32
TEKCTOT M 3a 300pOBUTE BO HEro, Ja OWJEe CBECEH 3a IIEMUTE BO TEKCTOT W Jia
BHMMaBa Ha HeroBaTa (PyHKIMja M Ha TOa Kako ce peduieKTUpaaT CUTE acleKTH U
KapakTepucTukd Bo Hero“. (Boase-Beier, 2006, ctp. 2); penaiujata npeBOA-CTHII
HAjuecTo ce pasriie[yBa HU3 NMpU3MaTa Ha TUIIMYHHUTE O0elexja Ha TeKCTOT-U3BOP
(Pekkanen, 2007) u wm300poT Ha MpeBeIyBad4OT BO HajrojieM Opoj cllydaum €
MOTYHMHET Ha ,,u300pUTE O TEKCTOT-U3BOP KOM TH Hampaswi aBTopot . (Malmkjer,
2004).

OBue corieayBamba HEMUHOBHO (piaaT CBETIMHA M Ha €I€H MOWHAKOB
ACIeKT Ha BpCKaTa MOMeEry CTWIIOT U NPEBEeLyBambETO, KOja Ce COTJIEAYyBa M MPEKY
CTHJIOT BO CaMHOT TNPEBOJA KOj € pe3yiaTar Ha M300pUTEe Ha TPEBEIYyBavdOT O
MOBEKETO alTepPHATHBU KOM MY C€ Ha pacliojiarameé BO PAMKUTE Ha IETHHOT ja3uK;
TOA Ce CIIydyBa Kako pe3yJTaT Ha Heropara KOTHUTHBHA YyJIOra Kako MpHMaTell Ha
TEKCTOT MPH BOCIPHEMAHETO HA CTHIICKHOT €()eKT OJf OPUTHHAIIOT; Taa BiHjae Ha
HAauYMHOT Ha KOj TOj c€ MpEeHecyBa WM Ce MEHYBa BO NPEBOJOT INTO, MakK, Ce
oIpa3yBa Bp3 KBAaJUTETOT Ha TMPEBOAOT BOOMIITO. BakBHOT mpucTam KoOH
MIPEBEAYBAbETO ja aKLCHTUPA KIIyYyHaTa yJIorata Ha IpeBelyBadoT KaKo YUTATeI BO
TEKOT Ha KpPEaTWBHHOT MpoIlec, Koj Tpeba aa Oume BO MOKHOCT Ja ja coriena
CTHJICKaTa JTMMEH3Mja Ha OPUTMHAJIOT U MOTOAa COOJABETHO Ja ja PElpoayLHpa BO
MPEBOJIOT CO3JaBAjKK CIMYCH CTUJICKU BrieyaTok. OJ Toa 3aBUCH U KBAJIUTETOT Ha
MPEBOJIOT.

Bo KOHTEKCT Ha BaXKHOCTa Ha KOTHHTUBHATA YIIOTa HA MPEBEAYBAa4OT KAKO
quTaTeN NPU BOCIPUEMAETO Ha CTHICKUOT €(EeKT OJf OPUTHHAJIOT U HETrOBOTO
MPEHECYBambe BO MPEBOAOT, CTUIIOT, OCBEH IIITO MOXE Jla Ce pasriieayBa Kako 30up
0J1 THITMYHHUTE 00eJIeXkja Ha TEKCTOT-U3BOP, TO] MOXKE JIa Ce TPETUPa U Kako 1) 30up
0l THIIMYHUTE OOenexja Ha TEKCTOT-LeN W 2) 30up o THUNHYHUTE obernexja Ha
CaMHOT TPOLIEC Ha NpeBeAyBambe Je(UHUPAHN WIN NMPEKY Pa3IUYHU CUTYaLUCKH U

2 3a noBeke MH(OPMAIUK BO BPCKA CO KOHKPETHH HCTPAXKYBaka BO OJHOC Ha MOBP3aHOCTa Ha CTHJIOT
u npesenyBameTo Buau: I'ypuescka, 2010; I'ypueBcka Artanacoscka, 2015; Kutanoscka-KumoBcka,
2013.
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METOJIOJIONIKHY acTIeKTH WX TIPEKy crope0a Ha TEKCTOT-U3BOP M TEKCTOT-IIEN 32 Jia
ce KOHCTaTupaaT crpareruute Ha npesenyBadoT. (Pekkanen, 2007, ctp. 2). Cnopen
Boas-benep, mnpm mpomecoT Ha NPEcO3NaBak€ HA OPUTHMHAIHHOT  TEKCT,
MPeBEyBavOT MpaBH OJpEACH U300p Ol MOHYACHU AITEPHATHBH, a IOMMOT 32 OHA
IITO € CTWJI BJIMjac HE caMO BP3 OHA INTO MPEBEIyBadOT IO MPaBU TYKY M KaKO
KpUTHKaTa ke To BpeaHyBa Toa. (Boase-Beier, 2006, ctp. 1). CneacrBeHo, Taa ce
¢dokycupa Ha 1) CTHIIOT HA TEKCTOT-U3BOP M HETOBUTE €(EKTU BpP3 YUTATENOT (U
MPEeBEIYBAYOT), 2) CTHJIOT Ha TEKCTOT-IENI KaKo 0Jipa3 Ha U300PUTE KOU T TpPaBU
HETOBHOT aBTOp (IIPEBEAYBauO0T) U 3) CTWIIOT HA TEKCTOT-LIEJI ¥ HETOBUOT €(EKT BP3
yurtatenure. (Boase-Beier, 2006, ctp. 5). OHa mTo Taa ro nmoTeHUHUpa ce TOUKuTe 1
U 2, T.. KAKO C€ MEPLUHUIUpPa CTWIOT Ha TEKCTOT-U3BOp U Kako TO] edekT ce
MpeHecyBa WM Ce MEHYBa M JI0 KOj CTENEeH MOXE J1a Ce 3aJp>KH BO IPEBOJOT.
(Boase-Beier, 2006, ctp. 5). Toa 3Haum jqexa Taa craBa akIeHT Ha MEPCIICKTHBATA
Ha TPUMATENOT Ha TEKCTOT KOj MPEKy CTHJIOT CO3[aBa CIUKA 332 OPUTHHAIOT U —
Ouzejku BO OBOj CIy4aj TOj € M MpeBeAyBady — KaKo ro IMpeHecyBa Toa BO MPEBOJIOT.
Ha oBoj HaunH ce moTeHLMpa yIorata Ha YNTATENIO0T BO BOCIIPHEMAETO Ha TEKCTOT
0]l KOja ,,3aBHCH KaKO TOj Ke ro J0KuBee e(eKTOT KOj 0 MMa OPUTMHAJIOT U KaKO
TOa Ke ro npenece Bo npeBoaot . (Boase-Beier, 2006, ctp. 6).

MeTtonmoJioruja u Kopmyc

Co 1enm Ja ce NMOTEHIMpa KOTHUTHBHATA YJIOra Ha IPEBEIyBadyoT KaKo
IMpUMaTeiI Ha TEKCTOT IMPU BOCIIPUEMALETO HA CTUIICKHUOT e(i)eKT O OPUI'MHAJIOT U
IIpY HAYMHOT Ha KOj TOj Ce MpeHecyBa WA Ce MEHyBa BO MPEBOJIOT, HAlpaBeHA €
cropei0eHa aHajlkM3a Ha MPEBEACHU JUTEPATYPHU TEKCTOBH OJi AHIVIMCKH Ha
MaKeJIOHCKH ja3uK. AHAIN3aTa ja MOKaKyBa BaKHOCTA HA TIEPCIIEKTUBATA U yJIoTaTa
Ha MPEeBeIyBavY0T KaKo MpUMaTell Ha TEKCTOT, O] YHja CIIOCOOHOCT J]a MPOHUKHE BO
CTHIICKAaTa JUMEH3HMja Ha OPUTHHAIOT M COOJIBETHO JIa ja MpEeHece BO MPEBOAOT
3aBUCHU U YCIICHIHOCTa W KBAJIUTCTOT HA IPEBOAOT. Baxksot ImpucTam BO OAHOC Ha
BpCKaTa TOMely CTWJIOT M MPEBEIyBamEeTO BO I[EHTPANHA TO3WIMja TO CTaBa
MIPUMATEJIOT Ha TEKCTOT KAaKO TJIaBEH JIBUTaTel BO TEKOT HA KPEaTUBHUOT TIPOIIEC.

Kopmycot o1 Koj ce IprieHd IPUMEPHUTE CE COCTOU OJ1 IBE 30MPKH pacKasu:
»HajyoaBara skeHa Bo rpanot* ox Yapiuc bykoscku (Bukowski, 2008) u ,,3a mro
30opyBaMe kora 3dopyBame 3a jbydoBTa* on Pejmonn Kapsep (Carver, 2009),
KaKo W HUBHHUTE MPEeBOAM Ha MakenoHCckH jasuk (bykoscku, 2009; Kapeep, 1990).
OpuruHaiuTe H300MIIyBaaT CO EKCIPECHBHA JIEKCHKa (CJICHT, (Dpa3eosiomKu
v3pasd, ByInrapusMd u Taly 300poBH W u3pas3u, II€jOPATUBH, TUCPEMHU3IMHU,
JEMUHYTHBH, XWIMOKOPUCTHIIM, W3BHIM) KOja TMPETCTaByBa HHUBHA CTHIICKA
KapaKkTepucTHUKa. Bo cormacHocT co MeToJoJorHjaTa Koja ce KOPHCTH 3a
MpeBeIyBamhe TEKCTOBH OPUEHTHpaHU KOH (hopmara, mpeBeAyBadoT Mopa ja Oumie
CBECEH 3a CTWICKHTE 00eJeXja Ha OPUTHHAJIOT W COOJBETHO Jla TH TNpeHece BO
MPEBOJIOT CO aHANOZHU NO popma TIPEBOIHU EKBUBAICHTH KoW Tpeba na
MPOJYLUPAAT CIMYCH CTHICKA €(PEKT BO IPEBOJOT TOKOJKY Caka Ja IOCTUTHE
ontumainieH kBammteT (Reiss, 2000). AnHanm3aTa WMa 3a [el Ja TH CIOPEId
MaKeJIOHCKUTE TIPEBOJHH EKBHBAJICHTH 3a EKCIPECHBHATA JIEKCHKa O]l JBara
OpUTMHAIM BO OJHOC Ha TOa KOj OJl JIBaTa MPEBOJU € TIOYyCHemeH Npu
PENPOAYIIMPAKHETO HA CTHUICKHOT €(eKT OJf OPUTMHAJIIOT W Ha TOj HAYWH Jia ja
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MOKa)ke BAYKHOCTA HAa KOTHUTHUBHATA YJIOTa HAa MIPUMATENIOT Ha TEKCTOT BO MPOIIECOT
Ha NpeBeyBambe.

3a Taa men aHaJdM3UpaHU ce 252 TmpUMepH OJ pPa3IUYHH BHUIOBH Ha
eKCIIPECHBHA JICKCHKA OJ] OPUTMHAIHUTE M II0TOA THUE CE€ CIIOPEICHU CO HUBHHTE
NpPeBOAM Ha MaKEJIOHCKM ja3uK. AHanu3aTa Hyau WH(pOpManuu BO OJHOC HA
CTHJICKATa COOJIBETHOCT/HECOOJBETHOCT HA MPEBOJHHUTE CKBUBAJICHTH BO PaMKHTE
Ha MPEeBEyBaYKHOT METO/] KOj C& KOPHCTH 3a MPEBEyBamhe TEKCTOBH OPUECHTUPAHU
KOH (hopMara;’ MCTPaKyBAHETO € (POKYCHPAHO HA TOA BO KOJKABA MEPA CEKOj O
MpeBeyBaunTe ycIean Jia MOHYIM YCIICITHH MPEBOJIHN PEUIeHU]a 3a EKCIIPECHBHTE
O]l OpWrMHaIuTe, 00e30eqyBajKu HUCT WM OapeM CIHYeH CTWICKH e(eKT Ha
MaKeJIOHCKH ja3uk. [Ipeky BakBaTa aHaimn3a, KOja KBAJIMTATUBHO U KBAHTHTATUBHO
MOKaXXyBa KOj O] NMPEBOJUTE € IOYCIENICH BO OJHOC Ha IPEHECYBamEeTO Ha
CTHIICKUOT €(DeKT 0J] OPHTHHAJIOT, Ce COTJIeyBa KOj OJ1 PEBEyBAUUTE MTOCEPUO3HO
MY NPHUCTAIWI M MOWHTEH3MBHO C€ BKJIYYWJ BO NPOIECOT Ha BOCIPUEMAIETO Ha
CTWJIOT Ha OPUTHHAJIOT, IITO OBO3MOXKYBa IMOYCIHEHICH W TOKBAJIUTETCH HPEBOJI.
OBa ja IMMOTCHIMpPa Ba’XHOCTa Ha KOTHUTHBHATa )II/IMCHSI/Ija Ha NOpUMaTeIOT Ha
TEKCTOT KOja, JOKOJKY H30CTaHe HJIM IO HeMa MNOTPEOHHOT WHTEH3UTET, IO
HaMaJlyBa KBAJIUTETOT Ha MPEBOOT.

Pe3yaraTu u Auckycuja

PesynTatute on aHanM3ara MOKaKyBaaT JeKa BO NPEBOJOT Ha KHUTATa
»HajybaBara :xkena Bo rpagor* on Yapnc Bykoscku (IIpeoz 1), og BkynHo 150
aHAM3UPaHK MTPUMEPU Ha TPEBEJICHU SKCIIPECUBU OJI OPUTHHAIIOT, 115 mpeBoaHu
EKBUBAJICHTH CE OLICHETH KaKO CTHJICKH COOJBETHHU MPEBOJHHU PEUICHUja KOH CE BO
COTJIACHOCT CO MPEBEIYBAYKHUOT METOJI KOj CE KOPHUCTH 3a JTUTEPaTypHH TEKCTOBU U
KOj Tmoapa3Oupa Haorame aHAJIOTHM 110 ¢opMa MPEBOJHH pEIIeHHja KOU
NPOIYLIMPAAT CIMYEH CTHICKH U €CTeTCKH eeKT Kaj yuTaresioT. Toa 3Ha4YM AeKa BO
76,7 % o aHanM3WpaHUTE MPUMEPU NPEBEAYBAuvOT, KOj BO CIy4ajoB € Mpel ce
npuMaTes Ha TeKCTOT, yCIieall COOJIBETHO Jia IPOHUKHE BO CTHJICKATa JIMMEH3H]ja O]
OpUTHHAIIOT W YCIENIHO Jla ja TpeHece BO TEKCTOT-Iiesl. Bo mpeocranarure 35
aHanmu3upaHu npumepu (23,3 %), NpEeBOIHHUTE pELIeHHWja C€ OLEHETH KaKo
HEIOBOJIHO CTUJICKU €(peKTHU U MOMAJIKY YCIICIIHU BO OJHOC Ha PEHpPOLyLUPABHETO
Ha e(DeKTOT 0J] OPUTHHAIIOT.

Ha npumep, 30opoBute cop u heat (Bukowski, 2008, ctp. 42) ce cnenr-
uspasu 3a noauyaey wmd noauyuja cooxserno (TFDTO).* 36opor cop
MpeBeIyBadoT To MpeBeayBa co 300pot yajkanu (bykoscku, 2009, ctp. 47) xoj ce
KOPUCTH KaKO CIJICHT-M3pa3 33 MOAuNUja HAa MaKEIOHCKM M IO MMa IOTPEOHUOT
CTWJICKM KOJOPUT M CO3/laBa CIMYHM acolWjallid Kaj YuTaresor. MoliHe
WHTEpEeCeH € MPEeBOOT Ha 300poT heat. Cakajku BO MCTHOT KOHTEKCT N1a W30eTHe
MOBTOpPYBake€ Ha 300pOT yajkaHu W HA TOj HAYMH M3Pa30T Ja TO HampaBd
MOJMHAMUYEH W T000TaT, MPEeBEAyBauOT HAIOJ OJUIMYHO pellieHHe, MPeBeyBajKu
ja umeHkarta heat co rnaromnot 3zycmu (Bukowski, 2008, ctp. 42) xoj uMa mpeHOCHO

3 3a mopeTanHu HHPOPMALMHE OKOJTY NIPEBELYBAYKATA METOI0JIOTH]jA 33 PA3JIUYHUTE BUIOBH TEKCTOBH
suau: Reiss, 2000.
4 The Free Dictionary and Thesaurus Online.
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U pasrOBOPHO 3HAUECHE CHMIAHY6a MeWKo/HanHamo (0mKako Ke 00joe
nouyujama) u oAroBapa BoO KOHTEKCTOT. [IpeBOIHOTO pelieHne BO 0BOj clydaj €
MPWIKYHO CJI000HO, HO HAjBAXKHO € JIeKa ja MMa MmoTpedHaTa pa3roBopHa HUjaHCca
CO KOja ro penpoxyuupa HoTpeOHNOT BIECYATOK.

Ymre enen mpuMmep KoOj € aHANHM3MpaH € u3pas3or to hit it hot (Bukowski,
2008, ctp. 86). Copen CDO,’ 360poT hot uMa MHOT'Y 3HaY€H-a O] KOU 3HAUUTEIIEH
Opoj ce co HUjaHCH Ha clieHr. EqHO ox THe CIeHroBCKH 3Hauewa Ha hot € U uma,
nocedyea unu ce Kapakmepusupa co noca1e008amenaHu u MHOZYOpojHU ycnecu.
Bo KOHTEKCT Ha WTpUTE Ha cpeka, KaKoB IITO € KOHTEKCTOT BO KOHKPETHHOT
npumep, hot ToO MMa TOKMY Toa 3Hauemwe. [IpeBemyBadoT ja AoNOBHI moTpeOHATa
HUjaHCa HAa Pa3rOBOPHOCT W W3pa3oT fo hit it hot To mpeBen co U3pa3oT Kapu
(Bykoscku, 2009, ctp. 97) KOj BO MakeJOHCKHOT TO MMa 3HAUYCHETO 3apadomu,
000ue Hewimo.

Wspazot god damn it (Bukowski, 2008, ctp. 117) ce kopucTH Kako MIIOCT
BO CJIyyau KOra FOBOPHHKOT € Bo3HeMupeH uiu paszouapan (OALD).® Bo npesogor,
MIPEBEYBAYOT IO yIoTpeOdyBa mM3pa3oT da my ce chHesuou (byxorcku, 2009, ctp.
126) koj, WcTO Taka, (YHKIUOHUpPA KAKO TMIIOCT HAa MAaKEJOHCKH ja3uK M ce
ynoTpebyBa BO He(OpMaHH KOHTEKCTH KaKO H3pa3 Ha pa3ouapyearse, JymMunda,
2He8 U CINYHO.

On nmpyra crpaHa, BO NMPEBOAOT HAa KHHTATa ,3a wimo 360pysame koza
300pysame 3a wyooema* on Pejmonn Kapsep (IIpeBon 2) ce 3abenexyBa MmonMHaKBa
curyauyja. Wmeno, on BkynHo 102 aHanu3upaHu NpUMEpPH Ha NpPEBEACHU
EKCTIPECHBU OJI OPUTHHAJIOT, caMO 37 TMPEBOJHU EKBUBAJICHTH CE OLEHETH KaKo
CTHJICKH COOBETHH MPEBO/IHYU PEILIEHHja KO CE€ BO COTIACHOCT CO MPEBEYBAYKHOT
METOJ KOj C€ KOPHCTH 3a TEKCTOBH OpPHEHTHpaHHW KoH (opmara. Toa 3Haum neka
caMo BO 36,3 % oI aHANM3UPAHUTE MIPUMEPH MPEBEIYBAUOT yCIlead COOABETHO Ja
MPOHHUKHE BO CTWJICKAaTa JUMEH3Hja OJI OPUTUHAIIOT U YCIEIIHO Jia ja MpEeHece BO
TEeKCTOT-Ues. Bo morojgemMuor Opoj mHpuUMepH, MOTOYHO BO 65 aHAIM3HpPaHU
npumepH (63,7 %), NIpeBeIHUTE PEILICHHja Ce OLCHETH KaKO HEJIOBOJIHO CTHJICKU
epeKTHH U MOMAaJKYy YCIEUIHH BO OJIHOC Ha PENpONYIUPAETO Ha €PEeKTOT Of
OpHUTMHAJIOT.

Ha npumep, nanomarckuot uspas before you know it (Carver, 2009, ctp.
117) uma 3Hauewme MmHozy oOp3o/ckopo (OALD). AnanmzaTa TOKaXyBa JeKa
MPeBEAYyBad0T OYKBAIHO IO MPEBEN U3Pa30T cO npeod oa 20 3naeme moa (Kapsep,
1990, ctp. 127), mpeBuayBajKku ja HETOBaTa CIMKOBUTOCT, A MPEBOJOT 3BYYH
KpyTo u HenpupoaHo. ITocooasereH O OMI M3pa3 KOj MMOYECTO ce yrnoTpeOyBa co
3HAYCHE OP30 U KOj YATATENOT OM TO MPENO3Hal KaKO TaKOB 3a Jia Ce IMOCTUTHE
MaKCHUMaJICH CTHWJICKU e(EeKT KakKo, Ha IPUMEP U3PA30T 000eKa 0a mpenHeut, Koj €
MOPa3TOBOPEH M IOEKCIPECHUBEH, & U PEJOBHO CE KOPHCTH BO MaKEIOHCKUOT ja3uK
CO TaKBO 3HAYCHHE.

Cnopen peunuiure OALD 1 MWALD,” uspasor hell, ocBeH OCHOBHOTO
3HAYCH-E HeKOJl, YeCTO C€ KOPUCTH KaKo MIOCT BO CHTYallUH HA 603HEMUPEHOCH,

5 Cambridge Dictionaries Online.
¢ Oxford Advanced Learner’s Dictionary.
7 Merriam-Webster Advanced Learner’s Dictionary.

106



TRANSLATION AND STYLE PERCEIVED THROUGH THE COGNITIVE ROLE OF THE
TRANSLATOR AS A TEXT RECEIVER DURING THE CREATIVE PROCESS

UBHEPBUPAHOCH, U3HEHAOCHOCH UNU ROMeHuuparwe Ha Hewmo. V3pa3or nma
ByJrapHa KoHotauuja. Otramy e u uspasor go to hell (Carver, 2009, ctp. 70), koj
ce KOPUCTH TOKMY BO BakBH CHUTyauuu. Bo mpeBofoT e ynorpeGeH u3pasor 0ou no
rasonume (Kappep, 1990, ctp. 76) kOj 3Byud KpyTO U JIOHEKaae (popMaliHO;
M3pa3oT ce ynorpeOyBa BO MaKEJOHCKHOT Pa3rOBOPEH ja3WuK CIOPEI MOJENIOT O]
AHTJIMCKUOT, HO CEMaKk KOHTEKCTOT Oapa MOBYJITapHHM M IMOHABPEAJIMBH pEIICHHja
KOu OM OHJIe MOCOOABETHU U MOSHEKTHH BO OBOj KOHTEKCT KaKo, Ha MPUMEp, HeKda
ce 20HU, HeKa ce HOCU, KOf 20 wiuuia/epmu/ede v NpyTH.

Crniopen OALD, 300poT ass e ByirapusaM Koj ce 0OJHECyBa Ha OHOj 0esl 00
menomo na Koj ce cedu, m.e. 3a0nukom. Bo opurunanor, oBoj 300p e ynorpedbex
KaKo JIeJ O] U3pa3oT to be on somebody’s ass ko) uMa ByJIrapHO U HaBPEIIMBO
3HAUCHC 8O3ZHEMUPYEA HEKO20 000usajku oa 2o/ja ocmaeu na mupa. Bo npeBojoT,
n3pasor there was no boss to get on your ass (Carver, 2009, ctp. 48) npeBeayBadot
TO TIPEBEAYyBa CO Kade uimo zazoama He mu deuwe 3a0 zazom (Kapsep, 1990, ctp.
52) mTo Ha MaKeJOHCKH HE ce ymoTpeOyBa BO TAKOB KOHTEKCT M CO TAaKBO 3HAUECHHE.
Hma wm3pa3u KoM MOYECTO ce yHoTpeOyBaaT BO pPa3rOBOPHHOT ja3UK CO HCTOTO
3HaYeH-E, 0/ KOM HEKOM ja MMaaT morpeOHara j03a Ha HeQOpPMaIHOCT Kako, Ha
TIPUMEDP, CHIOU HEKOMY HAO 271464, Ouuie HeKoMy 60 epam, docara, 3amapa,
2wasu, 0aeu, U CUTEe OoBHE OM OMJIE CTWICKM TOCOOIBETHH NMPEBOIHH pEIlCHH]ja
OTKOJIKY OHa LITO € IaJICHO BO MIPEBOJIOT.

PesynTatuTe o aHanuzaTa BO OJHOC Ha MPOIICHTYAIHATa 3aCTallaHOCT Ha
COOJIBETHHUTE U HECOOJIBETHHUTE MPEBOIHU penieHuja Bo [IpeBogor 1 u [IpeBomor 2
ce mpuKaxxaHu Bo Tabemnara Op. 1 u rpadmkoHoT Op. 1 MameHu momoy.

Bpoj na
aHAJIM3UPaHH CooaBeTHn HecoonBernn
npuMepu pelIeHHja % pelLIeHHja %
IIpeBox
1 150 115 76,7% 35 23,3%
IIpeBoa
2 102 37 36,3% 65 63,7%
Tabena 6p. 1
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Ipesox 1 Ipeson 2

@ Coonserau %

W Hecooxnseruu %

I'paduxon 6p. 1

Mmajkn TH TpenBua CO3HAaHWjaTa 3a BpcKata IOMery CTHJIOT ¢
MMpEBEAYBALECTO, aCIICKTOT Ha KOTHUTUBHATA YJIOI'a Ha NMPUMATEJIOT Ha TCKCTOT BO
TEKOT Ha TMPOLECOT Ha TMPEBEIyBamke JUTEPAaTypHH TEKCTOBH, Kako H
npeBeIyBadykaTa METOIOJIOTHja Koja ce KOPUCTH 3a HHB, BUCOKATa MPOIEHTYaJIHA
3aCTaleHOCT Ha COOJBETHUTE HAcIpeMa HECOOABETHHTE NMPEBOJIHH peEIICHHja BO
[IpeBomor 1 ykaxkyBa Ha TOa JieKa NPEBEIYyBaYOT BO OBOj CIIy4aj IOKaXyBa
MOToJIeMa M TTIOCEPHO3HA CIIOCOOHOCT 3a COIVIENyBamke Ha CTUIICKAaTa JUMEH3Hja Ha
OPHTHHAJIOT KaKO M 3a HEJ3MHO COOJBETHO DENpOAyLHUparme BO NpeBonoT. Toa
3HAYH JIeKa BO OBOj ClIy4aj HEroBaTra KOTHUTUBHA yJiora IoBeKe jjoara 10 u3pa3 v ro
r“Ma NoTPeOHUOT UHTEH3UTET. Toa € 0COOCHO BaXKHO, OWICjKU TIOHATAMY TOA BIIHjae
Bp3 ONIITHOT BIICYATOK 3a MPEBOJOT Kaj mnpeocraHarture uyurarenu. OBa ce
MOTKpenyBa co ¢akror mro Bo [IpeBomor 1 jasmyHMOT M3pa3 Koj ce ymorpedyBa
COOJIBETCTBYBa CO NPO(QHIOT HA JHKOBUTE W TOBOPHUTE CHUTyallMH, T.e. CO
EKCTPATMHTBUCTUYKNOT KOHTEKCT BO KOj THE ce€ jaByBaaT. 3abenexinBa €
ynorpebaTa Ha MPEBOIHU PENEeHHja KO MPHUIOHECYBaaT 3a BIEYATOKOT IITO Tpeda
Jia o Jo0Ke YUTATEeJIOT 32 JIEJIOTO BOOMIITO. TOKMY MOpajan Toa MITO MPEeBeayBadOT
BO OBOj CiIy4aj ycreaa Jia MPOHHKHE BO CTHJICKaTa JUMEH3Wja Ha OpPUTHHAIIOT,
NPEBOJAHUTE pEIICHHja TH W30HMpa BO COMVIACHOCT CO TOa, a IIPEBOJIOT 3BYYH
NPUPOJAHO W 4YHUTATENOT Tro pa3dupa co JecHoTHja. [loromemara cTHICKa
COOJIBETHOCT TOMely OPHIMHAIOT W TPEBOJOT TO3UTHBHO Cce€ Ofpa3yBa Bp3
KBAJIUTETOT HA MPEBOJIOT BOOMIITO, IITO 3HAYM JEKa Taa € HCTONPOIIOPIMOHAIIHA CO
yjorara Ha NPHUMATeNIOT Ha TEKCTOT, KOj BO OBOj Cilydyaj € M NpeBeayBad, BO
LEJIOKYITHHOT KPEaTUBEH IPOIIeC.

On gpyra crpaHa, MajaTa HpPOLEHTYyalHa 3aCTAalleHOCT Ha COOIBETHHTE
HaclpeMa HEeCOOJBETHHUTE MPEBOIHU penieHuja Bo [IpeBonoT 2 mMIummupa jaeka
MpeBeAyBadoT BO OBOj Cllyyaj MOKaKyBa IIOMajna CIIOCOOHOCT 3a CTHIJICKO
CIO3HABakheé Ha OPUTHHAIOT KaKO W 32 HErOBO COOJBETHO IIPEHECYBambe BO
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npeBooT. Toa 3HaYM Jieka Heropata KOTHUTHBHA MPECICKTHBA HE € Ha COOJBETHO
HUBO U IO HEMa MOTPEOHUOT WHTEH3UTET, IITO HA HEKO] HAYWH HEeTO T'O U30CTaBa Of
KpEaTWBHUOT MPOIEC M HETaTUBHO C€ O/pa3yBa Bp3 LEJIOKYIMHUOT BIIEYAaTOK 32
mpeBogoT. Toa ce mokpemyBa co (aktor mrTo Bo IIpeBomor 2 BummBa €
HEJIOBOJIHATA YINOTpeOda Ha eKCIPEeCHBUTE, INTO PE3YJITHpa CO CBOCBUJHA
JUCKpernaHuja noMelry mpoQuIoT Ha JHUKOBUTE M ja3WYHUOT H3pa3 Koj TO
KOPHCTAT, Ma CAMHUOT TEKCT W JMjalO3UTe BO MPEBOJOT 3By4YaT HEMpHpoJHO. Bo
OBOj CITy4aj, MPEeBeIyBadOT HE I'M M30MpPa MPEBOJHUTE PelieHHja BO COTIACHOCT CO
MOTPeOHUOT MpEBEAyBauKd METOJ W HE YCIeBa J0 Kpaj Kaj YUTaTelIuTe aa To
Mpeau3BUKa COOABETHHOT CTHJICKM BIEYaTOK. BakBara 3HauWTeNHa CTUIICKA
HECOOJIBETHOCT MOMETY MPEBOAOT M OPUTUHAIIOT HETATHBHO BIIUjae BP3 KBAJIUTETOT
Ha TPEBOAOT, IUITO 3HAYM JleKa Taa € OOpaTHOMPOIOPIHMOHAIHA CO YJorara Ha
MPUMATEJIOT Ha TEKCTOT BO KPEaTUBHHUOT IIPOIIEC.

OBHe co3HaHMja 32 BOKHOCTA M 3HAUCHETO HAa KOTHUTHBHATA YJIOra Ha
MPUMATENIOT Ha TEKCTOT BO MPOIECOT Ha MPEBEAYBame, MOTTUKHYBAaT U JPYTH
mpamama Kako IMTO € CTHIOT Ha CaMHOT MPeBOJ Kako ojApa3 Ha H300pHTE Ha
MpeBeyBavoT pasriieAyBaH HE3aBHCHO OJf M300pHTE HAa aBTOPOT HA OPUTHHAJIOT.
AHanm3ara MmokaxxyBa JieKa 1 JBajiaTa MpeBeayBayn Ha paclojiarkbe nMaie moBeke
ITEPHATHBA BO MAaKEIOHCKHOT ja3WK OJ KOM MOxeJe Aa oadepaT MpeBOAHHU
pemieHrja. YCHexoT TUPEKTHO 3aBUCH OJf HUBHATa MOKHOCT BO ja3UKOT-1IeN Ja TH
MPOHAjJIAT OHUE ONIMA KOW C€ ONTHMAIHU BO JIaJICHUOT KOHTEKCT. Toa Hymu
WHTPEPECHH MOXXHOCTH 32 UCTPaKyBamke Kako, Ha TMpHUMEp, CHOpenOeHU
poydyBama Ha JBa Pa3IMYHHU NMPEBOAM Ha WCT TEKCT OJ CTHJIMCTHUYKU acIeKT,
JCKYCHH 33 COOJIBETHOCTa HAa KOHKPETHU NPEBOJHHM pEIICHHja CO TIOHYyJa Ha
MOYCIICNIHN ANTEPHATHBY BO PAMKUTE HA ja3UKOT-IENl, IPEBOHI KPUTHKH U IPYTH
HCTpaXyBama BO Taa HACOKa KOM MOXKE Ja MMaaT MpakTHYHa M eAyKaTHBHA
JTUMCH3H]a.

VYuirte eqHO Tpamame Koe WHAUPEKTHO ce HAMETHYBa Kako pe3yJsiTar Ha
OBaa aHaJM3a € MpallamkeTo 3a BPCKaTa MoMely CTHIIOT W MPEBOJOT O acleKT Ha
CTHJIOT Ha TEKCTOT-LEJl U HETOBUOT e(EeKT Bp3 YMTATEeIUTE. AHaIM3aTa MOKaXKyBa
Jeka epeKTOT KOj MPEBOJOT K€ TO MMa BP3 YHTATEINUTE UCKIYIUTEITHO 3aBHCH O]
WHTEH3UTETOT Ha KOTHUTHMBHATA yJora Ha MPeBeAyBavyoT BO mpoiecoT. HuBHUOT
BIIEYATOK 3a MPEBOAOT 3aBHUCH O]l TOA KaKO MPEBEAyBauoT T pa3dpaj OpUrHHAIOT
W JJAJIM U KOJKY YyCIealn Jia TO Mpeco3iaje Ha ja3uKoT-1el, IITO YIITe eaHall ja
MOTBP/lyBa Ba)KHOCTa Ha KOTHUTHMBHATA MEPCICKTHBA Ha IPEBEIyBadOT KOj Ha
HEKOj Ha4WH ro CO3[aBa BIIEYaTOKOT 3a MPEBOJIOT Kaj IPEOCTaHATUTE YUTATEIH.

3akiay4ok

CTUIIOT € MHOTY Ba)X€H acleKT Ha JIMTEPaTypHOTO JeN0 U TOj BO HETO ce
COIJIelyBa HU3 OJHOCOT Mery jazuuHata (opMa M JuTeparypHara QyHKIHja WU
ecteTckuoT edekT. Cute jaswdHM W300pM MMaarT 3HAYeHE M CTHIICKH Oener u
co3llaBaar ojipeJieH BIeuaToK Bp3 uyutatenoT. CeKkako JieKa elleH BaKOB KITydeH
aCleKT Ha OPUTHHAJIOT KaKO LITO € CTHJIOT Ke ce OIpa3H Bp3 MPEBOAOT U BP3
NpOLIeCOT HAa HErOBOTO co3laBame. [Ipeky CTHUIIOT ce coriefyBa Ha KOj Ha4MH Ce
MaHu(ecTHpa 3Ha4emeT0 Ha TekcToT. CTWIOT ja TOTEHIMpa yMETHHYKaTa
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YHUKATHOCT Ha TEKCTOT U HEroBaTa ecTeTcKa eceHuuja. Toa mpakTHIHO 3HAYM JIeKa
[IpeBeIyBaydoT, MpeJl Ce, Ce 3aHNMaBa CO ,,IPeco3IaBambe’’ CTUIL.

CornenyBamara BO OTHOC Ha CTHIJIOT U MPEBEIYBAKETO KOU CE TpEeTHpaar
BO OBOj TPYyJ HyJAaT CrelH(UYeH CTHIMCTHYKHU TPHCTAIl KOH MPEBEIyBABETO KOj
nojpa3dupa KOrHUTUBHH MOCTYJIATH KOW BO MPOIECOT Ha BOCIPUEMAhe Ha TEKCTOT
(a co Toa W Ha CTHJIOT) TO MHBOJIBUPAaT M MOTCHLUUPAAT NPUMATENOT Ha TEKCTOT
(k0j OHEKoTAIl € ¥ TIPeBeAyBav) U KOj Ha TOj HAYWH CTaHyBa JeJ O] EIOKYITHHOT
KpeatuBeH mporec. CTHIOT Kako M300p Ha ja3MYHM CPEICTBa M OCOOEHOCTH BO
elleH TEeKCT TpeHecyBa M MCTOBPEMEHO CO3JlaBa KOTHUTHBHAa cocTojoa. Of
CHocOoOHOCTa Ha TMpPEBEAYBauOT KaKO MpUMAarel Ha TEKCTOT Ja ja coryiefa W Ja
NPOHUKHE BO Taa KOTHUTHBHA COCTOj0a AUPEKTHO 3aBHCH KBAJHUTETOT HA MPEBOOT,
ma OTTyKa MOXE J]a ce€ 3aKIy4H JieKa OBOj acleKT Ha BpcKara MmoMmery CTUJIOT U
MIPEBOJIOT € KPYIIHjaJicH.

Baxksure corienyBama 0TBOpaaT U APYTU HPAKTUYHU JHIEMH, KaKo IITO Ce
KOHLIETIIIjaTa 3a CTHJIOT Ha CaMHOT TPEBOA Kako ojpa3 Ha wu300pHTe Ha
MpeBeyBav0T pasriie/lyBaH HE3aBHCHO O] M300pHTE HAa aBTOPOT HA OPUTHUHAJIOT.
Co0aBETHHOT U300p O/ aNTEPHATUBUTE KOM TH HYJH IETHHOT ja3WK 3aBUCH O] TOA
KOJIKY € CHJIHA HeroBaTa BKIYYE€HOCT BO CIO3HABAHETO HA CTHIIOT HA OPUTHHAJIOT.
HcTto Taka, KOTHUTUBHATA MOK Ha MPEBEAYBAuOT PH BOCTIPUEMAHETO HA CTHIIOT Ha
OPUTHHAJIOT BJHjae Bp3 e(EKTOT KOj MPEBOJOT Ke IO UMa Bp3 MPEOCTAHATHTE
gyuTaTesnu. BakBuTe CO3HAaHMja MOTTHKHYBAaaT MHTEPECHH UCTPaKyBama BO OBaa, 3a
cera, MaJKy HCTpaKyBaHa 00JacT, IITO € IUIOJHA [T0YBA 32 MIOHATAMOLIHU CTYAUU
KOM O MOXKeJle Jla UMaat BakHa MPaKTHYHA U 00pa30BHA LIEl.
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Translation and Style Perceived Through the Cognitive Role of the Translator as a
Text Receiver during the Creative Process

Abstract: This paper deals with the complexity of the relationship between
translation and style. Bearing in mind that this topic has not been very much systematically
researched so far, the aim of the paper is to emphasise the importance of the cognitive role
of the translator, who acts as a text receiver throughout the creative process of translating
literary texts. The comparative analysis of translated literary texts form English into
Macedonian accentuates the role and the significance of the text receiver (or the translator in
this particular case) related to the perception of the stylistic dimension of the original text
and to the way in which it is kept or lost in the translation, which affects its quality in
general. This approach brings to the fore the translator’s role as a reader during the creative
process and additionally tackles other issues like the style of the translation itself as a
reflection of translator’s choices and its stylistic effect and impressions on other readers.

Keywords: style, translation, original, translator, cognitive role, stylistic effect.
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Ancrpakrt: J[MPeKTHOTO W HMHIUPEKTHOTO H3pa3yBame C€ 4YeCTO NpHYMHA 32
Henopa3Oupame BO HMHTEPKYJITypHAaTa KOMYHHKalWja, IITO MJOBEAyBa OO0 MeryceOHO
OTIpeJieTlyBakbe Ha YYECHHIMTE Kako rpyOH, He3aMHTEpPECHUpPAHM, APCKH, HEYYTHBH U CII.
OBue aBa BUJIa U3pa3yBame CE TECHO MOBP3aHHU CO TOBOPHUTE YNHOBH. [10TTHK 32 0BOj TpyIl
€ 3rOJEMEHHOT MHTEPEeC 3a aHaln3a Ha FOBOPHHUTE YMHOBH BO MaKEJOHCKHOT ja3WK W 3a
HUBHO KOHTPACTHBHO NPOYTyBamke CO APYTU ja3uiy. Bo Hero naBame mperiies Ha TEOPHUTE
3a JUPEKTHUTE U MHIUPEKTHUTE TOBOPHU YNHOBHU U 32 HUBHATA IOBP3aHOCT CO KyJITypaTa U
IpeyiaraMe paMka 3a HUBHO NIPOYYyBambe.

KayuHnu 300poBu: 2o60pHu uunosu, ungepenyuja, KOngeHYUOHAIeH, Y4MU8oCm.

Jedunupame HAa TOBOPHUTE YUHOBU

Bo cBoeto neno Kako da ce pabomu co 36o0posume (How to do things with
words), Octur (Austin, 1962) 3abenexyBa JIeka HCKa3uTe HE CaMO INTO HUMaat
cMHCIa W W3pa3yBaaT peepeHTHOCT TYKy U BpiIaT JejcTBo. I[Ipeky HUB
3aMollyBaMe, BETyBame, ce U3BMHyBame, purosapame u ci. Taka, uckazor Caxam
Kany4uno MOXe Jia TO pasriieyBame oj Tpu acrnektu: 1. Toa e moTBpaHa peueHuIa
KOja MMa CMHKCIIa U U3pa3yBa peepeHTHOCT (JIOKYHUCKH YiH); 2. [0BOpUTENOT TO
W3rOBOPHII CO HEKakBa Hamepa (MIOKynHMckH 4mH); 3. Mckasure npousBesicHN co
Hamepa Jia ce Uu3pa3du HEKOj TOBOPEH YWH OOWMYHO TpPEAM3BHKYBaaT Kaj
COTOBOPHHUKOT OJIPEJICHU YyBCTBA, MHCIIHA WM TMOCTANKH (MEPJOKYIMCKH YWH).
WNOKyIMCKUOT YMH € LEHTPaJieH 3a TOBOPHUTE YMHOBU W TOj OMpEACIyBa 3a KOj
TOBOPEH YMH cTaHyBa 300p. Hajnpudarena knacugukaiyja Ha TOBOPHUTE YHNHOBH ©
knacudukaimjata Ha [lon Cepa (Searle, 1979) Bo koja ce M3ABOjyBaaT CICIHHUTE
BUAOBU: |. acepmusnu, KOWM 0apaaT TOBOPHTEIOT Ja OWJC TIOCBETCH Ha
BUCTHHHUTOCTA Ha MU3pa3eHara Mporo3uija (TBpACHE, BEPYBambe, 3aKIydyBame); 2.
Oupexmuenu, co KOW TOBOPUTENOT ce OoOWayBa Ja ro HaTrepa COTOBOPHUKOT Ja
HampaByd HemTo (HapenyBame, 3aMOJyBare, [OKaHyBame, JO3BOJYBAbE,
COBETYBame); 3. KOMUCUBHU, CO KOH TOBOPUTEIOT Ce 0OBP3yBa Jia HANPaBH HEIITO
BO UJHMHA (BETyBambe, IOHYYyBambe, 3aKaHyBambe); 4. excnpecuenu, KOU U3pa3yBaaT
MCUXOJIONIKA cOCcToj0a (3abmaroapyBame, M3BHHYBAaHbE, YCCTHTALE, H3Pa3yBame
COYYBCTBO); U 5. dekaapamuseHu, KOU MPEIU3BUKYBaaT HEMOCPEIHU MPOMEHHU BO
MOMEHTOT KoOra Ke Ce€ H3roBopaT W KOM OOMYHO 3aBUCAT Off pa3paboTeHU
HEJIMHTBUCTHYKY HMHCTUTYLIMM, Ha TpuMep o0jaBa Ha BOjHA, KpIITaBambe,
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oTHyITamke 01 padoTa u ci. Kora ce 300pyBa 3a rOBOPHHTE YHHOBH, BOOOMYAEHO €
THE Ja ce KJIacH(PHUIMpaaT Kako THPEKTHU ¥ HHAMPEeKTHU. VIMeHo, mMoxe na
ynorpebuMe pa3InyHU UCKa3H aKo cakaMme Aa modapame OoJ HEKOro ja IpecTaHe jaa
300pyBa, Omzaejku HH Tipedu: Be 3amonyeam o0a npecmamneme oa 300pysame;
Ilpecmaneme 0a 360pysame; Moxxceme nu 0a npecmaneme 0a 300pysame; Huwmo
He MoJcam 0a CIyWHAaM.

JIMpeKTHOCTA M MHIUPEKTHOCTA KAaKO OYKBAJIHO U 10/1aJIeHO 3HAYEHH€e

Jupextute ropopHu umHoBH, Cepn (Searle, 1979) ru mnoBp3yBa co
OyKBaHOTO 3Haueme Ha wuckazute. On Apyra crpaHa, HHUBHOTO HWHIUPEKTHO
MIOKYIUCKO 3HAUYCHHE CE OJTHECYBA HA IPYTUTE MIOKYIMH KOW TOj MCKa3 OU MOXem
na ru u3pasu. Muarepecen e npumepot Ha [Tunkep (Pinker, 2007) Bo K0j B03a40T KOj
0w 3anpeH OMIejKy OMUHAN Ha I[PBEHO CBETJIO MYy BEJIM Ha MOJHUIACIOT ,, Y, ce
M3BUHYBaM, MOXKE JIM OBa HEKaKo Ja 1o cpeaume cera®.! Toj Moxke na Guze pa3opan
JieKa HyAu napu, Ho He mMopa. Kako ke Ouje MpoTOJIKyBaH OBOj MCKa3 3aBHCH OJ
npyru okomHoctd. Kmapk (Clark, 2013) naBemyBa Jeka, Wako Ha IPB IOTJEN
W3rNiea Jieka € €HOCTaBHO Jia ce OMNpeleNiaT JTUPEKTHUTE TOBOPHH YMHOBH, BO
pEaTHHOT TOBOP PETKO C€ CpekaBaaT MCKa3H 3a KOU HE € MOTPEOHO IeKoIuparmhe Ha
HUBHOTO MH(GEPEHTHO/ UMILTUIIMTHO 3HadYewe. [ pynau (Grundy, 1995, Bo Grainger
& Mills, 2016, ctp. 53) ro HaBemyBa IpUMEPOT Paduon eu omcmpaunysa
neuucmomujama u mupucom (Radion removes dirt and odours) koj, nako usriena
jaceH M eKCIUTUIMTEH, MMIDIUIIAPA JIeKa OBOj IPAIIOK € To100ap 011 IPEeOCTaHATHUTE,
OMIejku He camMo INTO ja OTCTpaHyBa HEUYHCTOTHjaTa (a Toa ro TpaBaT CHTE
[IPeoCcTaHaTy MPAIoLH) TYKy TO OTCTpaHyBa U MHUPHUCOT (a Toa APYTHTE MPaIIoLd
HE 0 MOCTUTHYBAar).

Cropen Cepan (Searle, 1979, crp. 32) MHAUPEKTHUTE TOBOPHM YHMHOBH
MOJKe J]a ce 00jacHaT OJl TJIeJJHa TOYKa Ha TeopHjaTa 3a TOBOPHUTE YHHOBHU, HEKOU
ONIITH NPUHLMIOM 3a KOONEepaTWBHOCTa BO KoHBep3auujata (Grice, 1975) u
3a¢JJHIYKOTO 3HacHhE Ha YUECHHUIINTE BO KOHBEp3alMjaTa, KaKo M Ha CIIOCOOHOCTA
Ha COrOBOPHHUKOT Jia u3BeAyBa uH(epeniuu. Cepi (Searle, 1979) cmera neka uma
JIBa BUJIA MHIUPEKTHH TOBOPHH YMHOBH: 1. OHHE KOW MOXE Jla Ce M3BEIaT MPEKy
uH(epeHnuja; u 2. OHME KOM MOXE Jla C€ W3BEAAT MPEKYy KOHBEHIHOHAJHHUTE
M3pa3| 3a peanu3aluja Ha OJpelicHM TOBOPHM YMHOBH. 3a NMPBHUTE TO HaBeAyBa
CJICJIHAOT TIpUMeEp:

A: Ajne na ogume Ha KHHO??

b: Imam 3a yuewe.

3a BTOpara Tpyna WHIUPEKTHH TOBOPHM YHHOBH KapaKTEPUCTHYHA ¢
MPero3HaTINBOCTa Ha HHMBHaTa (opMa, HHBHAaTa KOHBEHIHMOHANMHOCT. Kako
HajTUIIMYHEH ToBopeH uwH, Cepnm 3a mnpuMep TO 3eMa  3aMOJYBAambETO.
WuonpexkTHOCTa BO OBOj Ciiydaj ja oOjacHyBa MpeKy ydTHBOCTa. Taka WCKa3uTe
Moxcews au 0a mu ja nodadewr conma?, Ke caxaw nu 0a mu ja nodadeus conma?,

! Gee, officer, I was wondering whether there might be some way we could take care of the ticket here.
(Pinker, 2007, p. 438).
2 1. Student X: Let’s go to the movies tonight.

2. Student Y: I have to study for an exam (1peBoJOT € Ha aBTOPOT).
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bu caxane nu O0a mu nomocueme?, Ce Hadegam Ke 2o 3aspuiume mod, ce
UHJIMPEKTHH, OWIejKH HUBHOTO OYKBaJHO 3HAYEHE € Pa3IHMyHO OJ TOBOPHUOT YMH
IITO TO MPeTCTaByBaar (3aMoilyBame). Ho, mpUMapHHOT MIOKYIMCKHA YHH HE Cce
H3BEAyBa IO MaT Ha HMH(EpEeHIMja, TYKy NPEKy JMHIBUCTUYKHUTE CPEACTBA KOU
CTaHaJle KOHBEHIIMOHAJIHY 32 HEroBaTa peajan3anyja.

I'pejaep u Munc (Grainger & Mills, 2016, ctp. 51) HaBemyBaar neka ,,Ha
JUPEKTHOCTa W HMHOUPEKTHOCTa HE MOXKEME Ja IjeJamMe Kako Ha JIOTOBOPEHH,
(uKCHM CTaHIApAU, TYKY KaKo Ha ja3W4HHU NMPOLEHKH CMECTCHH Ha KOHTUHYYM™ U
JieKa OHa IITO Ce€ CMEeTa 3a MHAMPEKTHO BO €Ha KYJITypa MOXE Jla 3BYy4YH KaKo
JIUPEKTHO U3pa3yBame BO JApyra. Tue ja moBp3yBaaT AMPEKTHOCTa CO OJPEICHU
IpyINu, Ha IPUMEP CO EJIUTHUTE U MMOHUCKUTE TPYIH, U CO PA3JIMYHHU ONIITECTBEHU
BPEIHOCTH KaKO YECHOCT, COJHIAPHOCT, pacTojaHue W mouutyBame. (Grainger &
Mills, 2016, ctp. 52).

IloBp3aHocTa HA TUPEKTHOCTA M MHAMPEKTHOCTA CO YYTHUBOCTA

Beke Ha HekoNKy HaBpaTH CIIOMHAaBMeE JIeKa JUPEKTHOCTA K MHINPEKTHOCTA
4ecTo ce MOBp3yBaaT co y4THBocTa. Bo cBojara Teopwja 3a yuruBocT, bpayH u
JleBuncon (Brown & Levinson, 1987) HaBemyBaaT HEKOJIKY CTpaTeTHH 3a
peanu3anmja Ha TOBOPHHUTE YMHOBU. MIMEHO, TOBOPUTENOT MOXKE Ja PElld Aa TO
U3BPILH WM JIa HE TO U3BPILIN TOBOPHUOT YHMH. AKO PEIIH Jia TO U3BPIIH, TOA MOKE
Jla TO HaIlpaBU AMPEKTHO (on record), mpH IITO HA COTOBOPHULMTE MM € jaCHO CO
KakBa Hamepa TOBOPUTENIOT I'0 W3BPIUIMWJI T'OBOPHMOT YMH (T.. MMa caMO ejiHa
HEJIBOCMHUCIICHA HaMepa KOjalllTO MPUCYTHUTE MOXKaT Ja ja Mperno3HaaT). 3a
pas3nuKa o7 OBa, KOra TOBOPHUTEJIOT IO M3BPLIyBa TOBOPHUOT YMH HA UHAUPEKTEH
HayuH (off record) Toram mocrojaT moBeke HamMepH, I1a HE MOXKE JIa C€ CMeTa JieKa
U3BPIIUTEIOT CE ONpEeHI 3a €JHa KOHKPETHA Hamepa.

Cropen bpayn u JleBuncon (Brown & Levinson, 1987, ctp. 94),
OUPEKTHUTE TOBOPHU YMHOBH CE€ BO COTJacHOCT co Makcumure Ha I'pajc (Grice,
1975): na duneme uckpeHr (MakcHMa 3a KBAIUTET), 1a HE KaKyBaMe TIOMAJIKy WU
MOBeKe OTKOJIKY IITO € HEOIXOHO (MaKCcuMa 3a KBaHTUTET), OHA LITO TO KaKyBaMe
na Ouje Bo BpCKa CO TeMara Ha KOHBep3alujaTa (MakcuMa 3a PelieBaHTHOCT) U J1a
OmmeMe Mpenn3Hu BO U3Pa3yBameTo, 1a n30erHyBaMe TBOCMHCIEHOCT W HEjaCHOCT
(makcuma 3a HaumH). [loHaramy, THe HaBeqyBaaT JeKa BO KOMyHHKaldjaTra JyreTo
PETKO ce MpuApKyBaaT KOH OBHE MaKCHMH, OWIEjKM MOpaar Jla TH 33J0BOJTyBaat
norpebure Ha sunero.’ Co Toa, THE TO CTABAaT JUPEKTHOTO W HMHIUPEKTHOTO
n3pasyBambe€ BO BpCKa CO YYTHBOCTa KOja ja CMeTaaT Kako IIpUYMHA 34
IIPEKPIIYBAKHETO HA OBUE MAKCHMH.

WzBpuryBameTo Ha TOBOPHHOT YMH TUPEKTHO, Oe3 yOuaaxkysame (bald,
without redress) mpercTaByBa HETOBO H3BpIIyBamke€ Ha HAjAUPEKTEH W HAajjaceH
MOXEH Ha4yMH, HEJBOCMHUCICHO M KOHIM3HO. Kako mpumep ke ru HaBeneme
cllyyauTe Kora BelnuMe Brumasaj! 3a ma mpeaynpenume HEKOrO JeKa MMa cKaja
npen Hero, 3ameopu ja epamama! Kora IETETO Ke Bie3e JoMa HaOp3WHA W Ke ja

3 Tepmunor suye e na Topman (Goffman, 1967). Toj ro neduHMpa JMLIETO KAKO MO3UTUBHA
OIIITECTBEHA BPEIHOCT KOja MHAMBHUyaTa ja CTEKHasa 3a ceOe BO OIpelelieH KOHTAKT U IPeTCTaByBa
CIIMKa CO3/1aJIeHa 3a cede cropes NpuaTeHUTe ONIITECTBEHH HOPMHU.
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3a0opaBy BpaTaTa OTBOPEHA WJIM KOra My BelMMe Ha coBo3auor Ceemnama mu ce
3ananeHu.

Ilon y6naxyBame (redressive actions) ce moapazbupa moauduKanmja Ha
HCKa30T €O ynoTpeba Ha ja3u4HU CPEACTBA KOU MY JlaBaaT JIMIle Ha COTOBOPHHUKOT.
Yo6naxyBameTo nmpeTcTaByBa 00U 3a MPECPETHYBAkE Ha MOTEHIMjaJIHATA TIOBpEIa
Ha JIMLIETO TaKa IITO TOBOPHHOT YMH Ke Ce M3Bee Ha HAYMH, WM CO MOJU(UKAIN
WIW JIOJATOIM, KOM jaCHO TIOKaXXyBaar Jieka He ITOCTOM HaMepa WIIH Kellda JIMIETO
Jla ce TOBpenH, JAeKa TOBOPUTEIOT € CBECeH 3a MOoTpeduTe Ha JIMIETO Ha
COTOBOPHHKOT M JIeKa M TOj CaMHOT caka THe Ja Oujar 3aq0BojieHu. Taka Kora BO
noiH aBroOyc Bemume Ce u3guHyeam, Moogice au MAIKy 0a ce nomecmume?
0apameTo € JUPEKTHO, JaCHO, HO TOA € YOJIaKEHO CO TOBOPHUOT YMH M3BHUHYBAE,
co ynotpe0a Ha Ipaliamke 32 MOXKHOCTA TOA JIa CE€ U3BEAE U CO HAMalyBadoT MAJKy,
CO IITO Ce YKaXXyBa JieKa He cTaHyBa 300p 3a HEKOe ToJieMo Oapame.

Bpayn u Jleuncon (Brown & Levinson, 1987) ja mowmcroBeryBaaT
WHIMPEKTHOCTA BO H3pa3yBambeTO CO KOHBEHIMOHANHAaTa HWHAMPEKTHOCT. OBaa
CTpaTervja TOBOPUTENHMTE ja NPUMEHyBaaT Kora Cc€ COOYeHH CO JIBE
CIIPOTHBCTABEHH CHJIM: O]l €HA CTpaHa, cakaaT Ja OMIaT MHIUPEKTHH U J1a My
JlaiaT MOKHOCT Ha COTOBOPHHUKOT Jia HE T'O MCIIONHH OHA IITO TO 0apaar o] Hero;
O]l Ipyra cTpaHa, cakaat aa ouaar jacHu u n1pektHu (Brown & Levinson, 1987, ctp.
132). KoHBeHIIMOHATIHATa HHIMPEKTHOCT MM OBO3MOYKYBA Jla TH IIOCTUTHAT H JIBETE
co ymoTpeba Ha ¢pa3d W PEUCHUIM KOU BO PAMKUTE Ha KOHTEKCTOT BO KOj ce
yrnoTpeOeH! UMaaT MOMHAKBO 3HAa4YeH-¢ 0J] HUBHOTO OyKBallHO 3Haueme. Cemnak, Tne
C€ jaCHM W OYWIJIEHU 32 COTOBOPHHIIUTE, OMJEjKM TakBaTa HUBHA ymoTpeba e
KOHBEHLIMOHANIM3UPaHa. JacHO € JeKka mpamameTro Moowew au 0a 20 3ameopui
npozopeyom? He € Tpallamke 3a CIIOCOOHOCTAa Ha COTOBOPHUKOT Ja IO 3aTBOPU
MPO30PELOT TYKY 3aMOJIyBam-€ J1a TO HallpaBy TOA.

Bo cBojata Teopmja THe BHecyBaaT YyIITE €JHAa KaTeropwja Ha
uHnupektHocT (off-record), kora u OKpaj KOHTEKCTOT HE MOXKE Jla My C€ MPHITUIIE
caMo e/lHa KOMYHHKaIMCKa (yHKIHja Ha MPOM3BEACHUOT roBopeH unH. Co apyru
300pOBH, OCTaBajKH IPOCTOP HMCKA30T Ja Ouje HMHTEPIpEeTHpaH Ha Pa3iIMyHU
HAYWHH, TOBOPUTEIOT UM J]aBa MOKHOCT Ha COTOBOPHUIIUTE JIa IO WHTEPIPETUPAAT
HETOBHOT HCKa3 OHaKa KakKo INTO THE ke ojanydaT. Bo TakBuTe ciydan
TOBOPHTENHNTE Ka)KyBaaT HEIITO IITO € PAa3IMYHO O OHA IITO, BIPOYEM, CaKkaaT J1a
ro KakaT Ia HUBHMOT COTOBOPHHMK MOpa Jia ja OTKpHE HHBHATa Hamepa Io IMaT Ha
undepennuja. bpayn wu JleBuncon (Brown & Levinson, 1987, ctp. 211)
HCTaKHyBaaT JieKa MPOLECOT Ha Kpeupame M pa3Oupame Ha MHAMPEKTHOCTA HE €
cocema jaceH, HO JieKa BO OCHOBA MPOLECOT ce COCTOM of aBe (asm: 1. cexoram
MMa HEKOj aKTUBATOp/ MOTTHKHYBad KOj My HaBEeCTYBa Ha COTOBOPHUKOT JieKa MOpa
Ja TpuMeHUu HWHQepeHIHja, W 2. HEKo] BHUJI Ha WHQEpeHIja TO U3BEIyBa
3HAUeHETO, T.e. HaMepara 3a OHa IITO Ce cakalo Ja ce Kaxe. Yect Tpurep 3a
npaBemke HHPEPEHIIMN ce MpeKplIyBamaTa Ha MakcuMuTe Ha [pajc (Grice, 1975),
HO TMpOIEecOT Ha MH(pEpeHInja e c¢ yIITe TNpallambe Koe MPEeTU3BUKYBa KECTOKH
nebatn. Bo crparermure 3a Qopmynupame Ha TOBOPDHHTE YHWHOBH THE TH
HaBeyBaaT HABECTYBAETO, KAKYBAKETO TMOMAIKY HJIHM MOBEKE OTKOJKY INTO €
HEONXOJIHO, ymoTpedaTra Ha TaBTOJOTWja, MeTadopara, PETOPUUKUTE Tpamama U
CIL.
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JlupekTHOCTa W MHIMPEKTHOCTA KAKO KOTHUTHBEH Hamop 3a

J1eKoAupam-e Ha MopaKkaTa (TeopHja Ha peJeBaHTHOCT)

[Iparmarudapure, TIIaBHO, Ce cCOTJacyBaaT Jieka KakBa OWJIO aHann3a Ha
WHAUPEKTHOTO M3Pa3yBame Mopa Ja MOYHE CO KOOMEPaTUBHUOT MPUHLMN Ha ['pajc
W TeopHjara 3a KOHBEP3aIMCKUTE MAKCUMH M KOHBEP3AIMCKUTE UMILTHKATYPH KOU
npousinerysaat on Hea. (Grice, 1975). Jloaeka ['pajc ja moBp3yBa MHIUPEKTHOCTA
CO TOBOPUTENIOT M HETOBOTO MPEKPIIYBalk¢ Ha MaKCUMHTE 3a KOONEPAaTHBHOCT,
Criepbep u Buiicon (Sperber & Wilson, 1986) cmeraaT nexa WHAHPEKTHOCTA MOXKE
Jla ce OTpeJieNId CIope]] KOTHUTUBHHOT HAIIOP KOj COTOBOPHUIIMTE TO BJIOKYBaaT 3a
pasbupame Ha mopakata. Cropen HUB, MOCTOjaT JBa MOJAENTAa HAa KOMYHHKalHja.
,CIIOpea MOZICTIOT Ha KoJupame, KOMyHHUKal|jaTa ce OCTBapyBa MPEKY KOAUpame U
nexkonupame Ha mopakute. Cropen HMHGEPEHTHHOT MOAEN, KOMYyHHKalpjarta ce
OCTBapyBa Taka IIITO TOBOPUTEINIOT JIaBa COOJIBETHH TIOKA3aTeNIN 32 CBOUTE HAMEpH,
a COTOBOPHHUKOT M3BeAyBa HMH(EPEHIMH 3a HErOBUTE HAMEPH CIIOpEA AAJCHUTE
nmokazarenu™. (Sperber & Wilson, 1986, ctp. 24). Ho, jasu4Ho KOAMPaHOTO
3HaUYeHE Ha peveHHuIlaTa He Mopa Ja COOJBETCTBYBAa CO 3HAYCHETO KOe
TOBOPHUTEJIOT caka Jia ro mnpeHece. Cropen Toa, 3Ha4emheTo JOOHMEHO CO AEKOANPAE
Ha Topakata He Mopa Ja OHuae €OHAKBO CO 3HAUCHETO H3BEIEHO MO MaT Ha
nH(EpeHIIYja.

AXTHBATOpOT/ MOTTUKHYBAa4YOT KOj TO BOJHU MPOIECOT Ha pa3Oupame Ha
NOpaKaTa € MPUHIHUIIOT Ha PEIeBAaHTHOCT. PeleBaHTHOCTA HA 3HAIMTE IITO TH JaBa
TOBOPUTEJIOT T TOTTHKHYBa MH(EpPEHTHHUTE MPOIECH Kaj COrOBOPHHKOT KOH ce
korautuBHU. Buiicon u Crniepbep (Wilson & Sperber, 2012, ctp. 64) HaBemyBaat
JieKa ,,40BEKOBUOT KOTHUTHBEH CHCTEM CE€ CTPEMHM Jia I'M IpoLecHpa OHHME 3HALHU
KoM ce HajpeneBaHTHH . [lpu ompenenyBame Ha 3HAUCHETO HAa IMOpaKaTa He €
JIOBOJIHO Taa Jia Ouje nexomupaHa. Moxe aa mocTou morpeda 3a eIrMUHAINja Ha
JBOCMHUCIICHOCTa, IHpENOo3HaBambe Ha HMIUIMKATypUTE, ONpeAeTyBamke Ha
WIOKYIIUCKOTO 3HaYemhe, TOJNKyBamkbe Ha MeTadopuTre W Ha HMPOHHMjaTa U CIL
Konrekcror urpa 3HavajHa yiora npH WHTEpPIpETHPamkE Ha mopakara. Bo ocHOBa,
KOHTEKCTOT € TICHXOJIOIIKA KOHCTPYKIIMja, 30Mp Ha MPETHOCTABKH HA TOBOPUTEIOT
3a CBETOT. ,,] e MPEeTIIOCTaBKK He ce OJJHeCYBaaT caMo Ha J1ajieHaTa OKOJHMHA, TYKY
W Ha TPETIOCTaBKUTE 3a WIHWHATA, HAYYHHTE XHUIOTE3M W PEIMTHO3ZHHUTE
BEpyBama, aHETJIOTUTE, OMIITUTE KYJITYpHH MPETHOCTABKH, KAKO ¥ HA MHCJICHETO
3a MEHTaJiHaTa cocToj0a Ha rosoputenoT . (Sperber & Wilson, 1986, ctp. 15).
Buncon u Cnepbep (Wilson & Sperber, 2012) rm kopuctatr TepMHUHHTE
excruikatypa (explicature) 3a JneduHHpame Ha OHa INTO TOBOPUTEIOT
EKCIUIMILMTHO TO KaKyBa M MMIUTMKaTypa (implicature) 3a npyruTe 3HaueHma KOU
TOBOPHUTEJIOT ' MpeHecyBa. Taka uckazoT Ha Jlusza Bo mpumepoT

AJIAH [IOHC: Cakar 1 1a Beuepari co Hac?

JIN3A: He, ¢ana. Janes.*

4 IIpumeport € Ha Buscon u Cnepbep (Wilson & Sperber, 2012, ctp. 11), a mpeBogoT € Ha aBTOPOT:
ALAN JONES: Do you want to join us for supper? LISA: No, thanks. I’ve eaten.
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ja colpyKu eKCIUTMKaTypaTa JieKa Taa BeKe Bedepasa Taa Beuep M MMILTHKaTypara
JleKa 3aToa He caka Ja Beuepa cO HUB Cera.

PeyeHnyHMTE pAaMKH U peajiM3alMjaTa HA TOBOPHUTE YHHOBH

Crnopen cBojaTa rpamMaThika CTPYKTypa, pEUYCHUIMTE MOXe jaa Ouaar
WCKa3HU, MTPaNIaiHA, UMIIEPATUBHH U U3BUYHU. TUIIMYHO, BO IparMaTHYKa CMHCIIA,
mpamiamara ce KOpucTar 3a Oapame HH(MOpMAIlMU, MCKa3HHUTE 32 HCKAKYBAHE
COCTOjOM M HacTaHW, HMICPAaTHBHUTE 3a [aBamke HapeadH, W3BHUYHHUTE 3a
n3pasyBame emouun. OBa ce HHUBHHTE IUPEKTHH YNOTpeOHW, HO THE HE ce
CJAMHCTBEHU: PETOPUYKUTE TMpalllalkba MOXKE Ja IOTBPIyBaaT HEKoja COCTOjoa,
HMIIEPaTHBHUTE PEUCHHIIN J]a Ce KOPHUCTAT 32 MOKaHyBambe, a NCKA3HUTE PeUCHHULIU
3a ga ce gane npurosop. Ilpu pasrienyBame Ha oBaa mojaBa, bpayn u JleBuHCOH
(Brown & Levinson, 1987, ctp. 134) 3akiny4dyBaar jaeka ,,KaTeTOPUUTE TUPEKTHOCT
Y MHAMPEKTHOCT HE C€ CTPUKTHO MOBP3aHH CO ja3WYHUTE (OPMH, TYKY CO TOa KaKo
jasuuHuTe (OpMHU ce YHOTpeOeHM BO MaAEHHOT KOHTeKcT. W XepHannes
(Hernandez, 2001, ctp. 23) HaBemyBa JieKa ,,peUeHIYHHATE (POPMH CEKOTAIl UMAaT
JMPEKTHA WIIOKYIMCKA CHJIa HM3pa3eHa MpeKy NepdOpMaTUBHHTE TIAaroju KOW ja
HMEHyBaaT Hej3uHaTa Cuja WIM IPeKy caMaTa CTPYKTypa Ha pedeHMLaTa™ u JieKa
,,CEKOja peYeHuIIa Koja MMa IMOMHAKBA CHJIa O] OHAaa CO Koja JUPEKTHO CE MOBP3yBa
3apany nepOpPMATUBHHUOT TIJIAroj INTO T'O COIPXKH WU 3apajyd caMaTa Hej3uHa
CTpYKTypa, MOXE Ja ce CMeTa 3a HWHIMPEKTEH TOBOpPEeH 4YHH". XepHaHae3
HampaBWiia KOpIyCHa aHanM3a 3a ynoTpedara Ha pEeYCHUYHHUTE PAMKH BO JECET
roBOpHM uYWHA. Hej3uHara anamu3a mpercTaBeHa Bo Ta0ena | mokaxyBa Jieka
HCKa3HUTE PEYCHUIIM CE COOJBETHU 3a CHTE TOBOPHHM YWHOBH, JIOJICKa JPYTHTE
BUJIOBU PEUEHHIIM MOXKE 1a OUJaT HECOOABETHH 3a HEKOU O] HUB.

Yunu Hckasna IIpamanna HNmneparuBHa
pedyeHUna pedyeHuna pedyeHHIa

HapenyBamwe 33 0 127

3amouryBame 8 159 13

JlaBame coBeT 58 3 132
[IpenynpenyBame 60 1 89

Moneme 7 3 95

Cyrepupame 33 42 35

3akaHyBambe 46 1 1

[TokanyBame 16 11 78

[HonynyBame 27 61 17

BeryBamwe cute 0 0

Tabena 1

Pacnpeoenba na peuenuunume pamxu cnoped Xepnanoes
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Tyka Ou cakane na oOpHeMe BHUMaHHE W Ha nephopMamusHume UCKa3u
KaKko HayMH Ha (OpMyIHpamke Ha NUPEKTHUTE TOBOPHH YMHOBU. 3a HUB OCTHH
(Austin, 1962) Benu neka He ce MH()OPMATUBHU, TYKY MPETCTaByBaaT JCjCTBO BO
MOMEHTOT. ExcrmunurHuTe meppopMaTHBHHA HMCKa3W COApXKAT TJIaroid Kako ce
00n03Ccy8aM, 6eMy8aAM, OCMABAM 60 HACIeOCME0 W CI. KOHM TO HMEHYyBaaT
TOBOPHHOT YHMH KOj €IHOBPEMEHO U Ce€ M3BpINyBa. Taka cO M3roBapameTo Ha OBUE
[JIaTOJIM C€ M3BPIIyBaaT TOBOPHUTE YMHOBU Ha OOJIOKYBAE, BETYBAhE, OCTABAHE
HacJenCcTBO. TWe Tro HMMEHyBaaT TOBOPHHOT YHH INTO IO W3BpUIyBaaT. 3a
dopMuparme Ha eKCIUIMIUTHH WCKa3H, OBHE IepHOpMATHBHM TJIATOIH Ce
ynorpeOyBaaT BO NpBO JMIE €IHHMHA, BO CBOjaTa HECBpIIEHa, akTUBHA (opma
(Bemysam Oexa ke dojoam,; Te cosemysam da ue oduw, Ce U38UHYBAM WO He
00j008).

JMpeKTHOCTAa M MHIUPEKTHOCTA KAaK0 H3pa3 Ha KyJTypaTa

HecomueHo e nexa KynTypara 1 jasukoT MeryceOHo ce moBp3aHu. [ pejHuep
n Munc (Grainger & Mills, 2016) rnemaat Ha KynTypaTa Kako Ha TUHAMHYHA U
XeTeporeHa rpyrna Ha BPeJHOCTH, BEpyBama W HICOIOTHH KOM CE OJpa3zyBaaT BO
NPaKTUKUTE HA Taa KyaTypa. PasnuyHm KyiaTypHw pa3BHBaaT pa3jiMuHH TUIIOBH HA
OJJHECYBambe¢ BaKHM 3a KOMYHHKalMjaTa BO HMBHOTO ONIITECTBOTO. Kako TakBw,
Bjexounka (Wierzbicka, 2003) ru HaBemyBa MpHBaTHOCTa, HWHTUMHOCTA,
pacTojaHUeTo, 00jeKTUBU3MOT, CPJICYHOCTA U JbYOC3HOCTA.

Brujanmero Ha KynTypata 3a U300pOT Ha CTpaTerujara 3a peaau3upame Ha
TFOBOPHHUTE YWHOBU 4YECTO OMIIO MpeaMeT Ha UcTpaxyBame. Bo Kycescka (2014)
KaKo MPUYMHU 32 M300pOT Ha pas3iMyHHU CTPAaTeTWH T'M HaBeqyBaMe Iepleriyjara
Ha CUTYyaIijaTa, IepIeriyjaTa Ha ONIITeCTBeHUTEe (HaKTopH, ChakameTo Ha JIUIIETO
U BHJIOBUTE YYTHUBOCT. Taka, mnpu Qopmynupame Ha TOBOPHMOT YMH Ha
MIPUrOBapamke, 32 MaKeJIOHCKUTE TOBOPHUTENHN MIPBUTE TPU HAJTELIKH MPEKPILONHU Ce
HETIPaBWJIHO OIIEHYBame Ha TECTOT OJ CTpaHa Ha MPo(decopoT, MpaBeme TOITH
mays3u 3a BpeMe Ha pabOTHOTO BpeMe O] CTpaHa Ha KOJIETHTE W IPEMOIIYBabEe 3a
OIITETYBak€ HANpaBEeHO HA aBTOMOOWJIOT TMO03ajMEH OJf TpujaTesl. 3a
aMEpUKaHCKUTE TOBOPHUTENH, MaK, HajTEIIKA MPEKPIIONH MPETCTaByBaaT OACHETO
IpeKy pel, 3a00paBameTo Ja Ce BpaTH TeTpaTkaTa MO3ajMeHa Of KoyeraTa u
MOCTY)KyBame CO BalllaTa XpaHa O] CTpaHa Ha IMMEpPOT Oe3 mpamame. CIUYHO,
HemkoBcka (2014) 3abenexyBa Jeka MOCTOjaT pa3jiMKK BO TMEpICNIUjaTa Ha
BpPEAHOCTa HAa OIIITECTBEHHUOT Iapamerap Oauckocm Kaj MaKeIOHCKHTE H Kaj
AHTJIUCKATE WCHOUTAaHWIM. [IpM Toa, MaKeJOHCKHTE WCIUTAHHUIM IOKaKaye
CIPEMHOCT 32 MOOpP30 CHYyIITalke Ha HUBOTO Ha (POPMAIHOCT CO HEIBOCMHCIICHA
eix Ja TO HaMajaT pacTOjaHMeTO M Ja ja 3rolieMaT OJMCKOCTa CO CBOHTE
COTOBOPHHIIH.

CdakameTo 3a JIMIETO € eIeH 0] BOACUKUTE (aKTOpH 3a OpraHU3alHja Ha
TOBOPOT W CIIOpEA HEro ce ompelelyBa MpedepeHTHOCTa Ha KyJATypaTa KOH
MO3WTHBHATA WJIM HETaTWBHATA YYTHUBOCT. AHIVIOAMEpUKAHCKaTa KyiTypa ja
[MOYMTYBa HE3aBUCHOCTA Ha JTyT'eTO U M30E€THYBa KaKBO OMIJIO HAMETHYBAE U CO TOA
MOKa)KyBa NpeepeHTHOCT KOH HeraTUBHATA YUYTUBOCT. Ha enmuHKuUTE Cce rieaa Kako
Ha cJI000THM MHIVBHIYH KOM HMMaaT IPaBO HA CBOE MHUCICH-C, BEpyBame M CII.
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MakeoHckaTa KyJiTypa MOBeke TH BpEAHYBa COJHIAPHOCTA W TIPHjaTENICTBOTO,
MOKaXyBajku MpedepeHTHOCT KOH MO3WTHBHATa yuTtuBocT. OTTyKa, Taa pasBHia
CTpaTerMM Ha WMHBOJIBUPAHOCT M OynckocT. Toa ce MOKaXyBa M BO HAIINTE
HCTpaXKyBamba Ha TOBOPHUTE YHHOBH.

Cenak, mpuMepHTe O] MPaKTHKATa Pa3BHEHH BO €IHO OMIITECTBO HE CE
MOJICTHAKBO TPHU(ATEHU O]l CUTEe HErOBH NpHUNaaHuIU. Toa ce oJHecyBa M Ha
JUPEKTHOCTa ¥ WHAMPEKTHOCTA UMM CTEPEOTHIIM C€ MOBpP3yBaaT CO €J[HA WA CO
npyra kyntypa. Taka, 3a BputanuuTe ce Benu Jieka ce pe3epBUpaHd U HHAUPESKTHH
(Fox, 2004), 3a Jamonmure aeka ce HejacHM W 4ecTo jaBocMmucieHu (Pizziconi,
2009), a 3a xynrypure ox Mcrouna EBpomna neka ce mHory nupektan. (Wierzbicka,
2003). 1 3a MakeJIOHCKHTE TOBOPUTEIH YeCTO Ciyliame Kajiudukalmuu Jexka ce
IUpeKTHU. Brpouem, U Tue cammTe, BO KOHTakT CO APYrH KYJITYpH, jJoaraar a0
TaKkoB 3akiIy4ok. Ho, BO paMkuTe Ha ceKkoja O OBHME 3acIHULIM HMa TPYIIH,
NOATPYNY WM WHAWBUAYH CO TIOMHAKBO OJIHECYBambe KOW TIPUIOHECYBaaT 3a
KOMITJICKCHOCTa WM Pa3HOBUIHOCTa W ja pa30WBaaT ciMKara 3a CTEPEOTHITHOTO
oJHecyBame U 300pyBarbe.

Pamka 3a aHajiu3a Ha TOBOPHUTE YHHOBH

XepHanne3z (Hernandez, 2001) cmera Jeka TOBOPHHTE YHHOBH Ce
MPOTOTUIINYHN KAaTErOpUH M NpW HUBHATA aHAIW3a Ce 3eMaaTr MPEOBHI CICTHUTE
KapaKTePUCTHKH:

1. Bpmurenor Ha JejCTBOTO: TOBOPUTEIIOT, COTOBOPHUKOT HITK HEKOE TPETO
JHLE;

2. BpemeTo Ha 1€jCTBOTO: BO MUHATOTO, CETAIIHOCTA WIIH UIHUHATA;

3. Crioco6HOCTa Ha BPLIMTENOT: Tpeba Ja MOXKE /1a Ce MPETIIOCTaBU KOJIKY
BPILUUTEJIOT HA JIEjCTBOTO € CIOCOOEH Jia TO HAIlPaBU TOa,

4. Bomjara Ha TOBOPHUTENOT: KOJKY TOBOPUTENOT caka [EjCTBOTO Jia ce
U3BPIILIY;

5. Bonjara Ha COrOBOPHHUKOT: KOJIKY COTOBOPHHKOT Caka JIejCTBOTO J1a Ouze
H3BPILEHO;

6. CreneHoT Ha miTeTata/ JOOMBKATa: O KOj CTENEH peaju3anyjaTa Ha
JIEJCTBOTO MPETCTaByBa HEIITO MO3WTUBHO (JOOMBKA) WIIM HEraTUBHO (LITETa) 3a
TOBOPHUTEJIOT, COTOBOPHUKOT HMJIH 32 TPETO JIULIE;

7. 3a0IKUTENHOCTA: KOJIKY JIMIETO KOoe Tpeda jia ro M3BPIIN JIejCTBOTO
uMa ci1000/1a J1a pelaBa Jand U Kako Ke To H3Be/IE;

8. CremeHoT Ha YyOnaxKyBame: KOJKY CHIaTa Ha TOBOPHHOT YHUH €
ybOnakeHa;

9. CremeHOT Ha MOK: KaJile ce HaoraaT TOBOPHUTEIOT M COTOBOPHUKOT Ha
XHepapXrcKaTa CKaJa;

10. CremeHOT Ha OMIITECTBEHO pPAcTOjaHHE: KOJKaBa € OnmckocTta Mery
TOBOPHUTEIIOT B COTOBOPHUKOT;

11. Crenenor Ha QopManHa ONpEAETICHOCT Ha KOHTEKCTOT: Jaju
KOHTEKCTOT BO KOj € MPOM3BEACH MCKa30T € (hopMajieH Win HedopMmalieH.

EnHo on rnaBHMTE mpamiamba BO BPCKa CO MCTPaXKyBambeTO HAa TOBOPHUTE
YHHOBH € COOMpame Ha UCTPAKYBaYKUOT MaTepHjai. OHa MITO € KapaKTePUCTHYHO
3a TIOHOBUTE UCTPaXKyBama € JieKa THE ro omndakaaT 1 MUCICHETO HA YUECHHULIUTE.
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(Grainger & Mills, 2016; Kadar & Haugh, 2013; Locher, 2006). Bo oBue
UCTpaXyBama MOMaJIKy BHUMaHue ce OOpHYyBa Ha ja3MYHHOT MaTepujan AJ00ueH co
IHpawannux 3a 3nanuza Ha OUcKypc, a IoBeke Ha OHOj cOOpaH MO MPHUPOJICH MaT BO
crioHTanu pasroopu. I'pejuuep m Mwmic (Grainger & Mills, 2016) Bo cBojara
aHalM3a Ha JUPEKTHOCTA M WHJIUPEKTHOCTA TO TMpHUdakaaT AUCKYP3UBHHOT MPHOJI,
CMETajKu Jieka TOj momoOpo ja omdaka KOMIUIGKCHOCTa Ha JMPEKTHOTO U
WHAMPEKTHOTO U3pa3yBame. CBojaTa aHaIM3a ja MpaBaT BP3 OCHOBA Ha CIIOHTAHU
pasroBopH OJf CEKOjAHEBHAaTa KOMYHHKAIMja, UTPH MO YJOTH W HMHTEPBjya CO
OWIMHTBAJIIHM TOBOpUTENM. AHanu3aTa Ha COOpaHHOT MaTepHjal ja BpIIAT CO
KoMOWHaIYja Ha HEKOJIKY METOAM U npuoau. EneH e mpuonoT Ha unmepaxyuckama
COYUOIUHeBUCIMUKA KO] Ce TIOTIUpa Bp3 Hekou KoHienTH Ha ['pajc u Ha BpayH u
JleBuHCOH (KaKo MO3WTUBHA U HETATHBHA YUTHUBOCT), HO C€ CMETa Jieka oOpakamara
BO JIUCKYPCOT CE BayKHH M JIeKa 3HAUYEHETO CE TPaJy BO TEKOT HAa MHTEPAKIUjaTa, a
HE caMO BO MMOCEOHHUTE TOBOPHW YHHOBU. VHTEpakIMcKaTa COIMOJMHTBUCTHKA CE
NOTHHpa Ha emHozpagujama U emnomemoodonocujama. [TaBeH NpHIOHEC HA
eTHorpadujaTa € HEj3MHOTO MOBP3YyBamkhe Ha ja3MKOT M COLUOKYITypHaTa 0a3a Ha
roBopurenute. Hea ja passun Xajmc (Hymes, 1972) koj cmera neka ynotpebara Ha
Ja3WKOT HE MOXKE J1a ce 00jacHM aKo He ce 3HaaT KyJITypHHUTe c(hakama Ha rpymnaTta.
Etnomerononorujara (Garfinkel, 1967), mak, moceOHO BHUMaHHE OOpHYBa Ha
HAYMHOT Ha KOj TOBOPHUTENIUTE TO KOPUCTAT OMIUTECTBEHOTO U KYJITYPHOTO 3HACHE
3a Jla TO OpraHu3upaar CBOJjOT KMBOT. [IpeaBuJ ja 3eMaatr W KoHeepzayuckama
ananuza (Sacks et al, 1974), koja ja aHaiMM3Wpa KOHBEp3aIHjaTa Kako
OpraHu3upaHa pazMeHa Ha oOpakama HHU3 Kou ce (hopMHpa 3HAUYCHETO. A MOXe J1a
ro mojmaZieMe W TPHOAOT Ha 3de0HUyu Ha oOejcmeysarbe BO KOj (DOKYyCOT € Ha
rpynara Koja BO TEKOT Ha CBoOjara 3aeJHMYKa paboTa Ha HEKoja 3ajgada
NpOM3BelyBa MPUMEPH O TNpaKTHKaTa M KOHIENTH 3a TOa LITO € COOJBETHO
onHecyBame. LlenTa Ha 0BOj MpPHOA € a ce MPOMOBHpA HOB HAYMH HA aHalk3a Ha
JUPEKTHOCTA W MHIUPEKTHOCTA CO W3JIETYyBambe OJ pPAMKHTE Ha HWCKa30T W
BKIIy4dyBam€ Ha IIETHOT KOHTeKCT. Cenak, U MoKpaj ToJIeMHOT Opoj TeOpUH U 00UIn
3a M3JIETYBamE O]l paMKaTa Ha UCTpakyBame Koja noMmuHupame a0 2000 romuna,
BJTMjaHWETO Ha TeopHjaTa Ha bpayH u JIeBUHCOH c¢ yITe HE € HaMUHATO.
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Theoretical Perspectives of Directness and Indirectness

Abstract: Directness and indirectness often cause misunderstanding in intercultural
communication, which leads to participants being evaluated as rude, disinterested, insolent,
impolite, etc. Directness and indirectness are closely related to speech acts. An impetus for
this paper is the increased interest in speech act analysis both in the Macedonian language
and in contrast with other languages. Here we give an overview of the theories about direct
and indirect speech acts and their dependence on the culture in which they are produced. We
also propose a framework for their study.

Keywords: speech acts, inference, conventional, politeness.
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Ancrpakr: CHHTakcata TNpeTcTaByBa 30WMp Oa TpaBwia INTO ja (opMupaar
pedennnara. TypcKHOT U MaKeIOHCKHOT ja3WK WMaaT pa3iudHa cuHTakca. OBOj TpyH: Ke TH
aHaJM3Mpa PEYCHHUIIMTE BO TYPCKUOT M BO MAaKEJIOHCKHOT ja3WK M Ke T YTBPJIM HHUBHHUTE
CIIMYHOCTH U PA3JIMKH.

Kay4nu 300poBu: mypcku, MakeoOoHcKu, peueHuyd.

1. BoBex

[MocrojaT OpojHM AeuHUIIMU 3a peUYCHHIIATA BO CBETCKATa, TypcKaTa U
MakeJIOHCKaTa JTUHrBHCTHKA. Of JIMHTBUCTHMYKUMOT peyHWK Ha Pukapn Cumeon
(1969, ctp. 256) T U3MBOMBME CICTHUTE ACOUHUITUN CIIOpPE] KOW PEUCHHIIATA €:
,,a) CTporo ojpezacHa (Gopma Koja oAroBapa MOTHOJMHO Ha (hopMaTa Ha JIOTUYKHOT
cyn; 0) 300p wiu 30up o1 300pOBU KOW M3pa3yBaar JOBPIIEHA MUCIA MPH IITO Taa
Tpeba ma ce charu MOMMUPOKO ordaKkajku ro W Toa IITO HE € MICIA, OJHOCHO €
qyBCTBO, 3Haewme, jkelba, Hapemba, mpamamke W YyJo, B) HU3a Ha 300pOBH
pacmpesiesieHd TpaMaTWdKd W CHHTAKCHMYKA HA TOj HA4YWMH IITO CO37aBaar
rpaMaTHYKH II€JOCHAa eIWHHUI]Aa Ha CMHUCNATa; T) CEeKOj 3aBpIieH MCKa3 WIN
COOIIITEHHE; [I) TpaMaTHYKH W WHTOHANWCKA O(opMEeHa TOBOpHA eIMHHUIA
co3falieHa CIIOpe] 3aKOHUTE Ha OJIPSJICH ja3uk, a € TJIABHO CPEJCTBO 3a
odopMmyBame, U3pa3yBame U UCKaxXyBame Ha mucnure'. Cropen [ejBun Kpucran
(1985, ctp. 220) ,,Peuennniata e HajroeMa CTPYKTypHA €IUHUIIA BO TpaMaTHIKaTa
OpraHM3aiyja Ha ja3uKoT",

Jlejma Kapaxan (2012, ctp. 9) Bo cBojaTa CHHTaKca Ha TYPCKHOT ja3WK
WCTaKHyBa: ,,300pOT WM HW3aTa OJ 300pOBH INTO M3pa3yBaaT MHCIA, TyBCTBO,
cocTojba WM HACTaH M3pa3yBajku CyJ ce HapekyBa peueHuma’. Crmopen Mycrada
Oskan u Bejcu Cesununu (2012, ctp. 116): ,,Peyennnara e koMIuleTHa HH3a Of
300pOBH KOM W3pasyBaar Cy[ (pelIaTHBHO JOBpIIEHA MFCIIA) M KOra c€ HM3roBapa
HIIM CIIyIIa He OCTaBa IPOCTOp 3a mpamame”. JImmjana Munosa-I'ypkosa (2000,
ctp. 151) Bo cBojara cHHTakca Ha MaKEJIOHCKHOT ja3WK ja JaBa CleJHaTa
nepuHuIMja: ,,PedeHnniata € CHHTaKCHYKa €IWHHUIIA OpraHM3WpaHa CIOpe]
CHHTAKCHYKaTa IIeMa Ha JaJeH ja3uK M CO €IeH JIeKCHYKH II0Ka3aTen Ha
MPEUKATUBHOCTA — JIMYHOTJIArojcka (GopmMa — TpUPOK (MpeaWKar) Kako CBOj
koHcTuTyTHBeH wieH . Crmopen Cumon Caznor (2008, ctp. 22) ,pedycHHnaTta e
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MpeJUKaTUBHA CHHTAKCUYKa CTUHHIA CO €THO NMPEIUKATHBHO jaJpo, OJHOCHO CO
eneH npupok*. Onra Mumecka-Tomuk (1995, ctp. 103) cmera neka ,,pedeHuIata
MOXe Ja ce aepuHHpa Kako HH3a Ha 300pOBH Kaj KOM JOMUHHpA OJHOCOT Ha
npenukatuBHOCT . 3y3aHa Tomonumcka (2008, ctp. 15) peuenunata ja neduHupa
Ha MOpPQOCHUHTAKCHYKH TUIaH Kako MOP(POCHHTAKCHYKA  KOHCTPYKIIHWja:
»~VIMHAManHaTa ja3u4yHa TIOpaka ja KPCTHBME HMCKa3, a BO PEUCHHIIATa Tiename
MPOTOTHIIEH HCKa3, T.€. NCKa3 KOHCTUTYHPaH oJ pUHUTHA Tiarojicka ¢popma’.

JuckycunuTe BO CBETCKaTa JIMHTBUCTHKA 32 PEUYCHUIATA OJ acleKT Ha
nneHTrdukanyjaTa U KiacuuKaImjara c¢ yire mpoAobKyBaaT U ce IpUMeHyBaaT
pa3IUYHU KpUTepUyMH. TYpCKUTE M MaKeJIOHCKUTE TPaMAaTUKA MMaaT Pa3InIHH
OMKCH 32 MOMMOT pEUCHHIIA W PA3NIMYHU KPUTEPUYMU 3a KiIacU(UKyBamke Ha
peueHnuuTe. buaejku oBa € TYypCcKO-MaKeJOHCKAa KOHTPAacTHBHA aHaiu3a, 3a
M0jIOBHA TOYKAa CE 3el0a KpUTEPHUYMHUTE Ha Kiacu(pHUKalHja Ha PEUCHULUTE BO
TYpPCKUTE TPAMATHKH, C€ J1aJl0a HUBHUTE CKBUBAJICHTH BO MAaKEIOHCKUOT ja3WK, HO
MpH oBa ce 00jacHU KaKo ce KIacu(UKyBaaT U Kako ce OIHUINYBaaT PEUCHUITUTE BO
MaKEJIOHCKHTE TpaMaTHKH. Bo TypCKHOT ja3suk, peyeHHWIHUTE ce KIacu(puKyBaaT
CHopel: BHIOT HAa MPUPOKOT BO pEUYCHHUIATA, 3HAYCHETO HA MPUPOKOT BO
pedYeHmIaTa, MECTOTO Ha TIPUPOKOT BO PEUCHUIATAa M CTPYKTypara Ha peucHHIaTa.
Bo 0B0j Tpyx, ofl 0BOj acmekT ce pasriellaHd BHIOBUTE PEUEHUIIM BO TYPCKHUOT
ja3WK W ce TaJileHN HUBHUTE EKBUBAJIIEHTH BO MaKEIOHCKHOT ja3HK.

Lenrta Ha TpyAOT € ga ce MOJOOpH M pa3BUE MO3HABAKHETO HA BHJOBUTE
peUeHHIIM W HHUBHATa KIacHU(HKalWja BO TYPCKHOT ja3sWMK MpPEKy BHIOBUTE
pPEYCHUIIM W HUBHATa KiIacH(pUKallja BO MaKEAOHCKHOT ja3uK W obOparHo. Curte
MPUBEACHN TMPHUMEPH 32 BUJOBUTE PEYCHUIIM BO TYPCKHOT M BO MAaKEJOHCKHOT
ja3WK ce Ha aBTOpKaTa U ce NMPUKAKaHH JIBOja3UIHO.

2. BugoBM peyeHMIU CIIOpe] BUAOT HA MPUPOKOT BO TYPCKHOT ja3uK U
HHUBHHTE €eKBHBAJIEHTH BO MaKeTOHCKHOT ja3ukK

[IpupokOT € OCHOBEH 4IEH Ha peYeHHIATa BO TYPCKHOT H BO
MaKeIOHCKHOT ja3uk. Cropen BHAOT Ha MPUPOKOT BO TYPCKHOT ja3sWK MMa
TJIATOJICKU ¥ UMEHCKH PEYCHHIIN.

Bo TypckMoOT jazmk NpHUPOKOT MOXKe Ja OWJe TIIaroJCKu W MMEHCKH.
I'MaroickuoT IPUPOK COMPXKHM TIIAroi BO JHYHA (opma, a UMEHCKHOT IPHPOK ce
COCTOM OJ UMEHCKH 300p M IIOMOIIHKOT Taroi cym (Typ. ek fiil, i-, imek). 3aToa Bo
TYPCKHOT ja3WK, CHOpe] BUAOT Ha NPUPOKOT HMMaMme TJarojcKh W HWMEHCKH
peYeHHLH.

I'aarosickure peyeHMIM BO TYPCKHMOT ja3uK ce oOpasyBaaT cO IPHUPOK
cocrtaBeH oxa riaroy. Cekoj BUJ JIEjCTBO M COCTOjO0a ce M3pa3yBa CO IJIarojicka
pedennua. IIpupokoOT cocTtaBeH o eneH Iiiaroyi BO Ju4yHa (opma, a MPEeTCTaBeH
MpeKy NpocTH riaroincku ¢opmu (ceramno Bpeme/ simdiki zaman, ceramHo-ugHO
BpeMme/ genis zaman, MUHATO omnpeneiieHo Bpeme/ belirli gegmis zaman, MUHATO
HeompeneiaeHo Bpeme/ belirsiz gecmis zaman, uaHo Bpeme/ gelecek zaman,
Hanoxutenen Haumd/ gereklilik kipi, ycmoBen naumn/ sart kipi, sxenben HaumH/
dilek-sart kipi, 3anmoBenen Haumn/gereklilik kipi) ce mapekyBa npocm enaconcku
npupok. 1p.

Elif iki giin Once bir siir yazd:. / Enud npen nBa nena Hanwmina mecHa.
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Simdi Elif siiri simfta okuyor. / Cera Emu¢ mnecnata ja yumra BO
OJIJICJICHUETO.

Gelecek ay siir yayinlanacak. / CaenHuot Mecel recHarta ke ce 00jaBH.

Elif siiri biraz diizeltmeli. / Enug tpeba manky aa ja Kopurupa necHara.

Siir yaymlanirsa Elif sevinecek. / Ako ce ob6jaBu mecnata, Enud ke ce
panyBa.

I'marosnckuoT nmpupok o0pa3yBaH O]l €JICH II1aroJl MPETCTaBeH NPEKy MPOCTH
rimarosicku gopmi (basit kipler) u momonrauoT rimaron cym (Typ. ek fiil, i-, imek) koj
ce jaByBa BO MHHATO ompeseieHo Bpeme (idi), MUHATO HeonpeaeaeHo BpeMe (imis)
W ycioBeH HauyWH (is€) ce HapeKyBa ClodceH 2aazoicku npupok. Ilpocture
rimaroicku gopmu (basit kipler) co momomHuoT Tnaron cym (typ. ek fiil, i-, imek)
BO MuHato omnpenaencHo Bpeme idi (ek fiilin belirli gegmis zamani) ru oOpa3yBaar
PACKAHCAHOMO CNOHCEHO 8peme U HauuH 80 crodcenuom 2razoacku npupox (hikaye
birlesik kipi, anr. imperfect, pluperfect). Ilp.

Onlar gegmiste c¢ok geziyorlardi/ Bo MWHATOTO THE MHOTY IIIeTaa.
(geziyorlard/ geziyorlar idi: cnoXeH TJNaroJcku TPHPOK; geziyorlar: mpocta
riaroyicka popmMa, cerairHo Bpeme; idi. MOMOITHUOT TJIAro Cym/ myp. i- BO MHHATO
OIIPE/IEIICHO BpEME).

[Mpoctute rnaroncku ¢popmu (basit kipler) co momoranOT TIaron cym (Typ.
ek fiil, i-, imek) Bo mMuHaro HeompeneneHo Bpeme imis (ek fiilin belirsiz ge¢mis
zamani) ro 00pa3yBaatT NPeKANCAHOMO CLONCEHO 8peMe U HAUUHOM B0 CLONHCEHUOM
enazoncku npupoxk (rivayet birlesik kipi, anr. dubitative, narrative). I1p.

Gegen yil, onlar, Fransa’da geziyorlarmis./ MunaTata TofiHa THE TN
Bo Dpanumja. (geziyorlarmis/ geziyorlar imig: CIOXEH TJaroJCKu NPUPOK;
geziyorlar: mpocTa Tiaroyicka (opMa, CeralrHO BPeMe; imiy: TIOMOLIHUOT TJaroJ
cym/ myp. i- BO MUHATO HEOTPEJICIICHO BpEME).

Ipoctute rnaroncku ¢popmu (basit kipler) co momorHnOT TIaron cym (Typ.
ek fiil, i-, imek) Bo ycrmoBeH HauumH ise (ek fiilin sart1) rm oOpasyBaar ycrogHomo
COJICEHO 8pemMe U HAYUHOM 80 CrodceHuom 2nazoicku npupok (sart birlesik kipi,
anr. conditional). Bo TypckuoT ja3uk mpoctara riaroicka ¢popMa co TOMOITHHOT
[JIATONl cyM (myp. i-) BO YCIOBEH HAayWH ise Ce jaByBa KaKO CJIOXEH IJIaroJICKU
MPUPOK, OOMYHO BO ENMITUYHU pedeHunH. [1p.

Yazin onlar c¢ok geziyorlarsa../ Jlete axo THE MHOTY IIeTaar...
(geziyorlarsa/ geziyorlar ise: CIIO)KEH TJIarOJCKU TPHPOK; geziyorlar: mpocrta
riaroicka (opma, ceramHo Bpeme; ise: TOMOIIHHUOT TJIaroyl cym/ myp. i- BO
YCIIOBEH HA4YMH).

HNmenckuTe pedyeHHIH BO TYPCKHOT ja3MK ce (opMupaar co HPUPOK
COCTaBeH OJf WMEHCKH 300p WIM HMEHCKa 300poBHAa Tpyna (CHHTarmMa) u
ITOMOIITHHOT Taroin cym (Typ. ek fiil, i-, imek) Bo ceramHo u ceranrHoO-UIHO BpeMe,
MHHATO ompeneneHo Bpeme (idi), MuHAaTO HeompeneraeHo Bpeme (imis) M yCIOBEH
HauwH (ise). [1p.

Ben sekreterim. / Jac cym cekperapka.

Sen miidiir idin. / Tu Germe nupexTop.

O, 6gretmen imis. / Toj 6w HacTaBHUK.
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[Mpuponure mWTO HE ja COApPKAT HACTABKaTa Ha MOMOIIHHOT TJIaroi Cym
uMaaT 3HAuYCHE Ha CeralrHo-uaHO BpeMme (genis zaman). IIp. O, mutlu. / Taa e
CpeKHa.

Kaj oBue u kaj qpyru IpHPOIH 32 J1a Ce 3aCHIIM HUBHOTO 3HAYCHE WIH 32
Ja My Ce JaJe Ha 3HAa4CHeTO MOXKHOCT HIIM BEpPOjaTHOCT MOXKE Jia ce J0Jane
HacTaBKaTa 3a TPETO JIMIe €IHWHA O] MOMOIIHUOT TJIAaroJ CyM BO CEraliHo U
ceramHo-unHO Bpeme: -DIR (-dir, -dir, -dur, -diir, -tir, -tir, -tur, -tiir). IIp. O,
mutludur. / Taa e cpekHa.

[IpupokoT u Ja He ja cOAp)KU HACTaBKaTa HA IMOMOIIHHUOT TJIaroil cym, Taa
ce YyBCTBYBa OJi 3HauemeTo Ha peueHunarta. OBa moceOHO ce 3a0enexyBa Kaj
MMEHCKUTE PEYCHUITN COCTABEHH CO var (Mak. uMa) 1 yok (Mak. Hema). I1p.

Burada sadece caliskan 6grenci var. / Tyka nma caMo BpeHU YICHUIIH.

Burada tembel 6grenci yok. / Tyka Hema Mp3ITUBH YUCHHIIH.

ExBUBajIeHT Ha TJIArOJCKUTE pEYEHHIM OJf TYPCKHOT jasHK BO
MaKeJIOHCKHOT ja3uK C€ PSYCHUIIUTE KOH COAPIKAT TIIaroJICKU MPUPOK, a KOpesaT Ha
WMEHCKHUTE PEUYCHUIH O/ TYPCKHOT ja3UK BO MaKEIOHCKHOT ja3WUK Ce PEUCHHUIINTE
KOHM MMaar TIarojcKo-MMEHCKH MTPHPOK.

Bo Make1oHCKHMOT ja3MK, pSUCHUIIMTE MOXKE Ja UMAaT TIaroJICKU IPUPOK
U TJIATOJICKO-UMEHCKH TPHPOK. [JIaroJICKHOT MPHPOK COAPXKU TJIAroJl BO JIMYHA
¢dbopma, a TIIAroJICKO-UMEHCKHUOT TPUPOK CE€ COCTOM O] TIAaroj-Bpcka W MMEHCKHU
Jed.

I'1arojicKuoOT NMPHPOK BO MAaKEAOHCKHOT ja3HK, MOXe J1a OMIe MpocT U
cioxeH. [IpupoKkoT cocTaBeH Of €eH Taroi Bo JTudHa GopMa, a mpeTcTaBeH MpeKy
npocmu  2nazoacku gopmu (CeramHo BpeMe, MHUHATO OIPEAEICHO HECBPIICHO
BpeMe M MHHATO ONPENIEIICHO CBPIICHO BPEME) U CIOJMCEHU 2lad20ACKU popmu
(MMHATO HeoNpeAeJIeHO HECBPUICHO BpeMe, MHHATO HEONPENEeIeHO CBPIIEHO
BpeMe, MPEeIMHHATO BpPEeMe, WIAHO BpEME, MHHATO-HJIHO BpeMe, UIHO TMPEKaKaHO
BpeMe, umam KOHCTPYKIHH, cyM KOHCTPYKIIMH) C€ HAapeKyBa HpOCM 21d20iCKU
npupok. Ip.

Munan u Cama ja peoam Oubnuorekara. / Milan ve Sanya kiitiiphaneyi
diizenliyorlar.

Munan npoyuma maOTY pomanu. / Milan ¢ok roman okudu.

Cama yumauwe HajMHOTY packaszu. / Sanya en ¢ok Oykii okumus.

Hue cme v npouumane tae xauru. / Biz o kitaplari okumusuz.

Horomuna ke uumawe moercku kuuru. / Gelecek yil siir kitaplart
okuyacagiz.

I'maronckuoT mpupok o0Opa3yBaH O]l JiBa TJarojia ce HapeKyBa CIOMHCEH
271a20CKU NPUPOK Kaj KOj TIPBUOT TJIAroJl € MPETCTaBEH CO (aszeH 21acon, MoOdleH
2nazon WM 21a201 00 Munom ycnee, a BTOPHOT TJaroj ce jaByBa BO Od-
KoHcmpyKyuja (Ta-KOHCTPYKIUja > Aa + raarojicka (opma BO CErairHo BpeMe).

Dasznuom 21a2on 60 CLOMHCEHUOM 2NA20ACKY NPUPOK O3HaYYBa eaHa (asza of
IJIaroJCKOTO JI€jCTBO, OJHOCHO MOYETOK, MPOJOIDKYBAamkE WM MPECTaHOK (TIOYHE,
MOYHYBa, MPOJOJDKU, MPOIOIDKYBa, 3aBpIIM, 3aBpIIyBa, MpPECTaHEe, MPECTaHyBa).
IIp.
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Hpsjara nounaa da yymam. / Agaclar ciceklenmeye basladi. (mounaa ma
LyTaT: CIIOKEH TJarojcKH TNPUPOK, TOYHaa: ¢aszeH Tiaroi, jAa IyTaT: Ja-
KOHCTPYKIIH]ja).

Moodannuom 2nazon 80 CLONCEHUOM 2NA20ACKU NPUPOK O3HATYBA MOXHOCT,
kenba v cinmaHO (MOXe, Mopa, caka, cMmee, Tpeba). Ip.

Jlanumata u 3ymOynure mpeba oa pacygemaam. / Laleler ve slimbiiller
agmalilar. (mpeba oa pacyeemaam: CIOXEH TIATOJCKU MPUPOK, mpeda: MOIAICH
TJIaros, da pacyeemaam: Aa-KOHCTPYKIIH]ja).

['maroioT on THIOT ychnee BO CIIOKEHUOT TJIATOJICKH MPUPOK CE jaByBa CO
TJIATOJIUTE YyChesd, HAcmojyea, ce obudyea, ce mavu, ce mpyou. I1p.

Cekoj ce mpyou Ha CBOj Ha4WH Oa ja nouyecmeyea mponerta. / Herkes
kendince ilk bahari hissetmeye cabaliyor. (ce mpyou oa nouyecmeysa: ClnoXeH
[JIATOJICKM TPUPOK, ce mpyodu: TIaroil oA TUIOT ycIee, da nouyecmeysa: na-
KOHCTPYKIIH]ja).

I'aaroscko-MMeHCKHOT MPUPOK BO MAKETOHCKHOT ja3MK € COCTaBCH OJ1
[JIarojI-BpCKa WJIM TJIaroj KOmMyja W MMEHCKH Jiel. Bo MakeIOHCKHOT ja3WK KaKo
[JIaroj-BpcKa WIIM IJIarojl KOIyJia C€ jaByBa IJIAaroJOT cyM, HO M HEKOU JPyTH
TJIaroJIN Kako Oude/6udysa, cmane/cmanysa, ocmane/ocmanysa n ap. IMeHCKHOT
Jel Ha TIJaroJiCKO-MMEHCKHOT TPHPOK IO HOCH 3HAYEHETO Ha MPUPOKOT.
['marojacko-MMEHCKHOT MPUPOK MOXE Ja Oujae mpocT win ciiokeH. [Ipupokor
COCTaBEH OJI TJIaroji-BpcKa M UMEHCKH JIeTl C€ HApEKyBa NpoCm 21a20CKO-UMEHCKU
npupok. Ip.

[erap u jac cme cnopmucmu. / Petar ve ben sporcuyuz. (cme cnopmucmu:
MPOCT TJAroJCKO-MMEHCKH TPUPOK, CMe: TIAaroi-BpcKa, cnopmucmu. UMEHCKA
Ten).

Ilerap e sucok. Jac cym nusox. / Petar, yiiksek boyludur. Ben kisa
boyluyum. (e 6ucox, cym Hu30x: TPOCT TIArOJICKO-UMEHCKH TPUPOK, €, CYM:
[JIArOJI-BPCKA, BUCOK, HU30K: WMEHCKH JIeN TPETCTABEH CO NPUAABKHUTE 6UCOK,
HU30K).

Ha ¢ororpadwujara cme nue. / Fotografta biziz. (cme nue: mpocT raaroicko-
WMEHCKH TPUPOK, CMe: TIIATONI-BPCKA, Hie: UMEHCKH JIeNl IPETCTaBeH CO 3aMEeHKaTa
HUE).

[IpupoxoT cocTtaBeH OJ] JIBa TJIaroJia U UMEHCKH JIC]I CE HAPEKYBa CIONCEH
211a20CKO-UMEHCKY NPUPOK Kaj KOj MPBHOT TJIaroj € MPeTCTaBeH co ¢hazen 2nazoi,
MOOaneH 21azon WIH 21da20l 00 Munom ycnee, BTOPHUOT TIAroil € cym BO Oa-
Koncmpykyuja U AIMEeHCKH nien. lp.

Hue caxame 0a 6udeme cnopmcku penopmepu./ Biz spor muhabiri olmak
istiyoruz. (cakame oa 6udeme cnopmcku penopmepu. CIOXKEH TIarojICKO-UMEHCKU
MPUPOK, cakame: € TMPBHOT IJ1aroji KOj € MOJAJIEH TJaroj, oa Oudeme: € BTOPUOT
TJIaTr0JI KOj € CYM BO Ja-KOHCTPYKIHja, CHOPMCKU penopmepu: UMEHCKH JIe).

3. BuaoBu pedeHHuu cnope] 3HaueHeTO HA NMPUPOKOT BO TYPCKHOT
ja3MK ¥ HUBHUTE eKBUBAJECHTH BO MAKEJOHCKHUOT ja3MK

Bo TypckuoT jasuk 3HauemeTO HA €JHAa pPEUYCHUIA MOXe Oa Owuje
MOTBPJHO WK ofpe4Ho. Ho, HOTBpAHKUTE U OpeYHUTE PEUEHUIIM MOXKeE Jla UMaaT U
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JIOTIONTHUTEIIHO TpalialiHO 3Haveme. Bo HekoW TypcKW TrpaMaTHKH BO OBaa
kiIacuukanja ce BOpojyBaar 3all0BeJHUTE U U3BUYHUTE PEUCHULIH.

Bo Make10HCKHOT ja3MK OBOj BUJ pEUYEeHHUIM ce 0O0paboTyBa OOMYHO BO
paMKUTe Ha MOOAIHA KapaKkmepucmuka Ha pevenuyama. MoganHocTa ro u3pasysa
OJIHOCOT Mely COAp)KMHATA Ha PeucHUIlaTa M HaJlBOPCIIHOja3M4yHaTa CHUTYalluja,
Ouzejku TOBOPHUTEINIOT, NCKAa30T MPETCTABEH CO PEYCHHIA M HAJBOPEIIHOja3MyHATa
cUTyanuja ce MeryceOHO MoBp3aHH. BO MakeJOHCKHTE TpaMaTHKH MOJAIHOCTA
00u4HO ce gedrHIpa KaKo n3pa3 Ha CTAaBOT HAa TOBOPUTEIIOT 32 OJHOCOT Mery Toa
IITO TO COONIITYBa W CTBAapHOCTAa. BO 3aBHCHOCT 0] KOMYHHKAaTHBHATa eI
TOBOPUTEJIOT CO OJpEACHAa PEYCHHI]A MOXKE Ja 3a3eMe Pa3IMYHU CTAaBOBU KOH
CTBapHOCTa (HaJBOPEIIHOja3MYHATa CUTYyallMja): Jla COOMIITH, A2 TMOTBPAH, 12
onoOpu, nma Herupa (oapeue), Ja TMpaina, Ja 3aroBena, Ja HCKaxe xenoda,
BOOZYIICBYBakE, YyJACHE U APYro. 3a oBaa L TOBOPUTENIIOT MOXKE Aa KOPUCTH
packa3HH, TpamiaiH{, 3alOBEJAHM H KeJIOEHH pPEeUYCHUIM KOW MOXe Ja Oupjar
TIOTBPIHY U OJPEUHHU.

Bo TypckuTe rpamaTuku, cnopel] KOMYHHKaTHBHATa L€l MM LenTa Ha
TOBOPHUTEJIOT U 3HAYCHETO HAa HMCKAa30T, OCHOBHHM C€ MOTBPAHHUTE, OAPECUHUTE U
npalrajJHUTe PSUYCHUIIA KOU MMaaT eKBUBAICHT BO MaKEJIOHCKHOT ja3HK.

IMoTBpAHUTE peyeHHLM BO TYPCKHUOT ja3uk (olumlu climle) n3pasyBaat
JIeKa JIejCTBOTO BO PEUEHHIATA Ce peanusupano. [lomeponume umeHcku pedeHuyu
ce rpajat co MMEHCKHU MPUPOK 00pa3yBaH CO MOMOIIHHUOT riaroj cym (typ. ek fiil,
i-, imek) 1 n3pasyBaaT MoTBpAHO 3HaueHe. [1p.

Ayse, basarili bir 6grencidir. / Ajie e ycrenisa cTyIeHTKa.

Ilomeponume enaeoncku peveHuyu MWTO c€ 00pasyBaaT CO TJIArOJICKU
OPUPOK COONIITYBAaT JIgjCTBa INTO C€ W3BPUIMJIEC BO MHHATOTO, IITO CE
peaimu3upaar BO CErallHOCTa M LITO Ke ce caydaT Bo uaHuHata. [1p.

Murat, gegen yil cok okudu. / Mypar muHaTtata ronuHa MHOTY y4eLIe.

Murat bu yi1l da ¢ok iyi notlar aliyor. / Mypar u oBaa rojuHa 1001MBa MHOTY
JIOOpH OIICHKH.

Murat gelecek yil Tiirkiye’ye gidecek. / Mypat ciieqHara roguHa Ke O1i BO
Typuwuja.

OnpeuyHuTe pedyeHHIIM BO TYPCKHOT ja3uk (olumsuz climle) m3pasyBaar
JieKa JIejCTBOTO BO pEUCHHMIATA HE TOCEAyBa WM HEMa OJIPEJCHU CBOjCTBA WIH
Jexka He ce peanusupano. Oopeunume uUMeHCKU pevyenuyy ce TpajgaT co UMEHCKU
MIPUPOK KOj TH COAPIKH HETaTUBHUTE 300poBH degil (Mak. HE) WK yok (Mak. HemMa)
1 COONILTYBAaT JIeKa HEIUTO HEe Ce IMOocexyBa WM JeKa HeMa OJpEACHHU CBOjCTBA.
IIp.

Giilsen, bu yil basarili bir 6grenci degil. / I'ymmen oBaa rommsa He e
yCIEIIHA CTyICHTKA.

Onun iyi notlar1 yok. / Taa Hema 100pu OLICHKH.

Oo0peunume 2nazoncku pevyenuyy MmWTO ce 00pa3yBaaT cO IJIArOJICKH IPUPOK
I'Ml ToOMBaaT HAaCTaBKUTE 3a Heranuja -mA, -mAz U COOIITYBaaT JIejCTBA IITO HE ce
U3BPIIMJIE BO MUHATOTO, IITO HE CE€ Pean3upaar BO CETalrHOCTa U IITO HeMa Jia ce
ciy4ar Bo uaHuHa. [1p.

Melis gegen yil cok okumadi. / Menuc MuHaTaTa ToOAMHA HE YY€IIe MHOTY.

Melis bu yil derse gelmiyor. / Menuc oBaa roguHa He 1oara Ha YaCOBH.
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Melis bu yil burs bile kazanmadi. / Menuc oBaa romuHa He JA00UM HHUTY
CTHUIICH/THja.

O, gelecek y1l Tiirkiye’ye gitmeyecek. / Taa, cneanarta rogusa He ke OIH BO
Typuwuja.

IIpamanHuTe pedyeHUIH BO TYPCKHOT ja3uk (soru ciimlesi) uMaaT 3a 1emn
0 TaT Ha Tpamamke aa 1ooujat oaroBop u nHdopmanuja. [Ipamanaure pedeHHIN
ce (hopMupaar co mpariagHaTa HactaBka ml (mi?, mi?, mu?, mi?/ganu?, mm?, 3ap?,
3apem?), npamanaute npugaBku (kag?/xonky?, kacinci?/koj no pen?, kagar?/mo
koiky?, hangi?/koj?, ne?/mro?, nasil?/kakoB?, nice?/konky?, neredeki?/xane?),
npamanaute 3ameHkn (kim?/koj?, kimler?/xou?, ne?/mro?, neler?/mro ce?,
hangi?/ko0j?, hangileri?/kon c¢?), mpamanaute npwio3u (ne?/mto?, nasil?/kako?,
ni¢in?/mopaau wro?, niye?/30mro?), a BO pa3sroBOPHUOT ja3UK M CO aKLEHTUPAIE.
IIp.

Sizin kdy bize uzak m1? / Jlanu Bamiero cejo € Janeky oj kKaj Hac?

Hangi kdyden geleceksiniz? / O koe ceno ke nojaere?

Nasil geleceksiniz? / Kako ke nojaere?

Nigin otobiisle gelmiyorsunuz? / 3omTo He goaraTe co aBToOyc?

Neden arabayla gelmek istiyorsunuz? / 3omito cakare aa J0jaeTe CO
aBToMOOMIT?

Kim size kilavuz olacak? / Koj ke 6uze Bamr Bogua?

Ali? Ali’den kilavuz olur mu? / Anu? 3apem ox Anu Ouaysa Boguy?

ExBuBanieHT Ha MOTBPAHUTE, OAPEYHUTE W MPALIATHUTE PEUCHHIU O
TYPCKHOT ja3WK C€ MOTBPAHUTE, OAPEYHHUTE W TPALIATHATE PEYCHULIU BO
MaKeJIOHCKHOT ja3HK.

I[MoTBpAHUTE peYeHHIM BO MAKEIOHCKHOT ja3MK u3pa3yBaar JeKa
JICjCTBOTO BO pEUCHHUIATA C€ pealu3upano. l[lomeponume 2na2oicKO-UMEHCKU
peueHuyyu ce TpajgaT Cco TJIArOJCKO-MMEHCKH IPUPOK M M3pa3yBaaT IOTBPIHO
3Hauewe. [1p.

3opaH e TpynosbyouB cTyaeHT. / Zoran, ¢aliskan bir 6grencidir.

Ilomseponume enazoncku peweHuyu MWTO ce 00pasyBaaT CO TJIArOJICKU
OPUPOK COONIITYBaaT JIgjCTBa INTO C€ M3BpUIMJIE BO MHHATOTO, IITO CE
peanu3upaar Bo CETalrHocTa 1 To ke ce ciydar Bo uanuHa. [p.

AHa MHUHAaTaTa roarHa MHOTY ydemre. / Ana gecen yil ¢ok okudu.

AmHa 1 oBaa roguHa MHOTY yuu. / Ana bu yil da ¢ok okuyor.

AHa ¥ cieiHaTa ronMHa MHOTY ke yuu. / Ana gelecek yil da cok okuyacak.

OapeyHuTe peyvyeHMIHM BO MAKeJIOHCKHOT ja3sMK U3pa3yBaaT JeKa
JICjCTBOTO BO PEUEHHIIATa HE MOCETyBa MM HEMa OJPE/ICHH CBOjCTBA WJIH JeKa He
ce peamusupano. Oopeunume 2na20JCKO-UMEHCKU pedeHuyu Cce TpajaT co
TJIaroJICKO-UMEHCKH MPUPOK KOj TO COAPIKH HETaTUBHHUOT 300p He (Typ. degil) nmm
Hema (Typ. yok) M COOIITYyBaaT JeKa HEIITO HE ce IMOoCeIyBa WIM JeKa Hema
onpeneHu crojcraa. [1p.

Camro oBaa rojMHa He e akTHBEH cTyaeHT. / Saso, bu yil aktif bir 6grenci
degil.

Toj rema nobpwu momamrau 3amaqn. / Onun iyi ev ddevleri yok.

Oopeunume 2n1a2oiacku peveHuyy MTO ce 00pazyBaat CoO TIIAroJICKU MPHPOK
ro n1o0mBaar 300pOT 3a HEralyja He U COOIIITYBAaT JIEjCTBA IITO HE CE U3BPIIMIIC
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BO MHUHATOTO, IIITO HE CE pEaTU3UpaaT BO CETaIIHOCTA M IITO HEMa Jla ce CIIydaT BO
uaxuHa. [lp.

Mpua MuHaraTa rogrHa MHoOry pabotemie. / Mia gecen yil ¢ok calisti.

Mua oBaa roguHa He joara peIoBHO Ha pabora. / Mia bu yil ise devamli
gelmiyor.

Mpua oBaa roauHa He OTHIE HUTY Ha ogmop. / Mia bu yil tatile bile gitmedi.

I[IpamanHuTe peyeHUIM BO MAKeJOHCKHOT ja3WK MMaar 3a LeJ IO MaT
Ha TIpaiiame Ja aobujat oxarosop W uHpopmanuja. [IparmrasHuTe peueHUIM ce
tdopmupaar co mpamanHm yectnnu (mamu, nu, 3ap/ ml?, acaba?), mpamanan
3ameHku (ko0j?/kim?, mro?/ne?, unj?/kimin?), npamranHu npunaBku (kakoB?/nasil?,
konkaB?/ne kadar?, kag?), npamanau 3ameHcku npwiio3u (kanae?/nerede?, kora?/ne
zaman?, kako?/nasil?, xonky?/ne kadar?, nice?), a BO pa3roBOPHHOT ja3UK U CO
npainaiHa uHToHanuja. Ip.

Janu Mepu ke nojae? / Meri gelecek mi?

Maja i1 ke momorue? / Maya yardim edecek mi?

3ap Buonera qunnomupa? / Violeta mezun oldu mu?

Koj momon? / Kim gelmis?

IIto monena [dparana? / Dragana ne getirmis?

Koj ke 6une Bam yuenunk? / Kim sizin 6grenciniz olacak?

Toun? / Toni?

Kane e Tonu? / Toni nerede?

4. Bu10BM peyeHULH CIOpe] MeCTOTO HAa NMPUPOKOT BO PeYeHULATA U
HHUBHHTE eKBHBAJIEHTH BO MAKETOHCKHOT ja3ukK

Bo TypckuHOT jazumk npHpOKOT TIaBHO ce Haora Ha KpajoT Ha peUYcHHUIATa,
Ouzejku BO TypcKaTa CHHTAaKca INIaBHUOT WICH OOMYHO Joara Ha KpajoT. Mako oBa
€ crnenu(pUYHOCT Ha TypcKata CHHTaKca, 300pOopeloT BO TYPCKUOT ja3HWK CE€ CMeTa
3a croboseH. MecToTo Ha MPUPOKOT, 3aBUCHO O COAP’KUHATA HA TUCKYPCOT, MOXKE
Jla ce MEHyBa BO paMKHTE Ha PEYEeHHIIaTa U MOXKE Ja JI0je Ha KpajoT, CpeauHara
WIM Ha MOYETOKOT Ha pedeHurara. Bo TypcKuTe rpaMaTHKH PEYSHUIMTE CIIOpE]
MECTOTO Ha MPHPOKOT BO PEUYCHHUIATa ce JeNaT Ha: PEUYEHHUIH BO KOW MPUPOKOT
Joara Ha KpajoT Ha peueHHIaTa W PEUEHHWIM BO KOM MPHUPOKOT c€ Haora BO
BHATPEIIHOCTA Ha peueHUIaTa. Peuenuyume 60 Kou npupokom 0oara Ha Kpajom na
pevenuyama (son yiklemli climle) Bo TypckuTe rpamMaTukd ce HapeKyBaat
npaBwiHu pedenuiy (kuralli climle, diiz ciimle). Cnopen Hac, 0OBOj TEpMHUH HE €
COOZIBETEH, OMIEjKU CUTE pEueHHUNHM, Oe3 pas3siuka Jald MPUPOKOT ce Haora Ha
KpajoT Ha peueHHIaTa WM Ha HEKOj APYT Jell, MOXKe J1a Ouaat npaBwiHd. Bo oBue
pedeHHIN HajOIUCKUOT 300D 10 MIPUPOKOT € WICH IITO cakaMe JIa TO MOTeHIUpame.
IIp. Boro evden ¢ikiyor. / bopo on noma usneryBa. Peuenuyume 60 Kou npupokom
ce Haora 6o enampewrnocma Ha pewenuyama (i¢ yiiklemli ciimle) Bo Typckure
rpaMaTukyd ce HapekyBaaT WHBep3uBHH peueHunm (devrik climle). OBoj Bup
peueHUIM ce ynorpedyBaaT 3a Ja J0jA€ Ha Hpe/eH IUIaH OAPENCHO 3Haueme, a
0cO0EHO ce KOpHCTAaT BO Pa3rOBOPHHOT ja3WK M BO yMeTHHYKara jureparypa. Ip.
Boro ¢ikiyor evden. / bopo uzneryBa ox moma. buaejku mpuUpOKOT BO TYpPCKHOT
jasWK ce jaByBa BO CHUTE TO3WIMH, HHE BHIIOBHTE PEUCHHIIM CIIOPE] MECTOTO Ha
MPUPOKOT BO PEUYCHUIIATA K€ TU TOJCIUME Ha: peueHuyu 60 KOU Npupokom 0oarda
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Ha Kpajom Ha pedyeHuyama, pevenuyu 80 KOU NPUPOKOmM ce Haora 80
BHAMPEWHOCA HA peyeHuyama U pedyeHuyu 80 Kou MNpUpoKom 00ara Ha
noyemoxom Ha peyenuyama. Ip.

Canan kiitliphaneye gidiyor. / |lanan Bo OuOnnoTeKa Ou.

Kiitiiphaneye Canan gidiyor. / Bo 6ubnnoreka [lanan oan.

Kiitliphaneye gidiyor Canan. / Bo 6ubnmuoreka onu [lanan.

Canan gidiyor kiitiiphaneye. / [lanan oqu Bo OubanoTeka.

Gidiyor kiitiiphaneye Canan. / Oqu Bo oubnuoteka [lanan.

Gidiyor Canan kiitiiphaneye. / Oxu [lanan Bo 6ubnmoTexa.

Bo MakegoHCKHOT jazuk npupokom modce 0a Oude Ha NOYemMOKOmM Ha
peuenuyama, 60 HAMPEUWHOCMA HA PEYeHUYama Ul Ha Kpajom Ha pevenuyamd.
Bo MakemoHCKMTE TpaMaTHKM CEKOrall ce HarjacyBa Jeka 300poperoT BO
MaKeJIOHCKHOT ja3uK € cio0ojeH. [IpupokoT BO MakeIOHCKHOT ja3WK MOXE Ja ce
Haj/Ie BO CJICITHUTE MO3UIMU BO PAMKHUTE Ha €/HA PEUCHHIIA:

Bopuc oou Bo xuHo. / Boris gidiyor sinemaya.

Bo xuHO 00u Bopuc. / Sinemaya gidiyor Boris.

Bopuc Bo kuHO 00u. / Boris sinemaya gidiyor.

Bo xuno Bopuc oodu. / Sinemaya Boris gidiyor.

Oou Bo xuHO bopuc. / Gidiyor sinemaya Boris.

Oou bopwuc Bo xuHo. / Gidiyor Boris sinemaya.

5. BugoBu pedeHHMUH cHopel CTPYKTypaTa BO TYPCKHOT ja3uK M
HUBHHUTE €KBUBAJEHTH BO MAKETOHCKHOT ja3HK

Bo TypckmoT ja3zuk, peueHUIUTE CIIOpes CTPYKTypaTa ce JefaT Ha IPOCTH
peuenunn (basit ciimle), cinoxenn peuenurn (birlesik ciimle) u HenornosHU
peuenuu (eksiltili/ kesik climle).

IIpocTtuTte peuennu Bo Typeckuot jasuk (basit climleler) ce cocrojaT ox
eneH npupok. Ilp.

Ayse, memurdur. / Ajmre e cayxO6eHnUKa.

Aylin kiz kardesine mektup yaziyor. / AjnuH 1 nuiryBa mHCMO Ha CBOjaTa
cecTpa.

Tiirkceyi dgrenirken egleniyoruz. / Yuejku ro TypcKHOT ce 3a0aByBaMe.

CioxeHuTe peueHUH Bo TypckuoT jasuk (birlesik climleler) ce coctojar
on noBeke npuponr. CIIOKEHUTE PEUSHUIIM OOUYHO Ce COCTOjaT OJ1 ¢/IHA TJIaBHA U
O]l eJTHa WJIM TIOBEKe CTIopeiHu peueHuny. [1p.

Necla ve Bariye gevirmen olacak ¢iinkii Tiirk¢eyi ve Makedoncay1 iyi
biliyorlar. / Herima u bapuje ke Oumar mpeBemyBauku, Ouaejku qoOpo TH 3HAaT U
TYPCKHOT U MaKeJOHCKHOT ja3HK.

Onu sorumlu olacak, sandik. / MucneBme neka Toj ke OmIe OaroBOpeH.

Cok calis ki basarili olasin. / MHory padotu 3a ga Oumen ycremieH.

Pastay tattik, begendik, satin aldik. / TopraTta ja BKycuBMe, HU ce TOTIajHa,
ja KymuBMe.

Ayten yorgun fakat mutlu. / AjTeH e 3aMopHa, HO CpeKHa.

Kizlar - siz de bilirsiniz - bu filmi sever. / JleBojkure — 1 Bue 3HaeTe — ro
cakaat oBOj puIIM.
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Henornonnu peyennuu Bo Typekuot jasuk (eksiltili/ kesik climleler) ce
pEUCHHIIN BO KOH, IJIABHO, HE € yOoTpeOeH MPUPOK, HO YUTATEIIOT MU CIYIIATENIOT
ro caka on koHTeKcTOT. OBOj BHJI pEUCHUIIH CE YECTH BO PAa3rOBOPHHOT jasuk. [Ip.

Hangi iilkeleri seviyorsun? Tiirkiye, Makedonya, Yunanistan, Bulgaristan,
Sirbistan gibi {lkeleri... / Kom 3emju ru cakam? 3emjure kako Typuuja,
Maxenonuja, ['punja, bByrapuja, Cpouja...

ExBUBaleHT Ha MNPOCTHTE PEYCHHUIH, CIOXKCHUTE PEUYCHUIM W
HETOTIOJIHUTE PEUYCHUIM OFf TYPCKHOT ja3UK C€ MPOCTHTE PEUCHHMIIM, CIOKEHHUTE
PCUYCHUIIN U SITUNTHYHHUTE (HEMOTIIONHH) PEYCHHUIIM BO MAKEJIOHCKHOT ja3HK.

Bo MakenoHCKHOT ja3MK, pEUCHHUIIMTE CIIOpE] CTPYKTypaTa ce JiesaT Ha
MPOCTU M CIIOKEHH peueHHIM. Bo ronem Opoj MakeIOHCKHM IPaMaTHKU CE€ MPaBU
pasznnka Mely IpOCTH ¥ TPOIINPEHH PEUSHHIIM, HO BO OBaa KOHTPACTHBHA aHAIIN3a
3a TIPOCTH PEYCHUIIN TH CMETaMe CUTE PEUCHHUIIH IITO COJpPXKAT €IeH MPUPOK, Oe3
orJies1 Ha OpojoOT Ha APYTUTE YICHOBH.

IIpocTuTe pevyeHHIH BO MAKEeIOHCKHOT ja3WK C€ COCTOjaT OJ CICH
npupok. IIp.

AmnjyioH e nekap. / Andon, doktordur.

Toj pabotu Bo npxasna OonHuua. / O, devlet hastanesinde ¢alisiyor.

CrokeHUTE pevyeHHI BO MAKEeJOHCKHOT ja3HK CE COCTOjaT OJ MOBEKe
MPUPOLIA, a HajMaJKy oJ JjaBa mnpupoka. Cropex OpojoT Ha NPUPOIUTE Ce
ompenenyBa OpOjOT Ha MPOCTHTE PEUYCHHUIM OJf KOM € COCTaBeHA CIIO)KeHATa
peueHuna. [IpocTuTe peveHUIM KOM BIETyBaaT BO COCTAaBOT Ha CJIOXKEHATa
peueHHIla ce HapeKyBaaT neiy-pedeHHnd. Cropes OIHOCOT Ha JeN-PeUCHHIIUTE,
CIIOKCHUTE PEYCHUIM T'M JeMME Ha: HE3aBUCHOCIOKCHH pPEYCHUIM U
3aBUCHOCJIO)KEHH pedeHHIM. Kaj He3aBHCHOCIOXKEHHTE PEYCHHUIH, CUTE Je-
PEUCHHUIM Ce HE3aBUCHHU M CAMOCTOJHO M3pa3yBaaT ojpeseHa nnpopmariija. I1p.

V4eHHKOT ceu Ha KIIymaTa u riefa Bo Tabmara. / Ogrenci sirada oturuyor
ve kara tahtaya bakiyor.

Toj ro ciyma HacTaBHUKOT, a HETOBHOT JApyrap Muie HemTo numyga. / O,
ogretmeni dinliyor fakat onun arkadasi Mile bir seyler yaziyor.

Hesena ke mojme Ha Bpeme Ha 4ac wiM ke 3amomHu. / Nevena zamaninda
derse gelecek veya gecikecek.

Kaj 3aBHCHOCIOXEHHTE PEUCHUIM, €IHA JeN-peucHHIla € He3aBHCHA, a
JPYTUTE ACT-PSUCHUIH ce 3aBrcHU. [1p.

OTkako ja mpouuTa KHHTarta, Teo M I'M packaka HACTAHWUTE Ha CecTpa CH.
(I'maBua nen-peuennna e: Teo ¥ ' pacKaka HACTAHUTE Ha CecTpa CH. 3aBHCHA JIEJI-
pedeHuIIa €: 0TKako ja mpounta KHurara.) / Kitabr okuduktan sonra, Teo olaylari kiz
kardesine anlatti.

Teo He oTue Ha yYHIUINTE 3aT0a MITO Oemie OoneH. ([ 1aBHa men-pedeHna
e: Teo He oTuze Ha yuwniiTe. 3aBUCHA JeJ-PEUCHUILIA €: 3aT0a IITO Oerie 0oJieH.) /
Teo okula gitmedi ¢iinkii hastalandi.

Teo uurarie kHuUra 3a a cu ru 3abopasu Oonkute. (I'aBHa aen-pedeHUIa
e: Teo uurame kHura. 3aBUCHA JIEJI-PEUCHUIIA €: 3a J]a CU ' 3a00paBu OoJKuTE.) /
Agrilarini unutmak igin Teo kitap okuyordu.

Axo Teo BepyBa BO JekapoT, ke o3apaBu Op30. (I'aBHa nen-pedeHuna e:
Ke o3apasu 6p30. 3aBucHa nen-pedenniia e: Ako Teo BepyBa BO JIEKapoT.).
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EiunTuyHuTe peyeHUIH (HEMOTIOIHM PeYeHHMIM) BO MAKEIOHCKHOT
jasWk ce exBuBaJleHT Ha HemotmonHute peueHuiy (eksiltili/ kesik ciimleler) Bo
TYpPCKHOT ja3uK, a ce KapaKTepH3UpaaT cO WUCHYINTame HAa HEKOW HEj3MHHU JEJOBU
KOM ce pa3OMpaaT of KOHTEKCTOT M curyanujata. (JImijama Munosa-I'ypkosa,
2000, ctp. 227). Ip.

Kane orune bopo? Bo 6ubanoreka. / Boro nereye gitti? Kiitiiphaneye.

Hamu ke unra kaura? Jla. / Kitap okuyacak mi? Evet.

Be momam wu Bue mojmere Bo OumbOmumoreka. JloOpo. / Liitfen siz de
kiitiiphaneye gidiniz. Peki.

6. 3akiy4dox

Bo cBerckara JMHrBUCTHKA JeQUHHIMUTE 32  pCUCHHIATA U
knacuuKanyjata Ha pevyeHHUIUTEe c¢ YIITE ce MpeJMET Ha MHOTY AHMCKycuu. Bo
TYpCKUTE TpaMaTUKM 3a CHHTAaKcaTa Ha TYPCKHOT ja3UK W BO MAaKEJIOHCKHTE
rpaMaTUKy 3a CHHTaKcaTa Ha MaKEOOHCKHOT jasHK C¢ YIITE UMaMe pPa3InuHU
rineaumra. [lox peyeHnia BO TYPCKHOT M BO MaKEJOHCKHOT ja3uK ce Mojpazoupa
MCKa3 KOj U3pa3yBa pelaTUBHO JIOBPIICHA MHUCIA IPEKY HU3a 0] 300pOBU Mery KOU
MPEIUKATOT € KOHCTUTYTHBEH WieH. TypCcKuTe U MaKeAOHCKUTE TPAMaTHKH MMaat
pa3IMYHM KPUTEPUYMU 3a KJIACH(HKallMja Ha BHJOBUTE PEUYCHUIIM, HO HCTHTE
COAp)KMHU TIOCTOjaT W BO JBara ja3wka. [lopaau OBHE TIPUYWHH, TIpU
pasrienyBameTO Ha BUJOBH PEYEHHUIM BO TYPCKHOT M BO MAaKEeIOHCKHOT ja3HK Ce
3aJpXXaBM€ Ha 3a€JHUYKUTE KapaKTEpPUCTHKU. PedeHUIMTE BO TYPCKHOT ja3uk ce
pasrienaHd OJf acleKT Ha: BUAOT Ha MPUPOKOT BO pPEUCHUIIATA, 3HAYCHETO Ha
MPUPOKOT BO PEYEHMIIATa, MECTOTO Ha MPUPOKOT BO PEUEHHIIATa U CTPYKTypara Ha
peueHHLaTa U TP 0Ba ce alcH HUBHUTE CKBUBAJICHTH BO MAKEJOHCKHUOT ja3HK.

Cnopeo euoom na npupoxom 60 pevenuyama, BO TYPCKHOT ja3UK HMaMe
TJIATOJICKM PEYEHUIM ¥ HWMEHCKH PEUYCHUIM, KOM BO MaKEJIOHCKHOT ja3HK ce
npeaaBaaTr co IJIaroJICKM PEe4YeHUIM M IJIaroJIcKo-uMeHcku pedenunu. Ilp. Aktan
yliziiyor. Aktan yliziiclidiir. / AkTan mvBa. AKTaH € IJIMBaY.

Cnopeo 3mnauerwemo Ha peuenuyama, BO TYPCKHUOT ja3MK IOCTOjaT
NOTBPIHU, OIPEYHM U TMpallaJHM pEYeHULU KOM KAaKO EKBHMBAJCHT BO
MaKEZOHCKHOT ja3UK TM MMaaT MMOTBPAHUTE, OAPEUYHUTE U MPALIATHUTE PECUCHHLIH.
[Ip. Yana miiziik dinliyor. Yana miizik dinlemiyor. Yana miizik dinliyor mu? / Jana
ciyla My3uka. Jana He cinyma my3uka. Jlanu Jana ciayma my3uka?

Cnopeo mecmomo Ha npupoKom 60 peyenuyama, BO TYPCKHOT ja3UK HMaMe
peUeHHIIM BO KOM TIPUPOKOT C€ Haora Ha IOYETOKOT Ha pEYeHHIaTa, BO
BHATPEIIHOCTA HAa PEYCHHUIIATA WM Ha KPajoT Ha pedeHHnara. Bo MakeJOHCKHOT
ja3WK TPUPOKOT T'M MMa WCTUTE IMO3MIMKM BO paMKHUTe Ha peueHunara. Opa e
pe3yaTaT Ha CJIOOOJHHUOT 300pOpell BO TYPCKHOT U BO MAaKEIOHCKHUOT ja3uK KOj
MpUMapHO UMa KOMYHHUKAaTHBHAa (PYHKIHja, a CEKyHJapHO MMa CTHJICKa (QyHKIHja.
IIp. Elena Tiirkiye’ye gidiyor. Elena gidiyor Tiirkiye’ye. Gidiyor Elena Tiirkiye’ye.
/ Enena Bo Typumja ogu. Enena ogu Bo Typuuja. Oqu Enena Bo Typuyja.

Cnopeo cmpykmypama na pevenuyama, BO TYPCKUOT Ja3UK CE Pa3IHKyBaaT
MPOCTH PEUCHHMIIU, CIIOKECHN PEUCHHUIIN W HETIOTIIOJIHU PEYCHUIN YNU CKBUBAJICHTH
BO MAaKEIOHCKHMOT ja3sMK C€ IPOCTHTE PEYCHHULM, CIOXKCHUTE PEUYCHUIH U
enmunTnyanTe (Henotnoiuu) peueHund. [Ip. Caner futbolcudur. Milena bilgisayarci
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olacak ¢iinkii bilgisayarlar1 ¢ok seviyor. Kim gelecek? Alen./ [lanep e ¢yndanep.
MusnieHa ke Ouze KOMIyTEpUCT, OMIEjKH MHOTY I'M caka kommjyrepure. Koj ke
nojne? AneH.

OJ1 TOPEen3II0KEHOTO MOXKE Jla Ce 3aKIy4Hd JeKa CHHTaKcata Ha TYPCKHOT U
HAa MAaKeJOHCKHOT ja3WK H3IJIEaaT MHOTY pa3jIM4HO, BHIOBHTE PEUYCHHUIIM BO
TYPCKUTE U BO MAaKEJIOHCKUTE IPAMaTHKH C€ Pa3INYHO KJIACH(UKYBaHU, HO UCTHTE
3HaYCH-a M COJPKUHU MOCTOjaT ¥ BO JIBaTa ja3uka.
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Amncrpakt: Bo pomanor ,,Ilpra kaura® (“Kara Kitap*) on Opxan Ilamyk, eaeH on
HajTI03HATUTE TYPCKH aBTOPH Ha JACHEIIHUIIATa, Ce YHOTPeOCHN CHTE BUAOBH HA IPUIO3U BO
TypckuoT jasuk. OBa Jelo Ha MaKeIOHCKU jasuk e mpeBeneHo ox Wixamm Emun. Bo
HETOBHOT TPEBOJ HA MAKEJAOHCKH ja3HK TOj YCICIIHO YHOTPEOWJ pa3iIHyHH IMPEBOIHH
ekBHUBaJIeHTH. [Ipu criopenyBameTo Ha MPHIO3UTE BO OPUTHHAIHOTO JIEJI0 HA TYPCKHU ja3HK
U BO TIPEBEJICHOTO JICO Ha MAKEJAOHCKH ja3uK Ce COTIeAyBa OOraTHOT BOKAOyap Ha IBaTa
jasuka.

Kuyunu 300poBU: npunosu, npegooHu eKeusaienmu, mypcku jazux, MakeoOHCKU
Jjasux.

1. BoBen

TypcKHOT M MaKeTOHCKHOT ja3WK CE€ ja3WIld KOW NIpHITaraaT Ha Pa3IudHH
jasuyHM ceMejcTBa. TYpCKHOT ja3Wk TpUIara Ha ypalio-aliTajCcKOTO ja3udHO
CEeMEjCTBO, & MAKEAOHCKHOT ja3UK MpUIlara Ha HHAOCBPOIICKOTO jJa3HYHO CEMEjCTBO.
[Tomery oBue ABa ja3uka UMa pa3ivKH U CIMYHOCTU. BO 0BOj TpyA ru pasriienaBme
TYpCKHTE TPUIIO3M U HUBHHUTE KapaKTEPUCTHKH BO pOMaHOT ,,[lpHa xaura® (“Kara
Kitap*) on Opxan Ilamyk M HHBHUTE NPEBOJHH E€KBUBAJIEHTH BO MAaKEIOHCKHOT
jasuk. [Ipunosute ce 300poBu Ko ro 00jacHyBaat rJarojoT U IJIAroJICKOTO /1€jCTBO
BO pPEUCHHMIIATA, OJHOCHO 00jacHyBaaT Kako, Ha KOj HAUYMH U BO KaKBU YCIIOBH TOA
ce OJIBUBA.

2. )KuBOTOT M JIUTEPaTYpHOTO TBOpeITBO HAa OpxaH [lamyk

Opxan Ilamyk e poaen Ha 7 jyau 1952 roguna Bo McranOyn, Typumja. Toj
€ eleH O] HajIO3HATHTE TYpCKH mucareid. JJOOMTHUK € Ha MHOTY Harpagd U
npU3HaHWja, Mefy Kou HajupecTwkHaTa € HoOemoBa Harpanma 3a nurepaTypa BO
2006 roguHa.

Ilamyk cBoeTo cpemHo oOpa3zoBaHue ro crekHanm Ha Pobepr Koneyort.
Crynupan Ha TeXHHYKHOT YHUBEP3HUTET, a IOTOA ce Mpedpnil Ha HOBUHAPCTBO HA
UcranOynckuor yHuBep3ureT. [lo 3aBpIIyBameTO Ha CTYJUHWTE pEIIMI Ja ce
MOCBETH HA JINTEPATypHOTO TBOPEIITBO. MIMa HamumiaHo royieM Opoj jgena Mely Kou
Hajmo3Hatu ce: ,,l'ocnoauH [leBner u cunosure (“Cevdet Bey ve Ogullar1”, 1982),
,bemara tBpauHa“ (“Beyaz Kale”, 1985), ,llpna kaura™ (“Kara Kitap”, 1990),
,,HOB xuBOT* (“Yeni Hayat”, 1994), ,,Ce Bukam npseno” (“Benim Adim Kirmiz1”,
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1998), ,,Cuer* (“Kar”, 2002), ,,KydepoT Ha Tarko mu* (“Babamin Bavulu”, 2007),
»My3ej Ha HeBuHOCcTa™ (“Masumiyet Miizesi”, 2008), ,,)Kenata co 1pBeHa koca“
(“Kirmizi Sagli Kadin”, 2016) u ap. Heropute kKHUrM ce IpeBECHU HA HaJI MEACCET
ja3HIl BO CBETOT.

3. 7KuBoTOT U npeBeayBauykaTa aejHoct Ha Mnxamu EmMun

Unxamu Emun e poxen na 8 aBryct 1931 rogmna Bo PamoBum. Toj e
nycares, HOBUHAP M NpeBeAyBay Ha JUTEPATYypHU Jeja Of TYPCKH Ha MaKeIOHCKU
jasuk. CBoeTro o0Opa3oBaHHE IO 3allOYHA BO POJHUOT Tpaja, a MPOJOJDKWI Ha
[lenaromkara akagemuja Bo Ckomje. PaboTen kako HOBMHAap BO BECHUIIMTE
,»Cecnep” (“Sesler”), ,,bupmux” (“Birlik”) u ,,3aman” (“Zaman”). CBoute aena ru
MUIIyBa ¥ Ha TYPCKM M Ha MakeAoHCKH jasuk. Wnxamm EMuH M mpeBene Ha
MaKeIOHCKH ja3uk cienante pomann Ha Opxan [lamyk: ,,benara tBpauna® (“Beyaz
Kale”), ,llpna xnura*“ (“Kara Kitap”) u ,,Ce Bukam npseno* (“Benim Adim
Kirmz1”).

4. Ilpuao3ute Bo aAea0T0 ,llpna xuura“ (“Kara Kitap”) on Opxan

HMamyk

[Ipunosute ce 300pOBH O]l MMEHCKO MOTEKJIO KOM IO JeTepMUHHpAAT
[JIaroJIoT 1Mo pa3Hu ocHOBH. [Ipmiio3uTe TO ompenenyBaar 3HAYEHETO Ha TJIATOJIUTE
O]l aCTIeKT Ha BpeMe, MECTO M HACOKa, HAYMH, KOJIMYMHA W IMPAIlakhe.

Cnopen 3ejuen Kopkwma3s: ,,bpojoT Ha MpHIIO3UTE BO COBPEMEHHUOT TYPCKHU
jasWKk e, BCYNIHOCT, MHOTY Mai. [lpuiosute obuyHOo ce (opmupaar ox Apyru
300pOBU O UMEHCKO IMOTEKJIO, KAKO IITO C€ MMEHKHUTE, MPUIABKUTE U 3aMEHKUTE.
[lopanu oBa mpwiIo3UTE CO CBOUTE HOMHUHATHUBHH (JOPMHU CE€, BCYIIHOCT, UMEHKH.
HaunHoT Ha K0j ce kKopucTaT U (YHKIIMUTE KOU UM CE OTpeJIeilyBaaT Ha UMCHKHTE
Y TpUIaBKATE MM JaBaaT OCOOMHH Ha mpwio3n. Ho, ocobeHo e BaxkHO Ja ce
MOTEHIIMpa JeKa He MOXKE CceKoja MMEHKa na Oune mpuior. CaMo MMEHKHTE KOU
“MaaT OCOOMHHM 3a IMOCOYYBambEe BO MOTJIE] Ha BpeMe, MECTO, HAuWH, KOJIUYECTBO U
npamame Moxe na ouaar npuiaosu’. (Korkmaz, 2007, ctp. 451).

Crnopen Myxapem Eprun: ,,IIpmio3nte ce UMEHKH KoM U3pa3yBaaT BpeMe,
MECTO U HacOKa, COCT0j0a 1 KOMMUecTBO. MICTO Kako IITO NMPUAABKUTE HE MOXKE J1a
ce ynorpeOyBaar caMOCTOjJHO, Taka W IMPHJIO3UTE HE MOXE Ja ce ymnorpedyBaaT
camocTojHO. W mpuio3uTe, UCTO KaKo W MPHJIABKUTE, C€ UMEHKH KOW (PYHKIIHjaTa
Ha MpuJIor ja 1oduBaat Bo 30opoBHuTe rpynu‘. (Ergin, 2009, ctp. 258).

3a MpUIIO3UTE TOCTOjaT Pa3IUnIHU KIIacH(DUKAITUN BO TYPCKHUTE TPAMAaTHKH,
HO BO OBOj TPV 32 OCHOBa € 3eMeHa KinacudukarujaTa Ha 3ejuen Kopkmas. Criopen
OoBaa KiacHuKalMja, TPUIO3UTE BO TYPCKHUOT jasWK ce KIacupuIMpaaT Ha:
MIPIJIO3U 332 BpEeMe, MPUIIO3U 32 MECTO M HACOKa, MPIJIO3W 3a HAYWH, MPHIIO3H 32
KOJIMYECTBO M TpaIiaJiHyd mpwio3n. Bo pomanor ,,llpua kawmra® (“Kara Kitap®) on
Opxan [Tamyk ce Haofaat cuTe BUAOBU HA MIPUIIO3H.

4.1. Ilpuno3u 3a Bpeme (Zaman Zarflar)

Toa ce mpuno3u KoM ro JeTePMUHHUPAAT TIArojioT U HETOBOTO JIEjCTBO O]
BPEMEHCKHM AaCHEKT: az once/ nped manxy, biraz sonra/ manxy noooywna, hemen
simdi/ eeonaw ceza, sabahtan aksama kadar/ 00 ympo 0o eeuep wn np.
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Bo pomanor ,,llpHa kHura“ excreprnupaBme OoraT ()OHJ Ha TPUIO3H 3a
Bpeme: bazan/ nomexocaw, sabahlary/ maympo, o yillarda/ mue eoounu,
uyandiginda/ koza ce pazbyou, o giin/ moj oen, diin aksam/ npemxoonama eeuep,
yillar sonra/ no uzeecen 6poj coounu, aksama kadar/ yen oen, ¢ok sonralari/ mnoey
NnOOOUHA.

® Bazan Vasif’la birlikte uzun uzun pencerelerden disari tramvay yoluna
bakardik. (Pamuk, 1994, ctp. 12).

Ilonexozaw co Bacug) donzo enedaa nu3z npozopeyom Kon namom no Koj
munysaue mpamsajom. (Ilamyk, 2012, cp. 11).

® Sabahlar: deniz durgun olurdu, sandal beyaz, ayni kayik¢i hep dostane.
(Pamuk, 1994, ctp. 12).

Haympo mopemo uecmo bewie mupHo, uameyom bei, a 4amdujama MouiHe
npujamencku pacnonoxcen. (Ilamyk, 2012, ctp. 10).

o O yillarda mikroplar iinliiydii, ilaclar degil: Bogaz'in temiz havasinin
cociklarin kabakulagina iyi gelecegine inanilirdi. (Pamuk, 1994, ctp. 12).

Tue 200unu, mecmo nexogume, MuKpooume bea MHOZY HONONYAAPHU. Ce
sepysauie deka uyucmuom 8030yx Ha bocgop 000po Ke um 0ojoe Ha 3ayuikume.
(ITamyxk, 2012, ctp. 10).

o Uyandiginda, yalniz kendisinin okula degil, babasimin da ise geg
kaldigini anladi. (Pamuk, 1994, ctp. 19).

Koza ce pazoyou, I'anun cpamu 0exa ne doynewe camo moj Ha yuuauuime,
myky u mamxo my 3a Ha paboma. (Ilamyk, 2012, ctp. 17).

4.2. Ilpuiio3u 3a mecto u Hacoka (Yer-yon Zarflary)

OBue MPUIIO3H IO JIETEPMUHUPAAT IIIaroJOT ¥ HETOBOTO JIGjCTBO O]l ACTIEKT
Ha MECTO U Hacoka: ileri/ nanped, yukari/ eope, disari/ naoeop, igeri/ enampe, sag/
decHo, sol/ neso n np.

Bo pomanor ,,llpHa kHUra“ ce Haoraat OpOjHHU MPUIIO3U 32 MECTO M HACOKA!
iceri/ enampe, disarda/ naosop, disardan/ oonadeop, yukary/ cope, asagi/ dony, ¢ati
katina/ 6o 3epadama, koridorda/ 6o xonom, burada/ ogoe.

® Disardan ks sabahinin ilk sesleri geliyprdu: Tek tiik gecen arabalar ve
eski otobiisler, pogacacryla isbirligi eden salep¢inin kaldirma konup kalkan
giigtimleri ve dolmus duraginin degnekg¢isinin diidiigii. (Pamuk, 1994, ctp. 11).

Oonaosop oonupaa npgume 21ACO8U HA 3UMCKOMO YMPO: pemKume Ko,
cmapume asmoobycu, canrendujama, Koj copabomyeauie co npooagavom Ha no2ayu,
u ceupyemo Ha oedxcypHuom o0 cmanuyama Ha ooamyw makcu. (Ilamyk, 2012, ctp.
9).

o Hemen pencereye kosmustu Galip, soguk, lacivert, karanlik pencereye:
Kar yagiyordu disarda; insan: digari cagiran agir ve acikly bir kar. (Pamuk, 1994,
cTp. 58).

Beonaw ompua xaj cmyoenuom memMHOCUBKAG U MpayeH npo3opey. Had8op
epHeule medicox u maoicen crnee xoj nosukysauie. (Ilamyk, 2012, ctp. 55).

o Sonra, Anne’yle Baba, Dede’den her gegen giin bir tanesi daha yikilan
boyast dgkiilmiis eski ahsap evlerden sozeder gibi sozederlerdi; biraz sonra
Dede’yi unutup sesleri birbirlerine dogru uiikselmeye baslarsa Galip’e dénerdi:
“Ctk yukar1 git oyna sen haydi”. (Pamuk, 1994, ctp. 13).
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Majxa my u mamxo my Ha lanun cé nouecmo 300pyeaa 3a cmapume
MPOWHY KYKU HA 0e00 My KOU ce YpHaa eOHONoOpyeo, OMKAKO Nomod 20
3a60pasuja 0edomo, 3ACUuny8ajku eu ceoume 21acosu, NOYHAA 0d ce C8pmysaam
xon Ianun: ,,Oou 2ope oa cu uepaw . (Ilamyk, 2012, ctp. 12).

e Uzerine giiniin bir saatlik giinesi vuran ve értiisii mavi beyaz bir satrang
tahtasint andiran kahvalti masasinda Anne ile Baba, apartman araligini ele gegiren
farelerden ya da hizmet¢i Esma Hanim in hortlak ve cinlerinden sézeder gibi, diin
aksam ¢ati katina yerlesenlerden sozediyorlardr. (Pamuk, 1994, ctp. 20).

Peuucu yen uac conyemo bewe uckaweno UCOKO Ko2a HA Macama 3a
NOjadok, Koja My 3anudu Ha WAX08CKA Mabia, Majka My U mamxo My paszeo8apaa
3a 2nygyume Wmo ce HAMHOMNCUNe 80 NpA3HUmMe NPOCMOpU 00 AnApmMMAaHOm, 3d
cnyeunkama Ecma xaxo 3a eamnupxa u eéewimepka, HO U 34 HOBOOOCENCHUME B0
3epadama o0 npemxoonama geuep. (Ilamyk, 2012, ctp. 17).

® “Gece geg saat koridorda bir karafatma gordiim,”’ dedi Riiya. (Pamuk,
1994, ctp. 30).

Pyja o0zo6opu: ,,Chowmu, 60 OoyHume uacosu, 60 X0710mM BUOO8
nebapka “. (Ilamyxk, 2012, ctp. 28).

® “Burada yok efendim, gelmedi efendim, siz kimsiniz?’’ diyordu babasu.
(Pamuk, 1994, ctp. 40).

,,He 0ojoe, ne e osoe, xoj cme sue? *“ npawa mamko my Ha Ianun. (Ilamyk,
2012, ctp. 37).

4.3. I1puno3u 3a naunu (Tarz Zarflary)

OBue NpUIIo3u o ONpeieslyBaaT HAYMHOT Ha KOj C€ BPIIH JISjCTBOTO KOE TO
M3pa3syBa IJarojiot: giizel/ yoaso, hizli/ 6pso, yavas/ nonexa n np.

Bo pomanort ,,llpHa kaura“ uma roxem O0poj npwio3u 3a Ha4UMH: hafif hafif/
bezenacnomo, durgun/ mupro, agir agir/ 6asno, boyle/ na eaxos nauun, boylece/
maxa, bari/ bapem, sanki/ my ce cmopu, ragmen/ u noxpaj, galiba/ uzeneoa, belki/
moaicebu, yalnizca/ camo, artik/ eexe, gene/ ucmo maxa, birer birer/ eden no eoen,
neredeyse/ npuiuuno, kararsizlikla/ nepewumenno, ofkeyle/ enesno, hep birlikte/
cume, bir tiirlii/ nuxaxo, arada bir/ o0epeme- naspeme, yapayalniz/ cam.

o Hafif hafif kar yagiyor, biitiin sehir uyuyordu. (Pamuk, 1994, ctp. 193).

I'paoom cnuewe noo 6e3znacnomo gprerve na cnecom. (Ilamyxk, 2012, crp.
188).

® Ama ikimiz de bilmiyorduk boyle karsilasacigimizi. (Pamuk, 1994, ctp.
304).

Merymoa, u 0sajyama ne npemnocmasgysaéme oexa Hauwama cpedda Ke ce
o00suesa na eaxos nauun. (ITamyk, 2012, ctp. 295).

® Az yasiyoruz, az goriiyoriiz, az biliyoruz, bari hayal edelim. (Pamuk,
1994, ctp. 207).

Manky nooicueeasme, maiky o0odcugeaeme, MAIKy 3Haeme, Oapem Oa
noconysame. (Ilamyxk, 2012, ctp. 202).

o’ Iyi aksamlar!’’ dedi Galip kararsizlikla. (Pamuk, 1994, ctp. 159).

Hobposeuep!* peue nepemumenno I'anun. (Ilamyx, 2012, ctp. 156).

® '’ Hikdyemi bitirmedim’’ dedi Galip éfkeyle. (Pamuk, 1994, ctp. 209).
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,He ja 3aspwue npuxasnama*“, zneeno oozosopu Ianun. (Ilamyxk, 2012,
ctp. 204).

e Hep birlikte demir merdivenleri iniyorlardi, asagidan bir nem kokusu
gelince, Galip bir an urakladi. (Pamuk, 1994, ctp. 185).

Cume cnecoa Huz ocenesHume ckaiu. 00030014 HE npeyeka MUpPUC Ha
enaea. I'anun nooszanpe. (Ilamyxk, 2012, ctp. 180).

® Sabah ezami dinleyerek yattigi yataginda eskisi gibi diis kuramiyormusg
bir tiirlii. (Pamuk, 1994, ctp. 162).

Ommozcawt 408eKom HUKAKO He Modcel 0a 3achue u 0a COHY8Ad KaKo
oomoezaut. (Ilamyk, 2012, ctp. 159).

® Beyoglu’nun bir arka sokaginaki iki odall kiiciik dairesinde, kendenden
de yash ve yalmz géziiken kedisiyle birlikte yapayalniz yasarmis. (Pamuk, 1994,
ctp. 172).

Bo ceojom man osocoben cmam, Ha eona 00 nepugeprume Yiuyu Ha
bejoeny srcuseen cam co ceojom mauop xkoj oun nocmap o0 uezo. (Ilamyk, 2012, ctp.
168).

4.4. Ilpuinosu 3a koanuectso (Azhik-cokluk/ Miktar Zarflar)

OBHe MpUIO3H TO ONpeNeTyBaaT IIarojioT OJ acleKT Ha KOJWYeCTBO. az/
manxy, ¢ok/ mroey, daha/ nosexe, en fazla/ najmnoey n np.

Bo pomanor ,llpHa kHHMra“ mpHCYyTHH c€ ToleM Opoj TMPWIO3U 3a
KOJH4uecTBO: bol bol/ wmo nosexe, fazla/ npemnoey, birkag kere/ nexonxynamu, bu
kadar/ oomonxy, benim kadar/ xaxo jac, daha ¢ok/ nosere, daha sik/ vecmo, en iyi/
Hajoobpo, ¢ok az/ manxy.

® “Bol bol portakal suyu i¢sin!’’ dedi Suzan Yenge, en iyi ve en ucuz
stkmalik kan portakalimin Nisantasi'nda nerde bulabilecegini dikkatle anlatarak.
(Pamuk, 1994, ctp. 62).

Craa Cysana: ,, Hexa nue wimo noeexe cox oo nopmoxanu!“ (Ilamyx,
2012, ctp. 58).

® Ama fazla sokulmayn, iki adim étede durun bakalim da ¢ok da aman
aman bir sey olmayan yazi numarimizi, hilelerimiz anlasilmadan rahat rahat
yapalim. (Pamuk, 1994, ctp. 133).

Ho ne npubnusicysajme um ce npemmnozy, cmojme 08a uekopu noodanexy oo
HUB, 3AWMO CaMO MAKa Ke MOJXCAM CHOKOjHO, 0e3 O0a mu Oudam OmKpueHu
mpukogume, 0a 20 3aspuiam ceojom Hanuc noceemen na memopujama. (Ilamyk,
2012, ctp. 130).

® Birkag kere Celdal’i aradi, bulamadi. (Pamuk, 1994, ctp. 73).

Hexonkynamu 2o oapawe [lenan, no nonycmo. (Ilamyk, 2012, ctp. 69).

® Hayr, belki de Riiya’min hafizasi bu kadar kalabalik ve acimasiz degildi;
belki de hafizamin karanlik bahgesinin, giines diisen tek késesinde, simdi Riiya’yla
Galib bir sandal gezintisine ¢ctkmislardi. (Pamuk, 1994, ctp. 12).

He, moowcebu memopujama na Pyja ne bewe 00MOAKYy uszmeuiana u
0e3MUNOCHA; MOdHCebU 80 MOj MuUe mMaa HACOHe 80 COHYEBOMO Kamue Ha C80jama
Mpayna connuga epaduna co Ianun bewe na uznem co kajue no bocgop. (Ilamyx,
2012, ctp. 10).
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o Kadinlardan daha ¢ok, kadinlarin elbiselerine ve takilarina ilgi duydugu
icin hi¢ evlenmemis. (Pamuk, 1994, ctp. 172).

He ce oicenen, 3awumo noeeke o0 dcenume 20 unmepecupaie HUGHAMA
obnexa u nuenume ykpacu. (Ilamyk, 2012, ctp. 168).

o O zamanlar Dede, sonralart daha stk gorecegi o riiyadan yeni yeni
sozetmeye baslamisti. (Pamuk, 1994, ctp. 15).

Bo cruunu mucosu dedomo re nouneute 0a 300pysa 3a COHUWMAMA WMO
yecmo my ce nasparaa. (Ilamyk, 2012, ctp. 13).

4.5. llpamaauu npuiaosu (Soru Zarflary)

OBue NpuIIO3U TO ONpeAeTyBaar Ir1arojoT NpeKy npamame: nasil?/ kaxo?,
ne kadar?/ xonky?, neden?/ 3oumo?, nerede?/ xade? m np.

Bo pomanor ,,llpHa kHUTA™ HajYecTO ce yHOTpeOeHHU CIETHUTE TpaIlaiHu
npuno3u: nerde?/ 00 xaoe?, kag?/ xoaxy?, acaba?/ oanu?.

® Bilip bekledigi tatsiz anilar kadar, beklemedigi erkek golgelerini de
merak ve aciyla gorerek: Afedersiniz kardesim, siz karimla nerde rastlagmis ya da
tamismugtiniz? (Pamuk, 1994, ctp. 11).

Ilpumoa, KoKy wmo 20 mavea noO3Hamume cCeKasarba UCMO MOJKY 20
300001 U cpedbama coO CeHKUume HA HeNoHAmume Madxcu, uako oOeuie U
mwybonumen: Hzeuneme, Opaxa, 00 kaode ja nosuaeame dicena mu? (Ilamyk, 2012,
ctp. 10).

o O zaman, az arkamizda, Babaanne'yle karsilikli iki baca gibi sigara
tiittiiriip radyoyu dinleyerek tek bacag kisa koltugunda oturan Dede, “Vasif gene
Galip’i korkuttu,”’ derdi, kendisini dinlemeyen Babaanne’ye ve meraktan ¢ok
aliskanlikla sorardi: “Kag araba saydiniz bakayim?’’ (Pamuk, 1994, ctp. 14).

Bo maxeu muezosu dedo my na I'anun, xoeo baba my He 20 cryuiauie, nogeKke
00 HABUKA OMKOIKY 00 smybonumcmeo, npautysawe: ,, Koaky xomu uzbpoja? “
(ITamyx, 2012, ctp. 12).

e Insamin yalmzca kendisi olabilmesinin bir yolu var midir acaba?’’
(Pamuk, 1994, ctp. 178).

., danu nocmou nauun uosex 0a ocmawne camo moa wmo e? (Ilamyk,
2012, ctp. 173).

5. IlpeBogHMTe eKBHBAJEHTH HAa NpPHJIO3NTe BO poMaHoT ,llpHa

KHUra* o npesoa Ha Miaxamu EMun

Bo 0BOj Tpyn ru excuepnupaBMe MPHIO3UTE O POMaHOT ,llpHa kHura®
(“Kara Kitap”) on Opxan [lamyk 1 HUBHHTE NPEBOAHU €KBHBAJICHTH BO MPEBOAOT
on Wnxamu Emwun. Ilpeky oBa wHcTpaKyBame [0jI0OBME JO CO3HAaHHE JCKa
MPUJIO3UTE BO TYPCKUOT ja3UK MMaaT NPEBOACH EKBUBAJICHT BO MAaKEIOHCKHOT
jasuk. Hexom Typcku mpuino3u mmaar caMo €I€H NPEBOAEH EKBHUBAICHT, & HEKOH
noseke. OBa MOXe Jia ce coriiesia oj] TpaguKOHOT BO KOj TH MPHUIIOKUBME TYPCKHTE
OPWIO3W BO OPHUTHHATHOTO JIEIO Ha TYPCKH jasWK W HHUBHUTE IPEBOJHHU
€KBUBAJICHTH BO IIPEBEACHOTO JI€JI0 HA MAKETOHCKH ja3uK.
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[Ipunosute BoO
nenoto ,,l{pua

HpeBO[[HI/ITe C€KBHUBAJICHTH Ha NPUJIO3UTE BO NPEBOAOT HA MAaKEJOHCKHU ja3m<

Kuaura“
bazan MIOHEKOoTall Jpyroar
(OP, 12) (OI1, 10) (011, 10)
BO CIIMYHU
o zamanlar THE ICHOBH | BO TOA BpeMe MUFOBH ToTaI THE TOJUHU
(0P, 15) (OI1, 113) (OI1, 11) (I, 13) (011, 134) (011, 161)
sonralar: (OP, MOJI01HA nr;{g;i][a 1noToa 0TIocIe
21) (OI1, 19) (OIL, 13) (011, 12) (011, 164)
0 Zaman TOoram BO TOa BpeMe Kora
(OP, 27) (OI1, 116) (011, 125) (011, 296)
bir daha Beke TIOBTOPHO maK HUKOT Il
(OP, 31) (OI1, 29) (011, 283) (011, 356) (011, 184)
TI0 M3BECEH 10 TOJIKY 110 MHOTY 10 HEKOJIKY | HH3a TOAMHU
yillar sonra .
(OP, 89) 6poj roauH TOJIMHU TOJTUHHI roaunu (OI1, MOI0IHA
i (OI1, 83) (011, 125) (011, 131) 165) (011, 172)
daha sonra oTOa YILITE MTOAOLIHA Hr;gﬁi;a MaJIKy otoa No/I01HA
(OP, 148) (OI1, 145) (011, 145) (OI1, 162) (011, 211) (011, 48)
aksama kadar Len aAeH 7o 3;21}2: Ha
(OP, 28) (OI1, 29) (O, 28)
tek tek €O pen €JIEH 110 elIeH Ha CEKOro oce0HO
(OP, 73) (OI1, 69) (011, 248) (011, 179) (011, 209)
simdi BO TOj MHUT cera
(OP, 31) (OI1, 29) (011, 255)
. 0 MaJIKy 0 HEKoe
biraz sonra BpeMe MAJIKy [0T0a moToa BpeMe MOJIONHA
(OP, 36) (OI1, 34) (OI1, 179) (011, 225) (OI1, 319) (011, 175)
- BO cIaJTHaTa
iceri coGa BHaTpe
(OP, 82) (OT1, 78) (011, 277)
bir zamanl HEKoTaIl BO OJIaMHEIIIHA
(OP, 9 6)ar (011, Bpemumba (OI1,
> 91;399) 197)
daha dnce mopano (OI1, MPETXO0THO JloToramt
(OP, 181) 377) (OI1, 254) (011, 179)
bir anda OZICTHAII BO €JIEH MUT HaeaHall
(0P, 212) (011, 378) (OI1, 377) (011, 207)
o giin toj nen (OI1, | wcthoT eH
(OP, 24) 22) (011, 165)
belki de MOXKeOHn WK 3aT0A MITO
(OP, 37) (011, 35;165) (OI1, 165)
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bir tiirlii (OP, | Hukako (OII, TEIKO 011B3j
162) 159) (Of11, 166) (OI1, 176)
gene HICTO TaKa nak cemax IIOBTOPHO
(OP,162) | (OIL 160) | (OII, 170) (o, 207) | (OIL258)
hala ceymre (OII,
(0P, 159) 156)
bir an HaeHaIl BO €JICH MUT
(0P, 216) (011, 211) (OI1, 265)
birden HaeHaIl onennam (OI1,
(0P, 208) (011, 203) 18)
yillar énce OJl BpEMETO | OJf IIPE MHOTY
(OP, 178) npen roaunu (OII,
> (OI1, 173) 204)
agir agir (OP, 6aBHO rojieka
12) (011, 10) (011, 188)
disarda Hazasop (OI1, KaZe tTo
(OP, 22) 19) Oeue
i (011, 190)
kat kat Kar 1o Kat O]l KaT Ha KaT
(OP, 15) (OIL, 13) (011, 200)
cok sonra MHOT'Y 10 MKy HoToa JIOJITO BpeMe | MHOTY BpeMe
MOJIOIIHA YeKame oToa MIOJIOITHA
(OP, 20) (011, 18) (O, 179) (O, 185) (OIL 49) | (O, 108)
¢cok MHOTY MIPEMHOTY nogecrto (OI1, | moseke (OII,
(0P, 13) (011, 13) (011, 13) 204) 168)
az sonra Manky noroa | mo manky (OII,
(0P, 208) (OI1, 203) 206)
hemen Beanant (OI1,
(0P, 234) 230)
OTKaKo
haftalar sonra r::;g;jf
(OP, 163) uemenu (OI1,
159)
kisa bir siire otxaxo (O, U3BECHO BpEME
sonra 160) HOJIOIHA
(0P, 163) (011, 118)
hep birlikte KOJIEKTHBHA curte
(0P, 169) (OI1, 165) (OI1, 180)
once NIPBUH
(OP, 165) (OI1, 162)
sonra oTOa
(0P, 165) (011, 162)
sonraki BO CIIEJIHUTE
giinlerde (OP, | nenosu (OI1,
168) 164)
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bugiin de U JIEH-JIEHEC
(0P, 178) (OI1, 173)

110 U3BECHO

bir ara Bpeme
(OP,199) | o1, 194)
yeniden IIOBTOPHO

(OP, 208) (O1I, 203)

eskiden nopano (OII,
(0P, 209) 204)

yillarca CO FOJAUHHU
(OP, 216) (OI1, 210)

6. 3akny4yox

[Ipumo3ute BO TYpPCKHOT ja3uk ce 300pOBH O]l UMEHCKO MOTEKIO KOU TO
JNETePMUHUPAAT TJIarolioT OJ acleKT Ha BpeMe, MECTO W HacoKa, Ha4HH,
KOJIMYECTBO M Mpamiame. Bo TypcKHOT ja3uk, 300pOBHTE OJ WMEHCKO IMOTEKIO
CBOUTE OCOOMHHM Ha MPHWJIOT TH JOOHMBAaaT BO 3aBUCHOCT 0J (PYHKIHMHUTE KOM TH
MMaaT BO peUeHHIIATa.

Bo TekoT Ha oBa HCTpaKyBame YBUAOBME JieKa MPHIO3UTE BO TYPCKUOT
ja3WK UMaaT CBOU MPEBOJHH €KBUBAJIIEHTH BO MAaKEIOHCKHOT ja3ukK. Hekon npuiio3u
BO TYPCKHOT ja3WK WMaaT CcaMO €JieH TPEBOJICH E€KBHUBAJIEHT BO MAaKEeIOHCKHOT
ja3uK, a 32 HEKOW IPIJIO3U CE CpeKaBaaT Pa3lIMYHM MPEBOJHHU eKBUBaiIeHTH. OBOj
HIMPOK JIMjana3oH Ha pa3inyHU MPEBOJHHA EKBUBAICHTH Ha MPUIO3UTE BO TYPCKHOT
ja3sWKk, BO OBa WCTPaXyBamke TO TOTKPENUBME CO KOHKPETHU TPUMEPH
eKCIIepIHpaHu Off TYPCKHOT poMaH ,,I{pHa kaura® (“Kara Kitap”) ox Opxan [Tamyx
Y TPEBOAOT HA MAaKEJOHCKH ja3ukK Ha Mnxamu Emun.

On tabenara MoXkeMe Jia YBUAUME JieKa OpOjOT Ha MPEBOJHN CKBUBAJICHTH
3a IPWJIO3HUTE BO TYPCKUOT ja3WK C€ IBIKHU O] €/IeH MPEBOICH eKBUBAJICHT 32 €/IeH
NPUJIOT, T1a C€ J0 TIeT Pa3IMyHH NPEBOTHN €KBHBAJICHTH 32 OJPEACH TPHUIIOT.

Hexown mpuio3n umaat camo Mo elieH MPEBOACH €KBUBAICHT BO MPEBOJOT
Ha MaKeJIOHCKH ja3WK: hemen: BeqHam; haftalar sonra: 0TKako TIOMWUHAIIE HEJENN
W HENEeNW; Once: MPBUH; Sonra: 1oToa; sonraki giinlerde: BO CIeNHUTE NIEHOBH;
bugiin de: u neH-neHec; bir ara: 1Mo U3BECHO BpeMe; yeniden: NOBTOPHO; eskiden:
nopaHo; yiularca: co ronuau; hald: ce ymre.

Hexon npuno3u BO TYpCKUOT ja3uK MMaaT MO [Ba MPEBOAHU €KBUBAJICHTU
BO MaKeJIOHCKHOT ja3uk: bazan: 1. nonekoraiu, 2. npyrnar; aksama kadar: 1. nen
JIeH, 2. 710 narame Ha MpakoT; simdi: 1. Bo T0j mur, 2. cera; i¢eri. 1. BO crajHaTa
co0ba, 2. BHatpe; o giin: 1. T0j neH, 2. uctuot neH; belki de: 1. moxebu, 2. win
3aToa WTo; bir an: 1. HaeaHam, 2. BO eeH MUr; birden: 1. HaegHal, 2. oneaHall;
yillar once: 1. ox BpemeTo mipen, 2. o4 Ipel MHOTY TOWHY ; agwr agur: 1. 6aBHO, 2.
noneka; disarda: 1. HanBOp, 2. Kajae mTo Oemie; kat kat: 1. kat 1o kat, 2. OJ] KaT Ha
Kar; az sonra: 1. MalKy motoa, 2. mo Malyky; kisa bir siire sonra: 1. oTkako, 2.
W3BECHO BpeMe TOI0ITHA; hep birlikte: 1. KonekTuBHA, 2. CHUTE.

On mpuino3uTe KOW HMMaaT MO TPH Pa3IMYHA TPEBOJHH CKBHBAJICHTH
3acTaleHu ce CIeIHUBE NPWIIO3H: o0 zaman: 1. Torami, 2. BO TOa BpeMe, 3. KOra;
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daha once: 1. mopano, 2. mperxonno, 3. motoranr, bir anda: 1. ogemnami, 2. BO
eJIcH MuT, 3. HaenHaI, bir tirli: 1. HUKaKo, 2. TemKo, 3. 0/1Baj.

Bo pomaHOT mpoHajI0BME W MPHUIIO3U CO IO YETUPH PA3IIUYHU MPEBOTHU
CKBHMBAJICHTH BO MAKEJOHCKUOT ja3uK: sonralari: 1. momoiHa, 2. MHOTY TOJIOIHA, 3.
noroa, 4. ornocie; bir daha: 1. Beke, 2. HIOBTOPHO, 3. Mak, 4. HUKoral; fek tek: 1.
CO pen, 2. elieH 1o efieH, 3. Ha cekoro, 4. moceOHO; gene: 1. ucto Taka, 2. mak, 3.
cemnak, 4. MoBTOPHO; ¢ok: 1. MHOTY, 2. IPEMHOTY, 3. TIOYeCTO, 4. TOBEKeE.

Bo poMaHOT MpoHajI0BME W HPUIIO3H KO MMAaT MET PAa3InYHH MPEBOIHU
€KBHUBAJICHTH BO MAaKEJOHCKUOT ja3WK: o zamanlar: 1. THe NEHOBH 2. BO TOa BpeMe
3. BO CIMYHU MUTOBHU 4. Toram 5. The roguHu; yillar sonra: 1. mo u3BeceH Opoj
TFOJUHH 2. TIO TOJIKY FOJUHH 3. 10 MHOTY TOAMHM 4. TI0 HEKOJIKY TOJIUHHU 5. HU3a
TOJIMHY TIONONHA; daha sonra: 1. moroa 2. ymTe MOJONHA 3. MaJKy MOJONHA 4.
MaJIKy 10Toa 5. MOJOIHA; biraz sonra: 1. Mo Malky BpeMe 2. MaJIKy 1oToa 3. moToa
4. I0 HEKOe BpeMe 5. MOAOITHA; ¢ok sonra: 1. MHOTY TIOJIOITHA 2. IT0 MAJIKy YeKarmhe
3. moToa 4. MoJITo BpeMe I0Toa 5. MHOT'Y BpeMe TT0I0ITHA.

Bo mpeBonot Ha MakenoHckH jasuk Ha WMixamu EmuH ce 3a0enexyBa neka
BO TIOBEKE HaBpaTH, Ha MHOTY MECTa, NMPWJIOTOT BO OPUTHHATHATA PCUCHUIIA Ha
TYPCKH ja3WK HE € TPEBEICH BO IPEBOMOT HA MAaKEIOHCKH ja3WK. MeryToa, co Toa
IITO TIPWJIOTOT WU NMPUJIO3UTE HE Ce MPEBEJSHH, CMHCIAaTa Ha PEUYCHUIAaTa HE Ce
ryou. OBa MOKe /1a C€ BUJIU ¥ BO CIICTHUBE MPUMEPH:

® Orada karsilasicagt suratlardan utangla korkarak: Sen de mi burdaydin,
merhaba! (Pamuk, 1994, ctp. 11).

Ce 3acpamu 00 3amucienume AUKOBU CO KOU CEKAKO Ke mopauie 0d ce
cpemnue. (Ilamyx, 2012, ctp. 10).

eAdnne “gwvat” demez, “kravat” derdi: Eskiden Anne’nin ailesi daha
zengin oldugu i¢in. (Pamuk, 1994, ctp. 13).

A buodejru cemejcmeomo na majka my Ha Ianun dewe noboeamo, 0edo my
He eenewe “‘eupasam’”, myxy ‘“xupasam”, oonocno eépamoepcka. (Ilamyk, 2012,
ctp. 11).

o (iinkii bir avukatla yeniden evienen annesi, her doktorun bagka bir adla
adlandwrdigi bir hastaliktan geng yasta oliince, Celal, Aksaray daki oriimcekli evde
barmmamaz olmus, Babaanne’nin de israriyla, yeniden apartmana dénmiis, ¢att
katina yerlesmisti. (Pamuk, 1994, ctp. 19).

Hnaxy, [lenanosama majra, omasxicena 3a a08oxkam noYUHAIA 00 6oaecm 3a
Koja cume Jnexapu umane nouHakos Hazué u ume, na llenan, 00 ceojom dom Ha
Axcapaj, ucnoanem co najayu u najadxcuHy, Ha UHCUCMuUparbe Ha 6aba my, Mopa
0a ce epamu na mancapoama na 3epadama. (Ilamyk, 2012, ctp. 17).

® Birden, icinde bir eziklik, korku ve o6zlem uyandi: Kartpostallarim
gordugu yart renkli iilkeler nasildi acaba? (Pamuk, 1994, ctp. 20).

Ho moxmy moeaw, o0eonawt, Hewuimo 20 nompece, 20 86030y0U U 20 UCHONHU
co nocmaneuja: Kaxo nu uzeneoaam 3emjume 00 mue pacgpranu, nonyoboenu
paseneonuyu? (Ilamyx, 2012, ctp. 18).

o Taklitten sonra, hep birlikte Galip, Riiya ve Celal giilerlerdi. (Pamuk,
1994, ctp. 22).

Ilo moa umumuparee I'anun, Pyja u [lenan enacro ce usnacmeaja. (Ilamyx,
2012, ctp. 20).
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[Ipexy HaBeneHUTEe NpUMEPHU EKCIEpIUpPaHU O] TYPCKHOT poMaH ,l[pHa
kamra“ (“Kara Kitap™) ox Opxan [lamyk u IpeBOAHHUTE €KBUBAJIEHTH BO MIPEBOJOT
Ha MakeOOHCKM jasuk Ha HMnxamum EmuH, ycmeaBmMe 1a TI'M IOKaXeMe
KapaKTePUCTUKUTE Ha TMPHJIO3UTE BO TYPCKHUOT ja3UK W HHUBHUTE IPEBOJHHU
EKBUBAJIICHTH BO MAaKEJOHCKHOT ja3WK, CO IITO M MOKa)XKaBME JIeKa MPHIIO3HUTE Ce
caMo e/IHa O] MHOTYTe CIIMYHOCTH MTOMETy OBHE J[Ba ja3uKa.
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Articles in the Novel ,,Black Book* by Orhan Pamuk and Their Translation
Equivalents in the Translation of Ilhami Emin

Abstract: In the novel “Black book™ (“Kara Kitap") by Orhan Pamuk, one of the most
known Turkish authors of today, all types of articles in Turkish language have been used.
This novel in Macedonian is translated by IThami Emin. In his translation into Macedonian,
Emin successfully used different translation equivalents. When comparing the articles in the
original work in the Turkish language and the translated articles in Macedonian, we can see
the rich vocabulary in both languages.

Keywords: articles, translation equivalents, Turkish language, Macedonian language.
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Résumé: Afin de cerner la résonnance de 1’identité dans 1’ceuvre de Moha Souag,
auteur Marocain d’expressions frangaise, nous nous efforgons dans cet article de démontrer
comment ’onomastique, en tant que marquer social et identitaire, construit et fagonne
I’identité des personnages. Nous y étudions la dimension identitaire de I’onomastique en tant
qu’émanation d’une réflexion sur I’espace fictionnalisé ou I’auteur a inscrit ses personnages.
Ce faisant, nous nous attardons sur la maniére dont fonctionne et se présente le nom propre
dans I’ceuvre de Moha Souag. Et ce, pour en conclure que l’identité dans ladite ceuvre
s’élabore a travers la projection des attributs de ’individu sur le groupe et sur les lieux
auxquels il s’identifie. En somme, la fictionnalisation de territoire favorise le contrdle de
I’espace social en offrant a I’ceuvre un champ concret et repérable.

Mots-clés : Identité, Culture, Fiction, Espace, Onomastique, Mémoire, langage.

Introduction

La question de I’identité semble intéresser I’Homme depuis longtemps. La
phrase communément dite de Socrate « connais-toi toi-méme » en dit long. Elle
assigne, au fait, a ’Homme le devoir de se définir lui-méme par rapport au Monde.
Par ailleurs, I’Homme ne cesse de poser des questions sur sa propre identité et
notamment sur sa destinée afin de savoir qui il est. Depuis lors, les sciences sociales
ainsi que la littérature et d’autres formes de création culturelles se sont intéressées a
I’identité. En philosophie, 1’identité est d’abord un concept métaphysique qui
renvoie au réel lui-méme et qui, selon Blay, M (2007), concerne tout ce qui existe.
Alors qu’en sociologie, I’identité renferme, affirme Ferréol, G. (2010), toute la
problématique du rapport entre le collectif et 1'individuel, le déterminisme social et
la singularité individuelle. Cependant, les différentes définitions, tous champs de
recherche confondus, s’entendent a définir 1’identité comme une production
constituée par les individus et par les groupes, dans leurs rapports tant sociaux que
spatiaux, en relations avec toutes les formes d’interactions qui les animent a savoir
la culture et la mémoire.

Il s’agit & cet effet d’une production constante et collective qui progresse,
change et évolue au sein du groupe en fonction des aléas de I’Histoire. L’identité,
quelle que soit sa nature, est une empreinte de réflexivité que les individus
formulent et diffusent. Bien qu’elle soit objet de multiples manipulations aussi bien
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politiques qu’idéologiques, 1’identité permet, a travers I’espace et a travers le temps,
la reconnaissance de soi et des autres. Elle est la marque d’appartenance de tout un
chacun a un ou a des ensembles sociaux et territoriaux relativement cohérents.
Ceux-ci se caractérisent, souligne Pierre-Luigi, D. (1992), par des valeurs, par des
traits culturels et linguistiques et par une histoire collective et fédératrice.

Il faudrait dire que cette longue interrogation sur notre rapport au Monde
qu’est 1’identité donne aux écrivains une mati¢re a 1’infini. Congue comme étant
une prise de relation avec le Monde, la littérature en général est intimement liée a la
société. A cet effet, Jean Paul Sartre (Sartre, 1964) souligne que le rdle de 1’auteur
est celui de conciliateur entre le Monde et le lecteur. Prétant sa plume a 1’écriture,
I’écrivain fait ressentir des sentiments tout en formulant un message que le lecteur,
appuyé sur des modalités d’accueil, décortique en cohérence avec son identité et ses
attentes.

Tout compte fait, il nous semble intéressant de nous pencher sur la
résonnance de la question de I’identité dans la littérature. Et ce en nous appuyant sur
I’ceuvre littéraire de Moha Souag. Afin de cerner la résonnance de 1’identité dans
I’ceuvre de Moha Souag, auteur Marocain d’expressions francaise, nous nous
proposons dans un premier temps de démontrer comment I’onomastique, en tant
que marquer social et identitaire, construit I’identité du personnage et faconne son
aspect, son individualité et sa consonance. Il s’agit d’étudier la dimension identitaire
de I’onomastique en tant qu’émanation d’une réflexion donnée sur I’espace
fictionnalisé ou I’auteur a inscrit ses personnages et de voir comment les trois
fonctions du nom propre en ’occurrence ’identifier, classer et signifier’” se
présentent dans 1’ceuvre de Moha Souag.

Ensuite, nous traiterons de 1’espace fictionnalis¢ et du territoire comme
représentation identitaire. Nous verrons comment I’ceuvre de Moha Souag et son
rapport a ’identité se traduit dans la fictionnalisation de I’espace. Comment se
définit I’espace chez Moha Souag et de quels outils le romancier dispose pour
suggérer une identité et/ou des valeurs ?

1. L’onomastique, indice d’identité et marqueur social

Dans une interview accordée en 1975 au Magazine Littéraire, Barthes
(1995) évoque son rapport a I’onomastique en ces termes :

« Il est vrai que j'ai avec les noms propres un rapport qui m’est
énigmatique, qui est de l'ordre de la signifiance, du désir, peut-étre méme de la
Jjouissance. La psychanalyse s’est beaucoup occupée de ces problemes et [’on sait
trés bien que le nom propre est, si je puis dire, une avenue royale du sujet et du
desir.»

Le nom propre dont il est question dans les propos de Roland Barthes est
bel et bien le patronyme attribué aux personnages par des auteurs de romans
notamment réalistes. En soulignant le caractére énigmatique et parfois ambigu que
laissent entendre un nom propre, Roland Barthes érige 1’onomastique en marqueur
social qui attribue a celui qui le porte des significations et des représentations plus
ou moins bien fondées. Nous pensons dans ce sens a son étude sur les noms propres
chez Proust (Barthes, 1980) ou la question du nom propre et de son role en
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littérature était longuement abordée. Dans le méme sens, Nicole (1983) qui,
précisant le role du nom propre en littérature, affirme qu’il :

«(...) a pour tdche de préciser les conditions spécifiques du
fonctionnement de son objet dans le champ qui lui est propre car le nom propre est
devenu un signe a part entiere dans [’étude du texte, et en particulier du texte
romanesque ».

Le nom propre acquiert cette place significative du fait que le personnage
n’est, souvent, reconnu que par le nom qui lui est attribué. Jouissant ainsi du role de
repere et/ou d’empreinte, le nom propre se veut un signe textuel que la critique
appréhende a cerner depuis la parution de L onomastique littéraire (Nicole, 1980).

Avant de nous attarder sur I’onomastique dans 1’oeuvre de Moha Souag, il
conviendrait de préciser que I’étude des noms de personnages dans une ceuvre
littéraire ne peut &tre réalisée dans le cadre exclusivement de la linguistique, étant
donné que I’onomastique, comme tient a le préciser Pavlovic (1987) :

«(...) concilie des démarches qui n'ont pas, de toute maniere, a étre
separees artificiellement pour les besoins de l'analyse, elle s'alimente aux spheres
aussi bien anthropologique que philosophique, psychanalytique ou symbolique ».

Il parait que le statut des onomastiques des personnages jouit d’une grande
importance dans 1’ceuvre de Moha Souag, autant par 1’abondance de ces noms que
par les propos que tiennent les personnages au sujet méme de 1’onomastique. Tout
au long de ses récits, Moha Souag se sert des noms propres et de leur pouvoir
évocateur souvent en vue d’affirmer son identité¢ d’Amazigh de Tafilalet (Berbere
du Sud-est marocain). Les noms propres sont pour lui des repéres comme ceux
portés par ces deux personnages :

« Bassou déposa sa derniere carte ; la partie était terminée. Chacun
compta sa main. Haddou poussa deux roseaux vers Ali : dix points » (Souag, 1999,
p. 18).

Dans ce passage les noms Bassou et Haddou utilisés pour désigner deux
personnages renvoient a une culture locale, nous semble-t-il, de Tafilalet. Ces deux
noms typiquement amazighs sont utilisés généralement dans un espace précis, celui
du Sud-est du Maroc. Ce qui fait que Moha SOUAG construit par [’'utilisation d’un
nombre donné d’onomastique son identité dans un milieu qui est sien.

D’autres noms, portant la méme charge culturelle sont également employés.
Il s’agit de Hamou, Zaid ACHMAMOU, Moha... Cet usage est une sorte de
résistance contre une politique qui, jadis promu par le pouvoir en place, faisait la
promotion d’une hégémonie culturelle et symbolique. Moha Souag le dit, lui-méme
mais implicitement quand il relate le déroulement de I’inscription des noms aupres
des services de I’Etat civil :

« - comment t appelles-tu au Ksar ?

- Moha Ben Ali
- Tu n’as pas d’autre nom ? Un nom de famille ? Un petit nom sous lequel tes amis
ou ta famille te reconnaissent ?

-Non (...)

- Bien, bien, se dit l'officier d’état civil en se grattant la téte, tu ressembles a un
hérisson, on va te mettre Guenfoufdi. A partir d’aujourd’hui tu t’appelleras
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Guenfoudi Mohamed, passe a [’identité... Toi, tu ressembles a une tortue, on va
t’appeler Fakrouni... passe a l’identité » (Souag, 2011, p. 101).

A titre d’information, 1'article 21 de la loi 37-99 relative a 1'état civil (2002),
toujours en vigueur au Maroc, interdit de porter des prénoms qui ne font pas
consonance a I’Islam, ceux en particulier judéo-chrétiens et berberes. Y figurent les
conditions auxquelles doit répondre le nom choisi a I’enfant nouveau-né en vue
d’une éventuelle inscription sur les registres de 1’état civil. Ledit article stipule que :

« Ce prénom doit présenter un caractére marocain et ne doit étre ni un nom
de famille, ni un nom composé de plus de deux prénoms, ni un nom de ville, de
village ou de tribu, comme il ne doit pas étre de nature a porter atteinte aux bonnes
meeurs ou a l'ordre public »

C’est dans le but de faire face a ce déni identitaire et a ces actes fallacieux
que Souag attribue constamment des noms amazighs a ses personnages. Ces noms
sont pour lui synonymes de vie car leur rejet conduira a la disparition d’un embléme
culturel et identitaire. L investissement de ces noms par I’écrivain est une maniere,
entre autres, d’affirmer son identité, celle de sa communauté. Au fait, le mépris et la
stigmatisation a 1’égard du prénom amazigh (berbére) émanent, ne serait-ce que
dans 1’eouvre romanesque de Moha Souag, du groupe dominant comme en
témoigne cet extrait :

« D’abord, il perdit son statut de Sidi et devient Hamid tout court et parfois,
Hmida ou Hamouda ou pire encore Hamou! » (Souag, 2009, p. 3).

Le prénom Hamou qui est amazigh est pergu dans 1’imaginaire du
personnage comme une honte surtout quand on apprend que celui-ci qui parle — le
personnage a la fois narrateur- appartient a la communauté des chorfas qui se
considére comme une lignée prestigicuse remontant au prophéte de I’Islam. Dans
I’ceuvre de Moha SOUAG, le nom devient parfois un véritable porte-malheur et
crée un sentiment d’infériorité chez plusieurs personnages. Il est parfois derricre la
mise en quarantaine d’un citoyen. Les noms Itto et Haddou sont considérés comme
inférieurs a ceux de Mouay Abdellah (le maire) e ou a Nouefel (le directeur de
I’office d’irrigation). Les premiers sont portés par des personnages appartenant a
une catégorie sociale appauvrie. Dans ce sens, le nom refléte leur condition. Les
deux autres sont portés par des gens qui incarnent 1’administration et le pouvoir.

Dans une nouvelle intitulée Monsieur le directeur, 1’écrivain nous parle de
la réaction ironique des agents d’autorité face aux porteurs de noms différents des
leurs:

«-Ah ! Oui ? Comment tu t 'appelles d’abord ?

- Achmamou, monsieur.

- C’est un nom de diable. Ou as-tu trouvé ce nom » (Souag, 1999).

L’attribution des noms aux personnages importe beaucoup pour 1’écrivain.
Cela apparait clairement dans les extraits commentés. Ce choix est volontaire. Les
noms donnés aux personnages réferent a leur appartenance sociale. Sinon pourquoi
Moha laboure la terre tandis qu’Omar ou Noufel trénent sur leurs bureaux ? La
seule situation ou deux noms appartenant a deux univers différents sont portés par
des agents assumant la méme fonction administrative est celle du caid lazza et du
caid Madih. (Souag, 1999). Le premier, qui a osé braver 1’autorité sera dénoncé¢ par
le deuxiéme. Par cet exemple, le romancier arrive a expliquer qu’une vraie
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cohabitation ne peut avoir lieu entre ces deux personnages véhiculant des valeurs
antagonistes. Le nom lazza, symbole d’honnéteté est amazigh. Le nom Madih li¢ a
la corruption ne I’est pas. La domination reste I’apanage du groupe de Madih.

On explique cet intérét porté pour le nom par le fait que 1’identité menacée
du groupe dominé ameéne la réaction du romancier. Que reste-t-il d’un groupe privé
de noms qui lui sont propres et qui caractérisent son identit¢é ? Souag répond
certainement par la dénonciation puisque il s’engage, par sa création littéraire, du
coté de ’opprimé. De ce fait, si Souag donne beaucoup d’importance au nom c’est
qu’il le considére comme expression de I’affirmation identitaire. Ainsi, nous
constatons a quel point de simples noms de personnages peuvent nous renseigner
sur la place qu’ils occupent dans la narration, sur leur rapport aux préoccupations de
Moha Souag ainsi qu’a ses prises de positions idéologiques et a ses réminiscences
personnelles.

2. L’espace fictionnalisé, lieu de représentation de I’identité

L’espace narratif sert surtout d’étoile de fond au déroulement et a la
description de I’action. Constituant avec le temps et les personnages les trois aspects
majeurs de la narration, pour reprendre un terme de Genette (1976), ’espace, méme
présenté comme réel, est construit par I’écriture. Soumis au regard des personnages,
I’espace peut servir a la fois de décor a 1’action et/ou offrir un spectacle. Cependant,
I’espace peut également inscrire des personnages dans un rang social ou leur
attribuer un sens et une identité. Un simple déplacement dans ’espace peut
renvoyer a une valeur sociale.

C’est dans ce sens que nous inscrivons notre recherche sur 1’espace. Nous
considérons, en effet, que le traitement de I’espace dans 1I’ouvre de Moha Souag est
générateur de sens. Nous nous proposons dans cette deuxiéme partie d’étudier la
relation qu’entretiennent I’espace et 1’identité dans 1’ceuvre de Moha Souag et
cerner l’insistance du romancier a attribuer un role a I’espace jusque dans le
moindre détail qui traverse son ceuvre.

Soulignant le rapport entre espace, toponymie et politique, Guillorel (2005)
établit la comparaison que voici :

«Si on peut définir le politique comme la gestion du « vouloir vivre
ensemble », alors la nomination des personnes (anthroponymie) et des lieux
(toponymie) peuvent étre analysés comme des actes « politiques ». L’ émergence des
territorialités passe presque toujours par ces actes de dénomination, actes de
langage. »

Parti ainsi de I’idée que les pratiques de nomination sont génératrices du
sens, Hervé Guillorel attribue un caractére politique au toponyme. Il affirme
également suite a la comparaison précitée que:

«(...) Dés lors la toponymie, prise dans son acception la plus large
possible, en tant qu’elle implique des stratégies de marquage et de controle d’un
territoire, dans une langue donnée, peut étre considérée comme un acte
« politique ». Il en est de méme pour la nomination des personnes ». (Guillorel,
2005).
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Aprés cette bréve introduction d’ordre théorique, nous allons a présent nous
pencher sur des extraits précis et susceptibles d’interroger 1’esthétique de
I’espace chez Moha Souag.

L’espace jouit d’une importance dans I’ceuvre de Moha Souag, autant par
la prolifération des espaces que par les intrigues tournant autour de cet embléme.
Bien qu’ils soient multiples et divers, les espaces dans les récits de Moha Souag
sont dominés essentiellement pas le désert et la montagne. A I’exception de
quelques villes citées souvent a l’occasion du voyage d’un personnage - en
provenance ou a destination de Ksar-es-ssouk-, le lieu ou se déroule I’histoire
évoque les paysages caractéristiques du Sud-est marocain.

Cet espace fictionnalisé, qu’on peut facilement localiser sur une carte,
gouverne tout un mode de vie et imprime ses traces sur la vie des personnages.
Ceux-ci, a aucun moment dans I’ceuvre, n’apparaissent mener une vie de luxe. Au
contraire, les personnages sous 1’influence du territoire et des ressources qui lui sont
propres, adoptent une économie de subsistance.

Les dattes séchées sont conservées pour I’hiver et constituent un élément
moteur de I’économie locale. Cet extrait souligne I’importance de cet aliment pour
la population :

« Au matin, ils se réveillérent tous sauf Said. Chacun prit une poignée de
dattes, on en donna une a Achmamou et ils allerent au collége ». (Souag, 1999, p.
67).

Par ailleurs, le rapport entretenu entre/par les personnages et le palmier
dattier est particulier. Cet arbre qui pousse dans les oasis ensoleillés est
emblématique : Il est symbole de fertilit¢ et de beauté mais aussi source
d’inspiration et de réconfort. La description suivante le confirme :

« Karim lui tourna le dos et alla contempler, seul, la vaste palmeraie qui
s étendait, a ses pieds, tout de la source bleue de Meski. Devant lui, de somptueuse
palmes émeraudes jaillissaient du sommet de leur tronc brun, s’ouvraient en
corolles et ruisselaient vers le bas. Les spadices d’un blanc étincelant giclaient, au
bout d’une stipe jaune, de leur spathe brundtres sur un ciel trop bleu ». (Souag,
1999, p. 67).

Malheureux et faiché, Karim n’a pas pu s’évader de sa condition et de son
état d’ame qu’en jetant son regard sur les palmiers dattiers. Il se lance alors dans
une description subtile et détaillé de cet arbre chaleureux et accueillant a tel point
qu’il a oubli¢ sa copine assise a ses cotés.

L’écrivain, prétant sa plume a la poésie, exprime avec regret, dans son seul
recueil de poésie Des espoirs a vivre, le danger que représente la disparition de son
espace territoire. Le vide ressenti par I’écrivain est associé au vide qu’engendrerai la
disparition du palmier et la propagation de béton qui envahit la palmeraie : son
espace que 1’on qualifie de vital.

«Je suis de [’dge du désespoir

A ’dge de [’espoir (...)

Et la palmeraie sans palmiers(...)

Et le Ghéris comme une main vide

Traine quelques goiites de sang

(...) des villas se construisent dans la palmeraie ». (Souag, 1983, p. 25).
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Il est & noter que les référents spatiaux chez Souag sont au cceur de
I’identité et permettent de rattacher tout sentiment aux univers symboliques. Le
Ghéris, cet oued qui longe le village de Goulmima, s’est asséché et « traine des
goiites de sang ». Le sang peut étre associ¢ a I’eau, symbole et source de vie.

Dans d’autres vers du méme recueil, le pocte restitue 1’Histoire du groupe
en évoquant les batailles héroiques dont la région fut le théatre. Il s’agit des épopées
de Badou et de Saghro, deux noms qui font la fierté de tout le Sud-est car elles sont
synonymes de résistance et d’attachement aux valeurs de liberté et de solidarité. Ces
deux noms revoient & des espaces qui témoignent du sacrifice de communautés
amazighes face aux colonisateurs. Ce sont des lieux de mémoire, la mémoire
historique des tribus amazighes du Sud-est.

Si I’identité concerne I’individu comme le groupe, elle marque aussi
I’espace géographique et ses paysages du fait des interactions que les personnages
entretiennent avec les lieux concrets et symboliques. Souag fictionnalise ses espaces
et confond les noms des tribus avec ceux des lieux qui les accueillent. C’est bien le
cas des Ait Atmane, des Ait Bba MOHA et des Ait Warayen. Tous ces toponymes
se référent aux noms de tribus qui occupent ces territoires. Les toponymes désignent
a la fois le lieu et la tribu.

L’espace appelé dans I’ceuvre de Souag Ksar-es-souk renvoie aujourd’hui a
la ville d’Errachidia. Le choix de I’auteur est un acte de rejet du nouveau toponyme
qui dans son imaginaire ne peut pas évoquer la mémoire liée au toponyme Ksar-es-
souk. Le toponyme Errachidia, fruit d’une décision politique, est relativement
récent. L auteur le refuse et y voit une sorte d’assassinat de la mémoire inhérente a
I’ancien toponyme qui évoque des souvenirs et un univers fait de sentiments et
d’événements. C’est un toponyme qui évoque une vie. Une vie que I’auteur veut
perpétuer, ne serait-ce qu’au niveau de la fiction littéraire. Ksar-es-souk est porteur
de la mémoire des communautés locales. L auteur en refusant son remplacement
par le toponyme Errachidia, refuse qu’une partie de lui-méme et de sa communauté
disparaisse. Son choix est donc un acte d’affirmation et de résistance identitaires.

Conclusion

En somme, I’espace crée un régime de lisibilité efficace de 1’identité
culturelle et sociale. Si le lecteur ne s’apercoit pas derriére le nom, 1’espace se
matérialise et se voit. Les référents spatiaux sont pour 1’identité 1’équivalent du
corps. Grace a leurs ancrages spatiaux, grace a D’affection qu’ils éprouvent a
I’espace géographique, les personnages, dans 1I’ceuvre de Moha Souag, trouvent des
ressources pour maintenir leur propre cohérence identitaire et créer de la continuité
par-dela les séparations spatio-temporelles.

Si T’identité individuelle, dans 1’ceuvre de Moha Souag, repose sur
I’intériorisation des valeurs socioculturelles par I’individu, I’identité collective
territorialisée, réciproquement, s’élabore par le biais de la projection des attributs de
I’individu sur le groupe et sur les lieux auxquels il s’identifie. En d’autres termes, la
fictionnalisation de territoire favorise le controle de ’espace social en offrant a
I’ceuvre un champ concret, facilement repérable.
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Le concept de ’espace, synonyme de mére nourriciére, s’avére un outil
pour comprendre de quelle maniére les personnages s’attachent a leur identité et
I’expriment. De ce fait, il n’existe guére d’identité sans dimension spatiale.
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Onomastics and Fictionalized Space: Affirmation of Identity in the Work of Moha
Souag

Abstract: In order to understand the resonance of identity in the work of Moha
Souag, a Moroccan author of French expression, we aim in this article to demonstrate how
onomastics, as a social and identity mark, constructs and shapes the identity of the
characters. We study the identity dimension of onomastic as rising of a reflection on the
fictionalized space where the author has put his characters. By doing that, we dwell on the
way in which Moha Souag's work functions and presents itself. This is to conclude that the
identity in the said work is elaborated through the projection of the individuals’ attributes on
the group and on the places. In short, the fictionalization of territory favors the control of the
social space by offering the work a concrete and identifiable field.

Keywords: identity, culture, fiction, space, onomastics, memory, language.
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Abstract: In linea con le acquisizioni della critica, sulle frequentazioni landolfiane
degli autori russi, si propongono alcuni sondaggi sugli scrittori che, come Puskin, Gogol’,
Dostoevskij e Tolstoj, getteranno la loro ombra lunga sull’intero percorso del fantastico
landolfiano. Il contributo intende esaminare 1’opera landolfiana, con particolare riguardo
all’attivita di traduttore. Viene posto in rilievo lo stretto legame tra gli scritti di Landolfi e la
cultura russa, oggetto di studio dell’autore dagli anni universitari e fonte di perenne
ispirazione delle proprie opere.

Parole chiave: scrittore—traduttore, letteratura italiana e russa, Landolfi,
traduzione letteraria.

1. Introduzione

“La traduzione ¢ 1’arte del possibile”. L’aforisma con il quale il grande
poeta russo losif Brodskij parafraso ironicamente il motto di Bismark (“La politica
¢ ’arte del possibile”) campeggiava all’inizio del testo di presentazione della prima
edizione di Babel (Festival letterario centrato sulla traduzione) nel settembre del
2006. L’attualita della traduzione letteraria e degli scambi tra le lingue e le culture
di paesi vicini e lontani ¢ infatti attestata dall’organizzazione della tredicesima
edizione del festival, tenutasi nel settembre 2018 a Bellinzona. Grazie ai traduttori i
libri rinascono e attraversano le frontiere. Rinascono, poiché la traduzione di un
testo letterario equivale a una nuova nascita. E il ruolo che svolgono i traduttori in
questa nascita puo essere considerato alla stregua di una creazione.

Nel caso della traduzione letteraria firmata da uno scrittore, € valorizzata,
insieme all’opera, la personalita di chi traduce e per questo motivo alcune case
editrici (p. es. Einaudi) cercano di affiancare al titolo d’autore un traduttore che
possa apprezzarne la materia, memore forse di quel principio di Pavese, secondo il
quale: ,,[...] per tradurre bene bisogna innamorarsi della materia verbale di un’opera
e sentirsela rinascere nella propria lingua con 1’urgenza di una seconda creazione.
Altrimenti, ¢ un lavoro meccanico che chiunque puo fare” (Mondo, 1966, p. 554).

Negli anni "40 Einaudi' da vita ad una collana “Scrittori tradotti da
scrittori”. Tra il 1982 e il 2000, infatti, Einaudi aveva ospitato 82 traduzioni
letterarie di firme celebri: Wilde nella versione di Franco Ferrucci, Poe e James in

! Tommaso Landolfi comincia a collaborare con Einaudi dagli anni *50 fino alle ultime traduzioni
completate negli anni ’60.
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quella di Giorgio Manganelli, Shakespeare da Cesare Garboli, London proposto da
Maurizio Maggiani ¢ da Gianni Celati e cosi via. Di conseguenza alcuni volumi
della collana Einaudi chiamata Sts, “Scrittori tradotti da scrittori”,vengono
ripubblicati dal 2011.

I traduttori si rivelano come portatori del valore della traduzione nel mondo
della cultura, ma non solo. Parallelamente a tale iniziativa, nella cultura straniera
uno scrittore-traduttore trova una potente fonte di ispirazione. Lo scrittore-traduttore
si arricchisce di un libro altrui, mentre il testo tradotto viene ad essere illuminato dal
riflesso del mondo contemporaneo (AA.VV, 2009, p. 531).

Come forse non sorprende, anche Tommaso Landolfi (1908 — 1979), “un
prodotto della cultura europea” (Moravia, 2009, p. 149) scriveva e traduceva, per
cosi dire, al cospetto di tutti 1 grandi scrittori del passato e davvero non si finirebbe
piu di elencare nomi, sino a convocare, 1’osservazione di Debenedetti (1963, p.
217), 'intero “almanacco di Gotha della poesia e del romanzo”.

2. Due fasi dell’attivita traduttiva di Landolfi

Appare, sia nelle sue opere “originali” che in quelle tradotte, il rapporto con
la letteratura straniera, soprattutto russa, in costante dialogo e le opere possono
essere considerate e studiate in quanto espressioni di una comune sensibilita
letteraria. Lo dimostrano non solo le scelte traduttive operate da Landolfi, ma anche
i molteplici parallelismi fra i testi da lui tradotti e la sua produzione originale in
italiano, spesso segnati da contiguita cronologica.? Di fatto, la traduzione & sempre
stata per Landolfi parte integrante del processo creativo.

In realta possiamo individuare due fasi nell’attivita traduttiva di Landolfi.
Una prima fase, che copre sostanzialmente gli anni 30 e ’40, vide Landolfi
dedicarsi a traduzioni dal tedesco, dal francese e dal russo. In questa prima stagione
la traduzione costitusce una scelta spontanea e indirizzata solo agli autori pit amati,
seppur principalmente dettata da motivi economici, un “lavoro alimentare”, secondo
la definizione di Idolina Landolfi (2015, p. 26). La seconda stagione di Landolfi
traduttore, invece comincia dagli anni *50, dopo il matrimonio e la nascita dei figli.

Landolfi decide di imparare il russo tra il 1928 e il 1929. Questa scelta
nasce da una sfida fatta tra amici: in quel periodo Landolfi ¢ studente all’Universita
di Firenze. Dai corsi ufficiali, pero, si tiene “a rispettosa distanza”: la sua unica,
“beata”, occupazione ¢ parlare per notti intere di letteratura con gli amici Carlo Bo,
Leone Traverso e Renato Poggioli.

E grazie a Poggioli che scopre la letteratura russa: e in questa disciplina, che
a Firenze allora nessuno professava, si laureera nel 1932 con una tesi sull’opera di
Anna Achmatova. Intanto, nel 1930, sono usciti un racconto, Maria Giuseppa, ¢ la
recensione al Re Lear delle Steppe di Turgenev: il suo doppio destino — di scrittore e
di slavista — ¢ segnato.

2 Si pensi, per esempio, alla ricca galleria di “uomini del sottosuolo” landolfiani che sembrano trovare i
loro antecedenti in Gogol’ o Dostoevskij; agli accenti dostoevskiani in opere quali Maria Giuseppa,
Cancroregina o La muta; alla fascinazione per la Kastanka di Cechov che sembra reincarnarsi nella
cagnetta protagonista di Favola; o ancora, a Racconto d’autunno, forse ispirato dal racconto di Ivan
Bunin, La grammatica dell’amore.
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Inoltre va sottolineato che gli anni trenta inaugurano un vero e proprio
“decennio delle traduzioni”. L’espressione si deve a Pavese, che cosi definisce il
periodo 1930-40, gli anni, all’incirca, durante i quali lo stesso Pavese, Landolfi, e
Vittorini — nati tutti e tre nel 1908 — raggiungono 1’altro capo del planisfero (il
secondo la Russia, gli altri due gli Stati Uniti) circoscrivendo all’inchiostro e ai libri
la propria esterofilia, maturato sotto la cappa nera del regime fascista. I loro viaggi
sono compiuti stando dietro ad una scrivania. “L’Italia era estraniata, imbarbarita,
calcificata — bisognava scuoterla, decongestionarla e riesporla a tutti i venti
primaverili dell’Europa e del mondo. [...] Noi scoprimmo 1’Italia — questo il punto
— cercando gli uomini e le parole in America, in Russia, in Francia e nella Spagna”,
ricorda lo stesso Pavese (1968, p. 223) nel 1946, nel breve saggio dove si parla del
decennio “traduttorio”. E La vicinanza delle riviste fiorentine alle letterature
straniere che in questi anni pone gli intellettuali in posizione invisa al nazionalismo
del regime.

Bisogna tuttavia ricordare che si tratta anche di un periodo di grande fervore
traduttivo orientato prevalentemente verso la cultura angloamericana. Il lavoro di
traduzione dal russo condotto da Landolfi, dunque, se da una parte si inseri in una
generale messa in discussione di modelli linguistici, letterari e culturali dominanti,
nonché di introduzione di discorsi minoritari e subalterni nella cultura italiana
contemporanea, dall’altra assunse, rispetto ad altre operazioni simili, caratteri di
maggiore originalita, proprio in quanto orientata verso un modello culturale cosi
lontano da quello italiano come quello russo.

Le prime traduzioni pubblicate da Landolfi furono due racconti di
Tolstoj® usciti in rivista nel’34, mentre nel *41 vide la luce il primo volume tradotto,
i Racconti di Pietroburgo di Gogol’*. Negli anni *40 lo scrittore-traduttore si
occupa dei testi inclusi nell’antologia Narratori russi’ pubblicata a Milano da
Bompiani nel 1948.

Nell’introduzione all’antologia Landolfi individua il tratto comune degli
autori da Iui tradotti in una “certa eccessivita o selvatichezza”, dovuta
all’appartenenza a un mondo che “lungi dall’essersi solidificato, sembra promesso a
un’eterna incandescenza, a un eterno romanticismo” (Landolfi, 1960).

La seconda stagione di Landolfi traduttore (dagli anni ’50) coincide con il
periodo di collaborazione con Einaudi, fino alle ultime traduzioni completate negli
anni ’60. In questa fase, caratterizzata dalla necessita economica di lavorare, la
traduzione era da lui vista come sottrazione di tempo alla composizione delle sue
opere. E in questo periodo che si intensifica I’insofferenza verso 1’attivita traduttiva,
come ben mostrano alcuni passi di Rien va (pubblicato nel 1963). Questo vero libro
segreto ¢ un diario del periodo *58-60: “Sono angosciato: dovro forse per necessita

3 1 due racconti tolstoiani sono Tre morti € La morte di Ivan II'i¢, pubblicati su “Occidente” VII,
aprile-giugno 1934.

41 Racconti di Pietroburgo uscirono per Rizzoli nella collana “Il sofa delle muse” diretta da Leo
Longanesi.

> L’antologia presenta tutto il panorama della narrativa russa nei suoi capolavori, dagli anonimi
narratori delle origini fino al 1948, attraverso Puskin, Lermontov, Turgeniev, Tolstoj, Zamiatin e
Pasternak. Nel 1960 fu ripubblicata da Vallecchi con il titolo Racconti russi.
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di quattrini ridurmi a fare alcunché di assolutamente inutile, traduzioni magari”
(Landolfi, 1992a, p. 282) o ancora: “Da questo quadro di miseria erano di necessita
esclusi quei libri che dovevo leggere per recensirli, ¢ dovevo recensire per far
quattrini; e, ora, quelli che sono obbligato a leggere per tradurli e obbligato a
tradurre pel medesimo motivo. Sicché si pud capire quali siano i miei rapporti con
questi ultimi. E in una parola i miei interessi e la mia attivita sono obbligati o non
sono” (Ivi, p. 316).° Per quanto riguarda I’origine dello scetticismo circa
I’opportunita della traduzione letteraria e in particolare poetica, va sottolineato il
rispetto del principio di fedelta propugnato da Landolfi. La concezione di Landolfi ¢
quella sostanzialmente tradizionale della traduzione, basata sull’idea che solo
I’opera originale sia portatrice di valore artistico autonomo e, quindi, irriproducibile
attraverso una traduzione che puo solo sperare di avvicinarsi all’originale.

Quando Landolfi traduce ¢ interprete dell’originale, ma anche
inevitabilmente “scrittore”, e quando afferma che nella riformulazione di un testo
originale ¢ inevitabile dare vita a nuovi rapporti di vario genere, e che il testo
ricreato entra a far parte di una nuova tradizione, egli appare ben consapevole che la
cultura che lo riceve ne ha inevitabilmente una propria percezione, diversa di quella
della cultura d’origine; tale consapevolezza sembra anticipare cid che i moderni
approcci degli studi traduttologici avrebbero messo in luce decenni piu tardi, cio¢
che la traduzione ¢ un prodotto autonomo ¢ creativo dotato di una specifica valenza
culturale, in quanto atto dinamico che agisce nel contesto socio-culturale in cui ¢
prodotto.

Nel ’60 escono per Einaudi Poemi e liriche di Puskin, nel *61 Teatro e
favole sempre di Puskin, nel *63 Liriche e poemi di Lermontov, nel 64 le Poesie di
Tjutéev e nel *67 1l viaggiatore incantato di Leskov, dopo il quale Landolfi chiuse il
suo rapporto editoriale con la casa editrice in qualita di russista.

Tutti gli scritti sulla letteratura russa ad opera di Landolfi (saggi, recensioni,
uno studio sul lavoro della poetessa Anna Achmatova) elaborati da Landolfi dal
1930 al 1960, insieme ad alcune brevi traduzioni inedite, riunisce oggi il volume /
Russi (Adelphi, 2015), curato dal saggista e scrittore Giovanni Maccari.” Rispetto al
precedente Gogol’ a Roma, che raccoglieva gli articoli usciti sul “Mondo” di Mario
Pannunzio fra il novembre 1953 e il marzo 1958 (Vallecchi, 1971), emerge qui
nello specifico e in tutta la sua trentennale continuita ’ininterrotto dialogo a
distanza tra Landolfi e gli scrittori russi. Nella sua postfazione,® Maccari pone sotto
il segno dell’occasione mancata una vicenda intellettuale ed esistenziale: malgrado
le sue innegabili competenze, infatti, lo scrittore non divenne uno slavista (a

6 Sull’insofferenza di Landolfi verso la traduzione e il rapporto conflittuale con gli autori tradotti si
veda Idolina Landolfi, “L'infernale lavoro” del Landolfi traduttore, in “La Scrittura”, n. 2. 1996, pp.
6-14.

7 Maccari ha ordinato questi saggi per aree tematiche e cronologicamente, senza aggiungere nulla di
personale. Una parte del libro ¢ dedicata all’800 e una al *900 e sono suddivise in prosa e poesia. Il
libro esprime le intuizioni di Landolfi sulla letteratura russa, specie nel cogliere la densita e ’intensita
dei personaggi.

8 Deboli trasparenti di sott’acqua & il titolo della postfazione di Maccari, ripresa dai diari di Landolfi
in cui si evince, appunto, il rapporto che Landolfi aveva con la Russia, anche nelle sue contraddizioni,
nell’approcciarsi con la storia, la letteratura e la tradizione russa.
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differenza del compagno di studi Renato Poggioli), né pensd mai di mettere a
repentaglio I’immagine della sua Russia “di carta” visitando quell’entita geopolitica
che le era subentrata nella realta, vale a dire I’Unione Sovietica.

3. Analogie, tratti comuni e legami

La cultura russa risulta non solo oggetto di studio dell’autore dagli anni
universitari, ma anche wuna fonte di perenne ispirazione delle proprie
opere.Tommaso Landolfi si sofferma nei sui saggi e recensioni sul dualismo morale,
sui fantasmi e sull’innocenza russa di Gogol’ e Dostoevskij, che entrano stabilmente
fra gli agenti attivi della sua immaginazione, per poi rifluire nella narrativa.
“Gogol’, fatto di larve e di fantasmi”, come scrive Landolfi, ci riporta in un mondo
mai realistico, con spettri, tormenti e persecuzioni dell’anima. Infatti, 1’unica
chiave per leggere Landolfi sembra essere la disponibilita nello spaziare tra i suoi
paradossi e la sua contraddizione che sono parte della sua letteratura e
interpretazione di essa.

Si consideri che, oltre ad aver ispirato il libro di saggi Gogol’ a Roma
(Vallecchi, 1971), gli autori russi costituiscono un inimitabile modello anche sul
versante narrativo: per limitarsi al solo Gogol’ si potrebbe segnalare Cancroregina
(Vallecchi, 1950), magistrale racconto lungo di ambientazione fantascientifica in
cui Landolfi sembra riscrivere, in ambito decisamente futuristico, la trama delle
Memorie di un pazzo (e nel romanzo Cancroregina vediamo anche gli accenti
dostoevskiani) o il surreale racconto La moglie di Gogo!’, contenuto nella raccolta
La spada (Vallecchi, 1942).

In seguito si puo osservare lo stretto legame tra il breve romanzo Racconto
d’autunno (narrato in prima persona e ambientato nell’Italia della seconda guerra
mondiale) e il racconto di Ivan Bunin La grammatica dell’ amore (1918), tradotto da
Landolfi e pubblicato in lingua italiana nel 1948. Il romanzo di Landolfi, un’opera
perfettamente fantastica, tipicamente landolfiana e profondamente autobiografica, €
scritto tra il settembre e 1’ottobre del 1946 a Firenze e pubblicato nel 1947 presso
Vallecchi. Due opere diverse naturalmente, con alcuni suggestivi punti in comune:
una donna dal fascino misterioso e irresistibile, un uomo che lotta con fantasmi e
deliri pur di raggiungere 1’amata e delle passioni oltre il confine del reale.

Un testo molto interessante per il suo valore letterario nonché esempio di
testo ispirato alle opere degli autori russi (di Fédor Michajlovi¢ Dostoevskij e di
Anton Cechov) si ¢ rivelato il lungo racconto Le due zittelle.’ Si tratta della prova
allegorica sulla dignita delle creature e sulla loro accettazione per quello che sono.
Alla stesura del lungo racconto-romanzo Le due zittelle'® (uscito nel 1945 a puntate

° Anticipato sulle pagine di “Il Mondo” (in sei numeri dal settembre al novembre del 1945), e ora
disponibile anche presso Adelphi (Milano, 1992), il racconto-romanzo fu stampato da Bompiani a
Milano nel 1946, prima di ricomparire, tra i titoli del catalogo di Vallecchi, nel 1958 (in una con
Ottavio di Saint-Vincent) e nel 1961 (in Racconti). A distanza di parecchi anni, nel 1985, fu riproposto
dallo Studio Editoriale di Milano (Landolfi, 1991, pp. 389-431).

10 La pubblicazione del 1946 contiene la nota finale relativa allo scambio quantitativo di consonanti:
“Ma la ragione che mi indusse a riportare questo appunto ¢ sopratutto il desiderio di giustificare la
forma “scimia” da me adottata invece della pitt comune. Onde, per compenso forse, mi venne 1’altra di
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su “Il Mondo”) Landolfi attende a Pico (il piccolo paesino natale dello scrittore,
nell’attuale provincia di Frosinone) dalla fine del 1942 a marzo del 1943."! Questa,
la vicenda:

Le due benestanti zitelle di provincia sono Lilla e Nena, anziane sorelle,
unicamente dedite a monotone riunioni con i pochi conoscenti e alle varie pratiche
religiose. Lilla e Nena vivono segregate, non diversamente dalle suore, vittime
prima della vecchia e capricciosa madre, poi, quando la madre muore, vittime della
loro stessa inclinazione alla prigionia. Nella vuota esistenza delle due sorelle ¢’¢ un
solo affetto, quello per la scimmia Tombo, “I’'unico maschio di casa, anche se
debitamente castrato”, una “creatura misteriosa”, I’unico essere diverso della casa
(un maschio che, benché chiuso dentro una gabbia, ha conosciuto la liberta). Le
sorelle I’hanno ricevuto in dono, anni prima, da un loro fratello marinaio morto in
terra lontana.

Un giorno, da un convento vicino, cominciano ad arrivare lamentele:
secondo cio che dicono le monache, Tombo, nottetempo, dopo aver aperto la gabbia
ed essersi liberato della catenella che lo vincola ad essa, si introdurrebbe nella
cappella del monastero, mangiando delle ostie consacrate e, insomma, commettendo
atti sacrileghi (mima 1 gesti di un prete durante la messa). Si giunge in breve a una
decisione: Nena si nascondera assieme a una monaca in un angolo della cappella, e
scoprira la colpevolezza della sua amata bestiola:

“E la cosa orribile ebbe principio. Tombo s’accosto con decisione al ciborio
e I’apri bruscamente, sbatacchiando il portello. Restato un attimo a guardar
dentro di traverso, come una gallina, vi affondo il solito braccio e ne trasse
per due volte una manata di ostie consacrate, che rapidamente divoro. Poi,
levatesi in moto brusco, brandi con una sorta di foia 1’ampolla ¢ ne lecco
I’orifizio; subito dopo vi si attaccava e beveva il sacro vino rimasto fino
all’ultima gocciola”. (Landolfi, 1992b, pp. 56-58).

“Venne al sacro calice, che prese mantenendosi di spalle al luogo pei fedeli,
guardando ossia il ciborio; lo elevo; lo riposo; fece un mezzo giro su se
stesso, allargo le braccia, ma senza troppo discostare i gomiti dal corpo,
colle palme aperte; si rigird di nuovo verso il sacro calice, di nuovo lo
elevo... Le due donne per un momento non capirono, si rifiutarono di
capire... Lettore, non ne ho colpa: Tombo diceva messa”. (ivi, pp. 59-60).

Quando Tombo viene scoperto, Nena sentenzia che questo comportamento
“sacrilego” va punito con la morte, mentre Lilla ¢ piu indulgente. In seguito

“zittella”; per compenso e quasi (direi) “zittella” potesse esser diminutivo di zitta, anziché di zita”
(Landolfi, 1992, p. 103).

' Vanno in questo senso le osservazioni di Carlo Bo: “Per consegnare il racconto all’editore parte da
Pico per Firenze, e qui “dalle 7 del mattino del 23 giugno (prelevato dalla sua stanza in piazza Santa
Croce) alle 20 del 26 luglio, ¢ rinchiuso nel carcere delle Murate quale detenuto politico. Era stato
segnalato per via dei discorsi di chiara marca antifascista tenuti ai tavoli delle Giubbe Rosse”.
(Landolfi, 1991, p. XLVIII).
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Landolfi introduce altri due personaggi. Il destino della “scimia blasfema” viene
affidato al giudizio di due religiosi - il vecchio monsignor Tostini e il giovane padre
Alessio - che fanno una disputa di carattere teologico-dottrinale che deborda, in uno
scontro che supera i confini della semplice questione. Monsignor Tostini -
nonostante la comprensione ostentativa verso tutti i peccatori - sostiene che la
“scimia”, in quanto animale, meriterebbe una certa indulgenza ma Tombo ha senza
dubbio commesso un grave peccato che non puo essere assolto perché 1’assoluzione
prevede un pentimento € impone una penitenza che I’animale non ¢ in grado di fare,
quindi, senza possibilita di assoluzione rimane la condanna. Padre Alessio, messa
da parte la sua iniziale timidezza, controbatte affermando che 1’animale va assolto
perché le bestie sono inconsapevoli € non possono commettere peccati in quanto la
nozione di peccato I’hanno inventata gli uomini:

“Si, ma...” ridisse padre Alessio, prendendo coraggio a mano a mano che
aumentava la sua irritazione. “Ma una scimia che cosa ha a che vedere con
tutto questo? La vostra, voglio dire nostra, morale, andra bene semmai per
gli uomini, non per gli animali. Gli animali non hanno il... nostro famoso
libero arbitrio”. (ivi, 73).

Ma per tutti gli altri, monsignor Tostini e le tre donne, Tombo ¢ abbastanza
umano da essere colpevole, non abbastanza da essere redento.

“Alessio si € messo ad urlare: «E adesso sacrificate quella povera creatura,
la scimia, sacrificate me, sacrificate, come avete sempre fatto, il mondo
intero di Dio a... Vendicatevi. Vendicatevi della vostra vergogna, della
vostra ridicola impotenza, del vostro astio, della vostra rabbia; vendicatevi
d’esser vili, di non aver saputo vivere, d’esser corrotti. Vendicatevi, voi, di
non essere stata scelta da un uomo, con cui avreste potuto abbandonarvi ai
piu sozzi piaceri. Ma I’amore, quello verecondo che Dio fa nascere fra gli
uomini, vi € inviso, e per questo nessuno vi ha scelta; e per questo anche,
voi, abbiettamente invida, avete impedito che vostra sorella godesse a
sentirsi stretta fra le braccia d’un uomo, a sentire sulle sue le labbra...»”.
(ivi, 89).

Don Alessio cerca di illuminare il significato della reazione delle sorelle e
in particolare di Nena e la spiega come una sadica reazione ad una mancanza
d’amore che ha assunto un aspetto patologico. Tommaso Landolfi, con questa prova
allegorica, propone una riflessione sul “perdurare del rigime inquisitorio” che non
ha rispetto della dignita degli esseri del creato accettandoli per quello che sono:
creature al di 1a del bene e del male.

Nel risvolto di copertina dell’edizione originale del racconto (che Landolfi
ha sempre considerato il suo miglior racconto) figura una nota critica, non firmata
ma di Eugenio Montale, in cui si legge tra ’altro: “[...] nessuno vorra negare che per
varieta di toni, nerbo e scioltezza di plessi stilistici e travolgente pathos intellettuale
il libro del Landolfi esca dai facili schemi del genere narrativo e si ponga sul piano
dell’arte piu ardua, su quello dei maggiori «incubi» psicologici e morali della
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moderna letteratura europea”. 1l bestiario di Landolfi ¢ ricco di significati e anche la
“La scimia” ¢ un surrogato per eludere il posto di blocco tra I’inconscio e la
coscienza (I’animale ¢ anche il sogno di maternitda per Lilla e per Nenna lo
strumento della vendetta di una rabbia, di un rancore, di una incapacita di vivere).

Landolfi ¢ un personaggio dostoevskiano soprattutto nella passione per
I’eccesso, che riprende le riflessioni di grande impegno. E la figura di padre Alessio
sembra apparentarsi a “I’idiota” (il principe Myskyn nell’/diota di Dostoevskij)
che, stracciando il velo delle apparenze e delle convenzioni, dice una verita assoluta
e inaccettabile per i suoi interlocutori. Il prete Alessio prima fa 1’avvocato difensore
di Tombo e predica I’amore universale, poi scivola a grado a grado verso
I’agnosticismo, il nichilismo, 1’ateismo — ¢ sull’orlo di una crisi di nervi, e alla fine
del dibattito con monsignor Tostini mostra i denti agli interlocutori e contraddice
alla virtu teologale della carita (Carlino, 1998, p. 69).

Il racconto riprende le riflessioni di grande impegno dei personaggi di
Dostoevskij, per esempio di Alésa e di Ivan dei Fratelli Karamazov. Alessio o
Aleksej era diverso ed era entrato in un monastero per fuggire dalla malizia umana.
Di carattere leale cercava la verita nella fede e per essa era disposto a sacrificare
ogni cosa. Ivan cresce chiuso in sé stesso, intelligente, scettico seppur assetato di
fede.

L’opera sembra essere influenzata anche da Anton Cechov. Merdajev, il
personaggio chiave del racconto La lettura. Racconto di un vecchio passero (1884),
tradotto da Landolfi e pubblicato nella lingua italiana nel 1948. Merd’ajev ¢ un
ingenuo impiegato al quale il capo-ufficio impone la lettura del romanzo 1/ conte di
Montecristo di Alexandre Dumas (padre), ma senza le dovute spiegazioni per cui
vengono messe alla prova le sue consolidate convinzioni morali portandolo alla
disperazione, perché non capisce nulla. La conclusione ¢ sarcastica: perde peso,
inizia a bere e dopo due mesi di lettura impazzisce e getta un bambino nel pozzo.
Non leggera mai pitl. Cechov denuncia il fatto che non si puo obbligare una persona
a leggere senza un’adeguata preparazione culturale e funzionale, perché questa
imposizione crea una totale repulsione del malcapitato verso i libri. Scrive Cechov:
“Alla vista d’un libro trema” perché leggere si configura in lui come un gesto
blasfemo.

4. Conclusione

Per concludere, Landolfi si ¢ rivelato come portatore del valore della
traduzione nel mondo della cultura, ma non solo. Parallelamente a tale iniziativa,
nella cultura russa trova una potente fonte di ispirazione. La traduzione attraversa le
letterature, le letterature attraversano infiniti mondi. Vanno in questo senso anche le
osservazioni di Carlo Bo (1946, p. 171) a proposito dello scrittore: “rimane
misconosciuto al lettore medio perché una sua pagina chiede un lavoro che di solito
ci basta per un libro intero; alludo a un lavoro d’acclimatamento, ¢ vi bastera per
pochissimo tempo, a giro di pagina sarete di nuovo sperduti, in un nuovo bisogno di
conoscenza, e si badi bene non di riconoscimento”.

I grandi scrittori hanno letto e analizzato le opere dei loro predecessori, ma
anche dei contemporanei. Un esempio degli “intrecci” tra autori ci offre anche
“Books on the wall”, azienda che ha creato poster utilizzando 1’intero testo di alcuni
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tra i romanzi piu famosi. Questa azienda ha svelato i legami tra le opere di 29 tra i
romanzieri piu influenti degli ultimi secoli in un’infografica che ¢ stata pubblicata
da ebook friendly. E veramente notevole I’elenco di intellettuali, scrittori influenzati
dagli altri non solo da quelli classici. Essere influenzati significa anche ricevere un
insegnamento. Com’¢ noto, gli scrittori non sono di solito recettori passivi. Sono
influenzati nel senso di avere il ruolo attivo nel processo di scrivere, di andare in
cerca dei libri da cui desiderano essere influenzati, scegliendo tra le migliaia di libri
da cui potrebbero essere influenzati. E da notare il principio di influsso illustrato da
Robert Irwin (2009, p. 263): “A volte quel che cercano (g/i scrittori) nel passato ¢
un precedente che legittimi retrospettivamente qualcosa che scriverebbero
comunque — o quantomeno un sistema di referenti letterari che permetta di dare al
nuovo contenuto una forma familiare”.
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Ozet: Rize, Tirkiye’nin Dogu Karadeniz Bolgesi’nde Kafkaslar ile Anadolu
arasinda bir ge¢is noktasinda bulunan 6nemli bir ilimizdir. Rize ili Karadeniz {izerinden yani
kuzeyden gelen Kipgak Tiirklerinin ilk yerlesim yerlerinden birisi olmasi nedeniyle eski bir
Tiirk yerlesim yeridir. Ayrica il Kafkaslarla komsu oldugu i¢in siirekli basta Giirciiler olmak
iizere Kafkasya bolgesinden de milletlerin gelip gittigi, yasadigi bir cografyadir. ilin ana
kiiltlir hatlarin1 Tiirk kiiltiiri ¢izmis, bolgede yasayan diger uluslar da Tiirk kiiltiir semsiyesi
altinda varliklarini siirdiirmiislerdir.

Diger milletlerde oldugu gibi Tiirk milletinde de hayatin gecis dénemleri insan
hayatinin 6nemli doniim noktalar1 olarak kabul edilmis ve bu doniim noktalarinda yeni bir
evreye gececek olan insan1 hem gegecegi yeni evreye hazirlamak hem de bu gecis esnasinda
olabilecek kotii seylerden korumak icin ¢esitli inanig ve ritiieller ortaya ¢ikmustir.

Bu caligmada hayatin en 6nemli gecis donemlerinden birisi olan oliim ile ilgili
yoreden derlenmis olan halk inanislar1 halk bilimsel agidan incelenecektir.

Anahtar Kelimeler: Rize, Halk Inanislari, 6liim.

1. Giris

Insanlar en eski ¢aglardan giiniimiize kadar hayatin gegis evreleri ile ilgili
cesitli torenler yapmis, kisiyi gegecegi yeni evrede basindan gececek kotii
olaylardan, ruhlardan korumak, yeni hayatina alistirmak i¢in bir takim ritiieller ve
bunlara bagli inanislar gelistirmislerdir. Bunun en biiyiik sebebi insanlarin kaostan
degil kozmostan hoglanmalaridir. Kaos demek belirsizlik demektir; belirsizlik de
insanlar1 korkutur. Hayatin ge¢is donemleri de alisilmisin disina ¢ikildigi, var olan
diizen bozulup yeni bir evreye girildigi i¢in insanlarda kaos ve ondan sakinma
diisiincesini ortaya ¢ikarmistir.

Hayatin  biitin gegis donemleri beraberinde yeni belirsizlikler,
bilinmezlikler getirir ama aralarinda en cok bilinmezin ve belirsizligin oldugu
donem olimdir. Ciinkii kisi oldiikten sonra basina gelecekleri ne kendisi ne de
yanindakiler gérememektedir. Bundan dolayr 6liim ve sonrasinda neler olacagi
insanoglunun kafasin kurcalayan en eski sorulardan birisidir. Insanoglu, bu sorulara
kendinden emin, net cevaplar veremedigi i¢in bircok ritiiel ve inanig ortaya
cikarmigtir. Biitiin toplumlarin mitolojilerine, halk inaniglarmma ve ritiiellerine
bakildigi zaman 6liim ile ilgili inanis ve ritiiellerin 6nemli bir yer tuttugu agikca
goriilebilir.
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Oliim gevresinde kiimelenen ve 6liiyle toplum iiyelerini kusatan inanmalari,
adetleri, islemleri, torenleri ve kalip davraniglart baslica ii¢ grupta toplayabiliriz.
Birinci grup oOlenin 6te diinyaya gidisini kolaylastirmak; onun gerek geride
biraktiklarinin goziinde gerekse Ote diinyada saygin ve mutlu bir kisi olmasini
saglama amacimna yonelik olanlar. Ikinci grup &lenin geri doniisiinii &nlemek,
yakinlarina ve geride biraktiklarina zarar vermesini engellemek amaciyla yerine
getirilenlerdir. Uciincii grup ise olenin yakinlarmin bozulan ruh durumlarini
sagaltmak; sarsilan toplumsal iligkilerini diizeltmek ve yeniden topluma
katilmalarim saglamak igin yapilan uygulamalardir (Ornek, 2000, s. 207).

Diger pek ¢ok milletin oldugu gibi eski Tiirklerin inan¢ diinyalarinda da
6liim 6nemli bir yer tutmus ve pek ¢ok pratik ortaya ¢ikmistir. Tiirklerin gegmisteki
0l gobmme adetlerine ilk olarak Cin yilliklarinda rastlamak miimkiindiir. Cin
kaynaklarinda Hunlarin defin tdrenine dair verilen haber, Isa’dan énce III. yiizyila
aittir. Bu habere gore Hunlar, oliilerini tabut iginde koyarlardi. Bu tabutlar iki katl
olup i¢ ve dis tabutlardi. Bu tabutlar1 altin ve giimiis islemeli kiirklerle orterlerdi.
Agaclar dikilmis mezarliklar1 ve matem elbiseleri yoktu. Olii ile dldiiriilenler yiiz
hatta yiizden fazla olurdu (Inan, 2006, s. 177-178).

Eski Tirklerde olim “Hayat giicii olan kut’'un yitirilisi veya
yenilenmemesidir” (Roux, 2002, s. 259-260). Eski Tiirkler, hastalig1 iliig yani
sansin kaybedilmesine baglamislar ve bundan korunmak i¢in dnlemler almislardir.
Bu o6nlemlerin baginda hasta kisilerden uzak durmak gelmektedir. Hasta soylu ise
olimi veya iyilesmeyi bekleyecektir; yok fakir birisiyse dogada kendi haline terk
edilecektir. Ayrica, hastalanan kisinin oldugu bodlge, komsularin ve oradan
gecenlerin uyarilmasi igin ¢evresi yere bir mizrak ¢akip mizragin ucuna siyah bir
kege asilmasi suretiyle isaretlenmektedir (Roux, 2002, s. 260).

Aynt durum bat1 Tiirkleri i¢in de gegerlidir. Onlarda da hasta kisiler i¢in
esirler gérevlendirilmekte ve hicbir 6zgiir insan onlara yaklagsamamaktadir. Hasta,
eger esir tutamayacak kadar fakir birisiyse kaderiyle bas basa birakilmakta ve
Olmesi veya iyilesmesi beklenmektedir (Roux, 2002, s. 260-261).

Tiim bu tespitlerden anlasilacagi gibi eskiden Tiirkler, hastali§i 6liimiin
habercisi olarak kabul etmis ve ona yakalanan kisiyi kaderiyle bas baga birakma
yolunu se¢miglerdir.

Eski Tiirklerde, yapilan incelemelere gore olen kisinin cesedinin ne
yapilacagi konusunda {i¢ yontem izlendigi goriilmektedir. “Bu yontemlerden biri
cesedin topraga gomiilmesidir. Digeri cesedin yakilmasi ve sonuncusuysa cesedin
sergilenmesidir” (Roux, 1999, s. 218).

Eski Tiirklerde en yaygin sekilde goriilen ceset sergileme yontemlerinden
birisi, cesedin bir aga¢ iizerine birakilmasidir. Bu konuyu inceleyen Roux sunlar
sOylemektedir: “Bir iskele ya da bir agacin iizerine yerlestirilen cesedin tanrisal
goge ylkseldigini kabul etmemek benim i¢in zordur. Hilkiimdarin tahta cikisi
sirasinda, keceden yapilmis bir halida, goge sunulmak iizere kollarda tasindigi
bilinmektedir. Ayrica, cesedi bir agacin {izerine yerlestirmek, onu bir hayat
kaynagtyla bulusturmak anlamina gelmektedir” (1999, s. 224).

Cin belgelerinden Tiirklerin cenaze tdrenleriyle ilgili geleneklerinde
zamanla degisiklikler meydana geldigini O6grenmekteyiz. Souei yilliginda Cin
imparatorunun su sozii yer almaktadir: Bir zamanlar (Tu-kiulerde) Sliileri yakma
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gelenegi vardi; artik Oliiller gomiilmekte ve mezar yapilmakta. Tirklerin
cenazelerini yakmalarinin sebebini Magqdisi su sekilde agiklamaktadir: “Onlar,
atesin cesedi kirlilikten arindirdigini sanmaktadirlar”. Marvazi, Maqdisi’ye paralel
olarak: “Atesin arittigi ve temizledigi bahanesiyle oOliilerini yakiyorlar” diyor ve
sunlar1 da ekliyor: “Bu, onlarin eski bir gelenegiydi. Miislimanlara komsu
olmalarindan sonra Oliilerini gémmeye bagladilar.” Oguzlarin defin tdreni
Goktiirklerin defin tdreninden farksizdir. Onlardan biri hastalanirsa kdleler ve
cariyeleri bakar, ev adamlarindan hi¢ kimse hastaya yaklagsmaz. Haneden uzak bir
cadir dikip hastay1 oraya koyarlar; iyilesinceye veya oOliinceye kadar orada kalir.
Yoksul ve kdle hastalanirsa onu kirlara birakip giderler. Onlardan (varlikli birisi)
biri dliirse ev gibi bilyiik bir cukur hazirlarlar. Oliiye ceket giydirirler, kusagin
kusandirir, yaymi yanina korlar; eline nebiz dolu tahta kadeh tutturup Oniine de
nebiz dolu bir tahta kap koyarlar. Biitiin mal ve esyasin1 bu eve/gukura doldurup
Oliiyli buraya oturturlar. Sonra ¢ukurun iizerine topraktan kubbe gibi ddseme
yaparlar. Servetine gore atlarindan yiiz iki yiiz at kesip etlerini yerler. Bagsini,
derisini, ayaklarin1 ve kuyrugunu siriklara asip “Bu onun atidir, bununla cennete
gider” derler. Bu 0lii, hayatinda adam 6ldiirmiis ve cesur kisi ise 6ldiirdiigii adam
sayisi kadar agagtan suret yontarlar ve mezarin iizerine koyarlar. Derler ki: “Bunlar
usaklaridir, cennette ona hizmet edecekler”. Eski Tiirklerde “Nehir kiyilari, yiiksek
daglar ya da en azindan tepe doruklari, ormanlar gibi 6zellikle sihirli yerler ¢ogu
zaman gOmiit yeri olarak secilmistir (Roux, 1999, s. 178-249; Kabak, 2015, s. 673).

Gorildiigii gibi Tirk kiiltiiriinde 6liim ve oliim etrafinda gelisen kiiltiirel
doku giinlimiize kadar degiserek gelmistir. Sekli degisimler olsa da 6liim ve 6liimii
kavrayis bigimi aslinda degismemistir. Giiniimiizde de 6liim olay1 insanlar i¢in hem
Oliip yeni diinyaya hazirlanan hem de geri kalanlar agisindan ¢ok biiyiik bilinmezleri
ve tehlikeleri olan bir ge¢is donemidir. Bundan dolay1 giiniimiizde de 6liimle ilgili
pek cok inanis ve uygulama toplumumuzda varligini devam ettirmektedir.

Rize yoresinde karsilasilan inanig ve uygulamalar sunlardir:

2. Oliim Oncesi ile Tlgili Halk inamislar:

Insanlar bazi belirtilerin &liimii haber verdigini diisiindiikleri icin bu
belirtilere dikkat ederek gesitli inaniglar gelistirmiglerdir. Rize ydresinde yapilan
calismalarda tespit edilen 6liim oncesi ile ilgili inanis ve uygulamalar sunlardir:

Olii olacagmni, ev hayvanlari hisseder, yerli yersiz fazla bagirirlar, boylece
huzursuzluklarini belli ederler (Kazmaz, 1994, s. 164).

Oliim olacak evin hayvanlar1 bunu hissedermis (Kabak, 2015, s. 718).

Evin etrafinda kopegin ulumasi, evden birinin dlecegine delalettir ((Kabak,
2015, s. 718).

Pardi (cakal) kimin arazisinde bagirirsa orada olii ¢ikar (Kazmaz, 1994, s.
164).

Pardi (¢akal) kimin arazisinde bagirirsa orada Oli ¢ikar. Cakal bu sesi
¢ikardigr zaman acisi var demektir. Cakal, pardi diye bagiriyor dendigi zaman
cikardigi ses hayra yorulmaz, bu sesin ugursuzluk getirdigine, kara haber, 6liim gibi
bir ac1 haber verdigine inanilir (Oztiirk, 2005, s. 933).
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Hickirik tuttugu zaman oliim olacagina inanilir. Hizli ve yogun higkirik
tuttuysa yakin bir kisinin Olecegine, yavas ve hafif bir hickirk tuttuysa uzak
birisinin 6lecegine yorumlanir (Kabak, 2015, s. 718).

Erkek cakal birinin bahgesine girer de bagirirsa o bahge sahibinin evinde
birisi 6liir. Kopegin ulumasi, baykusun 6tmesi, hayvanlarin huysuzlagmasi, esek
arisinin bir insanin bagiin etrafinda donmesi o kisinin 6lecegine yorulur (Kabak,
2015, s. 718).

Sol gdziin segirmesinin dliim getirecegine inanilir. Kapinin pervazinin veya
sobanin {istiine oturmanin 6liim getirecegine inanilir (Kabak, 2015, s. 718).

Hir¢in, huysuz bir insanin aniden uysal, sevimli olmasi, bu tiir tavirlar
sergilemesi o kisinin dlecegine isaret eder (Kabak, 2015, s. 718).

Kardesi olan kisi yirtik tiilbent dikerse kardesinin 6lecegine inanilir (Kabak,
2015, s. 718).

Kulag1 6ten (¢inlayan) kisi bunu 6liime yorarmis (Kabak, 2015, s. 718).

Iki kus carpisip ayriliyorsa kar1 kocadan birisinin dlecegine inanilir (Kabak,
2015, s. 718).

Cocuk bacak arasindan bakarsa oliim olacagina inanilir (Kabak, 2015, s.
718).

Eskiden “Biiylik dua” diye tabir edilen bir hatim yapilirdi ki bu hatim
genellikle agrisi, 1stirab1 olan ve ¢ok uzun siire hasta yatan hastalara yonelikti. Bu
duay1 hastanin kendisi ve yakinlari isterdi. Inanisa gore bu duanin sonunda hasta ya
iyilesir veya Oliirmiis. Her iki halde de hasta istiraptan kurtulurmus (Rize Kiiltiir
Derlemeleri, 2011, s. 40).

3. Oliim Am ve Sonrast ile Tlgili inamslar

Oliim olaymin gerceklestigi andan itibaren bir takim uygulamalar
Anadolu’nun her yerinde goriilmektedir. Bu islemlerin basinda 6liim olayimnin es,
dost ve akrabalara duyurulmasi gelir. Bir 6liim olay1 6lii sahipleri veya komsular
tarafindan, camide sala verdirmek suretiyle bazen de gazetelere ilan vermek
suretiyle duyurulur. Ozellikle kiigiik yerlerde 6len kisinin kimligi anlasildiktan
sonra herkes birbirine haber verir (Ornek, 1971, s. 41-42).

Oliimden hemen sonra yapilan islemlerin bir kismu dogrudan dogruya
cesetle iliskili iken bir boliimii de ceset etrafinda toplanmaktadir. Oliiniin ote
diinyaya gonderilisine 6n hazirlik niteligindeki bu islemlerin kimilerinin temelinde
Olene “canl’” goziiyle bakmanin ve ondan korkmanin tipik belirtileri yatarken
kimilerinde de hijyenik diislinceler ve dinsel gelenekler rol oynamaktadir. Bu 6n
hazirlik islemlerinden Tiirkiye genelinde goriilenleri su sekilde siralayabiliriz
(Ornek, 1971, s. 44):

1). Olenin gdzleri kapatilir.

2). Oliiniin ¢enesi baglanur.

3). Bas1 kible yoniine ¢evrilir, ayaklar1 yan yana getirilir, elleri yan yana ya

da gobek {istiine konur.

4). Oliiniin iizerindekiler soyulur.

5). Yatag degistirilir, ceset “rahat dosegi ne alinir.

6). Oliiniin karnina bigak, demir, makas, bakir, kayis vb. metal esyalar

konur.
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7). Oliiniin bulundugu odani pencereleri agilir.

8). Oliiniin bulundugu oda aydinlatilir.

9). Oliiniin basucunda Kur’an okunur (Ornek, 1971, s. 44-47).

Bu 6n hazirliklar tamamlandiktan sonra gomme igin gerekli olan hazirliga
gegilir. Bu hazirlik yikama, kefenleme ve cenaze namazi olmak iizere li¢ agamadan
olusmaktadir. Yikama islemini mevta erkekse erkekler, kadinsa kadinlar yapar.
Yikayicilar hocalar, din biiyilikleri, meslekten yikayicilar olabilecegi gibi o6len
kisinin yakinlart da olabilir. Yikama islemi tamamlandiktan sonra Oliiniin
kefenlenmesine gegilir. Kefenleme islemi Islami usullere gore yapilir. Yine cenaze
namazi da Islami usullere uygun sekilde kilindiktan sonra bazi yérelerde devir, 1skat
islemi yapilir. Bundan sonra cenaze defnedilir (Ornek, 1971, s. 48-60).

Rize yoresinden derledigimiz inanis ve uygulamalar ise sunlardir:

Oliiniin ruhunu teslim ettigi odada kirk gece lamba yakilir. Ciinkii 6liiniin
ruhunun odaya geldigine, sabaha kadar dolandigina, ortalik agarmaya baslayinca
kabre dondiigiine inanilir. Bu dolasmanin kirk giin devam ettigine kirkinci giiniin
sabahinda oliinilin aglayarak odadan gittigine ve bir daha donmedigine inanilir. Bu
konuda Siileyman Kazmaz su hatirasini aktarmaktadir:

Annemin bir akrabasi vardi: Giilfe Abla. Giilfe Abla Cayeli’ndeki evimizde
Olmisti. Annem Hiisniye Kazmaz, Giilfe Abla’nin 61diigli odada kirk giin 151k
yakt1. Bir aksam annemle birlikte odaya girdik. Odada los bir aydinlik ve derin bir
sessizlik vardi. Annem “ruhu dolastyor” diyerek bizi disartya ¢ikardi. Oliimiin elli
ikinci gecesi etin kemikten ayrildigina ve Oliiniin o zaman ¢ok aci ¢ekip feryat
ettigine, bu feryadi da hayvanlarin duyduguna inanilir (Kazmaz, 1994, s. 163).

Olii, carsidan gelen ham sabunla yikanmir. Onun icin ham sabunla
yikanmamali, yikanmadan 6nce sabunu bir beze siirmeli (Kazmaz, 1994, s. 164).

Yemeklerden sonra o evin Oliilerinin adim anarak yakarista bulunmak dini
inang geregi sayilir. Bununla ilgili Sileyman Kazmaz’in sdyle bir anis1 vardir
(1994, s. 164-165):

Bir giin akrabamiz rahmetli Raife Abla’nin evinde koliva yiyorduk.
Sonunda Raife Abla kocasim kastederek “Hafizin canina gitsin” dedi. Bunun
lizerine annem Hiisniye Kazmaz, yakarisin sdyle olmasi gerektigini sdyledi “Canina
dersen elli senede gider bulur. Onun ruhuna diyeceksin.”

Koydeki cenaze kalkmadan ¢amasir yikanmaz, 6rme ve dikis islerine el atilmaz
(Yazici, 1984, s. 65).

Cenaze gegerken ayaga kalkmak gerekir. Ayaga kalkmayan kisiyi agirlik basar
(Kabak, 2015, s. 720).

Cenaze gecerken cenazeden asagida kalmanin ¢ocuk ve kadinlar {izerinde etkisi
vardir, halsizlik olur (Kabak, 2015, s. 720).

Oliiniin kirki ¢ikana kadar mezarindan cikma tehlikesi vardir. Bunu
engellemek i¢in sunlar yapilir:

“Ruhun fiziki olarak mezardan ¢ikmasi, kabirden ¢ikmasi anlamina geliyor.
Yats1 ezanindan sonra ¢ikip sabah ezanina kadar dolaniyormus. Kendi evine gidiyo
veya sevdiklerinin evine gidiyo, iste onlar rahatsiz ediyo, sesler ¢ikartiyo, iste bu da
tek bi sekilde bida ¢ikmamasini saglamak icin sabah ezanina kadar onu kuvvetli bi
sekilde tutman, yani elinle veya herhangi bi sekilde tutup baglaman gerekiyo, sabah
ezaninda. Sabah ezanina kadar tuttugun zaman onu iste, kirk giin igerisinde, kirk
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giin icerisinde ¢ikmasi demek bu kirk giinden sonra zaten ¢ikmiyo. Sabah ezaninda
ezan okundugu zaman iste cesedin, o ruh denilen varligin cesed olarak kalmasi, 6lii
olarak kalmasi tekrar alip goriiyosun. Gomdiigiin takdirde tekrar ¢ikma ihtimaline
kars1 iste agzi, ne agzi tam olarak bilmiyorum, agzindan bir kazik yapiyosun iste
mezarin bag tarafina vurdugun zaman daha ¢ikmiyo kirk giinden sonra zaten”
(Kabak, 2015, s. 720).

“Kirk giin olen insanlarin iste odalar1 sey yapilmaz yani lambalar
sondiiriilmezmis. Burda bi inan¢ var, lambalari sondiirmez ruh gelecek diye,
lambalar1 sondiirmiiyor, televizyon izlenmez Oyle bise ederler” (Kabak, 2015, s.
720).

“Oliiniin ruhunu teslim ettigi odada 40 gece lamba yakilir” (Kabak, 2015, s.
720).

“Cenaze evinde bulunan biitiin su dolu kaplar bosaltilir, yemekler dokiiliir;
¢linkii 6len kisinin ruhunun sindigine inanilir” (Kabak, 2015, s. 721).

“Cenaze evden ¢ikarken arkasindan bakilmasi hos karsilanmaz; ¢linkii bir
can daha gidecegine inanilir” (Kabak, 2015, s. 721).

“Cenaze olan evde hayvan gecerse o evde periler, cinler, hortlaklar,
didamangisalar olur, sabah kadar gezerler inanc1 vardir” (Kabak, 2015, s. 721).

“Cenazenin Ustline giil suyu, zemzem suyu dokiiliir” (Kabak, 2015, s. 720).

“Yorede cani1 almak icin, eger kotii biriysen bir dudagi yerde bir dudagi
gokte kot melekler gelir, eger iyi biriysen iyi melekler gelir inanci vardir” (Kabak,
2015, s. 720).

“Hi¢ giyilmemis esya ile ses vermeye gidilmez. Oyle gidildigi takdirde
keder ve oliim getirildigine inanilir. Eger esya hi¢ giyilmemisse ucunu islatmak
gerekir” (Kabak, 2015, s. 721).

“Ses vermeye gidilip doniildiigii vakit, eve girmeden 6nce 6liim getirmesin
diye; ii¢ defa yliziinli yikacaksin, ii¢ defa suyu basindan arkaya dokeceksin” (Kabak,
2015, s. 721).

“QOliim olan yerde cenazenin arkasindan bakmayacaksin. Gelen misafirleri
kapidan ugurlamayacaksin. Ev halkina arkasindan bakmayacaksin™ (Kabak, 2015, s.
721).

“Ses vermeye gidip de doniildiigii zaman, disaridan getirilen esya, ¢icek vb.
ne olursa olsun eve alinmaz. Eve girilir, ¢ikilir ondan sonra igeri alinir” (Kabak,
2015, s. 721).

4. Sonu¢

Insanoglunun hayatinda biitiin gecis donemleri ¢ok 6nemlidir; ciinkii her
evre yeni bir diinyaya agilan kapidir. Birey her evrede artik yeni bir kisidir. Bu
gectigi evrede yeni sorumluluklari, gorevleri ve haklar1 vardir. Bundan dolay1 da
eski ¢aglardan bu yana dogum, siinnet, evlenme, 6liim gibi gecis donemleri ¢esitli
torenlerle kutlana gelmistir.

Biitiin gecis evreleri 6nemli olmakla birlikte iglerinde en karmasik ve
cetrefilli olam 6limdiir. Ciinkii diger gecis donemlerinde insan bu diinyadadir ve
sonrasim az ¢ok gorebilir; ancak Sliimden sonrasi tamamen bir bilinmezdir. Oliim
yapisi geregi insanoglunun kafasini kurcalayan en eski sorunlardan birisidir.
Insanoglu, 6liim nedir, dldiikten sonra nereye gidecegiz, dliimden sonra nasil bir
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yere gidecegiz, oliimden sonra bu diinyadakine benzer bir hayat var mudir? gibi
sorular siirekli olarak insanoglunun kafasini kurcalamistir.

flkel dinler, pagan dinler veya ilahi dinler, ad1 ne olursa olsun biitiin dinler
kendine gore bu sorulara cevaplar vermistir; ancak bu cevaplarin higbirisi
insanoglunu tamamen tatmin etmemistir. Bundan dolay1 insanlar kendilerince bazi
pratikler ve inanglar gelistirmistir.

Bu ritiiel ve inanislari,

I. Oliimii haber veren inanislar

II. Oliimden sakinmak icin gelistirilmis inamslar

I11. Oliimden sonraki hayata uyum icin gelistirilmis inanislar

IV. Olen kisiden geriye kalan akraba ve yakinlarini korumay1 amaglayan
inaniglar, gibi ¢esitli gruplara ayirabilir.

Rize yoresinde de bu bagliklar altinda inceleyebilecegimiz inanislardan
tespit edilmistir. Rizeliler bazi hayvanlarin hareket ve sesleri ile 6liim arasinda bir
baglanti kurmuslardir. Ornegin pardi (gakal), kdpek gibi hayvanlarm ulumasi,
yakinlarda 6len birisi olacag1 seklinde yorumlanmustir. Iki kusun havada garpisip
ayrilmasi, kar1 kocadan birisinin 6lecegi seklinde yorumlanmistir. Burada benzer
benzeri yaratir ilkesinden hareketle taklit biiyiisiiniin izleri goriilmektedir. iki kus,
kar1 ve kocaya benzetilerek onlarm ayrilmasi, eslerin de ayrilmasi olarak
yorumlanmustir.

Bazi insan hareketleri de &liimle irtibatlandirilmistir. Ornegin gocugun
bacak arasindan bakmasi 6len olacagi seklinde yorumlanmustir.

Tim bu inanislar, aslinda kagimilmaz olan sonun yani 6liimiin habercisi
olarak kabul edilmistir. Insan, o6liimden haberi olsa da olmasa da ondan
kurtulamayacagini bilmektedir; ancak c¢aresizlikle de olsa bu tir inanislar
gelistirerek Oliimden haberdar olmaya ve belki de ondan sakinmanin yollarni
aramaya c¢aligmaktadir.

Kisi oldikten sonra iki sorun ortaya c¢ikmaktadir. Birincisi, dlen kiginin
ruhunun ne olacagi, nereye gidecegi, digeri de geriye kalanlarin nasil korunacagi.
Ciinkii Tirk inanislar1 icerisinde oOlen kisinin geri doniip kalanlar1 rahatsiz
edebilecegi inanci vardir. Bu inanci en iyi yansitan inanislardan birisi Karadeniz’de
yaygin bir sekilde var olan “hortlak” “cazu cadi” ve “obur” inamiglaridir. Bu
saydigimiz kotii varliklarin hepsi oldiikten sonra dirilen ve diinyada kalanlara zarar
veren, diger diinyaya ait varliklardir.

Yore halki bu tiir koti ruhlardan kurtulmak ig¢in pek ¢ok inanig
geligtirmistir. Bu inaniglar hem kisinin ruhunun diger diinyada hapis kalip
gelememesini amaglamakta hem de 6len kisi iyi birisi ise Obiir tarafta rahat etmesini
saglamay1 amaglamaktadir.

Sonu¢ olarak sOylemek gerekirse eldeki yazili, sozlii ve etnografik
verilerden hareketle Tiirklerde, Gok Tanr1 dininden beri diger diinya inanis1 oldugu
sOylenebilir. Diger diinya inanisinin varlig1 beraberinde ruh inancini da getirmistir
veya ruh inanci beraberinde diger diinya inancini getirmistir. Her haliikarda
Tiirklerin, dldiikten sonra yasamin sona ermedigine, bagka bir diinyada yasamin
devam ettigine inandiklar1 sdylenebilir. Bu inang en eski ¢aglardan giiniimiize gelen
pek cok ritiiel ve inanigin olugmasina neden olmustur. Bu inanislar zaman igerisinde
Gok Tanr1 dini, Samanizm, Islamiyet gibi pek ¢ok dini inancin etkisinde kalsa da
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0zl itibariyle birdir ve hangi cografyada olursa olsun Tiirklerin ahiret ve ruh
inancini yansitir.
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Social Beliefs Developed Around Death in Rize Province

Abstract: Rize is an important province in the Eastern Black Sea Region of
Turkey, located at a crossing point between the Caucasus and Anatolia. Rize province is an
old Turkish settlement place as it is one of the first settlements of Kipchak Turks coming
from the Black Sea, that is the north. In addition, because the province is adjacent to the
Caucasus, it is a geography where the nations come and go from the Caucasus region,
especially Georgians. The main cultural lines of the province was drawn by Turkish culture,
and the other nations living in the region continued their existence under the umbrella of the
Turkish culture.

As in other nations, the transition periods of life in the Turkish nation have been
accepted as important milestones of human life and various beliefs and rituals have emerged
in order to prepare the individuals for the new stage, as well as to protect them from the evil
things that may have happened during this transition.

In this study, social beliefs compiled from region related to death, which is one of
the most important transitional periods of life, will be examined from a folkloreic
perspective.

Keywords: Rize, Social Beliefs, death.
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Résumé : Le présent article étudie la relation entre I’autobiographique et le fictif
dans Les Mémoires d’un fou de Gustave Flaubert, élucidant la nature de la folie en tant que
fil conducteur de cette ceuvre et aussi en tant que lien assurant la coexistence de
I’autobiographie et de la fiction dans un état de dichotomie, applicable a la trajectoire enticre
de Flaubert. Analysant ’attitude de I’écrivain envers le vrai et le beau, qui s’ensuit des
Mémoires aussi bien que de ses écrits postérieurs, 1’auteur propose comme solution de ce
dualisme la quéte de la véridicité du beau, expliquant le mode d’élaboration de la maticre
autobiographique dans les Mémoires. L’auteur souligne que, paradoxalement, tout en
glorifiant la raison et méme en recourant au doute cartésien, Flaubert s’y proclame fou afin
de pouvoir laisser éclater ses passions et émotions, pour embellir et exalter a son gré et pour
rendre fictif ce qui est censé étre modéré, raisonné et, finalement, véridique ou
autobiographique. Ainsi, ’auteur conclut que la folie dans Les Mémoires d’un fou est une
dénomination complétement arbitraire, introduite pour concilier le sentiment et la raison
aussi bien que toutes les dichotomies flaubertiennes que ce conflit engendre, entre elles, la
dichotomie exposée autobiographie-fiction.

Mots-clés :  Gustave Flaubert, Mémoires d’un fou, ceuvres de jeunesse,
autobiographie, romantisme, cartésianisme.

1. Introduction : les dichotomies

La premicre ceuvre publiée de Gustave Flaubert s’intitule Bibliomanie. Le
protagoniste de ce conte, que I'auteur a rédigé a 1’age de quinze ans, s’appelle
Giacomo. Il est propriétaire d’une librairie a Barcelone mais son affinité pour les
livres est singuliére : ce n’est pas uniquement ’amour d’un bibliophile, ni
I’obsession d’un bibliomaniaque ; il nourrit une sensualité, une caresse et une
volupté obsédantes, abritées par un fait quasi technique mais qui renverse
absolument la situation : cet homme, qui vendrait volontiers son ame au diable en
échange d’un livre ou manuscrit précieux, sait a peine lire. Et si le premier texte
publié de Flaubert est né au sein du monde du livre, son dernier, bien qu’inachevé,
I’est aussi. Bouvard et Pécuchet, les protagonistes du roman éponyme, sont deux
copistes parisiens qui se lient d’amitié et, suite a un héritage providentiel, décident
de quitter leur travail pour se retirer en province et consacrer leurs vies au savoir. Ils
veulent tout apprendre et maitriser toutes les disciplines scientifiques — en lisant.

179



Ignac Fock

De nombreux biographes et critiques reprennent le témoignage de la niéce
de Flaubert, Caroline Commanville, qui décrit dans ses Souvenirs sur Gustave
Flaubert les difficultés que celui-ci avait eu a apprendre a lire (¢f Commanvile,
1895). Dans son célebre ouvrage L Idiot de la famille, Jean-Paul Sartre a fondé son
hypothése, si nettement résumée par Young-Rae Ji, primordialement sur ce
« probléme » :

Gustave était l'idiot de la famille, c’est-a-dire que Gustave est devenu

Flaubert, le plus grand romancier frangais de la seconde moitié¢ du XIX®™

siécle, parce qu’il était considéré dans son enfance comme « un idiot » au

sein de sa famille. Et il y a un événement décisif, selon Sartre, dans la
constitution du caractére de Gustave Flaubert : il ne savait pas lire a sept
ans. Avant cet événement il y avait « I’age d’or » ; apres celui-ci, ce fut « la

Chute ». (Ji, 2007 : p. 52)

Sartre a simplifi¢ et banalisé le soi-disant mirissement de la personne qui
deviendrait écrivain, c’est pourquoi il a été largement critiqué. Or, pareillement a
Charles Augustin Sainte-Beuve qui avait lancé, a son insu, une réception dualiste de
Flaubert en louant Madame Bovary pour son réalisme chirurgical et en attaquant
Salammbé a cause des imprécisions historiques et du retour a un sujet et a
I’esthétisme plutét romantiques, Sartre a mis en relief, possiblement a son insu
aussi, la supréme importance de paradoxes, d’ambiguités et de dualités dans la
trajectoire de Gustave Flaubert.

Certes, I’opus entier de Gustave Flaubert peut s’expliquer par ce que nous
nous permettrons d’appeler dichotomies. Cette idée, cette maniére d’étre, d’exister
et, enfin, d’écrire représente une esthétique de dualité, elle s’étend et se déplie
presqu’en toutes les directions. Tout en méprisant Emma Bovary, Flaubert fouillera
avec perversion ses valises et ses armoires. Tout en ayant étudié et exploré I’histoire
du Carthage, au moment de rédiger Salammbé il falsifiera des faits historiques
disant que ce sont les couleurs qui importent. Peu a peu, toute dichotomie se
convertira en une sorte de rupture, le paradoxe se fera tragique et méme
tragicomique ; di a la mort prématurée, Flaubert échouera a publier le Dictionnaire
des idées regues, compendium de banalités et de clichés qu’il aura recueillis — si
chers a la bourgeoisie qu’il a toujours haie et dont il a toujours fait partie. Il s’agit
du dilemme entre beauté et vérité, entre romantisme et réalisme (littéraires, cf.
Sainte-Beuve, ou au sens plus large), entre sens et sensibilité, entre passion et
raisonnement, ou bien — d’une mani€re absolue — entre les émotions et la raison.
Pour nous, une autre facette de ce dilemme est importante : celle du fictif par
rapport a 1’autobiographique, respectivement.

Gustave Flaubert compose les Mémoires d’un fou, annongant son intention
de rédiger « I’histoire de [sa] vie » (Flaubert, 1964 : p. 230)."' 1l les empreint de ce
qui est, bien qu’embelli ou mélodramatisé pour ainsi dire, son histoire a lui, mais il
les attribue a un fou et, le point final mis, il ne s’apergoit point d’avoir achevé son
premier chef-d’ceuvre ou une dichotomie se désigne aussitot : dans la dédicace a son
ami Alfred Le Poittevin, le mot et le sentiment se présentent en tant que deux
antagonistes dominant sur le texte qui va suivre :

! Désormais, les numéros de page entre parenthéses renvoient a cette édition.
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Seulement tu croiras peut-étre, en bien des endroits, que [’expression est

forcée et le tableau assombri a plaisir ; rappelle-toi que c’est un fou qui a

écrit ces pages, et, si le mot parait souvent surpasser le sentiment qu’il

exprime, c’est que, ailleurs, il a fléchi sous le poids du ceeur. (Flaubert,

1964 : p. 230)

Néanmoins, on se rend compte — éventuellement et, comme nous
essayerons de démontrer, a juste titre — que ces deux antagonistes sont parfois
masqués, modifiés voire manipulés en vue d’étre accommodés a la dualité qui parait
voulue voire méme mise en scene.

Le probleme principal est donc d’arriver au fond de ce qui nous amene,
dans le cas des Mémoires d’un fou, a cette dichotomie inévitable autobiographie-
fiction. Certes, notre hypothese sera que, dans cette grande petite ceuvre attribuée
par I’auteur lui-méme a un fou, la clé dichotomique est justement la folie qui régne,
sous prétexte d’un simple titre, sur son récit. A noter ce que Maurice Nadeau a
constaté : « Le monde qu[e Flaubert] refuse, il le presse en méme temps sur sa
poitrine ». (Nadeau, 1969 : p. 54)

2. Fiction, autobiographie et beauté

« Je me suis toujours défendu de rien mettre de moi dans mes ceuvres, et
pourtant j’en ai mis beaucoup. J’ai toujours tdché de ne pas rapetisser I’Art a la
satisfaction d’une personnalité isolée », se plaint Gustave Flaubert a Louise Colet
(Lettre no. 495 du 15 aolit 1846 ; Flaubert, 1974). Il ne devrait point nous
surprendre que la critique ne se soit jamais défaite des contradictions concernant la
part de [P’autobiographique dans les Mémoires, puisque 1’auteur lui-méme,
déterminé a écrire, effectivement, 1’histoire de sa vie, changera d’opinion quelques
années plus tard et oubliera quelle était son intention, et méme niera avoir déja
réalisé ce ‘projet’ : « Un jour, quand, avant de la finir, je résumerai ma vie,
j’essayerai de me raconter a moi-méme ... J’en ai eu 1’idée plusieurs fois et j’ai
toujours reculé ... » (Lettre no. 228 du 5 décembre 1846 ; Flaubert, 1974).

Mais les Mémoires d’un fou sont essentiellement des mémoires, formalisme
décevant pour les uns : « C’est d’un caractére si nettement autobiographique que,
sans une indiscrétion acharnée, nous ne les eussions pas connus » (La Varende,
1951 : p. 58) ou trop proche de I’idée recue d’époque pour les autres : « [C’est] son
unique ouvrage vraiment autobiographique, car si d’autres ceuvres de Flaubert
comportent beaucoup de détails et de sentiments trés personnels, Mémoires d un fou
est la seule ou il raconte délibérément sa propre histoire ». (Starkie, 1970 : p. 71)
Ajoutant qu’il s’agit d’un ‘exemple typique de « roman personnel », trés a la mode
au début du siecle, qui s’efforce de donner une image fidéle de la vie de I’auteur »
(Starkie, 1970 : p. 71), Enid Starkie réussit a classifier le texte conformément a son
histoire, énumérant des faits qui forment, supposément, une petite autobiographie.
Le mot clé en est le romantisme, dont témoigne en premier lieu la mention de la
littérature confessionnelle puisqu’elle fait partie des clichés de 1’époque. En
constatant cela, Enid Starkie tombe d’accord avec Albert Thibaudet : « [Mémoires
d’un fou] sont écrits précisément a I’imitation des Confessions de Rousseau, qu’il a
lues cette année 1838, en préparant son baccalauréat de philosophie. Et ¢’est sans
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doute la seule ceuvre de Flaubert en laquelle nous puissions reconnaitre une pure
autobiographie, non romancée ». (Thibaudet, 1935 : p. 26).

Le romantisme justifie aussi une perception quasi évolutive des Mémoires :

Mais les Mémoires d’un fou et surtout Novembre, en dépit de leur lyrisme et

de leur caractere autobiographique, ont déja une forme romancée, qui,

pour n’étre souvent qu'un déguisement et point encore un moyen
d’expression, nous interdisait de les confondre avec les contes, récits et
autres mysteres, en quoi consiste [’essentiel des ceuvres de jeunesse de

Flaubert. [. . .] [1ls] offrent au lecteur le passionnant spectacle d’un artiste

qui prend peu a peu conscience de ses moyens et d’une ceuvre d’art qui

trouve progressivement la forme nécessaire a sa propre perfection.

(Masson in Flaubert, 1964 : p. 229).

Cela s’appuie, premiérement, sur les indices formels et, deuxiémement, sur
le procédé chercheur de I’écrivain qui, a I’époque, parait plutdt fureteur, parfois
irraisonné, impulsif et digressif. Néanmoins, s’il y a quelque chose dont Flaubert a
certainement pris conscience au fur et a mesure de ses Mémoires, c’est que ses
«moyens » ne servent a rien s’ils ne servent a la beauté littéraire ou, plus
précisément, que seule la beauté littéraire (dans ce cas « la perfection » dont parle
Bernard Masson, supra) est digne de ses moyens a lui. Voila les premiéres
allusions, les premiers indices du genre autobiographique écartés, repoussés, pour
que 1’autobiographie puisse étre embellie — pour ne pas dire littérarisée. Notre point
de départ n’est alors pas la présence de I’autobiographique qui va de soi, mais les
degrés de cette présence.?

Certains y voient les deux pdles extrémes : la fécondité de
’autobiographique et la précision du fictif. Claudine Gothot-Mersch observe, d’un
cOté : « Un dernier pas, et on pénétre pleinement dans le genre autobiographique.
Ce n’est évidemment pas un hasard si cela se produit a 1’époque ou 1’adolescent
découvre I’amour, ou il découvre un tel besoin de se raconter a lui-méme qu’il
tiendra pendant un an un cahier intime », et de I’autre : « Mais il oublie moins que
jamais qu’il est un écrivain, et c’est avec originalité et virtuosité qu’il explore, dans
Les Mémoires d’un fou (1838) et Novembre (1842), les possibilités du genre ». Elle
systématise la trajectoire de I’autobiographique chez Flaubert en classant les
Mémoires «entre ’autobiographie et le roman autobiographique » tandis que
Novembre signifie pour elle un pas en avant : « du roman autobiographique au
roman ». (Gothot-Mersch, 2001: pp. 9, 10, 18).

L’idée sous-entendue serait alors que le passage du vrai au fictif soit
simultané a la disparition de I’essence autobiographique du texte, d’autant plus que
celui-la ne mérite ’appellation de ‘roman’ avant que le non-fictif ne disparaisse
définitivement. Certes, si tel était le cas, 1’éventail de jugements pourrait s’abréger
par une formulation fort banale : que les Mémoires sont une autobiographie

2 La conclusion de Timothy Unwin sur ce fait est indéniablement la plus exacte : « Bien que Mémoires
d’un fou aient été considérés, pendant longtemps, comme le texte autobiographique clé [...], ce sont
probablement le traitement et la manipulation du ‘pacte autobiographique’ qui attirent le plus grand
intérét du lecteur moderne. » (Unwin, 2001: p. ix) (« Although Mémoires d’un fou has long been
recognised as key autobiographical text [...] it is perhaps the treatment and the handling of the
‘autobiographical contract’ which most interests the modern-day reader. »).
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embellie, a la rigueur romancée, d’un apprenti écrivain qui a trés bien fait d’écrire a
I’age de dix-sept ans, mais qui n’avait pas d’autre choix puisqu’il était prédestiné a
cet office.

Ainsi conviendrait-il mieux de citer Antoine Naaman : « Il ne faut donc
rechercher la vie de Flaubert que dans ses lettres et dans ses notes intimes. Ses
premiers ouvrages narratifs n’ont jamais été de ‘pures’ autobiographies : les
souvenirs vécus y sont romancés » (Naaman, 1962 : p. 154) pour signaler que ni
I’autobiographie ni la fiction, en tant que matiere, ne s’associent avec la structure
dont ils font partie ou pas, mais qu’elles sont intégrées dans les sources et les idées
soit antérieures soit postérieures au commencement de 1’écriture, c’est-a-dire de
I’acte producteur qui t6t ou tard subira une concrétisation exigeant sa propre
structure au moins provisoire.’

Rédigeant une histoire a posteriori, Flaubert tend a faire des conclusions
des le début pour ne se plonger dans des descriptions que plus tard. Il est en train de
faire ce qui sera un jour sa doctrine : par des descriptions, il embellit. ‘Les ceuvres
d’art qui me plaisent par-dessus toutes les autres sont celles ou /’art excéde. J’aime
dans la peinture, la Peinture ; dans les vers, le Vers », écrira-t-il, en 1860, a Amédée
Pommier (Lettre no. 877 du 8 septembre 1860 ; Flaubert, 1974).

En ce qui concerne le style des Mémoires, au premier regard, il semble
ravagé et la critique y va grosso modo dans le méme sens : « Le style des Mémoires
d’un fou ne cesse de changer, les épisodes sont nombreux et la fagon dont ils
s’enchalnent parait souvent obscure. L’ouvrage, dans son ensemble, manque
d’unité » (Starkie, 1970 : p. 71) ; « Les Mémoires d’un fou |[. . .] ne brillent ni par la
fermeté de la composition — ’ouvrage a été écrit trois fois et comprend des
morceaux de ton, d’inspiration divers — ni par l’originalité du style ». (Nadeau,
1969 : 34).4

Marthe Robert, par contre, sans commenter de possibles remaniements,
rétablit le lien entre le récit et le style : « [Flaubert] choisit 1’incohérence pour étre
sinon sincére, du moins autant que possible véridique ». (Robert, 1984 : p. 29). Sa
position sur ce point-la s’approche de celle de Biasi qui observe, a c6té de la
relation particulicre a la lecture et a 1’écriture, « une relation singuliére a I’idée de
croyance dans le vrai : une relation a la véracité qui saura, le moment venu, se
décliner en termes de projet et d’ambition ». (Biasi, 2009 : p. 49). Ne pourrions-
nous pas entendre par cela les racines de la croyance dans le beau que Flaubert
défendra en rédigeant Salammbé ? Biasi a remarquer : « Se méfier permet
d’échapper au risque d’étre crédule, mais c’est un signe de faiblesse » (Biasi, 2009 :
p. 49).

3 Toutefois, ce qui surprend c’est la position trés claire et non négligeable de Gustave Flaubert sur ce
sujet : « Donner au public des détails sur soi-méme est une tentative de bourgeois a laquelle j’ai
toujours résisté » (Flaubert in Naaman, 1962 : p. 154). Evidemment, une autre dichotomie voire un
autre paradoxe s’y dessine.

4 Certains en viennent au doute sur 1’authenticité de 1’unique version de cette ceuvre, publiée a titre
posthume : les décalages stylistiques et les tons différents feraient preuve de corrections et de
remaniements postérieurs bien que de la main du seul auteur, Flaubert. Cette hypothése est appuyée
surtout par 1’épisode des petites Anglaises, cf. le chapitre XV.
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Le grand souci de Flaubert, ce ne sont pas les faits objectifs mais la
véridicité, atteinte entre autre par le soin stylistique. « Comme tout objet de son
attention, le style est une chose a contempler, a analyser, a sentir », constate
Timothy Unwin qui expose deux points de vue fondamentaux confirmant
I’indispensabilit¢ de la dichotomie : d’un c6té, il observe que 1’écrivain joue a
certains endroits ‘la carte de spontanéité. Ce faisant, il confére une certaine
authenticité a ses confessions’; de I’autre coté, ce qui lui « semble déterminant dans
Les Mémoires d’un fou, c’est cet aspect conscient, réflexif et expérimental de
I’écriture » (Unwin, 2002 : pp. 11, 1, 2). Flaubert, dont 1’art est indéniablement un
art conscient, se donne licence de peindre une image tantdt trichée tantot trop
pathétique de soi, de crainte que celui a qui il s’adresse ne dévoile derriére cette
posture I’individu qui ne fait que relater son histoire. Ainsi, la dichotomie du beau
et du vrai, étroitement liée au processus de la création, donc a I’écriture, ressurgit
apparemment réajustée : a travers la véridicité qui, elle-méme, ne reléve pas
forcément d’un vrai documentaire. L’opus de Flaubert est né de la véridicité bien
que ce ne soit pas la véridicité du vrai mais la véridicité du beau, parallele aux
particularités stylistiques.

3. Mémoire et sensibilité

Il y a des endroits ou la dualité autobiographie-fiction surpasse, au niveau
de I’expression, 1’opacité narrative. Certes, « en méme temps qu[e Flaubert] se
découvre, il s’affirme », écrit Maurice Nadeau (1969 : p. 34).

C’est justement en retragant la vocation de Gustave Flaubert, en remontant
vers les sources du désir d’écrire, que Dumesnil constate que «la précocité, le
mirissement de ses idées [qui] nous le montreraient presque un homme déja a treize
ou quatorze ans, n’étaient que les traits d’une gaminerie qu’il conservera d’ailleurs
toute la vie » (1961 : p. 41). Les épisodes de sa jeunesse, relevés dans les Meémoires,
impressionnent et choquent en méme temps bien que nous sachions a quel point ils
sont exaltés, a I’instar de cette littérature confessionnelle, tellement en vogue a
I’époque (pré)romantique.

Je vais donc écrire [’histoire de ma vie. — Quelle vie | Mais ai-je vécu ? je

suis jeune, j’ai le visage sans ride et le coeur sans passion. — Oh ! comme

elle fut calme, comme elle parait douce et heureuse, tranquille et pure ! Oh

! oui, paisible et silencieuse, comme un tombeau dont [’dme serait le

cadavre. (p. 230).

« Ne sourions pas. Rappelons-nous que c’est un enfant qui écrit », avertit Dumesnil
tout en considérant Gustave comme un individu accompli a ses quinze ans : « Il est
a quinze ans déja lui-méme » (1961 : pp. 67, 65).

Dans les Mémoires, Flaubert, narrateur a la premiére personne, aime bien et
méme prend 1’habitude a s’éloigner de la narration qui est son acte créateur a lui, il
renie donc la figure qu’il incarne, pour observer ce pauvre fou de ’extérieur ; fait
sous-entendu du titre, ‘d’un fou’, qui n’est pas ‘un fou quelconque’, mais qui n’est
non plus “/e fou’, ce qui signifierait, toute ambiguité exclue, ‘moi’. A vrai dire, la
vision est double : dans son récit qui se distingue par des sentiments infiniment
subtils et par une sublimité passionnée, il se voit obligé a nous découvrir ce qu’il y a
de plus intime, de plus profondément caché voire de plus sale, indécent,
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ignominieux et pitoyable dans sa vie. Il éprouve, selon Dumesnil, le « besoin de
confier a la feuille blanche les mots que I’on voudrait murmurer a 1’oreille d’une
confidente préte a les accueillir » (Dumesnil, 1961 : p. 54).

Telle est la posture modele du héros romantique, or, chez Flaubert elle
n’aboutit jamais a la banalité et au cliché romantique dont il va bientdt se moquer.
Elle se rattache a la méme fermeté de narration que celle supportant I’omniprésente
misanthropie : il faut tenir en compte que la haine contre les gens qu’éprouve le
jeune Gustave lui a été inspirée par ces mémes gens qui exigeaient, d’abord, qu’il
leur rejoigne et fasse partie de la multitude, et qui, ensuite, ont proclamé tout cela
pour vertu. Il se plaint mais il se vante a la fois de n’étre pas « entré (comme on dit)
dans la société, car elle m’a paru toujours fausse et sonore, et couverte de clinquant,
ennuyeuse et guindée » (p. 230).

« Je fus au collége dés I’age de dix ans et j’y contractai de bonne heure une
profonde aversion pour les hommes », continue-t-il un peu plus loin. « Cette société
d’enfants est aussi cruelle pour ses victimes que ’autre petite société, celle des
hommes » (p. 230). Sans doute, on ne s’y serait pas attendu, mais Gustave, si raillé,
bafoué et méprisé de la part de ses copains, était en fait un trés beau garcon. « Sa
beauté est frappante et lui vaut des suffrages inutiles. Un splendide Normand blond,
rose, aux traits réguliers, aux yeux bleus, aux cheveux souples. Il est apollonien,
dans sa sveltesse et sa prestance. Si beau, qu’il soulévera I’enthousiasme ». Le
méme auteur cite une anecdote a ce propos : lorsqu’un soir, Gustave accompagne sa
sceur cadette au théatre, leur apparence déchaine une ovation spontanée. Nadeau,
s’appuyant sur les allégations de la ni¢ce de Gustave, parle de 1’écrivain qui serait,
du temps des congés a Trouville, « semblable a un jeune Grec ... grand et mince,
souple et gracieux comme un athléte » (La Varende, 1951 : pp. 14, 32). Ainsi, la
maniere dont il parle de soi nous surprend :

Jeune, j’étais vieux ; mon coeur avait des rides, et en voyant des vieillards

encore Vifs, pleins d’enthousiasme et de croyances, je riais amérement sur

moi-méme, si jeune, si désabusé de la vie, de [’amour, de la gloire, de Dieu,

de tout ce qui est, de tout ce qui peut étre. (p. 231).

Bien qu’un nombre considérable d’épisodes des Mémoires soit entré dans la
série  d’intertextualités avec L Education sentimentale et que certaines
réminiscences qui y sont décrites soient devenues psychologismes biographiques,
les opinions sur l’ouvrage que tout le monde aime bien appeler a priori
autobiographique restent en effet largement partagées. En idée regue, son genre
s’excuse le plus souvent par le «récit (de jeunesse)» et son esprit par
romantique tandis que le passage central du texte, la rencontre avec Maria, passe
pour le croquis d’un autre, plus grand roman.

Relisez le premier chapitre de L Education sentimentale ; substituez le nom

de Gustave Flaubert a celui de Frédéric Moreau, le nom d’Elisa Foucauld

a celui de Marie Arnoux, repartez sur la plage de Trouville la scéne qui met

en présence le bachelier embarqué sur la Ville-de-Montereau pour gagner

Sers et rejoindre sa famille, et vous retrouverez le récit du premier épisode

d’une longue histoire, d’une autobiographie a peine romancée. (Dumesnil,

1961 : p. 61).
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Mais est-ce vraiment si simple ? Probablement les faits exposés et les
relations esquissées permettent-ils peu de vacillements quant aux liens trés forts qui
rattachent 1’écrivain aux deux personnages qui se sont succédé, le héros des
Mémoires et Frédéric Moreau de L Education sentimentale, et méme s’il y a eu
assez de scepticisme concernant les événements décrits dans les deux ouvrages,’ ce
qui est de relevance pour nous, c’est la concordance indéniable de sentiments et
d’impressions aux moments clé ; en plus, « quels que soient les faits exacts de la
rencontre a Trouville, I’affection de Flaubert pour Elisa Schlésinger, qui dura toute
sa vie, reste indéniable. » (Unwin, 2001 : p. x)°

Analysant d’une maniére comparative les deux ceuvres, nous constatons que
les changements s’opérent au niveau de la technique de narration, mais méme si le
narrateur est autre, le point de vue reste inaltéré, aussi bien que les impressions tout
a fait palpables a travers lesquels nous rencontrons I’image de la méme femme.
Toutefois, un trait majoritairement technique caractérise la transposition du roman
de jeunesse a une des plus grandes ceuvres romanesques du dix-neuvieme siecle.
Les Meémoires, manifestement, n’exposent que le cadre de cette histoire, or,
Iattention que celle-ci mérite dans le cas de L’Education sentimentale se doit
surtout & son sentiment proprement romantique qui a été versé postérieurement dans
le roman réaliste, s’il en fut. D’aprés Marcel Proust, «dans L'Education
sentimentale, la révolution est accomplie ; ce qui jusqu’a Flaubert était action
devient impression » (Proust, 1920). En bref, ce grand amour pour Elisa
Schlésinger/Maria/Marie Arnoux devient, aux yeux de Flaubert, d’autant plus grand
qu’il est litterarisable.

4. Doute et raison

La folie, lorsqu’elle ne joue pas un role « d’époque » sur la scéne du
romantisme, devient assez souvent une introduction a ce qu’il y a de plus réfléchi
dans les Mémoires ; il s’agit d’une invitation a penser, un parallélisme irraisonné et
artistiquement débordant de ce que I’écrivain aimerait beaucoup faire passer pour
« philosophique ».

«Ma vie, c’est ma pensée » écrit Flaubert a maintes reprises. Les dix
premiers chapitres des Meémoires se basent sur des réflexions, bien des fois illustrées
par des anecdotes, des visions et des réves. Bien siir, de temps en temps, il part
méme du réve, c’est le complément de la vie, le refuge ou tous les amoureux vont
chercher ce qu’ils ont souhaité et n’ont pas encore obtenu, ce qu’ils n’obtiendraient
peut-étre jamais, et qu’ils n’en souhaitent que plus ardemment posséder ».
(Dumesnil, 1961 : p. 64) Toutefois, ce réve, banalité romantique si ce n’est qu’en
approvisionnant le récit en images qui témoignent elles-mémes d’une transgression
de I’esthétique a priori prise et interiorisée, est seulement une autre invitation, cette
fois-ci, a la méditation qui signifie, & coup siir, un nouveau pas vers la pensée, et
vers la philosophie, que Flaubert chérit : « Lassé de la poésie, je me lancai dans le

3 Cf. surtout les arguments de Claudine Gothot-Mersch (2001: p. 13).
6 « Whatever the precise facts of the Trouville encounter may be, Flaubert’s lifelong attachment to
Elisa Schlésinger is itself beyond doubt. »
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champ de la méditation » (p. 231). Et Naaman de constater, a propos de cette
« microtrajectoire » de la pensée :

[Flaubert] développe, a plusieurs reprises, ses réveries méditatives qui

l’ont conduit du doute total au nihilisme absolu, en passant, par

[’épicurisme conditionné, par le panthéisme et la croyance dans la

transmigration des dmes, par le déterminisme et par le pessimisme.

(Naaman, 1962 : p. 144)

D’abord, le pessimisme et le cynisme se réunissent dans cette pensée. La,
néanmoins, I’intention surpasse la posture, réservée au héros romantique, tout en
I’amplifiant et tout en la fortifiant car il se voit dans son bon droit, voire obligé de
ridiculiser I’homme mais aussi de profiter de sa propre supériorité sur 1’homme
‘ordinaire’ afin d’entrer dans des polémiques philosophiques. Du reste, il dit que la
grandeur de I’homme est une ‘grandeur de poussiere’ et sa majesté une ‘majesté du
néant’.

Flaubert joue la carte de la surprise en soulignant que le genre humain se
permet d’étre si béte, si médiocre et de présumer sa suprématie tout en étant
tellement infime. Sans doute devrions-nous comprendre de tels mots d’une fagon
plus concréte ; nous pourrions presque croire que I’artiste s’adresse exclusivement a
I’univers tout en abandonnant sa propre perspective. L’homme, alors, est-il une
métonymie pour lui ?

L’ homme, grain de sable jeté dans ['infini par une main inconnue, pauvre

insecte aux faibles pattes qui veut se retenir, sur le bord du gouffre, a toutes

les branches, qui se rattache a la vertu, a [’amour, a [’égoisme, a

["ambition, et qui fait des vertus de tout cela pour mieux s’y tenir, qui se

cramponne a Dieu, et qui faiblit toujours, ldche les mains et tombe ...

Homme qui veut comprendre ce qui n’est pas, et faire une science du néant

; homme, dme faite a l'image de Dieu, et dont le génie sublime s’arréte a un

brin d’herbe et ne peut franchir le probleme d’un grain de poussiere ! (p.

231).

Les passages comme celui-ci ressemblent surtout a un monologue
dramatique et témoignent encore une fois des immenses contrastes et décalages en
registre et en image sur lesquels repose bien des fois I’'une des dimensions clés de
I’esthétique héritée du romantisme, fondée sur le choc des passions et des émotions.
Or, ce qui saute aux yeux, ¢’est un autre paradoxe, voire une autre dualité alternante
: la misanthropie, cette méme misanthropie, préméditée et minutieuse, n’y faiblit
point ; au contraire, elle alterne avec des problémes philosophiques fondamentaux.
« Et vous me direz ensuite si tout n’est pas une dérision et une moquerie, si tout ce
qu’on chante dans les écoles, tout ce qu’on délaye dans les livres, tout ce qui se voit,
se sent, se parle, si tout ce qui existe ... ». (p. 232).

Effectivement, les chapitres XIX et XX des Mémoires d’un fou sont
largement philosophiques, au sens le plus ambitieux du terme. Nous découvrons et
suivons des traces de conceptions différentes, d’un certain nombre de courants et de
sources philosophiques : le déterminisme, le nihilisme, la question des idées innées
et du libre arbitre, mais c’est toujours la doctrine cartésienne qui y prédomine :
Flaubert recourt sans cesse au doute. Comme René Descartes, qui est parvenu a la
conclusion « cogito ergo sum » — celle-ci ayant ét¢ d’abord « dubito ergo sum »
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quelque part en Allemagne, enfermé dans un poéle et a I’écart du monde extérieur,
Flaubert décrit des scénes ou il se plonge dans le doute, prés de la cheminée, devant
les tisons :

Oh ! oui ! combien d’heures se sont écoulées dans ma vie, longues et

monotones, a penser, a douter ! Combien de journées d’hiver, la téte

baissée devant mes tisons blanchis aux pdles reflets du soleil couchant,
combien de soirées d’été, par les champs, au crépuscule, a regarder les
nuages s ’enfuir et se déployer, les blés se plier sous la brise, entendre les
bois fréemir et écouter la nature qui soupire dans les nuits ! (p. 230) [. . .] Je
vous conterai plus tard toutes les phases de cette vie morne et méditative,
passée au coin du feu, les bras croisés avec un éternel bdillement d’ennui,

seul pendant tout un jour ... (p. 231).

Or, apparemment ni le doute ni la conscience de la raison, assurée par le
doute, ne remplissent le chagrin existentiel de Flaubert, et bien que tout soit soumis
au doute et bien que le doute soit la vie méme, il ne donnera jamais les réponses a
I’absolu et au primordial. Méme si Flaubert introduit assez tot le concept de la
pensée en posant celle-ci comme transcendantale : « Or, ma vie, ce ne sont pas des
faits ; ma vie, c’est ma pensée. Quelle est donc cette pensée ... ? » (p. 230), et
méme s’il réintroduit cet aspect a la Montaigne avec « Que sais-je ? » (p. 231) pour
en arriver, par la quéte de la pensée scientifique, justement au doute cartésien, il
admet que le doute en vue de I’existence ou a cause de 1’existence ne suffit pas a la
forme absolue de la raison qu’il s’était donné pour but de trouver. « Du doute de
Dieu, j’en vins au doute de la vertu, fragile idée que chaque si¢cle a dressée comme
il a pu sur I’échafaudage des lois, plus vacillant encore » (p. 231).”

5. Une folie douteuse

Gustave Flaubert entame [’écriture des Mémoires par des questions
rhétoriques : « Pourquoi écrire ces pages ? A quoi sont-elles bonnes ? — Qu’en sais-
je moi-méme ? » (p. 230) Timothy Unwin signale que la premiére question sur
laquelle s’ouvre le texte « sera dans un certain sens son fil conducteur » (Unwin,
2002 : p. 2). « Un fou ! cela fait horreur, » continue Flaubert et, déja au préalable,
dans la dédicace a son cher ami Alfred Le Poittevin, il avertit « que c¢’est un fou qui
a écrit ces pages ». M. Unwin constate que cette question « ne fera que produire
d’autres questions » (Unwin, 2002 : p. 2); effectivement, car si nous 1’appliquons au
probléme de la folie, tout au long des vingt-trois chapitres de cette ceuvre, trés forte
et touchante dans son expression, passionnément exaltée et intensément assertive
quoique pathétique voire grotesque dans ses images, la folie est la premiére a faner.

La folie de ce pauvre fou, comme il aime bien s’appeler lui-méme, est assez
loin de toute folie soit au sens psychopathologique soit méme au sens érasmiste.
Nous nous apercevons que cette folie, vocable passepartout et en méme temps d’un
poids considérable pour un garcon de quinze ans, ne dépasse jamais le concept de

7 En plus, des éloges au doute, il passe a proclamer ce méme doute pour I’annonciateur du désespoir :
« Et la lassitude me prit ; je vins & douter du tout », (p. 231) ou plus fatalement encore, dans le dernier
chapitre des Mémoires, & la mort : « Mon ame s’envole vers 1’éternité et I’infini et plane dans 1’océan
du doute, au son de cette voix qui annonce la mort » (p. 247).
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remarque préliminaire. Il s’en suit que I’allégation n’est qu’un petit dogme
personnel, ou plutdt une posture qui a beau révéler au lecteur un coin sombre de
I’ame de I’auteur, car elle ouvre entre celui-ci et I’auditoire un gouffre immense —
métaphore dont Flaubert se servira a maintes reprises, justement a titre d’excuse
pour de possibles malentendus. Certes, la folie qui tout en éloignant fait rapprocher,
représente un trait connu du romantisme ; et ce sera sans doute par un romantisme
schématique et par vanité que les Mémoires sont ceux d ‘un fou.

En plus, il semble que le fait de persister dans cette formulation — ‘On aurait
tort de voir dans ceci autre chose que les récréations d’un pauvre fou ! Un fou ! (p.
230) — n’est que la quéte d’un prétexte, premiérement, pour le procéd¢ littéraire, ou
bien littérarisant, par lequel il va fondre des images expressives et nettement
¢laborées avec des faits autobiographiques, dignes d’étre convertis en souvenirs
littéraires ou littérarisés, et, deuxiemement, aux dépens de la cohérence, voire de la
cohésion, pour son style qui est, de surcroit, fort distinct de la chirurgie scripturale
que I’on rencontrera dans Madame Bovary.

Dans les Mémoires, la folie se convertit en prétexte stylistique : elle établit
un lien, bien qu’indirect, entre la mémoire autobiographique et la beauté littéraire
lorsque Flaubert y recourt pour soumettre la premiére a la deuxieme. Timothy
Unwin, méme sans y inclure la notion de la folie, propose une solution fort
semblable en analysant le style des Mémoires d’un fou : « En effet, la mémoire
devient un outil esthétique [. . .]. L ’auteur insiste implicitement sur la capacité de la
mémoire a transformer le passé, de lui donner une nouvelle intensité ». (2002 : p. 5)
En plus, Flaubert essaie, en y réussissant, de discuter sur sa propre folie, et c’est
justement cette métafolie qui relativise la crédibilité de 1’état psychique, quel qu’il
soit.

Flaubert établit une distinction entre les sots et les fous ; son
« autobiographie » étant celle d’un fou, d’un déraisonnable, les lecteurs qui la
trouvent incompréhensible ne sont pas fous — vu qu’ils sont raisonnables — mais
sots. Flaubert ajoute que la folie est une « plaisanterie perpétuelle » (p. 230) ; la
folie est, en quelque sorte, permissive. Pour lui, un sot, c’est quelqu’un qui ne
comprend pas. Un fou, par contre, c’est quelqu’un qui comprend mais qui s’en
moque, voire qui comprend au point de pouvoir trés bien s’en moquer. Et Maurice
Nadeau de constater : « Flaubert s’efforce de justifier le titre selon 1’adage : folie,
c’est sagesse ». (1969 : p. 34).

Ce qu’il y a de plus implicite dans ce texte sous 1’abri de la folie, c’est la
supériorité qui dépend de cette folie en excusant son existence & la fois. Etre fou,
c’est aussi &tre différent ; banalité jusque-la. Mais pour Flaubert, la différence
signifie distinction et celle-ci, la supériorité : « On me dit de reprendre a la vie, de
me méler a la foule !... Et comment la branche cassée peut-elle porter des fruits ?
Comment la feuille arrachée par les vents et trainée dans la poussicre peut-elle
reverdir ? » (p. 232) 11 appelle la jeunesse « dge de folie et de réves, de poésie et de
bétise » (p. 232), ce que tout le monde va traiter de banal et de quotidien, mais s’en
rendant compte au moment ou cette formule le définissait lui aussi, il prouve de
nouveau que le vrai don du « pauvre fou », c’est la métafolie.

Les Mémoires, étant ceux d ’un fou, suggérent une conclusion qui s’avérera
trés précise lorsque Flaubert reprend le sujet avec Bouvard et Pécuchet et avec son
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Dictionnaire des idées recues : mieux vaut étre fou que sot. Donc la folie, & la
rigueur, pourrait se présenter en tant que jonction entre les mémoires personnels et
les images que ces mémoires suscitent.

Le recours a la folie est-il donc un autre ou, en effet, le premier moyen dont
Flaubert se soit servi pour assurer son propre monument littéraire a la beauté au
détriment du vrai ; en d’autres termes, a la peinture qu’est sa vie au détriment de
I’histoire de cette méme vie ? N’est-ce pas, peut-€tre, une malice, une insolence a
base de laquelle il a pris cette liberté extréme, absolue et incontestable de littérariser
sa propre vie a son gré ? Ce n’est alors qu’un résultat secondaire, que cette
imposture, en fait, qui donne lieu a une sorte de posture assez solide dans les
Mémoires d’un fou, se transmet par la réconciliation entre ce que « le pauvre fou »
écrit et ce que « le pauvre fou » est censé écrire. D’autant plus que, s’il était enclin a
entrer dans des ambiguités, il a toujours su, dans des moments justes, en tirer
bénéfice. « Ce que j’entreprends est insensé et n’aura aucun succes. N’importe ! 11
faut écrire pour soi, avant tout. C’est la seule chance de faire beau », écrit-il a Mlle
Leroyer de Chantepie a propos du roman Salammbé. (Lettre no. 780 du 11 juillet
1858 ; Flaubert, 1974).3

6. Conclusion

Nous avons taché de voir comment les deux péles sur lesquels repose
I’essentialit¢ de cette ceuvre ont pris une forme littéraire ; 1a, il faut élucider
I’énigme produite par le fait que cette forme, au niveau d’ceuvre littéraire, les
réunisse sans en supprimer I’ambiguité.

« Le secret des chefs-d’ceuvre est 1a, dans la concordance du sujet et du
tempérament de 1’auteur », écrit Gustave Flaubert dans une lettre 8 Mme Roger de
Genettes en 1861 (Lettre no. 948, de 1’année 1861 ; Flaubert, 1974). Pour lui, cette
concordance est claire : tout démesurés et profonds que soient sa passion et son
désir, ils congoivent simultanément la curiosité, trait appartenant a la raison
exclusivement, et c’est grace a elle qu’ils peuvent étre décrits et vécus a travers les
mots. Et vice-versa : le perfectionnisme littéraire, réfléchi dans 1’obsession de
martyre du style, ne saurait étre qu’une constatation seéche et banale jusqu’a ce que
la sensibilité artistique n’atteigne les sens et les émotions. Car la raison n’est
assouvie ni contente que lorsqu’il n’y a plus besoin de lui rappeler son propre
contentement.

Pourquoi la folie, explicitée dans le titre par I’auteur méme, régne-t-elle sur
les Mémoires ? Est-elle donc vraiment un masque, le masque de 1’homme qui
voudrait écrire sur lui-méme, ou peut-€tre, de ’homme qui aimerait bien écrire et ne
s’en croit pas — encore — capable ? Un prétexte stylistique pour atténuer des
passages comme celui-ci : « On aurait tort de voir dans ceci autre chose que les
récréations d’un pauvre fou ! Un fou !? » (p. 230). Aprées tout, Flaubert s’est permis
de lier justement a la folie le dilemme le plus considérable qui surgit entre sentir et

8 Claudine Gothot-Mersch a ajouter : « Les Mémoires d’un fou ne sont donc pas avant tout le déversoir
d’une ame d’adolescent, mais une ceuvre littéraire et qui se veut telle, d’une structure complexe,
relevant d’un genre précis, mélant I’imaginaire au réel, attentive au style et aux effets de style. [. . .]
Tout au long du texte, d’ailleurs, court une réflexion sur les problémes de I’art, de 1’écriture et du
langage qui montre chez Flaubert une préoccupation esthétique constante » (2001: p. 18).
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raisonner, comme toutes les contradictions consécutives que ce dilemme met en
évidence : « A peine si on me cédait I’imagination, c’est-a-dire, selon eux, une
exaltation de cerveau voisine de la folie » (p. 234). Si tel était le cas, Flaubert aurait
été un fou uniquement pour avoir aimé inconditionnellement le beau ; possibilité
que nous n’avons pas oublié¢ de signaler mais que nous n’avons guere confirmée.

Car le beau, pour Flaubert, est sans exception sensible, doté d’une
perspicacité issue de la sensibilité ; enfin, il résulte du raisonnement : a quoi bon la
folie ? Gustave Flaubert parle trés rarement de la folie telle quelle puisqu’il passe la
majorité du temps a se proclamer fou lui-méme. Or, Proust constate que « du point
de vue de la critique littéraire, on ne peut proprement appeler folie un état qui laisse
subsister la perception juste (bien plus qui aiguise et aiguille le sens de la
découverte) des rapports les plus importants entre les images, entre les idées »
(Proust, 1920 : p. 26). Bien sir, il n’est pas logique, ni sérieux, qu’un auteur comme
Flaubert, héritier au moins apparent de la doctrine cartésienne, mais en tout cas
admirateur de la pensée et de la raison, se tienne pour fou. De quoi un fou, qui reste
a jamais fou, manque-t-il ? Qu’a-t-il découvert ou vécu, que s’était-il passé pour
qu’il soit devenu fou ?

Timothy Unwin a déja utilisé le mot ‘articulation’ en parlant de la folie
flaubertienne et en méme temps de la ‘vie’ et ‘littérature’, que nous avons opposes
respectivement sous ‘autobiographie’ et ‘fiction’ : « [Flaubert] montre que les deux
poles extrémes, la vie et la littérature, peuvent parfois se chevaucher, que la
sincérité est un probléme appartenant a 1’écriture mais aussi au sentiment, et que
I’authenticité du style et de la vision consiste en articuler les pensées ‘folles’ au
sujet de I’écriture » (Unwin, 2011: p. xi).” Nous reprenons comme essentielle cette
idée d’articulation : or, non pas justement au sens d’articulation de la folie mais
aussi, voire surtout, comme folie étant celle qui articule. Prenant en compte,
premiérement, I’amour littérarisable de Flaubert pour Elisa Schlésinger, les sources
philosophiques vite dépassées ou abandonnées, le martyre du style, I’esclavage du
savoir, I’admiration pour la raison, et deuxiémement, les dualités et les ruptures qui
se suivent tout au long de I’ceuvre flaubertien, celles entre sens et sensibilité, entre
passion et raisonnement, entre émotions et raison, et puis enfin cette dualité clé
entre autobiographie et fiction exposée ci-dessus, nous pouvons donner un nouveau
sens a la folie, a cette folie proprement flaubertienne.

La folie des Mémoires d'un fou est une dénomination complétement
arbitraire, son but essentiel et, a la fois, unique étant celui de concilier, de faire
coexister harmonieusement le sentiment et la raison — auprés du méme auteur, peut-
étre, mais surtout aux yeux de tous ceux qui considérent le sentiment et la raison
comme incompatibles. Voila pourquoi et comment la folie, étant, au sens strict du
mot, tout sauf folie, s’est mise a dominer cette ceuvre impressionnante ou
I’autobiographie et la fiction se combinent, grace a cette folie, d’'une maniére trés
spécifique et extraordinaire — mais a [’unisson.

9 « [Flaubert] shows that the two extremes of life and literature can sometimes overlap, that sincerity is
as much a problem of writing as of feeling, and that true style and vision consist in articulating the
‘mad’ thoughts of the writing subject. »
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Flaubert’s Madness in Memoirs of a Madman: Reconciling Autobiography and Fiction

Abstract: The present article studies the relation between autobiography and
fiction in Flaubert’s Memoirs of a Madman, elucidating the characteristics of madness as
this work’s main theme and also as a bond permitting the fusion of these two elements in a
dichotomy, applicable in fact to Flaubert’s entire opus. Analyzing the novelist’s attitude
towards truth and beauty as deduced from Memoirs and also from later works, the author
perceives this dualism as a quest for the credibility of beauty, and explains the particularities
of Flaubert’s autobiographical presence. He stresses out the paradox of Flaubert glorifying
Cartesian reason and simultaneously proclaiming himself as a madman in order to
fictionalize and make overwhelming and passionate what is supposed to be
autobiographical, thus moderate and trustworthy. Therefore, the madness in Memoirs is
merely an arbitrary concept or denomination invented to reconcile reason and sensibility, as
well as Flaubert’s other dichotomies caused precisely by this conflict; among them, the
dichotomy autobiography-fiction.

Keywords: Gustave Flaubert, Memoirs of a Madman, early writings,
autobiography, romanticism, cartesianism.
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Résumé: L’article que voici va suivre le développement perpetuel du personnage
du baron de Charlus dans le roman proustien, son apparition, sa découverte, sa grandeur et
sa chute, selon les théories de la morale et de la plasticité des formes littéraires. En
commengant par le moment de la premiére rencontre avec le Narrateur, quand le personnage
de Charlus est décrit par segments a travers son regard per¢ant ou la dynamique de ses
mouvements et de ses gesticulations, il est représenté comme informel, comme une énergie
et non pas comme une forme fixe. Les exces de son caractére qui sont en concordance avec
son génie et talent pour le discours, révelent la démesure de sa passion et déstabilisent son
image. Comme un des personnages les plus complexes, Charlus est homme et femme,
aristocrate et homme du souterrain, frangais et oriental.

Mots-clés: personnage, morale, identité, développement.

a. Le personnage et sa morale

Dans son livre consacré a 1’identité narrative, Soi-méme comme un autre,
Paul Ricceur (1990) conclut que l'existence de I'histoire est nécessaire a la
constitution de soi, la narration selon lui est en effet une condition pour consolider
tous les aspects de la vie humaine et de 'aspiration & une vie morale. Cette approche
ouvre par la suite la question de la dimension morale de l'ceuvre proustienne et
représente a premiére vue une confrontation entre les deux auteurs, Proust et
Ricceur, prenant en compte le fait que toute une série d'auteurs et de philosophes
voient en Proust un exemple de l'amoralité de la littérature qui ne se trouve pas
devant 'impératif de répondre a la morale pratique, mais qui est un but pour soi-
méme. Antoine Compagnon (2008) écrit le texte Le « sens moral » du narrateur ou
pour défendre Proust il fait une allusion a tous les constats clés qui ont conduit a la
négligence de la dimension morale de I'écriture proustienne, comme c'est 'exemple
avec Richard Rorty. Compagnon (2008) écrit: « Divisant les livres en deux genres,
ceux qui nous aident a devenir autonomes et ceux qui nous aident a devenir moins
cruels, Rorty place expressément la Recherche dans le premier genre » (p. 193).

Nous pouvons voir que le constat de Rorty diminuait la dimension morale
de l'ceuvre de Proust, car selon lui au premier plan est mise la réalisation de soi, au
profit de la négligence de la responsabilité envers les autres qui serait une marque
cruciale de l'existence éthique. En effet, par une lecture plus attentive de l'auteur, on
peut tirer des signes qui disent que méme si Proust est un auteur qui par moments
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traite de maniére ambivalente la question de la morale, pourtant ce sujet n'est pas
absent comme problématique de son roman. Mais, Compagnon fait retour a une
autre ceuvre de Rorty, ou ses constats peuvent étre pris comme une compréhension
plus flexible de Proust, c'est-a-dire que Rorty parle d'une tendance dans la
philosophie anglaise a 1'abandon de la vision de la morale selon les principes
généraux du bien et du mal. Contrairement a cela, les points de vue contemporains
provoquent une discussion libre du bien et du mal en dehors des impératifs
catégoriques, ce qui permet selon Compagnon une aspiration vers la «vie bonney,
pas seulement dans I'existence, mais aussi dans la littérature.

Les exemples dans l'ccuvre qui témoignent de 1'absence de la critique
morale du Narrateur sont nombreux. En commencant par la période de I'enfance ou
les plaisirs auxquels l'enfant se consacre contredisent la volonté de reprendre le
travail sur sa future ceuvre. Les scénes auxquelles l'enfant assiste, mais ou il
n'intervient pas', dénonce également la responsabilité morale, qui culmine dans les
événements ou le Narrateur lui-méme ne montre pas de conscience critique: un des
exemples possibles est le cas avec le contact avec la jeune fille dont il va répondre
devant la police, ou des actes des autres personnages qui cherchent des fagons
d'assouvir leurs désirs par la corruption des classes inférieures: les femmes de
chambres, les musiciens en espoir de carriére...

Mais, il ne sera pas juste de réduire Proust a un représentant de l'amoralité
en raison du traitement libre du désir et de I'absence de critique concernant sa mise
en ceuvre. En effet, le Narrateur de la Recherche montre sa conscience morale mais
en dehors du domaine de la sexualité, c'est-a-dire par le concept de la
commisération et de la pitié, par l'indifférence envers l'objectivité du mal et du bien,
et par l'inclination vers celui qui se trouve a un moment dans une position de
souffrance. Notamment, le Narrateur est toujours pour celui qui avec ou sans droit
est mis dans une situation peu confortable: sa pitié pour la grand-mére qui est la
risée de la famille, la haine envers Frangoise qui terrorise la fille de cuisine, la
cruauté de Mme Verdurin envers Saniette ou Charlus.

D'un autre coté, la pitié comme un principe moral devient un des
déclencheurs principaux de la poétique proustienne, mais vue aussi de la part du
lecteur. Celui qui écrit laisse son &me et son corps, jusque dans les sensations les
plus raffinées, dans I'écriture, pour créer une empathie chez celui qui lit. De méme,
vers la fin du roman, le Narrateur est celui qui dépasse chaque désir pour reprendre
le long processus de 1'écriture de son ceuvre. Pour lui, la révélation dans la littérature
et la découverte du sujet de son futur roman équivaut a une révélation religieuse, de
maniere que tous les aspects de la lumiére, de la joie et de la communion sont
présents au moment de la prise de décision d'écrire.

Sauf I'¢laboration de la dimension morale de l'ccuvre comme un impératif et
obligation, c'est-a-dire comme une réponse de l'individu envers les autres, il existe
un autre aspect de la narration qui peut participer a la connaissance morale de
I'homme. Barbara Carnevalli (2006), en considérant les tendances dans la

1 Comme c’est le cas avec 1’épisode ou par son « lache calcul » il préfére garder Frangoise malgré sa
cruauté, au profit des « boules si chaudes, du café aussi parfumé... et méme ces poulets » que seule
Francoise peut lui offrir. Du cété de chez Swann, t. 1, p. 120.
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philosophie morale contemporaine qui essaie de trouver une représentation de ses
analyses dans les ceuvres littéraires, se décide pour les coutumes ou les formes de
vie qui mettent la morale au méme plan que I'existence et le comportement pratique
selon lequel peut étre jugée l'¢thique: « Il faudrait tout d’abord substituer aux
concepts de nature humaine et d’essence de ’homme un vocabulaire moins risqué,
qui n’impliquerait pas forcément de se ranger avec ceux qui croient en la possibilité
d’une anthropologie philosophique ou du c6té de ceux qui défendent une vision
entiérement historique et relativiste. L’expression « formes de vie », en vogue dans
le langage philosophique contemporain, s’y préterait bien. Il existe cependant une
autre solution: équivalente dans sa signification, elle a le mérite de se rattacher a
une longue tradition qu’elle récupere de facon originale; il s’agit du terme de
meeurs, qui désigne depuis toujours 1’objet spécifique de la réflexion des moralistes,
c’est-a-dire I’ensemble des coutumes, des habitudes, des gestes, des comportements
et des passions, individuels et collectifs — en d’autres termes, des modalités infinies
par lesquelles se réalise, au sein de contextes spatio-temporels toujours différents, la
vie concréte des hommes ».

La nouvelle lumiére que donne cette définition au concept de l'identité est
dans la base des analyses de I'ceuvre proustienne qui vont suivre dans cette étude, en
reprenant différents segments dans chacune des parties mentionnées. A travers les
facons de se comporter et de parler, les maniéres et les gestes, c'est-a-dire la
globalité de l'existence pratique qui porte avec soi le regard de l'autre qui juge,
Proust reconstruit les identités collectives de plusieurs groupes de la société
francaise, voulant ouvrir Il'identité personnelle a l'identité collective, voire
s'identifier avec I'humanité entiére.

b. Le baron de Charlus, l'incohérence du personnage

En ¢élaborant le concept de la forme et voulant la définir comme le contraire
de la compréhension classique de la présence, Cathrine Malabou (2005) prend
l'exemple des masques a décomposer qui font partie de l'art primitif. Leur
spécificité tient au fait qu'elles ne s'ouvrent pas pour dévoiler un visage, de méme
que leur forme ne suit pas les contours du visage qu'elles doivent cacher, mais elles
s'ouvrent a de nouveaux masques sans fin. Elle appelle cela « une plasticité de la
forme » (Malabou, 2005: 284), car la forme n'est pas un simple réceptacle qui doit
étre enlevé pour arriver a la vérité, mais correspond a une pluralité de I'apparence.
Le personnage de Charlus sera lu selon cette esthétique du masque a décomposer. 11
est sirement un personnage complexe et double, qui reflete la plasticité de la forme,
car I’impossibilité¢ d’une réduction a une appartenance identitaire précise culmine
chez lui. Son apparence n'est pas un masque qui doit étre enlevé pour qu'il soit
dévoilé, mais une réunion de toutes les qualités et catégories disparates: son idéal
masculin qui est combiné a sa sensibilit¢ féminine, sa capacité de dominer le
discours et la conversation parallélement aux signes de la folie, sa méchanceté avec
les gens du salon, mais qui n’empéche pas les élans de son bon cceur, sa prétention a
I'appartenance aristocratique en contradiction avec ses visites dans des maisons de
plaisirs et les contacts avec des gens des basses couches sociales.

A Balbec le Narrateur fait la connaissance de Saint-Loup et de Charlus,
alors que chacun parmi eux représente la distance qui fascine I’enfant. Pour
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l'instant, le baron peut passer pour un personnage classique, car dans cette période
l'enfant voit et juge les deux aristocrates a travers le prisme des valeurs de la grand-
meére. Mais devant l'enfant se dévoile un autre Charlus, mystérieux et menagant,
dont le Narrateur ne peut pas découvrir les tendances cachées, qui se rejoignent et
s’associent a quelque chose de non identifi¢ et dangereux. Sans étre complétement
identifié¢ ni obtenir une identité physique ou psychologique, le baron Charlus sera
apercu par le Narrateur pendant la promenade du c6té de chez Swann, quand il
devient I’objet de son regard dont l'interprétation va se réaliser beaucoup plus tard
dans le roman et qui permettra de cerner l'excentrique baron. Comme si le visage
disparaissait pour se réduire seulement a 1'énergie du regard: « un monsieur habillé
de coutil et que je ne connaissais pas fixait sur moi des yeux qui lui sortaient de la
téte » (JFE t1l, , p. 140). Le méme regard fou va rencontrer le Narrateur lors de sa
premicre visite a Balbec avec sa grand-mére, période qui lui fait découvrir les
membres de la famille des Guermantes, rencontres qui sont pour le moment
concentrées sur Mme de Villeparisis, Saint-Loup et le baron de Charlus: « Je tournai
la téte et j’apercus un homme d’une quarantaine d’années, trop grand et assez gros,
avec des moustaches trés noires, et qui, tout en frappant nerveusement son pantalon
avec une badine, fixait sur moi des yeux dilatés par 1’attention. Par moments, ils
étaient percés en tous sens par des regards d’une extréme activité comme en ont
seuls devant une personne qu’ils ne connaissent pas des hommes a qui, pour un
motif quelconque, elle inspire des pensées qui ne viendraient pas a tout autre — par
exemple des fous ou des espions. Il lanca sur moi une ceillade a la fois hardie,
prudente, rapide et profonde, comme un dernier coup que ’on tire au moment de
prendre la fuite ». (JFE t.11, p. 320).

Le baron va se montrer incohérent aussi d'une autre facon: sa conduite ne
connait pas de continuité et rejette le principe de la parole donnée selon Ricceur
(1990), chaque nouvelle apparence est en contradiction avec la précédente: « Ainsi
les personnages peints par apparitions s’accordent-ils parfaitement avec la technique
du point de vue: ils ne livrent jamais d’eux-mémes davantage que ce que le regard
en peut saisir, ils sont attendus mais non connus, jamais préexpliqués; dans le roman
balzacien, les héros vivent de maniére a se montrer digns de la connaissance que
nous avons d’eux, c’est-a-dire que nous les reconnaissons: dans le roman proustien,
ils vivent simplement, et nous ne les reconnaissons jamais sans effort, parce qu’ils
prennent toujours la fraicheur d’un spectacle nouveau ». (Tadi¢, 2003: 71) Chaque
moment ou l'accent est mis sur ses vertus sera compensé par des débordements
extrémes qui se traduisent par une conduite irrationnelle et des penchants amoraux.
Le changement des cadres ou le baron parle de littérature, de Mme de Sévigné, de
ses ancétres et de l'histoire, se combine avec des sceénes dans lesquelles le Narrateur
le trouve avec des tendances effarantes. La grandeur gagne un effet comique dans sa
recherche de reconnaissance et laisse une image d'anachronisme car il accentue
l'absurde dans l'attente de la reconnaissance typique d’un autre temps lorsque
l'aristocratie avait de grands mérites. Le comportement inadéquat du baron dévoile
en effet la vérité que le temps de la domination est déja passé.
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¢. La confrontation des identités de classe, Charlus et Mme Verdurin

L’apparition de Charlus dans le salon de Verdurin qui se passe au milieu de
Sodome et Gommhore représente une allégorie de la confrontation des classes,
l'aristocratie représentée par Charlus et la bourgeoisie par Mme Verdurin. La soirée
introduit aussi la prochaine dégradation de Charlus dans la société francaise.

Peu a peu, le salon de Mme Verdurin obtient une réputation sur le plan
artistique. Méme les jeunes aristocrates désirent étre présents dans son salon pour
découvrir une musique nouvelle et originale. La soirée est en effet un lieu de
plusieurs conflits en raison de la présence de différentes classes qui, au lieu de se
réunir et d'abolir les différences, renforcent le manque de tolérance mutuelle. Ces
tendances sont aussi exprimées par une sorte de blasphéme que Jacques Dubois
(2014) précise. Notamment, le salon n'est pas seulement un lieu de croisement, mais
aussi une métaphore d’une maison de passe par 1’indication du vice du baron, mais
aussi par la reconnaissance de la princesse Sherbatoff qui rappelle au Narrateur une
ancienne tenanciere de maison de passe.

Contrairement au conflit ouvert qui se passe en raison des aspirations de
Mme Verdurin d'un c6té et la conscience de l'insuffisance du nom et de l'origine de
Cambremer de 1'autre, il y a des conflits qui se passent a un niveau plus comique et
qui concernent la méconnaissance de 1'autre, c'est-a-dire de ses étiquettes sociales.
Tout un jeu d'identités se déroule pendant la soirée chez les Verdurin.

De la méme fagon que sur Swann se sont multipliées des opinions
différentes a Combray, de méme l'identité sociale et la valeur se présentent ici
comme des constructions mentales. En dehors du contexte symbolique dans lequel
fonctionnent les systémes de signification, on peut étre ramené a une totale anomie,
c'est-a-dire a une absence de signification. L'identité personnelle se présente comme
une base d'informations qui dépendent d'un contexte et qui perdent leur valeur en
dehors de lui. Et méme si Charlus est un grand intellectuel pour le milieu
aristocratique, dans le milieu bourgeois qui ne connait pas sa lignée, il est
exclusivement pergu a travers son vice. Le baron va obtenir la fonction de victime
sacrificielle par le seul fait que venu dans un nouveau contexte, il ne va pas
seulement sentir ses attributs sociaux comme quelque chose d'artificiel, mais sera
réduit a ce qu’il avait de plus caché. Son comportement envers Mme Verdurin ne
correspond pas a la masculinité qu'il avait imposée dans le salon aristocratique, car
ce salon demande une soumission, qui s’associe dans l'esprit du baron avec la
féminité, avec les manieres de grande dame par lesquelles il dévoile son vice. Ainsi,
entrant chez les Verdurin, Charlus montre une apparence féminine, car selon le
Narrateur il a progressivement cessé de prendre conscience de ses sentiments
féminins et par conséquent de les cacher: « Et comme il arrivait peu a peu a penser,
méme les choses sociales, au féminin, et cela sans s'en apercevoir, car ce n'est pas
qu'a force de mentir aux autres, mais aussi de se mentir a soi-méme, qu'on cesse de
s'apercevoir qu'on ment, bien qu'il elit demand¢ a son corps de rendre manifeste (au
moment ou il entrait chez les Verdurin) toute la courtoisie d'un grand seigneur, ce
corps qui avait bien compris ce que M. de Charlus avait cessé d'entendre, déploya,
au point que le baron eit mérité I'épithéte de lady-like, toutes les séductions d'une
grande dame ». (SG, t. 111, p. 300).
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D’un autre coté, cela le met dans une situation ot tous les masques sociaux
doivent tomber car elles correspondent a un autre contexte. Le nouveau contexte va
demander du temps pour créer un masque la plus adapté qui va fonctionner dans cet
espace et va produire le plus confortable effet pour sa position. Notamment, ne
connaissant pas sa valeur, Mme Verdurin va décider de lui donner une position
inférieure par rapport a celle du marquis Cambremer, ce qui produit des effets
comiques, car le lecteur sait que les Cambremer connaissent exactement la valeur
du baron et apercoivent la fausseté de cette situation. Mais si le baron permet la
découverte de son vice, et le milieu bourgeois est beaucoup plus introduit dans cette
affaire, pourtant les phrases sans intention seront mises en contexte avec le vice. Les
méconnaissances vont produire un grand effet comique, ou le baron va penser qu'ils
font allusion directement a ses habitudes cachées et va se sentir personnellement
attaqué.

Beaucoup de gentillesses et d'hypocrisies non typiques pour le baron
devront exploser au bout d’un certain temps. D'abord, la confiance en soi de Mme
Verdurin qui ne cesse de manifester sa supériorité par rapport a la déchéance du
baron dont elle est convaincue; c'est pourquoi elle garde de la sympathie pour lui, en
le considérant comme inférieur a elle. Mais, le baron commence a mettre en ccuvre
sa politique envers les gens de la haute société, sans tenir compte du fait que
chacune des soirées doit représenter une occasion pour Mme Verdurin de monter un
peu plus haut. D'un c6té, le choix des nobles en dépit de ses amis pique sa vanité, de
l'autre ceux qui seraient utiles pour elle ne sont pas invités en raison des
malentendus que le baron a avec eux. Cette confrontation des deux personnages qui
ont tous deux besoin de dominer, ne peut pas durer longtemps sans aboutir a une
querelle. D'ailleurs, le cloisonnement de la Raspeliére ne laisse pas d'espace ou
peuvent étre vidées des passions négatives, ainsi Mme Verdurin doit trouver le
moyen de se venger du baron. Par ailleurs les invités ne montrent aucun respect
envers Mme Verdurin, mais traitent le baron comme le maitre de maison. La soirée
devient une excursion inhabituelle que l'aristocratie voit avec un mépris et un
snobisme qu’elle ne cache pas d'ailleurs: « Montrez-moi ou est la mére Verdurin,
croyez-vous que ce soit indispensable que je me fasse présenter? J espére au moins
qu’elle ne fera pas mettre mon nom dans le journal demain, il y aurait de quoi me
brouiller avec tous les miens » ... « Ah! la fille de la Sonate? Montrez-moi la » (SG,
t. III, p. 234). En arrivant, mais aussi en partant, chacun des invités se dirige vers le
baron, le félicitant de cette soirée réussie. C'est trop pour que Mme Verdurin puisse
le supporter: « Enivré de ses paroles, M. de Charlus ne comprenait pas qu’en
reconnaissant le réle de Mme Verdurin et en lui fixant d’étroites frontiéres, il
déchainait ce sentiment haineux qui n’était chez elle qu’une forme particuli¢re, une
forme sociale de la jalousie. Mme Verdurin aimait vraiment les habitués, les fidéles
du petit clan, elle les voulait tous a leur Patronne ». (SG, t. 111, p. 266).

d. Les Verdurin et Charlus pendant la guerre

Dans Le Temps retrouvé, une des tendances du Narrateur est la
reconstruction de la période historique du conflit franco-allemand dans la guerre de
1914-1918. Résumé comme un témoignage impossible, la Recherche abandonne la
causalité de l'histoire pour se transférer dans le monde intérieur du Narrateur pour
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lequel la guerre dans sa généralité signifie une intensit¢ des émotions et des
passions: cruauté, torture, décadence, souffrance. Affective et profondément intime,
I'histoire obtient son sens complet quand elle s'entrecroise avec I'histoire personnelle
du Narrateur, renouvelant certaines émotions conflictuelles de 1'enfance. Le roman
possede une structure narrative complexe qui est d'une part une fragmentation de la
narration de plusieurs drames dans lesquelles les personnages abordent 1'histoire
pour la décrire d'un point de vue social, ontologique, éthique, poétique. L'histoire
pour Proust est ethos dans un double sens, (1’¢thique et le caractére) car le rapport a
la guerre révéle chez chacun des personnages une de ses dimensions; héroisme vs.
désertion, optimisme vs. défaitisme, compassion vs. trahison. En s'encadrant dans
esthétique globale d'instabilité des contours des choses, 1'histoire se montre comme
un examen perpétuel de la relation entre l'individu et la nation, entre I'égoisme et
I'humanité, entre la profondeur des choses et leur manifestation passagere.

Mais, pour rapporter ses opinions, le Narrateur crée un personnage, le baron
Charlus, un aristocrate intelligent dans un contexte de décadence sociale et morale,
esclave des passions, a travers lequel le roman va entrevoir tous les aspects de la
guerre. Le baron est son double, son porte-parole, une figure de la création et de
I'humanisme que doit réunir l'artiste. La violence de l'histoire se montre comme un
théatre extériorisé des couches latentes psychologiques du personnage, tandis que
chaque catastrophe de la civilisation qui porte la pulsion de la destruction par
analogie devient un miroir renversé de l'affectivité que Proust radiographie chez ses
personnages. Le baron est en effet le seuil qui permet a I'éthique de se transformer
en esthétique, I'action en création.

En effet, la séquence qui concerne la guerre ne se déplace pas sur le champ
de bataille comme le ferait un roman avec une problématique guerriére, mais le
Narrateur est un témoin des transformations mondaines dues a la guerre. Les
¢léments guerriers qui sont présents dans la garde-robe des dames disent que pour
ceux qui ne la font pas, la guerre prend une dimension superficielle, une inspiration
pour de nouveaux plaisirs mondains. Plus qu'une question d'honneur, elle se réduit
aux détails mondains et dirige le gotit en matiére de culture. Cette préoccupation
alléguée n'exclut pas le plaisir égoiste, de méme que Mme Verdurin est montrée
dans toute son hypocrisie: « Elle reprit son premier croissant le matin ou les
journaux narraient le naufrage du Lusitania. Tout en trempant le croissant dans le
café au lait, et donnant des pichenettes a son journal pour qu’il pit se tenir grand
ouvert sans qu’elle elit besoin de détourner son autre main des trempettes, elle
disait: « Quelle horreur! Cela dépasse en horreur les plus affreuses tragédies ». (7R,
t. IV, p. 80).

Dans ce cas, I'espace du salon dans lequel est présentée Mme Verdurin est
une véritable expression du pouvoir social. Les déménagements de Mme Verdurin,
de la rue Montalivet au quai Conti, signifient un changement symbolique du capital
de la bourgeoisie et le renforcement de sa domination. Le roman fait allusion a un
autre transfert qui se passe pendant la guerre et qui concerne cette fois le capital
économique. Les visiteurs de Mme Verdurin, « ravis de profiter du luxe des
Verdurin, qui avec leur fortune allait croissant & une époque ou les plus riches se
restreignaient faute de toucher leurs revenus » (7R, t. IV, p. 439). Contrairement a
ce plaisir dans l'abondance, dans les rues de Paris peuvent se rencontrer ceux qui ont
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vraiment goiité I'amertume de la guerre: « A ’heure du diner les restaurants étaient
pleins; et si passant dans la rue je voyais un pauvre permissionnaire, échappé pour
six jours au risque permanent de la mort, et prét a repartir pour les tranchées, arréter
un instant ses yeux devant les vitres illuminées, je souffrais comme a I’hétel de
Balbec quand les pécheurs nous regardaient diner, mais je souffrais davantage parce
que je savais que la misére du soldat est plus grande que celle du pauvre, les
réunissant toutes, et plus touchant encore parce qu’elle est plus résignée, plus noble,
et que c’est d’un hochement de téte philosophe, sans haine, que prét a repartir pour
la guerre il disait en voyant se bousculer les embusquées retenant leurs tables: « On
ne dirait pas que ¢’est la guerre ici». (TR, t. IV, p. 41).

L'insistance sur ses plaisirs, 'impossibilité de les sacrifier au détriment de la
vocation morale, culmine dans 1'h6tel de Jupien qui est une maison de passe pour
hommes et qui représente aussi le renforcement du capital bourgeois pendant cette
période: « On sentait que la misére, 1’abandon, la peur habitaient tout ce quartier. Je
n’en fus que plus surpris de voir qu’entre ces maisons délaissées, il y en avait une
ou la vie, au contraire, ssmblant avoir vaincu I’effroi, la faillite, entretenait 1’activité
et la richesse ». (TR, t. IV, p. 389).

Mais l'espace n'a pas de sens sans le personnage qui lui est associé¢ par
métonymie, tel le baron de Charlus. Le baron est porteur des pulsions typiques a
I’époque ou ils n’existent pas de limitations, ou régnent la brutalité et la barbarie.
Représenté a la fin du roman dans un isolement et un abandon progressif de la
société, le baron est un personnage par lequel peut commencer la défiguration de
l'espace social. Il critique l'insensibilit¢ de la société et refuse sa compréhension
réductrice du sujet. A travers le baron, la destruction causée par la guerre est
concentrée dans un pandémonium symbolique représenté par 1’hotel de Jupien. Ici
le Narrateur devient un spectateur inattendu de la scéne ou le baron est flagellé par
plusieurs personnes. Apres le choc visuel qu'expérimente le héros a Montjouvain, la
scéne dans le bordel de Jupien représente une des plus troublantes expériences qui
est pourtant trop riche de sens et complique les affects du héros. Le protagoniste se
déplace dans les rues de la ville sous la menace du bombardement, et sa soif
produite par la sécheresse et qui représente une sécheresse spirituelle, le conduit
devant un hétel.

D'abord discrédité par la bourgeoisie, puis flagellé dans la maison de passe,
le baron est un personnage doublement dégradé. C'est pourquoi il est un lien entre le
salon et la maison des plaisirs, permettant leur description paralléle. Le salon et la
maison de passe de Jupien sont les deux espaces enveloppés dans la lumiere
opposés a l'obscurité dans laquelle s'enfonce la ville, devenant des fragments
illuminés, des images dans un cadre a travers lequel le spectateur peut suivre les
événements comme devant un théatre. Alors que la circulation des informations
dans le salon symbolise le traitement du temps qui s’accélere, la scéne dans la
maison de plaisirs est un temps rituel ou I'absence du temps qui concentre le regard
sur une seule image. Cette concentration met davantage 1'accent sur les émotions qui
étaient superficielles et dispersées dans le salon. Dans le salon I'image est tellement
dominante qu'elle abolit le sens. Alors les deux co6tés, indique le Narrateur, peuvent
tirer profit de la guerre: les Verdurin qui prennent la guerre pour un sujet de débats

202



THE DEVELOPMENT AND THE DEGRADATION OF A
PROUSTIAN CHARACTER:THE BARON DE CHARLUS

qui attire les gens dans le salon et I'hotel de Jupien qui abrite toutes les aberrations
au moment de la décadence morale.

Les visiteurs du salon, incapables de jugements individuels, complétement
enivrés par la réalité que crée Mme Verdurin pour eux et lui accordant le role de
penser a leur place, sont incapables de reconnaitre les valeurs du baron. Le baron de
son coté critique leur absence de lucidité, leur habitude de juger en fonction de la
presse en pensant qu'ils jugent par eux-mémes. Mais si Mme Verdurin propage la
thése selon laquelle le baron est «fini», «démodéy», «usé», outre les confrontations
personnelles, outre sa possibilité de discréditer le baron, ces caractéristiques parlent
d'une situation critique dans laquelle tombe l'aristocratie pendant la guerre. En
restructurant toutes les valeurs sociales, la guerre supprime la derni¢re trompette de
l'aristocratie qui persiste malgré le ralentissement économique, et c'est la
suppression de la conscience de ce que l'aristocratic a une fois constitué. Cette
¢limination est finalement une coupure de la capitale du passé et l'introduction d'une
nouvelle force symbolique. Ce constat dépasse les haines mutuelles, car il témoigne
d'un anachronisme général qui frappe l'aristocratie. Obsoléte, usée, inadéquate aux
exigences de la nouvelle ére qui a ét¢ modernisée, l'aristocratie avec le baron
comme représentant devient 1'apothéose et la synthése de toutes les maladresses,
caprices et insultes précédents qui annulent progressivement le mythe de
Guermantes, protégé par l'imagination magique de lI'enfant 8 Combray.

Pourtant, la narration change au moment ou elle montre le baron non pas
comme victime d'un ostracisme, mais comme un juge attentif de la société: «
Homme du monde, il avait beaucoup vécu parmi les gens du monde, parmi les gens
honorables, parmi les hommes d’honneur, les gens qui ne serreront pas la main a
une fripouille, il connaissait leur délicatesse et leur dureté; il les savait insensibles
aux larmes d’un homme qu’ils font chasser d’un cercle ou avec qui ils refusent de se
battre, dit leur acte de ‘propreté morale’ amener la mort de la mére de la brebis
galeuse [...] tandis qu’il savait que des gens tarés, des fripouilles comme certains
personnages de Dostoievski peuvent étre meilleurs...». (TR, t. IV, p. 81).

L'étre humain, semble suggérer Proust, est composé d'une nature qui est
essentiellement la philanthrope, la propension a la justice et au talent, mais qui,
comme la mémoire sensorielle, ne peuvent pas toujours trouver la bonne fagon de
s'exprimer. Dans La Prisonniere le Narrateur souligne: « On dirait que pour lui
I’amour et la haine la plus éperdue, la bonté et la traitrise, la timidité et I’insolence
ne sont que deux états d’une méme nature, 1’amour propre, 1’orgueil empéchant (les
personnages) ... de se montrer «tels» qu’ils sont en réalité ». (Pr, t. 11, p. 386).

La profondeur psychologique du personnage ne permet pas que la nature
humaine soit interprétée de fagon unilatérale. Mais fait plus intéressant, c'est
précisément la propension vers le vice qui est proche de la vertu. Ce qui est
spécifique dans la description du baron pendant la guerre c'est le fait que bien qu'il
représente un exemple de la stratification de la nature humaine, il sert a démasquer
directement le salon des Verdurin. Contrairement aux autres exemples qui
confirment la thése du Narrateur concernant le vice, dans ce cas s'ouvre la question
du vice en confrontation avec la structure morale de la société.
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e. La profondeur de I’histoire

La scéne avec Charlus peut étre lue en effet comme une radiographie de la
scéne dans laquelle Mme Verdurin est 'actrice principale. La scéne de la douleur et
de sacrifice est en effet un miroir renversé de l'ostracisme que fait subir Mme
Verdurin ainsi que de sa passion arriviste. Cette violence qui peut étre commise
mentalement ou physiquement ouvre pour le Narrateur la voie a 1'écriture. Car la
scéne avec Charlus est une des derniéres qui va conduire le Narrateur a ses
réflexions sur I'essence de l'ceuvre d'art. La punition est liée au besoin de libération
et la volupté de l'acte a 1'une des facons pour l'auteur d'introduire une poétique
fondée sur les affects. Dostoievski est aussi l'auteur qui parle profondément de la
compassion avec la douleur des humiliés et des offensés, qui connait la souffrance
et la déchéance humaine, de méme que la tendance a la rédemption. La période de
la guerre, qui est une période de perte des vies humaines, est un des aspects sur
lesquels témoignent les écrits de Céleste Albaret (1973), mais aussi des paragraphes
de la Recherche ou le Narrateur parle de la guerre et ou on sent une sorte de
culpabilité parce qu’il est a 1’arriére et a I’abri. On peut s'appuyer sur les paroles de
Céleste qui indique que le travail sérieux de la Recherche commence au moment ot
Proust prend connaissance qu'il lui est interdit de participer a la guerre en raison de
sa maladie. L'écriture devient une sorte de sacrifice donné, avec le corps et 'ame,
une sorte de participation collective a la bataille de vie et de mort. Cependant, le
baron comme porteur du vice et de la conscience de la guerre, a la fin du roman est
celui qui subit la destruction. Toutefois, l'accent est mis davantage sur la menace
psychologique, c'est-a-dire sur la superficialité de la vie spirituelle, sa réduction aux
sensations externes qui imitent I'hystérie de Mme Verdurin. La présence de la grand-
mere a Balbec, de méme que les allusions dans la description de Charlus qui les
rapprochent ne sont pas un hasard, car chez Proust elle est l'incarnation de la charité
humaine. Ce théme est présent chez Proust dés que l'ceuvre de George Sand est
mentionnée, parce qu'avant de se montrer comme 1’histoire d'un amour incestueux,
c'est aussi une ceuvre sur la compassion éprouvée pour I’enfant trouvé. Ainsi, le but
du Narrateur sera d'atteindre l'étre a travers son écriture qui comprend un
dévoilement de 1’apparition des choses, un chemin jusqu'aux essences de la vie: «
Comme un géométre qui dépouillant les choses de leurs qualités sensibles ne voit
que leur substratum linéaire, ce que racontaient les gens m’échappait, car ce qui
m’intéressait, c’était non ce qu’ils voulaient dire, mais la mani¢re dont ils le
disaient, en tant qu’elle était révélatrice de leur caractére ou de leurs ridicules; ... ce
qu’il poursuivait alors... était situé a mi-profondeur, au-dela de 1’apparence elle-
méme, dans une zone en peu plus en retrait. Aussi le charme apparent, copiable, des
étres m’échappait parce que je n’avais pas la faculté de m’arréter a lui, comme un
chirurgien qui, sous le poli d’un ventre de femme, verrait le mal qui le ronge».
(TR, t. 1V, p. 296-297).

Inclus dans le cours de l'histoire, les personnages et les événements
montrent, selon le Narrateur, la surface qui doit étre brisée pour atteindre 1'essence
qui nourrit l'art : «Je ne voyais pas les convives, parce que, quand je croyais les
regarder, je les radiographiais» (7R, t. IV, p. 297). Cependant, ['utilisation de la
métaphore de la profondeur comme l'incision chirurgicale est une extension de
l'image du vice de baron Charlus dont le physique fait penser a celui d’une femme

204



THE DEVELOPMENT AND THE DEGRADATION OF A
PROUSTIAN CHARACTER:THE BARON DE CHARLUS

enceinte. De méme que le Narrateur décode la signification du comportement du
baron, de méme il doit révéler l'essence de la vie. Mais I'essence est ici assimilée au
mal, au vice, et plus généralement a la pulsion de la mort et la menace de la
maladie. Le baron sera réduit a la féminité et a I’hystérie, renvoyant a une période
régressive ou la mére est I'objet de menaces et de rejet (Kristeva, 1983). Le constant
déplacement de ce qui est considéré comme vrai fait que le Narrateur compare son
role a celui d’un « géométre qui dépouillant les choses de leurs qualités sensibles ne
voit que leur substratum linéaire » (7R, t. IV, p. 24). Un « personnage intermittent »
se réveille toujours quand I'esprit est prét a apercevoir « quelque essence générale,
commune a plusieurs choses, qui faisait sa nourriture et sa joie » (TR, t. IV, p. 196-
297).

Cette action fait du Narrateur un géometre, un radiologue et un
gynécologue. Cependant ce qui est intéressant, c'est que la derniére métaphore est
simultanément liée au mal interne qui ronge la réalité et a la compréhension de la
société par 1'image de la création de la vie. Le mal qui est au ceeur de la société,
dans ses émotions artificielles, est aussi une image qui apparait dans le roman pour
marquer le vice du baron. Assimilant la métaphore de la maternité, le baron est
compar¢ aux femmes enceintes, mais son intériorité est en fait son vice. Le vice est
une passion sans fin, sans reproduction, qui dans la mention du mal comprend la
pulsion de mort.

De fagon presque ironique, le roman qui a insisté dans des milliers de pages
sur la fascination de la mémoire culturelle et historique, conduit a une pleine
anomie et a la suppression de toutes les marques sur lesquelles reposait
précédemment l'identité. Non seulement la bourgeoisie réussit finalement a
triompher, mais l'aristocratie va dans la direction opposée, perdant une partie de son
prestige et de son charisme et transformant ses personnages en figures séniles qui ne
peuvent pas rattraper le temps. Peut-étre le plus ironique est le cas du baron Charlus
chez qui non seulement la noblesse a été mise en avant jusqu'a l'absurde, mais aussi
son pouvoir discursif, alors qu’il apparait a la fin du roman comme un vieil homme
affecté par I'aphasie et mentalement impuissant, poussé dans un fauteuil roulant par
Jupien et révélant les signes de son vice passé.

Conclusion

Le conflit principal du roman est représenté par l'opposition de l'aristocratie
a la bourgeoisie et c'est une réplique de la conception de I'histoire et de la guerre qui
se déroule a I’arriere-plan du roman. L'essentialisme de I'histoire qui a été inclus
dans chaque mouvement et réplique de Guermantes sera remplacé par le
kaléidoscope: un passage rapide de l'image qui dépend des événements aléatoires et
qui va conduire pendant la guerre a une profonde inversion de toutes les valeurs.
Pour présenter cette inversion, le Narrateur le raconte a travers le prisme du baron
Charlus, qui comme un objet de nombreuses substitutions et travestissements a
travers le roman, peut disséquer l'histoire de la guerre. En tant que Guermantes et
ancétre de l'aristocratie, sa figure est porteuse de mémoire, soulignant la nécessité
de la coexistence du prestige, mais aussi de l'ironie en raison de l'insistance a
maintenir quelque chose qui est sous-jacent a la logique de la destruction historique.
C'est pourquoi la situation dans laquelle va se trouver le baron pendant la guerre
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doit etre considérée comme un embleme de ce qu’expérimente l'aristocratie au cours
de cette période. La scéne est presque théatrale, mais le seul spectateur est le
Narrateur caché dans les ténébres. Cependant, 1'illusion dramatique se brise, le réve
du baron ne parvient pas & maintenir intégralement l'illusion. Le corps du baron
devient une scene sur laquelle se jouent le temps historique de l'aristocratie qui a ses
racines dans la féodalité, les peurs et les fantasmes de lI'enfant de Combray, le rejet
par Mme Verdurin, les effets de la guerre et le réve d'héroisme qui au lieu de la
veérité, remplace un combat simulé de soldat. Cette puissance imaginative du baron
est futile parce que le Narrateur le traite de dilettante. Le baron est celui qui a la
différence du Narrateur ne sait pas comment traduire les sensations et les
métaphores dans 1'acte de la création esthétique.
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THE DEVELOPMENT AND THE DEGRADATION OF A
PROUSTIAN CHARACTER:THE BARON DE CHARLUS

Eva Gjorgjievska
Goce Delchev University, Republic of Macedonia

The Development and the Degradation of a Proustian Character:
the Baron de Charlus

Abstract: The article will follow the perpetual development of the character of
baron de Charlus in the Proustian novel, his appearance, his discovery, his greatness and his
fall, according to the theories of morality and the plasticity of literary forms. Beginning with
the moment of the first meeting with the Narrator, when the character of Charlus is
described in segments through his piercing gaze or the dynamics of his movements and
gestures, he is represented as informal, as an energy and not as as a fixed form. The excesses
of his character, which are in accord with his genius and talent for discourse, reveal the
excessiveness of his passion and destabilize his image. As one of the most complex
characters, Charlus is a man and a woman, aristocrat and underground man, French and
Oriental.

Keywords: character, moral, identity, development.
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Abstract: When considering the creative opus of MoSo Odalovi¢,' famous Serbian
poet and writer, illustrator, calligrapher and above all the artist who marked Serbian
children’s literature in the second half of the 20th and during the first decades of the 21st
century, we point out that his accomplishments present an integral part of the reading.
There is almost not a single child who does not know by heart the song Mama je glagol od
glagola raditi (Mum is a verb from the verb work), and that is why his poetic work usually
comes to the forefront. Of course, this is not without reason because a total of 27 poetry
collections have been published so far. On the other hand, his prose works, Baba je tu, ja
sam u Japanu (Grandma is here, I am in Japan, 2003) and Evo seckam vodu za hrcka (I am
cutting water for the hamster, 2008), and especially short stories, somehow remained in the
shadow of scientific research. Therefore, this work focuses on the analysis of the features
distinctive for the short prose of Moso Odalovi¢, more precisely the prose miniatures within
the collection Daj mi sve tresnje (Give me all the cherries, 2006), with the goal of
presenting the narrative skills and determining the role and significance of this author
within the contemporary Serbian narrative prose for children.

Keywords: short story, myth, humour, irony, parody.

The genre features of the short story

By definition, a short story represents, in a wider sense, ,,a short prose epic
form that, in narrative way, deals with any theme* (1992, p. 403), and in narrower
sense, ,,0znacava kratku prozu posebnog kvaliteta, tj. sasvim odredeni Zanr, kojeg
osim kraktoce, karakterisu jo§ neke komponente, a prije svega, dobro organizovana
radnja, usmjerena ka odredenom cilju, koji je gotovo neumitan. Moguci su obrti
koji, nepredvideni u uslovima svakodnevnog zivota, djeluju neocekivano i snazno,
te tako na minimalnom prostoru ostvaruju maksimalan utisak [...] Zahvaljujuéi
svom otvorenom zavrSetku i dragocjenoj sposobnosti nagovjestaja, ona je spona
izmedu tradicije i inovacije u okvirima pripovjedne proze naseg vremena“.” (p.
403).

1 The work was presented at the round table on Moso Odalovié, held at National Library in Belgrade
on Septembar 26", 2017. 1. M.

2 represents a short prose of a special quality, i.e. a very specified genre, which apart from the
shortness, is characterized by some other components, and above all, a well-organized action, aimed
at a certain goal, which is almost inevitable. Here we have the turns, unforeseen in the conditions of
everyday life that act unexpectedly and forcefully, and thus achieve a maximum impression on the
minimum space [...] Thanks to its open ending and precious ability of indicating things, it represents a
link between tradition and innovation within the narrative prose of our times". (p. 403), I. M.
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According to Routledge’s Encyclopedia of Narrative Theory (2005), the
main short story feature is ,,verbal of pictorial representation of a significant event.
For making the account memorable, for detaching it from facts and housing in the
imagination, certain strategy developed: focus on the single, paradigmatic event or
pattern of events; primacy of one human (or substitute-human) agent and a
modulated tension, at every point, between suspended outcome and imminent
closure. These remain the defining characteristics of a type of fictional prose
narrative longer than the anecdote and shorter than novella®. (p. 528).

Dobrivoje Stanojevi¢ (1985) in the book Forma ili ne o ljubavi (Form or
not about love), a little bit ironically, while keeping Froster's opinion of a novel,
points out that a short story could be labelled as a kind of story that is entirely put
in one journalistic slogan, pointing out that the length is not crucial for genre
determination of short story, just as it is not crucial for the genre definition of the
novel: , Ispitivanje uslova proznog i poetskog u kratkoj prici, odredivanje grani¢nih
podru¢ja izmedu kratke pri¢e i pesme u prozi, jesu za kratku prozu »formista«
kljuéni problemi. Isto takva razvrstavanja retko bitnije doprinose osvetljavanju
specificnih odlika Zanrova, jer se lako prenose na opstiji plan, ona podsticu kratku
pri¢u da ih, na sebi svojstven nac¢in delotvorno potvrduje ili opovrgava“.? (p. 57).
While defining the genre of the short story, Stanojevi¢ further concludes that the
structural features of a short story can only be recognized in the context of a certain
stylistic formation, because within one stylistic formation it appears in one and in
the second stylistic formation in the other, often completely in a different way. This
stems from the fact that the short story does not follow any conventions, but on the
contrary, it disrupts them, ,,a sama pomaze stvaranje konvencija kojih se brzo
oslobada prepustajuci ih drugim zanrovima®“* (p. 59). According to Stanojevié's
opinion, the special characteristic of the short story is its relation to reality and
especially its relation to the reader, since the short story tries to surprise, therefore
,»ova forma nuzno mora shvatiti kao umetnicki oblikovana igra jo§ neoformljenih
zanrova, zanrova ¢ija osnovna svojstva jesu »igra u postupku« i »postupak kao
igra«”.® (p. 62).

For a short story, and in this case almost all theoreticians agree, the most
important thing is to describe the model of the story itself, even though that story
has no strict framework, and in the continuation of this work, we will try to
describe the model of the short story of Moso Odalovi¢ using the example of Daj
mi sve tresnje (Give me all the cherries), published in 2006.

3 ,Examining the conditions of prose and poetry in a short story, defining boundary areas between a
short story and a poem in prose, are key problems for a short prose" formists". The same sorting
rarely contributes to the illumination of specific features of genres, because they are easily transferred
to a more general plan, it encourages a short story to, in its own way, effectively validate or disprove
them™. (p. 57), . M.

4 ,and it itself helps creating conventions that are being quickly released by leaving them to other
genres”. (p. 59). . M.

5 this form must necessarily be understood as an artistically shaped play of yet unformed genres,
genres whose basic characteristics are "gameplay" and "acting like a game™. (p. 62) I. M.

210



FEATURES OF SHORT STORIES FOR CHILDREN BY MOSA ODALOVIC

Seven cheerful stories, with some tears

Short stories by Moso Odalovi¢ within the collection Daj mi sve tresnje
(Give me all the cherries), at the same time determine and destroy their genre
characteristics. With their morphological features, semantic layers and structural
base, they realize their synergetic dialogue and dialectical play with potential
textual recipients. Behind their meaning field, there is usually a secret, a mystery,
the question ,,da li je zemlja okrugla?“° ,sta je geografija“?,” ,place li pti¢ja
rodbina?‘® which the main hero, who is also entrusted with the narrator role, tries
to reveal and in a certain way to use such discovery to reconstruct the entire story
from the initial question, from the initial puzzle, which essentially initiates the
mechanism of the narrating to the conclusion, which summarizes in itself deeper
semantic layers.

In this way, with the author's remark that this is a seven-chapter story,
narrating in seven pictures, genealogical issues arise: does the collection Daj mi sve
tresnje (Give me all the cherries) in a genre sense can be defined as a modern,
fragmentary novel with a loose topic construction, or we have a collection of the
interconnected short stories through which the hero-narrator leads us, and whose
coherence is achieved by framework composition, that is, the repetition of the same
motif in the title and in the last sentence of a story that closes this collection?

The collection Daj mi sve tresnje (Give me all the cherries) by Moso
Odalovi¢, therefore, with its very beginning, strives to cause the surprise effect in
the reader by presenting an unexpected, or, to turn upside-down familiar things (for
example, it is suspected that the earth is round) with the intention to enclose the
real world in a slightly fantastic, miraculous attire, without disturbing at any given
moment, the realistic framework of narration.

In fact, the narration refers to the folk form of speaking and telling stories
and events, in order to achieve the immediacy of the relationship between the
narrator and the one to whom the story is intended, while the images speak about
the short form, which describe the clippings of events grouped around a particular
episode.

Narrative immediacy is especially achieved by auto referential points such
as the initials of M.O., the native topos of Kosovo and Metohija, or through the use
of other biographical references, and this leads us to the conclusion that the
narration in this collection is carried out by (semi)autobiographical model, while
the narration itself is simultaneously set up, that is, it derives from two narrative
perspectives: the first perspective belongs to the boy and his story is given in
memory of the school days, the first love, the memories of the homeland and the
village of Staro Gracko near Lipljan in Kosovo, and the second is the perspective
of an adult, a sixty-year-old man.

6 “Is the World round?". I. M.
7 ‘What is geography?". I. M.
8 ‘Does the bird relatives cry?". I. M.
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In essence, the child's perspective, and the perspective of the sixty-year-old
are identical, pure, childish and naive: ,Jeste, imam pet godina, al® ovo piSem u
Sezdesetoj“. (p. 16).° The only thing that has changed is the social system. It used
to be a Titoist concept, and since the 1990s it was American. The narrator
establishes irony and parody and humorous deviation towards the both concepts in
all his stories, which sometimes resembles a "Copi¢evski smeh"!°, However,
sometimes implicit narrator attitude towards socio-historical circumstances, which
is seen in the background of these stories, makes them much more serious, as it
explains both the ideological and the national assumptions of the author himself.
Thus, the existence of two narrative instances, the narrative of a child and the
narrative of an adult narrator using the flashbacks, the sequencing of the past, and
the childhood images of seemingly harmless children's games, subtly introduces
the reader with Kosovo reality in the past and in this century, with the tragedy of
displaced Serbs, pointing out the themes of power, authority, politics and the
suffering of "ordinary 'people.

The backbone of all the stories in the collection Daj mi sve tresnje (Give
me all the cherries), and there are seven of them ,Je li tamo globus® (,,Is there a
Globe®), ,,Da bistrimo vodu® (,,To clear the water™), ,,Vatrin odlikas*“ (,,Fire’s A
grader”), ,,Place li pti¢ja rodbina“ (,,Does the bird relatives cry™), ,,Kad hlebac
zamiriS$e” (,,When the bread smells®™), ,,Jabuko moja“ (,,My apple™), ,,Posto su
tre$nje (,,How much are the cherries,,) represents one detail on which the micro
plot is built, while sporadic digressions are being used to step out of the narrative
compactness and diligence that are characteristic for the short story. Thus, although
the basic model of a short story is being followed, implying a low volume, reduced
narration with a focus on the topic and with strong emotional and semantic effect in
the final narrative sequence (for example, the story "Da bistrimo vodu" (,,To clear
the water®™) ends with the sentence: ,,Bunar je isto sto i kap vode CoveCanstvu: one
vode kad se Covecanstvo zateklo u pustinji. A dvoriste s bunarom — najlepsi deo
otadzbine* (p. 11),'! their genre boundaries are also open to the myths and legends.

The mythical structure of this collection is achieved through the stories
based on the basic elements of the Universe: the Earth (,,Je li tamo globus®™) (,,Is
there a Globe™), water (,,Da bistrimo vodu®™) (,,To clear the water™), fire (,,Vatrin
odlikas®) (,,Fire’s A Grader*) and air (,,Place li pti¢ja rodbina®) (,,Does the bird
relatives cry®™). They are joined by a story about the bread "Kad hlebac zamirise"
(,,When the bread smells*), which summarizes all the four preceding elements, and
as it is stated in the encyclopaedic dictionary Slovene Mythology (2001), on which
it depends human power, health and happiness (p. 563), then the apple story
follows, whose tree and fruits symbolize fertility, health, love, beauty; they are
attributed with holiness, they have protective and healing powers, are bound to the

%, Yes, I am five years old, but I am writing this in my sixties". (p. 16), I. M.

10 «Copic’s humour’, I. M.

11 The well is the same as a drop of water to the mankind: the same waters when the humanity found
itself in the desert. And a yard with a well - the most beautiful part of the homeland™. (p. 11), I. M.
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subterranean realm, to immortality (p. 233), or to cherries as a symbol of purity,
but also of transience "Posto su tresnje" (,,How much are the cherries™).

Using summed and narration with no plot, without much description and
psychology, lyrically and poetically reminiscences of childhood events are
presented. Already in the first story ,,Je li tamo globus®™ (,,Is there a Globe®), the
basic detail is the globe on which a micro plot is built (having in mind Stanojevic's
(1985) remark that ,kratka pri¢a veciti zaplet (beskrajna neizvesnost)“.'? (p. 59).
Namely, the topic of the story develops on the basis of the boy's stubbornness to
accept the generally well-known and scientifically proven fact that the World is
round: ,,Pravo da vam kazem, nisam se mnogo ni raspitivao, a oni meni: —
ZEMLIJA JE OKRUGLA! Stroga vremena, strogi ljudi, pa ako ti kazu da je neSto
okruglo, tvoje je da kaze§ — tako je. Doduse, ima$ pravo da ¢uti$ i pomisli§ — nije
tako — jer, otkud oni znaju $ta si pomislio. Nisu bas$ toliko napredovali u pameti“
(p- 5).”

Starting from the boy's intolerance towards the globe, the narrator uses
humour, irony and parody to undermine the rigid institution of education that does
not allow the development of children's imagination, but also the various
discourses of power, from communist ideology to Americanization and the current
globalization policy: ,,Sada me strah da ¢e Amerikanci na¢i globus!!! Puno ih je
oko mog sela, a imaju nekakve osetljive aparate; mogu da otkriju 1 krticu i globus i
atomsku bombu®. (p. 7).

One of the important topics of Odalovi¢'s collection is the sharp
antagonism of the village-city relation. The polarization between the village and
the city was especially carried out in two stories, in the ,,Vatrin odlikas*“ (Fire’s A
Grader) and in story ,,Kad hlebac zamiriSe* (When the bread smells). The city's
topography, in particular the topography of the metropolis, has an accentuated
negative connotation in these stories (,,Veliki gradovi puni su neprijatnih,
sukobljenih mirisa®“ (p. 20)," referring to power, authority and politics. On the
other hand, warm lyrical tones describe the beauty of the village, naivety, purity
and ethics of the villagers. The bread carries the best fragrances of the world, but
also ploughman’s torment and sigh and the prayer of a ploughman wife,,,huk vetra
i prhut jarebice, i kiseonik koji krcka pod zubima, i vodonik gorskog potoka
promuckan vodenickim kamenom, i mirisi lekovitog bilja, i zvezdani prah je u
hlebu, i polen s péeline nozice...“.!° (p. 20).

12 _short story, eternal plot (infinite uncertainty)®. (p. 12), 1. M.

13 To tell you the truth, I did not ask much, and they told me: - THE EARTH IS ROUND! Strict
times, strict people, so if they tell you something is round, it's yours to say - that's right. However, you
have the right to remain silent and think - it is not so - because, how they would know what you
thought. They did not improve that much in their minds”. (p. 5), 1. M.

14 Now I am afraid that the Americans will find a Globe! There are many of them around my village,
and they have some kind of sensitive appliances; they can also discover a mole and a globe and an
atomic bomb™. (p. 7), I. M.

15 Big cities are filled with unpleasant, conflicting odours. (p. 20), 1. M.

16 The howl of the wind and the flapping of the partridge, and the oxygen that crunches under the
teeth, and the hydrogen of the mountain stream, bubbled with watery stone, and the scents of
medicinal herbs, and the starry dust is in the bread, and pollen from the bees leg...”. (p. 20), 1. M.
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The narrator is on the side of folk wisdom and the experience that has
plunged for centuries from the generation to generation, on the side of the visions
and the power of the Serbian peasant who resisted and defied all the misery, and
against the vanity, emptiness and the snobbery of the city ’gentlemen’’: ,,Tebi
vodenicar prljav, i nije te strah od hleba. Da sam ministar za poljoprivredu, ti bi ve¢
bio pomo¢nik najudaljenijeg gorskog vodenicara“.!” (p. 21).

In close connection with the village-city opposition, there is also the theme
of the uncertainty and fear of a man from a village who has come to a big city:
,Raznoliki su strahovi s kojima iz udaljenog, zaturenog sela stize§ u glavni grad.
Mene i danas, dolaze¢ povremeno u Beograd, proganjaju dva problema... Kad ve¢
poceh, a trenutno, okurazen, $to da ne pricam? PRVO: WC! Ili: klozet, nuznik,
zahod, ¢enifa, izakuce... Znam da to postoji u svakom stanu, ali — hoc¢u li na vreme
sti¢i u onaj opStenarodni?! Koga i kako da pitam: — [zvinite, gde bih mogao...
Verovatno je i Copié bio od srodnih strahova, pa je, u ime zbunjenih, smislio: —
Izvinite, gdje se ovdje ide u kukuruze? 1 svi znaju — §ta trazi! DRUGO: Kao decak,
kao mladi¢, bio sam siguran da su Beogradani, odreda zavrsili $kolu za Beogradane
i svasta znaju. Sta, ako me zgrabe na autobuskoj ili Zeleznitkoj stanici i ponu da
me propituju: — Ha, tu smo te éekali! Da vidimo — ko nam to stize!”.'8 (p. 20-21).

Moso Odalovi¢ in his collection Daj mi sve tresnje (Give me all the
cherries) refers several times to the famous Serbian author Branko Copi¢. True,
certain inter textual relations between Odalovi¢'s collection Daj mi sve tresnje
(Give me all the cherries) and Copié’s prose could be established, especially
relating to the Basta sljezove boje (The Mallow Color Garden) collection from
1970. Copié¢ wrote the collection at 54, and it has the same number of chapters. It is
dedicated to Zijo Dizdarevi¢, Copié's friend who was killed in the Jasenovac camp.
He explains the reasons for his return to childhood in a structurally very important
part of the collection called "Pismo Ziji" (“Letter to Zijo”). Otherwise, the
collection itself is divided into two parts: Jutra plavog sljeza (The mornings of blue
mallow) and Dani crvenog sljeza (The days of red mallow). Blue and red colours
symbolically represent intimate author’s moods and spiritual conditions in different
periods of life.

17 ,To you the miller is dirty, and you're not afraid of bread. If I were the Minister of Agriculture, you
would already be an assistant to the furthest mountain miller™. (p. 21), I. M.

18 There are various fears when you come to a capital city from a remote village. Even today, when I
come to Belgrade occasionally, I'm being persecuted by two problems ... Since I have started, and
currently encouraged, I should say? FIRST: WC! Or: a toilet, urinal, privy, lavatory, water closet... |
know that it exists in every apartment, but - will I get on time to that public one?! Who and how
should I ask: - Excuse me, where could I ... Copic probably was related to similar fears, so he, in the
name of the confused, came up with the following: - Excuse me, where I could go “'the corns’’ here?
And everyone knows - what he wants! SECOND: As a boy, as a young man, I was sure that the
people from Belgrade, had finished the school for Belgraders and knew everything. What if they
grabbed me at the bus or train station and started asking me: - Ha, we were waiting for you! Let's see
—who came to us!"'. (p. 20-21), . M.
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The typological similarities between Copié¢'s and Odalovi¢'s collections can
be established at the level of narrators, where, from the perspective of mature
years, they remember memories of childhood events at the thematic and motive
level, as both authors tell about their homeland, realistically showing the
characteristics of the Krajina mentality, that is, the peasant from Kosovo. When
discussing the style level, both are using the humorous and ironic narration tone,
where Odalovi¢ takes a step further towards parody, lowering, declining and
grotesque. This is best seen in the story “Place 1i pti¢ja rodbina” (,,Does the bird
relatives cry®). If we compare this story with Copié's story "Pohod na mjesec"
(,,Journey to the Moon®™) from the collection of Basta sljezove boje (The Mallow
colour garden), we will notice that the walk to the Moon for Copi¢'s hero is the
same thing for Odalovié¢'s hero, only represented by flight of a bird that raises him
at its dreamy wings out of darkness, out of simple and meaningless everyday life
into the light of a spiritual and purposeful life. However, Odalovi¢ is dragging
comic and tragic elements through the metaphorical-allegorical story of dreams and
spiritual excitement. (,,Ne znam kako umiru ptice? Sjati li se pti¢ja rodbina, placu li
ptice?”’)? (p. 14) while in the epilogue part he uses the process of lowering and
dethroning to bring down the story itself to the grotesque level: “Iz §iblja, na dva-
tri metra od mene, prhnu misar! Odlete ili odsko¢i nevaznom merom. Gledam ga
dugo — lep, prelep! Krenem, on opet, tek da se izmakne. Pomislih kako me
zavarava; umeju ptice da se pretvaraju, da te udalje od neceg vaznog. Hajde, rekoh,
da ga najurim u njegove visine, da podem prema njemu malo zustrije [...] Blagoje,
lovac, re¢e mi da se orao predao, zavrSio svoje... Spustismo ga u prazan, oveci
kavez za pilice, da ga osmotrimo i procenimo zivost. Dremljiv, tek na jaci zvuk
odskrine oko, prezire sve na svetu. U jednom trenu, prosu se orao, a svud oko njega
pilec¢a govanca...”.?® (p. 19).

In Odalovié's collection of children stories, but also adult stories, the native
topos of Kosovo and Metohija occupies a special place. This is especially
noticeable in the final story ,,Posto tresnje™ (,,How much are the cherries*), which
describes a meeting with a girl, now a woman named Jaglik, to which the hero-
narrator once was in love. Through the love story, national issues, the relation
between the Serbian and Albanian population, the division of culture into the
sphere of alterity and the sphere of identity, the abandonment of the Kosovo

19 I do not know how the birds die? Does the bird relatives come, does the birds cry?*. (p. 14), 1. M.
20| From the shrub, two or three meters from me, the buzzard came out! Took off or rebounded in an
unimportant measure. I'm looking at it for a long time - beautiful, very beautiful! I go, he takes off
just to get away. I thought he is fooling me; birds can pretend to keep you away from something
important. Come on, I said, to get him into his heights, to go to him a little more briskly [...] Blagoje,
a hunter, told me that the eagle surrendered, finished his ... We let him down in an empty, big chicken
cage, to examine him and evaluate the liveliness . Drowsy, opens his eye only to a stronger sound,
despises everything in the world. In one moment, eagle spilled, and all around chicken shit...”. (p. 19),
L. M.
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heritage, which in turn entails nostalgia and refugee melancholia, are also being
semantised and actualized.

In addition, this collection also has an educational role, since it introduces
young readers to the folk beliefs (,,7u gde pevac ostavi dusu, tamo kopamo
bunar™' (p. 9) customs, tradition, the past, developing in them the strong feelings
of love for their people and the country.

Instead of the conclusion, or one can’t write on miracles without tears

Following the poetic line that Branko Copi¢ and Dusan Radovi¢ began in
the Serbian prose for children, MoSo Odalovi¢ while conversing with the child in
himself, creates a little literary wonder, a series of stories in which the sublime and
trivial, comical and tragic, parody and self-parody are crossing, while the whole
world and its phenomena are being paradoxically measured and turned upside
down. Using the beauty of linguistic and stylistic forms, characterized by a large
number of coinages, alogisms, dialectisms, a concise testimony close to gnomic
wisdom, themes connected not only to the carelessness of childhood, but also to
Kosovo’s tragic reality, which cannot be written without tears, Odalovi¢ through
his collection Daj mi sve tresnje (Give me all the cherries), enters the sphere of
spirituality, into the sphere of things easily seen only by heart, where tears shed
into the words, but without the patos, which is also the greatest artistic mastery of
this classic of the Serbian children literature.??
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Ozet: Anadolu halkinin gelenek, gorenek ve yasam sekillerinin irdelenmesi
neticesinde sekillenmis olan koOy seyirlik oyunlari, giiniimiizde hala bir¢cok koyde
yasatilmaktadir. Bu oyunlarin sosyolojik incelemeleri yapildiginda Anadolu kdylerinin
gecmis kiiltiirli ve yasantilari ortaya konulmus olacaktir. Bu ¢alismada kisaca kdy seyirlik
oyunlar1 tanmimlanacak ve Afyonkarahisar yoresinde oynanan “Deveci Oyunu” nun
tanitimina yer verilecektir.

Anahtar Kelimeler: Koy Tiyatrosu, Kéy Seyirlik Oyunu, Deveci Oyunu, Halk
Bilimi, Afyonkarahisar.

Giris

Koy Seyirlik Oyunlari, Koylii Tiyatrosu, Seyirlik Koy Oyunlart (And, 1970:
16-17); Koy Oyunlari/Kdy Orta Oyunlart (Tore, 2009: 2187), Dramatik Koy
Seyirlik Oyunlart (Ozhan, 1997: 293) gibi cesitli adlandirmalarla karsimiza ¢ikan
kdy eglenceleri, ylizyillardir Tiirk kiiltliriiniin en Onemli tasiyicilari olmuslardir.
Koy halki igin, iletisim, eglence ve toplanma vesilesi olan ve her donemde
gerceklestirilen seyirlik oyunlar, sanat anlamida geleneksel Tiirk tiyatrosunun da
ilkel sekillerini olugturmaktadirlar.

Bu oyunlarin kokeni tarih oncesi donemlere kadar uzanmakta, Tiirk
boylarinin  kiiltiirel ~etkilesimlerine bagli olarak g¢esitlilik ve zenginlik
gostermektedirler. “Bir milletin tarihini koruyan ve siirdiiren en oOnemli miras
kiiltiirel ogelerden olusan mirastir. Tiirkler uzun tarihleri boyunca genis bir
cografyada hem komgu kiiltiirleri etkilemis, hem de onlarin kiiltiirlerinden
etkilenmislerdir. Ciinkii yakin cografyalarin yasam bicimleri; etraflarinda geligen
olaylari anlamlandirma sekilleri ve onlara atfettikleri degerlerle ortiismektedir.”
(Erol, 2012: 289) Bu calismamizda Afyonkarahisar iline bagl bazi Yoriik ve
Tiirkmen kdylerinin diigiinlerinde icra edilen “Deveci Oyunu”nun tanitimina yer
verilecek olup iki farkli kiiltiire sahip olan Yoriikler ile Tirkmenlerin bu oyunu
oynayis bicimleri karsilastirilacaktir.

1. Koy Seyirlik Oyunlar:

Metin And (1970) Anadolu'da seyirlik koylii oyunlarinin da biiyiik
¢ogunlugunun eski toren kalintilar1 oldugunu belirtir: “Bununla birlikte ya bunlarin
disinda kalan, ya koyliiniin bu ornekler iizerine sonradan uydurdugu cesitli
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oyunlara rastlanir. Bunlar belki de zaman asimi ile torensel niteliklerini
degistirerek bozulmug oyunlar da olabilir. Bunlarin kimi masallardan, efsanelerden
alinmis oyunlardir. Ornegin Beypazari'na baglh koylerde oynanan Sigirci Keloglan
oyununda Tiirk masallarimin kahraman Keloglan 'in evlenmesi canlandiriimaktadir.
Lzmir'in Yalapinar kéyiinde oynanan Kéroglu Oyunu ile Koroglu'nun Bolu Beyini
oldiirmesi canlandiriir. ”’(s.29)

Sozli kiiltiiriin {irlinii olan Anadolu kdy seyirlik oyunlarinin en &nemli
0zelligi anonim olmalardir. Yazili bir metine dayanmazlar ancak oyunun ana
cizgileriyle akisi, yapilacak hareketler ve olaylarin sirasi bellidir. Oyunlarda ¢ok
basit olmakla beraber dekor, kostiim ve makyaj yer almaktadir (Oguz, 2008: 69).
Erkekler kadin, kadinlar erkek kiligina biirtiniirlerken, orta yash erkeklerin hayvan
taklitleri yaptiklar1 oyunlara da rastlanir. Oyunlar, genellikle uzun kis gecelerinde,
diigiin ve bayramlarda; gelenek ve gorenckleri dayanigsma iginde siirekli yasanir
kilmak, diger taraftan da bir kisim sosyal hadiselere dikkat ¢ekebilmek adina
oynanir (Tore, 2009: 2188).

Bu oyunlarin kaynaginda Tiirk toplum hayatinin yansimalarini buluruz.
“Hasimlar arasindaki savas (Kan davasi), oliip dirilme (Inanclar ve ibretler), kiz
kagcurma (sosyal dengesizlikler), doktor, tiiccar, berber, gibi hassas meslekler
(ekonomi ve saglik) gibi konular ¢ok¢a yer alir. Bu arada c¢evreci bir zihniyeti
yansitmast bakimindan insanlarin, dogamin diger canli unsurlari ile olan iliskileri
de oyunlarin ana kaynaklarim olusturur.” (Tore, 2009: 2187). Bu ana kaynaklar
dogrultusunda her yorede sekillenen ve oynana gelen seyirlik oyunlar belli basliklar
altinda tasnif edilerek karsilagtirmaya ve incelemeye hazir hale getirilirler.

Metin And (2014) seyirlik oyunlan tiir, konu, islev ve yapilar1 bakimimdan
yedi gruba ayirarak miimkiin oldugunca kapsamli oyun Orneklerini tanitmayi
amaglamistir:

. Kuttéren ve Soylence Kaynakli Oyunlar -Gergek¢i Oyunlar
. Oliip Dirilme ve Kiz Kagirma

. Yilbasi ve Y1l Sonu Oyunlar

. Tarimsal Oyunlar - Coban Oyunlari

. Hayvan Benzetmeceleri

. Dilsiz Oyunlar1 -Kukla -Saka Oyunlar1

7. Tek ve Cift Izlekli Oyunlar - Dizi Oyunlari (s.11-26).

Diger taraftan Mevliit Ozhan oyunlari, oynams amaci, oynandif1 yer,
oyuncularin cinsiyetleri ve miizikli olup olmayisina gore genis bir tasnif Onerisini
sunmustur:

I. Oyunlarin oynanig amaglar1 bakimindan;

A- Inang kaynakl1 olup, giiniimiizde bu amagla oynananlar,
B- Inang kaynakl olup, giiniimiizde eglence amaciyla oynananlar;
1- K1z Kagirma
2- Oliip Dirilme, kiz Kagirma
3- Oliip Dirilme,
C- Eglence iiriinii olarak oynananlar
1- Meslek taklidi oyunlar,
2- Hayvan taklidi oyunlar,
3- Giinliik yasamlar ilgili oyunlar,
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4- Tarimla ilgili oyunlar,
5- Hikéye, masal ve tarihi olaylar1 konu edinen oyunlar,
6- Sagir-Dilsiz oyunlari,
7- Degisik konulu oyunlar,
II. Oynandiklar yer bakimindan;
A- Acik alanlarda oynananlar,
1- Bir alanda sabit olarak oynananlar,
2- Gezilerek oynananlar,
B- Kapal1 yerlerde oynananlar,
II1. Oynayanlarin cinsiyetleri agisindan;
A- Erkekler tarafindan oynananlar,
B- Kadinlar tarafindan oynananlar,
C- Hem erkekler hem de kadinlar tarafindan oynanan oyunlar,
IV. Miizik esliginde oynanip oynanmamasina gore,
A- Miizikli oyunlar,
B- Miiziksiz oyunlar.(s. 293)

Incelemeleri ve objektif verilere ulasmay1 kolaylastirmak amactyla sunulan
tasnif denemeleri neticesinde, farkli yorelerde oynanan ve farkli adlandirmalara
sahip bircok oyunun benzer oOzellikler tasidiklari, ayni ¢ikis noktasina sahip
olduklar1 gozlemlenmistir. Metin And’in (1970) “Bugiin Anadolu'nun hangi
késesine gidilse oradaki koylerde kimi kez degisik adlarda aym konular iizerine,
ustelik ¢ogu kez aymi tarihlerde birtakim seyirlik oyunlar oynadiklar: goriiliir.
Diyelim bir uctan otekine Kuzeyden Giineye, Batidan Doguya, éyle ki kimi kez Arap
Oyunu, Deve Oyunu gibi adlarin bile benzerligi saswrtict ve diigiindiiriiciidiir.” (s.
17) seklinde agikladigi bu oyunlardan biri de Afyonkarahisar yoresinde genellikle
diigiinlerde, diigiin evinin bahgesinde veyahut sinirlanmis hali ile diiglin evinde
oynanan “Deveci Oyunu”dur.

2. Deveci Oyunu

Canakkale yoresinde “Arap ve Gelinlik Kizlarr” (Ding, 2012: 251); Mugla,
Kirsehir, Karaman dolaylarinda “Arap Oyunu”, Tokat koylerinde “Deveci Oyunu”
(Ozhan, 1997: 296), Balikesir-Pamuk¢u’da “Deve Oyunu” (Ath, 2017: 31)
oyunlariyla benzerlik gosterdigi tespit edilen Deveci Oyunu yaklagik 10-12 kisilik
erkek grubu tarafindan canlandirilir. Oyun ii¢ asamadan olusur. ilk béliim hazirlik
asamasidir. Diiglin eglencesinin orta yerinde damadin arkadaglarindan ve
akrabalarindan olusan bir grup erkek, oyuna hazirlik i¢in komsu evlere dagilirlar.
Bir kisi kervanbasi1 kiliginda sakalli, sarikli, ciibbeli bir sekilde giyinir, bir eline
kalinca bir sopa alir. Bu kisi oyunun bagkisisi olup oyuna adini veren Deveci’dir.
(K.S.-6, K.S.-7) Diger taraftan 4 erkek (say1 c¢ogaltilabilir) takma bryiklar,
cepkenler, yumurta topuklu iskarpinler ve sirtlarinda birer ceketle hazirlanirlar.
Oyunun en eglenceli olan kismi ise kadin kiligina girecek olan erkeklerin
hazirlanmas1 ve meydana ¢ikmalaridir. 5-6 erkek (say1 gogaltilabilir) koyli
kadmlarin sandiklarindan c¢ikardiklar1 yoresel kiyafetleri -salvar, etek, yelek,
yemeni- giyerek gen¢ kiz kiligina girerler. Sakali biyig1 olanlar pece takar,
digerlerine ise kadinlar tarafindan makyaj yapilir. (K.S.-3, K.S.-4, K.S.-5) Oyunun
hazirlik asamasinda koyilin orta yagh kadinlarina biiyiik is diiser. Koylerde geng
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erkek ve kizlarin bir arada bulunmasi hos karsilanmadigi i¢in yasca biiyilik kadinlar,
cocuklar1 yagindaki erkeklerin giyinmelerine, makyajla kilik degistirmelerine
yardim ederler. (K.S.-1, K.S.-2, K.S.-3, K.S.-4, K.S.-5, K.S.-6, K.S.-7).

Deveci Oyunu’nun hazirlik asamasinda, diger Anadolu kdy seyirlik
oyunlarmda oldugu gibi koyliinlin yardimlagsma ve dayanisma duygulartyla varm
yogunu ortaya doktigi goriilir. Bu kisimda Deveci’nin kullanacagi deve igin bir
deve baghg1 yapilir. Iki kisinin omuzlarina aldiklar1 merdivenin iistiine biiyiikge bir
kilim/aba ortiiliir, li¢iincii bir kisi bag tarafa gecerek devenin bas kismini tutarak bir
“deve figiirii”! olustururlar. Deve bashgina ayrica biiyiik bir ¢an takilir. Bashga
baglanan zincirle de oyunun biitiin gorseli hazirlanmig olur. (K.S.-6, K.S.-7, K.S.-8)
Hazirlik asamasinda yapilan dekor, kostiim, makyaj hepsi basit ve olabildigince
hizli bir sekilde yapilir.

Oyunun ikinci asamasi sergilenme boliimiidiir. Davetlilerin bulundugu
meydana, kdyde hatir1 sayilir biri ¢ikarak kisa bir konusma yapar. Diigliniin hayirlh
olmasini, evlenenlerin mutlu olup, evlenmek isteyenlerin tez zamanda muratlarina
kavusmalarmi diler. Ardindan sergilenecek oyunun duyurusunu yapip meydanin
genisletilmesini ve sessizce dinlenmesini rica eder. (K.S.-1, K.S.-2, K.S.-8) Deveci,
bir elinde devesinin zinciri bir elinde sopasi, arkasinda kizlar1 oldugu halde
meydanin  bir kosesinden giris yapar. Kizlar siirekli yorulduklarina dair
mizmizlanirlar. Deveci ise onlara sOylenerek yiiriimeye devam eder. Meydanin
ortasimna geldiklerinde bir anda etraflarin1 erkekler sarar. Kizlar ¢ighik ¢igliga
devecinin etrafina toplanirlar. Erkeklerden biri “Bizim koti bir niyetimiz yok,
kizlarinla evienmek istiyoruz. Boyu boyumuza uygun olant ver bize” der. Deveci
“Benim evlilik ¢aginda kizim yok. Onlar daha ¢oluk ¢ocuk. Varin gidin yolunuza”
der. Bu diyalog esnasinda deveci sopasim siirekli olarak erkeklere dogru,
yaklasmamalar1 i¢in sallar. Kizlar ise bir taraftan korkma emaresiyle birbirlerine
sokulurlarken, bir taraftan da kas goz isareti yaparak erkeklerden kendilerini
kagirmalarint isterler. Ciinkii kizlar deveciyle sehir sehir gezmekten bikmislardir.
Erkekler tekrardan “Bdyle giizel kizlar bizim buralarda yok, onlart ver bize, anl
sanlt diigiin yapwp evienelim. Yoksa kagwririz” derler. Ancak Deveci yine olumsuz
yanit verir. Erkekler boylarina uygun gordiikleri, hizli kosabilecegine inandiklar
kizlar1 secerek kagirmaya calisirlar. Deveci ise sopa ile onlara engel olmaya calisir.
Kizlar ise ellerinden tutan erkekle birlikte kogsmaya baslar. Deveci yakalayabildigini
doverek tekrar devenin basma diger kizlarin yanina getirir. Oyun bu sekilde bir siire
devam eder. Kagmay1 basaranlar meydanin kenarinda oyunun bitmesini beklerler.
Deveci kagmaya calisana acimaz, sopayla vurur. (K.S.-2) Oyunun son asamasinda
kizlar1 iyice goziine kestiren erkekler ciissece kendisine zit olani sirtlayip kagmaya
baslar. Eger ki erkek kiza gore ciliz kalirsa, kiz erkegi omzuna alip kagirir.
Devecinin doviinmeleri esliginde oyun biter. Oyunda rol alanlar meydana gelip

I “Deve figiirii’ne Afyonkarahisar’in Cay ilgesine, Suhut ilgesine ve Dinar ilgesine bagl Yoriik
koylerinde rastlanirken, merkez kdylerde ve Thsaniye ilgesine bagl Tiirkmen koylerinde rastlanmaz.
Tiirkmen koylerindeki oyun bu yoniiyle “Arap ve Gelinlik Kizlar1” oyunuyla benzerlik gostermektedir.
Tiirkmen kdylerinde oyuncular ellerine aldiklar bir def ile ya da bagirarak meydana giris yaparlar.
Kizlar bir ipin ucuna baglanmig gibi bir izlenim olustururlar, baglarindaki sarikli kisi onlar siiriikler
vaziyettedir.
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seyircileri selamlarlar. Deveci sarigimi ¢ikartip diiglin sahibinin yanina gider ve
oyuncular i¢in bahsis alir. (K.S.-3)

Koy seyirlik oyunlarinin genel 6zelliklerinden olan belli bir metine bagh
kalmaksizin oyunun canlandirilmasi, bu oyun i¢in de gegerlidir. Ancak burada sozlii
atismalardan ziyade gorsellik daha fazla mizahi unsur tasimaktadir. Ozellikle
davetlilerin yakindan tamidiklar1 erkekleri kadin kiliginda, makyajli olarak
gormeleri, oyunun sonunda bazi kadin kiligindaki kisilerin erkekleri omuzlarina alip
kagirmalar1 gibi zitliklar oyunun ana eglence 6geleridir.

Koy seyirlik oyunlarinin tarih 6ncesine dayanan ¢ikis noktalari zamanla
unutulmus, oyunlar gitgide biiyiisel niteliklerini kaybettigi gibi koyliilerdeki bu
biling de yitirilmistir. Bu sebeple seyirlik oyunlar daha c¢ok diigiinlerde,
eglencelerde, derneklerde oyalanmak amaciyla oynanmaktadirlar (And, 1970: 32).
Deveci oyununun hikayesi ise eski zamanlarda deve kervanlari ile koyden koye gog
eden halklarm  yasantilarindan ~ dogmustur.  Afyonkarahisar  bdlgesinde
Yoriik/gogmen niifusa sahip kdyler cogunluktadir. Karakecili Yoriikleri olarak
adlandirilan koyliler go¢ yollarinda ve vardiklar yerlerde karsilastiklari olaylar
mizahi unsurlarla donatip gelenek haline getirmisler ve yasatmaya ¢abalamislardir.
Bugiin Konya-Dinar karayolu iizerinde Alparslan kodyli mevkiinde bulunan
kayaliklarla ¢evrili dar bir gecit, yore halki tarafindan “Kiz Kagiran Bogazi” olarak
adlandirilmaktadir (K.S.-8, K.S.-9). Ayrica maddi imkénsizliklar neticesinde diigiin
yapamayan (K.S.-6, K.S.-7,K.S.-8) ya da ailelerinin evlenmelerine izin vermedigi
(K.S.-1, K.S.-2, K.S.-3, K.S.-4, K.S.-5) gengler arasinda sikc¢a rastlanan kiz kagirma
olay1 da bir motif olarak Deveci seyirlik oyununda yerini almistir.

Sonug¢

Gelenek, gorenek, orf ve adetleri agisindan adeta bir hazine barindiran Tiirk
milleti, bu zenginliklerini nesilden nesile sozlii ve yazili olarak aktarmislardir.
Nitekim bir milletin varligmi siirdiirebilmesi i¢in kiiltiir degerlerini koruyup,
yasatmasi gerekir. Insan topluluklarini millet olma vasfina ulastiran kiiltiir degerleri,
insanlar tarafindan yasandig1 ve yasatildigi miiddet¢e anlam kazanirlar (Erol, 2015:
43-44).

Kaynagini koyliiniin yasam tarzindan, kiiltiirel ve ekonomik sikintilarindan
alan koy seyirlik oyunlari, sadece bir eglence arac1 olmayip ayni zamanda egitici-
Ogretici bir isleve de sahip sozlii kiiltiir degerlerimizden birisidir. Ancak glinlimiizde
teknolojik gelismelere bagl olarak sosyo-kiiltiirel ve ekonomik yapida meydana
gelen degisimler, sozlii gelenekteki diger iiriinlerde oldugu gibi, kdy seyirlik
oyunlarim1 da olumsuz yonde etkilemektedir. Bundan on yil 6ncesine kadar her
diigiinde icra edilen kdy seyirlik oyunlari, bugiin yerini belli mekanlara, miizik
gruplarina bagl kalinarak yapilan diigiinlere, eglencelere, kutlamalara birakarak
gittikce kaybolmaktadirlar.

Afyonkarahisar yoresinde sergilenen Deveci Oyunu da unutulmaya yiiz
tutmus koy seyirlik oyunlarimizdan biri olarak kayit altina alinmay1 beklemektedir.
Agirlikli olarak Afyonkarahisar’in Yoriik kdylerinde icra edilen Deveci Oyunu’na
adim veren “deve figlirii” ve “Deveci”, buglin Afyonkarahisar’in bazi1 Tiirkmen
koylerinde Arap ve Gelinlik Kizlart Oyunu ile benzerlik gostererek varligin1 devam
ettirmektedir. Burada Yoriiklerin gocebe hayatlarina karsilik Tiirkmenlerin yerlesik
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hayatlarinin sosyolojik olarak eglence araglarina yansimasini gérmekteyiz. Son
birka¢ yil icinde Yoriik kdylerinde yapilan diigiinlerde de Deveci Oyunu’nun icra
edilmedigi, gbgebe hayatin izlerinin yavag yavas silindigi gozlemlenmektedir.
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A Theatrical Village Play from Afyonkarahisar Region: “Cameleer Play”

Abstract: The theatrical village play which is formed through the examination of
the tradition, culture, and ways of living of the Anatolian people, still exists in several
villages. When these plays are sociologically analysed, the past and lives of Anatolian
village would be demonstrated. In this study we will shortly define the theatrical village play
and the "Cameleer Play" which is played and presented in Afyonkarahisar.

Keywords: Village Theatre, Theatrical Village Play, Cameleer Play, Folklor,
Afyonkarahisar.
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Abstract: The protection of traditional crafts represents one of the goals of
Intangible Cultural Heritage to be safeguarded, as defined in the UNESCO 2003
Convention. In the field of architecture, traditional carving is embodied in construction
techniques in the interior decoration and ornamentation of historic buildings. The
architectural and artistic value of the historic objects means protection of their intangible
aspect which is to be kept and nurtured for future generations.

The wood carving technique in Macedonia at the same time had inclination in
embellishing the ecclesiastic decoration, and also in the profane buildings. In the profane
buildings the decoration was made for the ceilings, side boards (musandras), chests (dolap)
columns, furniture but also for decorative objects. In Macedonia a great number of wood
carving masters had specialized for decorating the urban houses during the 18" until 20
centuries. The progress of the wood carving craft was connected with individual work of the
masters, and rarely to a skilled group —tajfa, until the mid-20" century when wood carving
firms were created to carry on the old skill into contemporary times.

Today the methods are changing regarding the traditional ways of carving the
wooden pieces and increased changes in the building technology. The knowledge of the
local crafts is broadly forgotten regarding the traditional methods by the new generation of
wood carvers. Through knowledge of the old local ornaments which are applied in the craft,
the conservation methodology of the carving which consists of the use of traditional
ornaments, means conveying of the traditional methods to the new generation of craftsmen.

Nurturing the traditional way of woodcarving, represents one integrated process of
transferring the skills of the craft as human art and part of the traditional architecture.

Keywords: carving, chisel, ceiling, musandra, deep carving, technique, historic
buildings, wood.

Introduction

The traditional architecture in a historic environment, in addition to the
local way of building and implementation of building materials, includes
implementation of certain craft techniques in the field of folk art. The creation of
carved pieces as part of the interior, represent a tradition that lasts for centuries on
the territory of Macedonia. The skills of the craftsmen, despite their mastery to form
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the objects with the use of local materials (stone, wood, processed earth), are
oriented towards the use of the local craft techniques. In the contemporary building,
with entirely new concept for building technology, they are directly connected with
the traditional way of applying the experiences of the builders and craftsmen who
conveyed their skills for generations in a certain environment (Aikawa-Faure,
2014).

The artistic aspect of the building creation is confirmed by the application
of the carving technique, where the basic material for processing is wood. The hard
work of the carver is seen on a small carved surface in the interior, where all the
creativity is seen through his art piece. With the implementation of the wood carved
pieces in the interior, they are gaining a symbolic significance of bringing life and
joy in the newly build home.

The protection of the building methods is especially pointed out after the
UNESCO convention (UNESCO 2003 Convention) for Intangible Cultural
Heritage, that includes the crafts since 1952 (Japan) and 1962 (Korea). The
UNESCO convention (2003) for the Safeguarding of the Intangible Cultural
Heritage includes methods for different types of building heritage, which are
important for the survival and nurturing towards educating and training of the next
generations that will pass on the craft (Fielden, 2004).

1. The woodcarving as a traditional art-craft

Throughout the history of creating architectural space, decorating the
interior was a challenge and a finishing touch of the builder and artist, who applied
all skill and craftsmanship to create artistic form of high aesthetic values.
Application of woodcarving in decoration of interior elements is a tradition arising
from the rich heritage of Macedonian people.

The oldest wood carved records on the territory of Macedonia originate
from the end of the 13th century, till the beginning of the 14th century, and in the
church buildings data is recorded from this period of existing iconostasis. The
number of carved objects is small from the periods of 14th and15th century, in
which high artistic qualities of craftsmanship is validated (Kjornakov 1987). In the
church buildings iconostasis were mostly made with motives of zoomorphic
character and stylistic animals. In vocational studies a distinctive variant is given for
the Eastern Orthodox art that is stylistically related since the 17th century, where
the church iconostasis are made in the spirit of late byzantine art with Italian
mannerism and baroque painting.
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Figure 1
Kolce -rosette from wood carved ceiling, low relief, 19th century, house from
Kratovo and Skopje, Photo:Robert Jankuloski, 2001

This type of art is spread throughout southern Balkan and Macedonia
(Medakovic 1980). It is said that large number of groups of craftsmen (¢ajfi) from
Macedonia worked in Sveta Gora and transferred the models in the region of Ohrid
and had a significant role in the passing of the craft on the Balkan Peninsula. The
Mijac masters learned the craft in Sveta Gora and were considered as the best
craftsmen on the Balkan. During this period certain standard motifs were
established for fig and grape leafs, pomegranates, birds, composed with human
figures, under the influence of the Italian sculpture, engraving and sculpture in the
period between the end of the 18th and the first part of the 19th century.

Large numbers of woodcarving groups were active in the second half of the
18th century; the most notorious is the group of Petre Filipovski-called Garkata
from Village Gari, Western Macedonia. The other groups (#ajfi) were formed in the
middle of the 19th century that worked in all parts of the Balkan Peninsula. The
most famous were the groups (tajfi) of Makarie Frchkovski, Filipovci, Stanishevi,
Mirchevci, while their successors are active even after one and a half century. The
creativity of the carvers, even under the influence of their predecessors, developed
their own compositions with scenes from everyday life while the presented
characters in the compositions were represented in traditional folk costumes.
(Kjornakov 1987).
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Figure 2
Traditional wood-carved dolap with camaras and door, 20th century, Ohrid,
Macedonia Photo:Robert Jankuloski, 2001

When analyzing the work of the carvers Mijachki, it implies a continuation
of the art of Sveta Gora in a continuity that stayed uninterrupted even in the hard
social conditions of the country. The stylistic features of the woodcarving of Debar
incorporate authentic values that have made great contribution to the wood carving
in the Balkans. Along with the architectural heritage, the craft of woodcarving
throughout its dynamic evolution is included among the most valuable
achievements of the Macedonian traditional art.

The main inspirations for the formation of the compositions are the motifs
from flora and fauna, also the manner of processing is stylishly harmonious with
most of the woodcarving groups. Most often architectural motifs are combined with
floral elements, like basic columns with base, capitals decorated with stylized
branches or volutes, leaves and flowers, acanthus leaves. In the sacred buildings the
highlights are on the human forms, with face expression of dramatism, restlessness
and certain gestures (Namicev 1998).

The connection of the work of the master carvers, who worked on the
iconostasis of churches, is confirmed by the data that speaks for the carved pieces in
the neighboring houses near the churches, where most probably the same masters
worked.

These accomplishments in the art of woodcarving are manifested through
the recognition of the style and compositions. The most intensive period was
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between the end of 18th and throughout the 19th century when a large number of
the carving groups (fajfi) acted on the territory of the Balkans. The Mijac groups
were transferring their experience from generation to generation. They formed
carving centers (in Bulgaria) where the local craftsmen were learning the craft, in
order to form their own groups and to continue the tradition of the craft (Kjornakov
1986).

According its form, the wood ceilings appear as flat, high and arched. The
flat ceiling is a type that has been most frequently used in the 19th and the
beginning of the 20th century. High wood ceilings represent higher level of
constructive aesthetic stage in the development of wood carved ceilings. The Ohrid-
Debar school, which involves elements of biotic structure with simple forms, has
emerged from it as well. In addition to the Macedonian houses, the woodcarving
type from the region of Debar can be found in many wealthy houses in Kosovo,
Bulgaria, Albania and Greece. The features of this kind of woodcarving disappeared
towards the end of the 19th century. Decoration was restricted to application of
simple structures and moderate ornamentation in the same style. The latest stage in
the development of woodcarvings was characterized with pronounced drawing,
larger details of the motifs, extreme interlacing of vegetal forms and additional
polychromatic dying of woodcarving as in the neo-historic style.

Besides the sacral buildings, the carving groups (tajfi) were working on
other types of buildings in certain periods, where usually were working on the
woodcarving in the most representative rooms (as the main chambers). This refers
to the use of motifs, applied to the ceilings, cupboards, chests, inner doors, parapets
and railings etc.

The knowledge of many techniques related with the characteristics of
different types of wood, the technology of the carving process, perfecting the new
motifs and decorations is necessary for the accomplishments in the carving craft.
Certain norms regarding the level of the applied decoration were meanwhile
adopted and created, in order certain terminology for a woodcarving school to be set
and defined. The artists that were organized in carving groups or tajfi were highly
professional towards their work, whereby a secret building language with beliefs
and respect of the traditions regarding the building and artistic craft was applied.
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Figure 3
Woodcarved ceiling, 20" century, Ohrid, Macedonia, Photo: Robert Jankuloski,
2001

The transformation of the craft, its adjustment towards the contemporary

economic conditions is significant for continuing the craft tradition, in a time where
new industrialized decorative technologies are emerging.
The development of the carving craft is directly connected with the work of
individuals, and rarely with craft groups (7ajfi) till the middle of the 20th century,
when woodcarving companies are formed which kept the art of carving in the
contemporary interior. In this period certain craftsmen placed the craft on their own
or in carving schools and, depending on the type and amount of work; they formed
groups for making carved objects. Meanwhile, the work of certain individuals had
big influence in their surrounding which influenced the continuation of the craft and
its tradition (Svetieva 1992).

2. Necessary protection

The building techniques of the carving groups (fajfi) are a result of a
perfected building technique, adapted to the local conditions, and passed from
generation to generation. Besides the need for knowledge of certain skills for the
basic elements of the woodcarving craft, it represents a result of the communication
between the craftsmen, their apprentices and the local population, that has an active
role of accepting these elements of study.
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Figure 4
Master carver Dimitri Jankov and his student at his atelier, Ohrid, Macedonia,
Photo:Author, 2005

The craftsmen, at the same time part of the local population, created a group
of interested students during their work which were expected to learn the skills and
techniques of the carving craft gradually. This would depend on the interest and
creativity of the students that were determined to learn the craft. Because of the
attractiveness of the craft, and other conditions like the improvements of economic
situation, certain individuals were actively involved in the study of this craft.

Due to the nature of learning and mastering the craft, that has the
characteristics of creative folk art, the methodology of its mastering is specific. The
art of woodcarving craft is acquired through a lengthy process of a few stages in
order to accomplished the final form. The tradition of passing the craft is possible
only by word of mouth, through showing, supervising of the working process in
each phase separately, repeating certain procedures under the guidance of the
master (Namicev, Namiceva, 2014).

In the process of monitoring it is necessary to master the art of wood
preparation, the state of completely dry wood and the process of getting that phase.
The second stage is the preparation of the rough piece of wood, on which a certain
design of the composition in drawing is placed in order for the creative line to be
passed on. Immediately after comes the process of basic carving on the
compositional structure, where after several layers and stages the desired depth of
carved elements is acomplished. The final stage is followed by a final adjustment
of the elements where a cover is applied for protection of the surface. There are
many phases and skills in achieving the final form that meanwhile has to be
transferred in a practical way.

The relationship between the master and the student has to be direct; the
student needs to possess a minimum knowledge for materials and certain technical
skills in order to achieve the expectations of the program in optimal time.

In this way the ultimate goal of transferring the carving skills to the students
is achieved, thereby maintaining and continuing the local woodcarving skills.
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2.1. Protection of the craft

As an urgent measure, it is necessary to implement a direct national
protection. Separate museum and government agencies for purchase of authentic
carved objects, their protection and presentation is necessary to be formed. The
envisaged protection should be at all levels, such as the purchase of tools, working
surfaces, types of wood, purchase of special foundation in carving as stages of
different processing levels, the purchase of finished pieces that are not available
except in the private collections of the carvers. (Fielden, 2004).

These institutions by purchasing and participating in certain projects need
to promote the craft as ultimate art through workshops, children's educational
courses, in order to maintain it as priority art.

After the establishment of UNESCO in 1959, as a center- independent
scientific intergovernmental organization which later formed other bodies as
ICCROM, ICME, ICOM, ICOMOS, CIDOC I, etc. with a main goal of collecting,
coordinating, stimulating scientific methods in the field of conservation, created
conditions for the protection and proper treatment of traditional crafts(ICCROM,
2001).

In addition to the establishment of access to protection and maintenance of
the traditional craft, where treated as an important part of cultural heritage,
Macedonia participates in the framework of international organizations under the
auspices of UNESCO as NET European network of ethnographical and social
history museums, as in the meaning of documentation of cultural heritage within the
organization CIDOC, ICCROM where the priority is given to the preventive
conservation. In the framework of ICME, the research priority is documentation and
protection of traditional architecture including the interior decoration with the
woodcarving decorative craft.

The priority of the European projects, supporting the development of
education for adults, is the integration of the local population- Twinning project
(Support to the development of adult education), where besides training for the
building crafts other traditional crafts are included.

In recent measures used for promotion of cultural heritage the realization of
contemporary touristic complexes like Macedonian village in Nerezi near Skopje is
represented, where among other crafts in the workshops the woodcarving craft is
represented in which all the working phases for wood carved objects are presented
in exhibition space with completed pieces placed for touristic commercial purposes.

3. New generation, association, local individuals

As part of the preventive care for woodcarving as heritage which has to be
preserved for the next generations, can be implemented in several directions:

- Stimulation of the old generations of masters that learned the craft in a
traditional way, meanwhile taking into account their experience, age and the level
of their involvement in the education of the young population. The tendency of their
operation regarding lecturing the young people on their own is carried out within
their families or friends in their environment. This method is closest to the
traditional and with best results because the master-carver on his own determines
the student based on his own assessment of inner abilities and basic knowledge, in

234



WOOD CARVING - TRADITIONAL ART EMBEDDED IN THE HISTORIC OBJECTS

order to achieve higher results. This is typical for the locations such as cities that
were centers of woodcarving as Ohrid, Bitola, Skopje, Debar.

The apprenticeship is within the framework of the Society of engravers of
Macedonia (formed in 1992 with its seat in Bitola) and couple of local organizations
that are formed in the bigger centers like Ohrid, Bitola. These associations organize
annual exhibitions where their work is presented in order to attract the interest of
the young people that would later continue the craft. In this way the carving is
affirmed as traditional craft through exhibitions in Macedonia and abroad where
colonies are also organized (in the monastery Bigorski in Macedonia).

Figure 5
The organization of the training by top masters carver Goce M .Krstevski, Bitola,
Macedonia.Photo :Author, 2005

Because of the difficult economic conditions many of these carvers are
forced, to produce carved objects with artistic value adopted for commercial use in
the market. Meanwhile standard carved motifs are produced, in a new constellation
of layers with small dimensions on which the carved piece is placed and offered to
the tourists. In the same process other objects with lower level of artistic
development are created, as characters from the Christian religion, motifs of
animals, plants and everything connected with the market demand for tourists. In
this way the young woodcarvers besides their workshops have galleries where they
exhibit and offer their broad carved pieces of art.

- Forming new forms of presentation for the crafts through annual fairs in
the cultural centers of the country, with educational, social and cultural character.
In doing so, a large number of craftsmen are gathered to present the craft while
gaining some profit through presenting and selling the crafted objects. These fairs
that promote traditional crafts persisted in the last decade and have great results for
preservation of traditional crafts.
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4. Different ways of applying the craft in tourist and commercial use

There are several guidelines for the development of the application of
carving as traditional craft in contemporary traditional framework of its protection:
Highlighting the importance of reputable individual masters or their families who
continue the trade, which is the most direct support for artistic creation considered
as autochthonous to its territory. Even though the number of living masters is small,
connected through their pieces of art with the highest point in woodcarving period,
this method is the most significant especially regarding its working methodology.

N
<
N
N

Figure 6
Curver LJubomir Basin, Kings portals, St.Kiril and Methodi church, Veles, Photo
sAuthor 2001 ;
Column,walnut, high relief, 20 th century, Ohrid, Macedonia, Photo:Robert
Jankuloski, 2001

- Project stimulation of young craftsmen who are shaping their own
workshops. Their work is based on traditional techniques and application of
materials and tools, aspiring in a traditional way to shape their style and develop it
in that direction. Additionally they produce commercial objects as house decoration
objects with religious themes etc., which meets a tourist demand and allows
survival of the craft in contemporary conditions.

- Less significant is the emergence of independent engravers who are self-
taught and not fully educated by the master carvers or alone are mastering the art of
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carving and exist on the carving market. In some aspect they are important for the
popularization and promotion of the woodcarving craft, in order to be affirmed in
modern terms by advanced sculptural processing. Due to the poor quality of artistic
level, in a way it has a negative effect on the promotion and protection of the
enduring craft values. However the number of artisans in this group is important
because of the need for contemporary implementation of certain guidelines in the
cultural heritage of national interest.

The lowest groups of impact are individuals that as amateurs are dealing
with a certain model of carved objects, that don’t have artistic values. These
individuals are part of the unofficial number of people that due to the economic
survival are forced to deal with this craft, but with low artistic and craft values.

- The negative occurrence in the way of producing means is the appearance
of machinery methods for obtaining certain motifs that have dubious quality
therefore the blame belongs more to the industrial methods of obtaining decorations
without classification of art elements.

- Within the national strategy of the Ministry of Culture in the period
between 2013 and 2017 objectives for development of culture and protection of
cultural heritage are included, with activities for the establishment of a regional
center for education, training and transfer of knowledge for cultural heritage within
the Institute of Earthquake Engineering as part of a network of regional centers
under ICCROM, UNESCO and ICOMOS. In this way a support is given for the
development of artistic crafts, as part of the cultural heritage with priority protection
(ICCROM, 2001).

The Ministry of Culture is forming a coordination unit for the project
Community Development and Culture, in the city of Bitola where a project
woodcarving workshop-Soul Tree (2005) is realized. The purpose of the project is
preservation, promotion and extension of woodcarving as a dying craft but also to
enrich the touristic offer. Thereby 12 people from the unit are provided with the
skills through which the trend of preserving the craft and traditional patterns and
techniques of design are extended. In the framework of the project the organization
of the training by top masters (carver Goce M .Krstevski) from the region is
included, as well as opening a woodcarving workshop with exhibition space in
Bitola.

Conclusion

The significance of nurturing a woodcarving tradition is a priority for
official institutions dealing with conservation, documentation and studies of crafts
and in general the entire cultural heritage.

The cooperation of the local population with the official institutions is
required, where the projects need to be nurtured in order to allow research and
transfer of the local craft passed from the masters to the students. The local
institutions should have the initiative, as small communities to nurture the
expansion of the traditional carving. There are fewer living masters who are able to
pass their knowledge and skill to the new students. It is necessary to preserve the
collective memory of this type of artistic value, which carry not only specific
identity values from a cultural perspective but also knowledge of the authenticity of
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the woodcarving craft in this region, as the highest cultural value that should not
disappear.

The direction for maintenance of carving schools or workshops, where a
number of new carving masters are going to maintain the craft, within their
professionalism and survival, is the only way to maintain the values of traditional
carving.

Establishing a relationship of trust and positive direction within the
framework of tourism, where the initiative is stimulating material benefit, represents
one form of maintenance, but with several possible negative consequences. It refers
to the risk of deforming the quality of the produced samples and their commercial
use which can lead to negative effects in terms of keeping the carving tradition.

Preserving the traditional technique of production of carved pieces, is part
of the urgent goals of state institutions in the field of protection and study of cultural
heritage, where only the right direction of its originality in the nurturing quality of
the craft can allow its preservation as part of the cultural heritage.

Certain standard methods of working should be established in order to
protect the cultural level of social awareness, and raise local interest for the
development of national studies in different historical environments within the state.
The involvement of certain craft schools and faculties of art will contribute to the
conservation approach and the discovery of carving values in the interior, as part of
the cultural heritage.

For the significance of the woodcarving as an art craft says its distribution
worldwide, presenting tradition with a creative source of indigenous origin.
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Ancrpakt: Opckata Tpaauiyja BO KYJITypHO-YMETHHYKUTE JAPYIITBA U
¢donknopHuTe aHcamOiIM BO MakeJoHHja ce MpPE3eHTHpa Ha Hajpa3nuyHu HauuHH. CEeKoj
YMETHUYKH PaKOBOAUTE, IEMOHCTPATOP WM Kopeorpad Ha OBUE aHCaMOJIHM aBa CONICTBEH
Oeer BO HEj3MHOTO OOJMKyBame. Bo 0BOj TEKCT Ke Ce W3BPIIM KOMIIAPATHBHA aHAIIU3a HA
Kopeoepagujama ¥ Ha cyenckama adanmayuja Kako (HOPMH Ha CIEHCKO-yMETHHYKA
Mpe3eHTalrja Ha OpCKaTa TpaIulidja.

Kayunu 360opoBu: opcka mpaduyuja, cmunusupan Goakiop, xopeocpauja,
MPAOUYUOHATIHA USPA, CYEHCKA a0anmayuja.

Bogen

CrunuzupannoT (ONKIOp, KOj cBojaTa eKclaH3Wja ja J0KHBYBa BO
IIEECETTUTE M BO CEIyMIECETTHTE T'OJMHHM HAa MHHATHOT BEK, € C¢ IM03acTarneH U
neHec Ha (ecTHBaIMTE KOW ce OApKyBaar Bo Makenonuja. Hajuecrara ¢opma Ha
CIICHCKO TIPE3CHTHPamke Ha OpcKara Tpaaulinja ce MaHu(pecTHpa MpeKky aBTOPCKUTE
Kopeozpaghuu KO ce CO3/IaJICHH T10]] BIIMjaHue Ha pycKara Kopeorpadcka mKoia u
BO MHOTY aCIeKTH OTCTalyBaaT oj Tpagunujata. Ox npyra cTpaHa, IHaK, BO
HOCIICJHUTE TIETHACCETUHA TOJIMHH CE M0jaBYBa CYEHCKAMA a0anmayuja Kako eaHa
nouHakBa (opma Ha CIIEHCKO-yMETHHYKa TPE3CHTAIlMja Ha OpCKaTa TPajuilnja,
KOja ce pa3yimKyBa o] KopeorpadujaTa BO moBeke acreKkTd. TOKMY CINYHOCTHTE U
pas3nuKKTe ke OumaT npeMeT Ha KOMIapaTUBHA aHAM3a MO0y BO TEKCTOT.

Kopeorpaguja — noum, nepuanumja u npouec Ha co3xaBame

3a na ce pasdepe HAYMHOT M TOTpedaTa Ha CIICHCKO MPE3CHTHUPAmE Ha
¢doikIopoT, HajHanpen Tpeda Aa ce aehuHUpa MOTEKIOTO U Ha3UBOT Ha TEPMUHOT
Kopeoepaghuja. TepMUHOT kopeocpaguja BO OYKBAJTHA CMHCIA 3HAYM uUepa —
nuwyearse M IOTEKHYBA O]l XEJICHCKHOT 300p Kopeo (yopeia) KOj 3HAUM 4EKOp U
300pOT epagoc (Ypapn) KOj 03HAUyBa MHINYBAkHE WM 3alMIIyBamke, a 3a IPB MaT
360poT xopeoepagh 6un ynorpeder Bo 1936 romuna Bo bponsej Bo moyro On your
toes, B0 4ecT Ha [lopu bananumH koj OWi MO3HAT TaHYep KOj aganTHpal TaHIH 3a
cuena. (Bernard, 1996, ctp. 180). Kopeorpadujata mpercraByBa yMETHOCT Ha
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CO3llaBambe JIBIXKCHa HAa YOBEKOBOTO TENO, KaKO M Hajpa3iMdHu (opMaruu Ha
IBIDKEHa Ha CIEHATa, KOja HajHAIpe] TOYHaNa Ja ce ynmoTpeOyBa Bo OaneTrckarta
YMETHOCT, JIoJleka Kopeorpad € YOBEK KOj T'M JeTepMHUHHUpaA IBIDKEHATa Ha
MOEIMHEI MM TPyINa Ha TaHYEPH BO BPEMETO M MPOCTOPOT, MPEKYy KOW CO37aBa
kopeorpadwuja. (Hegendoorn, 2002, ctp. 183).

[Ipumenara Ha Kopeorpadujata BO Ipe3eHTanMja Ha QOIKIOPOT BO
Makeionrja 3al0YHyBa BO TEJIECETTHUTE TOJAWHU HA MUHATHOT BEK, OJHOCHO BO
1957 roauna, Kora OTAJICHTUPAHUTE UTPAOPIIA HA AHCAMOJIOT 32 HAPOIHU UTPH U
necin Ha Makenonuja Taney, TpuUCTanmyBaaT KOH peajM3HpambETO Ha HOBHUTE
n3pa3Hu cpeacTBa (00pabOTEeHU IIECHU M Opa BO Pa3HH CILIETOBH), MO IPUMEPOT Ha
npyrurte npodecHoHanHu aHcamOau Bo JyrociaBuja — Jlado on Xpearcka u Koo
on Cpowuja. (JJumoscku, 1977, ctp. 5). ETHOKOpeonoror Muxajno JluMocku BakBara
eKCIaH3Mja Ha ynorpebara Ha HOBM M3Pa3HU CPEACTBA, OJHOCHO CO3[aBamETO Ha
Kopeorpa¢mu Tro TOBp3yBa CO BJIMjaHWMETO Ha pycKaTa IIKOJNA  Of
rncrogHoeBporickute kKomyHuctraku 3emju — CCCP, Yurapuja u Pomanmnja. Kako
MPEeTCTABHUK Ha pycKara IIKoJla € pyckuor Oanercku Kopeorpad Hrop
AnekcanapoBnd MojceeB KOj IpUAOHECYBa 3a IPUMEHaTa Ha (OJIKIOPHH eIeMEHTH
Bo OayeTrckuTe NpeTcTaBu. BakBHOT mpucranm ro MEHyBa HAYMHOT Ha CIIEHCKA
Mpe3eHTalnrja Ha opckara Tpamuiuja Bo MakenoHuja, OHIEjKM MaKeZOHCKHTE
Kopeorpadu Ouje MHCIHMPHPAHU TOKMY OJ pycKara IIKOJa Koja MOCIYKHJIa KaKo
perep 3a co3llaBamkbe Ha CTWIM3UpaHW Kopeorpaduu. HajHampen, kako mTo
nocouyBa JIuMocku, Toa Owiie moyiecHr 00paboTKH M CTHIIM3AINN BO My3HUYKaTa U
Kopeorpad)ckaTa COAPXKWHA, ONMCKM A0 TPaAWLMOHAIHUTE (QOpMH, a TMOToa
CIUIETOBUTE CTaHyBaaT IMOCHEKTaKyJlapHH, 60raTo 00pabOTeHN W HAATPaAeHH U CO
IoBeKe HaTypamucTHuky enemeHTH. (Jumocku, 1977, c1p. 5).

HaarpanOute u nedopmanuure mro ce KpeupaaT BO MPOLECOT Ha CIEHCKO
o0NMKyBame HajuecTo OTCTamyBaaT oA TpaAuLdjaTa co Leln jAa ce jgobdue
MOCTIEKTaKyIapeH (UHAJCH MPOU3BOJ, OJHOCHO IMMOATPAKTUBHA CIICHCKA H3BENOA.
Bo xopeorpadckure mocTaHOBKM HajuecTO C€ CPETHYBAaT CIIECJHHMBE CIIEMEHTH:
MPOAOIDKYBakhbe HAa MOTHBUTE BO WIPAauyKUTe (Qpasu, CIOPOTHBHUTE ABIKEHA,
JIMjarOHAINTE U (POHTAITHUTE JBIKEHA, IOTO0A UTPAKHETO CO OTIYIITEHH palle U co
3abp3ano temmo. ([umocku, 1977, ctp. 6). Mcro Taka, Tpeba ga ce HammoMeHaT U
H3pa3eHuTe TEOMETPUCKH (UTYpH, MPOCIEACHH CO OJJIMYHA HPEHHU3HOCT OJ
UTPAoOpPIUTE, KOU CE MPUMEHYBAaaT BO CTHJIM3WpaHHTE Kopeorpaduu. Axo ce
CriopeJiaT CUTE OBHE MHOBAI[MOHH TI0jaBU BO CIICHCKOTO MPE3CHTHpame Ha opcKaTta
TpaJulrja co eIeMEHTUTE Ha OalleTCKUTe Kopeorpaguu Ha pyckaTa LIKOJia, jaCHO
MOJKE Jla ce YBHUAM JieKa MOCTOjaT MHOTY CIMYHOCTH KOW IpPUAOHEJE 3a roiemMa
MoauduKamnuja Bo opckara Tpaaunuja. [lepnomoT Ha co3gaBame Ha KopeorpadcKu
MMOCTAHOBKH, 32 JKaJ, € TIEPHOA BO KOJIITO HE MOCTOjaT 00Pa30BHH WHCTUTYLIH KOU
ke TM o0Opa3yBaaT TaJeHTHpPaHHTE HIPaopUy M Kopeorpadu KoW cakaar Ja ce
3aHMMaBaaT cO MPOYyYyBame Ha OpcKara TapaJullja W METOIUTEe Ha Hej3MHA
CIicHCKa mnpuMeHa. Hemoctoemero Ha yuywiuinta 3a (OJKIOp TH TPUHYAYBa
KopeorpaduTe Aa MOCeTyBaaT CEMHUHAPH BO MCTOYHOEBPOIICKHUTE 3€MjH, HAjYECTO
CCCP u byrapuja 3a na mobujaT oApeneHH 3HacHma 3a CIEHCKaTa NpPUMEHA Ha
(honkmopor.
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XpBaTcKUOT €THOKopeojor Vean MBaHyaH BO CBOJOT TpPyJa CO HAacjOB
I Ipo0ileMuTe Ha clieHCKaTa mpuMeHa Ha QonKiIopot (Problemi scenske primene
folklora) ro mocTaByBa mpamameTo KOJKY JaleKy Tpeba Jla ce oA BO IpuMeHara
Ha (oskIopHHTE MaTepHujai ITO Tpeba Jla ce Mpe3eHTUpaaT npejl myoauKara u Koj
TpeOa ja ru oa0upa THe Marepujaiu. Toj UCTaKHYBa JeKa rojemMa npuao0uBka Ou
OWJI0 JJOKOJIKY CEJICKUTE TPy U ApyruTe (HOIKIOPHU aHCaMOIH, OM pacrioyaraie
co oOpa3oBaHU KaJpH oj objacta Ha GONKIOPOT. 3a Kaj, TPYIUTE Ce MPEMyITeHN
camMu Ha ce0e, Ha CBOWTE PAaKOBOJWTENIM W TPOCBETHH PAaOOTHUIM KOM HEMaaT
nmo3HaBame Ha Tpagunujata. (Ivancan, 1969, ctp. 392).

OcBeH CIIOMEHATHTE WHOBALMOHM MOjaBM BO HAYMHOT HA CO3JaBambe Ha
Kopeorpadunrte, Tpeba na ce HAOMEHAT W HEKOJIKY (haKTOpH KOW TPHUIOHENE 3a
MHOBAIIMOHHUTE TI0jaBU BO OpcKaTa Tpaauuuja. HuB HajmpenusHo T o0pasioxyBa
eTHOKopeosorot Muxajino Jumocku. HajBakHHOT (pakTOp € COBpEMEHHOT HAa4uH
Ha KMBEEH-E Kajie IITO HapoJOT MOBEKE My MOCBETyBa BHHMAaHHE Ha >KUBOTHHOT
CTaHJap/, OTKOJKY Ha 3adyByBame Ha Tpamunujata. CtapaTta reHepainyja ce Tpyau
Jla TH 3a4yBa CTapHTe HABUKM M OOMYaM, a TyKa CEKAaKO BJIEryBaaT M HAapOIHUTE
opa, JofieKa MJIQJIUTe C€ TIOBEKEe Ce CTpeMaT KOH COBPEMEH HauyWH Ha YKHBOT KOj
NpUJOHECYBa 3a OJpPEJCHU BIMjaHMja BO Tpaauuujata. Kako enen on OWTHHTE
(axkTopy KOW BpIIAT TOJEMO BIHMjaHHE BO CTHJIOT M HAYMHOT HA UTPAKETO Ce
HApOJAHUTE HOCHM W HAKUTOT, OCOOEHO BO JKCHCKHMOT HAYMH Ha Wrpambe.
3aMeHyBajKku ja HOcHWjaTa CcO Trpajckara oOjeka, JKeHara JOOMBa MOXKHOCT Ja
W3BEyBa MOAMHAMUYHH JIBUXKCHa U T00p3u opa. Hanmonanmuuot ancam6n Tauey u
KyJATypHO-yMETHUYKHTE JPYIITBA HW3BpIIMja CBOEBHAHA aKylITypalnuja Ha
HaponHUTe Opa. [IpeKy NocTaByBameTO Ha HUBHHTE Kopeorpaduu Ha clieHara,
W3BpIYyBaaT MHTEPBEHIMHM BO (opmara, CTHIOT M Kopeorpadckara COJPKHHA,
BHECYBajKM HATypaJMCTHYKH €JIEMEHTH, HEMO3HAaTH 3a HapoJHaTa TPaJHIHja.
(dumocku, 1976, ctp. 118). Ha crenara 4ecto ce Tiemaar JecH W JIWjarOHAIH,
0aneTcku IBUKEHA, MOXKE Jla ce uye (OopCcHUpaHO TEMIO WIIH, MakK, BO HEKOW opa
MHTEPBEHUPAe M BO My3WYKaTa M BO urpadkara ¢pasa. Cure oBHE €JIEeMEHTH
BIIMjaeJie W C¢ YIITE BIIMjaaT BP3 MCTEHUYCHHOT BKYC W KPHUTEPHUYM Ha HApOIHUOT
UTpaoper; Koj CO TEHIKO CpLE T'M acUMIIUpPa BO CBOETO Opo. YIITE €JeH MHOTY
oureH (akrop koj ro cnomenyBa JuMocku ce (HOIKIOpHUTE (HECTUBAINA U CMOTPU
KaKo CBOEBHJICH (peHOMEH. Tre oaurpyBaar ABOjHA yiora, MO3UTHBHA M HETATUBHA.
[lo3uTuBHAaTA ce COCTOM BO TOa INTO THE TPETCTAByBaaT KOHTHHYUTET U
3a)XMBYBabe Ha TPAJWIMjaTa, a HEraTHBHATA € BO TOA IITO YYECHHUIUTE MOTIaraaT
1O/ BIIMjaHWE HA opara OJ APYrHTe TPYNH U T'M mapadpazupaar Ha CBOj HAuHH,
Hajuecto HempaBwiHO. (Humocku, 1976, ctp. 118). Akxo ce 3eme mnpeaBun
JICHEeIIHaTa cocToj0a Ha QonkiopHuTe QectuBanu kajae MmMTO (HOJKIOPHHUTE
aHcaMOJIM M KyJITYpPHO-YMETHHYKHUTE JPYIITBA MHOTY YECTO BHECYBaaT MHOBAIMU
BO CBOMTE Kopeorpaduu, KOMUpajku TH Kopeorpaduure ox Aucambnor Tawuey,
MOJKE /1a ce 3aKJIyud JeKa MHOBALMOHUTE TOjaBH BO OpcKara Tpajulidja HaoraaT
rojemMa npuMmena. Cute Jqocera HaBeleHHM (QAKTOPH KOU BIHjaclie  BO
CeyM/IECETTHTE TOAMHH, BO JCHEIIHO BpeMe c¢ TOBEKE Ce IMOIyJIapH3upaar, 3a
»KaJl MHOTY aMaTepCKH M BO TorpeieH npasel. Co3maBameTo Ha Kopeorpaduure
HAjuecTo ce MPaKTUKyBa 0e3 CTpydHa MOJTrOTOBKA M 03 TEPEHCKH HCTPaKyBarmbha
KOHM ce (PYHIaMEHTAIHH 32 aJlaliTUPAETO HAa OpCKaTa TPAIHIja Ha CIIEHA.
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CueHcka agantanuja — nouM, 1epuHUIMja U MPOIeC HA CO3IaBam-e

Cuenckara ajamrainyja TpeTcTaByBa CTpOTO yTBpAeHa ¢Gopma Ha
aJanThpame U NPEe3CHTUpalke Ha TPaJAMLHMOHAIHATA MY3MKa W UIpa Ha CleHara.
BakBHOT HauMH Ha Tpe3eHTHpame, 3a pa3iiKa oJl KopeorpadujaTa, € peraTUBHO
HOB M BO MakeioHHja 3aIl04HyBa Jla Ce MPUMEHYBa Ha MoueToKoT o1 XXI Bek.

Cuenara ja mpeTcTaByBa MOMEHTAJIHATa CUTYyalllja BO oJpeacHa o0nacT Ha
aKTUBHOCT WJIM HA4YWH Ha JKUBOT — My3uKa / (oiK cueHa. MecTo BO KOCWITO ce
CIlydyBaaT HAaCTaHH BO PEAJTHHOT JXHBOT, JApamMa Wi (HUKIOHja, a HCTO Taka
Oo3HauyBa W JokanuTeT Ha eneH Hactad. (Hornby, 1995, crp. 1048). Ilommort
ajlanTanyja o3HadyBa NPWIATOAyBamke WIK IPUCIOCO0YBakhe KOH HOBUTE YCIOBU —
aKT WJIM NPOLIEC Ha ajamnTanyja — ol JaTuHCKH adaptare. (3apuk, 2004, ctp. 24). I[1a
Taka, CIOpe/l OBHE TBPJCHA MOXKE J[a Ce 3aKJy4H JieKa CIIEHCKaTa ajanTaiuja BO
CYIITHHA TPETCTaByBa NPOLIEC Ha IMPHUCIOCOOYBamke W ajanTaluja Ha OApeleH
HacTaH OJf HAPOAHOTO TBOPEIITBO, HA YCIIOBHTE Ha MECTOTO Kaje IITO Ke Ouie
MPETCTaBEeHO M MPUIIAroJICHO.

[Tonaramy Tpeba sa ce pasriiefaar HEKOJIKY TPYIOBH KOHM CE€ MOBP3aHHU CO
CIICHCKaTa aJanTalyja Ha TpaAuLMOHAIHATa Urpa o aBTopute Jbybuna u [dannna
JankoBuk, Ban MBanuan, Muxajmo /lumocku n Biamgumup JaneBcku.

Cectpure JaHKOBHK BO TpHECETTUTE TOJWHU Ha XX BEK ja MCTaKHyBaaT
norpebara 3a HCTPaXyBame, COOMpame, 3alUIIyBakbe W TPE3CHTUPAkE Ha
HapOJHUTE UTPU BO HUBHATa BUCTHHCKA, CHPOBA, HEOOpPaOOTeHa M HECTUIIM3UPaHA
dopma. 3a ma ce 3adyBa AYXOT M CTWIOT Ha HApOJHATa Wrpa BO HEj3MHATA
TpagunuoHaigHa ¢popma, Jbyouna u Jlanuia JaHKOBUK ja HCTaKHyBaatT oTpedara o
OpUpeaOouTe CO HAPOJHH WIPH, HAyYHUTE, BOCIUTHO-TIPONAraHIHUTE U
TYpPUCTHYKHTE (ECTUBAIM, 3a Ja C€ IPE3CHTHPAaT BUCTHUHCKH, OPHTHHAIHH,
HEM3MEHETH HApOJHM WIPH, KOM OM TH H3BEIyBaJle BHCTHHCKH WIPAOpIH U
My3u4apu o Haponot. (Jankosuh, 1939, ctp. 289-305).

Hapognara ymeTHOCT Ha KOjaInTo HamIMTe MPEeAny U nane hopmMa ce moBeke
ce MMIUIEMEHTHpa Ha COBpeMEeHara CIIeHa, a IPU CIEHCKaTa MpUMEHa Mopa Jia ce
Imo3HaBaaT MW INOYHUTyBaaT OCHOBHUTC MPOCTOPHHU, PUTMHUYKH U CTUIICKU
KapaKTePUCTUKU Ha MaTepujasoT 1To ce npeseHtupa. (Ivancan, 1996, ctp. 263-
297). IBaHuaH nocodyBa JieKka BO MPOIECOT Ha CIIEHCKaTa MPUMEHa Ha (DOJIKIIOpOT,
ce jaByBaaT MOTEUIKOTHH KOW CE€ YECTO YCIOBEHHU OJf HECTPYYHHOT MHpPHUCTAIl Ha
MaTepHujajioT Koj ce npesentupa. (Ivancan, 1969, ctp. 391).

[To3HaBameTO Ha aBTCHTHYHUOT MAaTEpHjall, JOXKHUBYBAHETO Ha HapoOaHATa
YMETHOCT Ha CaMHOT TEpEH M IO3HABAKETO HA CLEHCKUTE 3aKOHOMEPHOCTH WU
KOMITO3UIINN CC HEKOJIKYTC 6I/ITHI/I ACIICKTU 3a aBTCHTUYHOTO aJallTUpamkEe Ha
TpaAMIIOHATHATa YMETHOCT KOHM TH TocouyBa MBaHuan. OCBEH OBHE CErMEHTH,
MCTO Taka 3Ha4ajHO € M MPEHECYBAmhETO Ha COAPKUHATA O N3BOPHUOT aMOMEHT Ha
CIIeHaTa, KaKo €/IeH O] HajCIOKeHUTEe M HajTelIKHTe MpoOJeMu 3a CIeHCKaTa
npuMeHa Ha (onknopot. (Ivancan, 1996, ctp. 263-297).

EtHokopeonoror Bmamumup JaneBckm ja nmeduHMpa moTpedara of
CHUCTEMCKO pealn3uparme Ha CIEHCKaTa ajanTainija, MOHYyAYBajKu (yHKIHOHAICH
cucTeM Ha (a3u KoM BKIydyBaar: IOjJOBHA HJgEja, KOPUCTEHETO HA M3BOPOT Ha
MOJATOM W MaTepHjasld, BKIyYyBambeTO Ha NPHUIPYKHUTE EIEMEHTH |

244



COREOGRAPHY AND STAGE ADAPTATION - FORMS OF STAGE PRESENTATION OF THE
FOLK DANCE TRADITION (COMPARATIVE ANALYSIS)

peanuzalyjaTa Ha TCOPUCKHOT W MPAKTHYHHOT Jen. Peanu3anujata Ha
npenBuaeHUTe ($azu KOW CTPYYHO OW ce MOTBPAMJIEC CO PEICH3UH, JTOBEIyBa IO
KBAJIMTETHA U U3JpKaHa CleHCKa ananTanuja. (Janescku, 2012, c1p. 4).

Tonem Opoj o TPAAMIMOHAIHUTE COJAPKHUHHM KOH C€ JIeN OJf HapoHATa
YMETHOCT, KaKO IITO C& HAPOJHUTE Opa, HAPOJHUTE HOCHH, MECHU, HHCTPYMEHTH,
Kako M o0penuTe u oOMYauTe, ce MOIIHE MOAATINBU 3a CIIeHCKa ananrtanuja. Ho,
CEKaKo OTPOMEH € MPEIU3BHKOT Jla Ce MPETCTaBU €JHa CIICHCKAa ajamnTanyja, a
MPUTOA JIa CE 3amas3ar U 3aJ0BOJIAT OJPEICHU CTAHAAPIH U KPUTCPHUYMH KOH Ke ja
MpeTCTaBaT peaHaTa cliKa 3a OJ[peicHa TpaaIullMoOHaTIHa BPEIHOCT.

Criopen Te3uTe W MOAATOLUTE OJI JIUTepaTypaTa 3a CIICHCKaTa ajallTalyja,
MOXKEME J1a TU TOJIpeIUME HajBaXKHUTE CETMEHTH KOHM Ce HEH30CKHU BO MPOLECOT
Ha CO37[aBalbeé Ha eJHA CIeHCcKa ajanrtanuja: Cmpyunama jaumepamypa u
npakmuunume ucKkycmea,' edyyupan xaoap,’ cmpykmypanen 0ei,’ COOPIHCUHCKU
oen,* kpeamusen den.’

KoMmapaTuBHHM acneKTH Ha Kopeozpadujama W HA cueHckama

aoanmayuja

CIMYHOCTHTE W PAa3IUKUTE HAa OBHE JBE (OPMH HA MpE3eHTAIMja MOXKE Jia
ce YBUJIaT BO HEKOJIKY cerMeHTH. HajHampen ke moyHeMe CO CIIMYHUTE CErMEHTH
KOM T IIOBp3yBaaT CLIEHCKAaTa aJanTaiyja u Kkopeorpadujara.

[IpBaTa clIMYHOCT KOja r'M MOBP3yBa € MoTpedaTa 3a CIIEHCKA MPEe3eHTAIlH]ja
Ha opckarta Tpamunmja. M nBete GopMu ce WHCIHMPHUpPaHW OJ BUPTYO3HOCTa Ha
HApOJHUOT YMETHUK U O] IOTpedarTa TpaJuIIHOHAITHUTE BPEJHOCTH Jia ce MpeHecaT

! OBa ce aBara ()yHJAMEHTAIHH CETMEHTU (€3 KOM HE MOXKE JI€ CE€ CO3/ajie HUTY €lHA CIEHCKa
amanranyja. KoHCynTHpameTo Ha CTpydYHAaTa JINTepaTypa M HPaKTUYHHUTE HCKYCTBAa O] TEPEHCKUTE
HCTpaXKyBarba UIpaaT KIy4yHa yJiora BO CO3JaBabeTO Ha eJHA CIICHCKA aJanTaluja.

2 YITe €1€H BaXEH MPEAYCIOB € CTPYYHOCTA HA TMOEIMHENOT WIM TUMOT KOj K€ ja MOATOTBYBa
CIIEHCKATa aJaNTalpja, 3a 1a MOXe Ha CTpy4YHa M Hay4Ha OCHOBA J]a 'O PealU3Mpa MPOEKTOT, NPHTOA
MOYUTYBAjKU T'M OCHOBHHUTE €THYKM M MOPAIHM MPUHIMIN 32 aBTEHTHYHOCT M OPIMHAIHOCT BO
MIOJIrOTOBKATA.

3 OBa npeTcTaByBa IUIAHCKH CETMEHT KOj TH JIe(UHUPA U [UTAHUPA OCHOBHUTE TEOPETCKH U IPAKTHYHH
(a3u, cerMeHTH KoM Tpeba 1a ce ClielaT M pealn3upaar 3a Ja ce J0j/e 10 MOCaKyBaHHOT (HHAJICH
pesyiarar. AHanu3aTa Ha NPETXOJHH CO3HAHHja, KOHIMIHpame Ha NPBHYHA HJEja, UCTPaXyBambe,
aHalM3a M CHCTEMATHU3Mpabe Ha PEe3yNTAaTUTE OJ HCTPaXKyBameTo, MOArOTOBKATa Ha enabopar 3a
CIIEHCKATa aJjanTaluja, Ce CerMEHTHTE KOU I'0 COUHMHYBAaT OBOj CTPYKTYpAJIeH Jell.

* OBO3MOXKyBa BHCTMHCKH, aBTEHTHYEH TPHKA3 HA COJAPKHHUTE KOU Ce TIPEAMET Ha MPE3EHTaluja.
OBoj aen e J0CTa KOMIUIEKCEH MOopaay Toa IITOo Tpeba Ja ce HallpaBH MPeceK Ha COAp)KHUHATa Koja e
IpeAMET Ha Tpe3eHTalja, a BO AENOT Ha COApKUHATA claraaT opomo, nechamad, obuuyajom u
obpedom. IloHaTaMy cliemyBaaT M MaTepUjaTHUTE CPEICTBAa INITO ke ce ymorpedar (mocujama,
uHcmpymenmume, pexkeuzumume) KOU ce KOPHUCTeJe BO aKTyeIHHOT BpeMeHCkH nepuoj. Mcro Taka,
BOKEH CEIMEHT BO OBOj COJP)KUHCKH JeJ C€ YOBEUKHTE PECypCH, OJHOCHO OpOjoT Ha CLIEHCKH
YMETHHIH KOj ke Ouzie moTpedeH 3a 1a ce pealn3upaar CUTe IMPETXOIHO CIOMEHATH cerMeHTH. MHory
€ B)XHO YMETHHLUTE Ja OWIAT TaJCHTHPAaHW UIPAoOpLH, I€jayd U MHCTPYMEHTAJIHCTH 3a a MOXKE
MPOIIECOT Ha CO3/aBame Ha CLHEHCKaTa aJalTaiija aa Ouae MOKBAJIUTETEH, a CO Toa W (pUHATHHOT
TIPOU3BOI.

5 Tpeba ma ce HAacOYM KOH M3HAOlame HA BUCTHHCKH PELICHWja KOM KE OBO3MOXKAT KBAJIMTETHA M
aBTEHTHYHA ITPE3eHTallMja Ha TPaJUIMOHAIHATA COAPXKHHA BO BPEMETO M IIPOCTOPOT, a IIPUTOA Ja Ce
MOYNTYBaaT CHTE CIEHCKM 3aKOHOMEPHOCTH, HO W OJpPEICHH IpaBWja KOHM CE€ CPETHyBaaT BO
HapojHaTa YMETHOCT 3a Jia He ce JI0BE/Ie BO Ipalllak-e aBTeHTHYHOCTA Ha ITpe3eHTanujara.
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Ha CIICHATa 3a Jla MOYKe MMPBEHCTBEHO HAPOHUTE UTPH JIa Ce 3a4yBaat oJ1 3a00paB u
NpeKy CIIeHCKaTa Mpe3eHTalyja Ja ce MOTTUKHAT MJIaJuTe TeHepaluu Jia To
MPOJOJDKAT )KUBOTOT HAa OpCKaTa Tpaauivja.

ITonaramy, ciieiHa CIMYHOCT KOja T'M TOBp3yBa CIICHCKATa ajanTtaiuja u
Kopeorpadujata ce YETHPUTE CETMEHTH KOM CE€ CPETHyBaaT BO HHB, a TOa Ce
uepama, nechama, Hocujama M uncmpymernmume. HeCOMHEHO € JieKa OBHE YETUPH
CErMEHTH Ce JIOCTa BOKHM BO CLICHCKATa MPE3CHTAIMja Ha OpCcKaTa TPAIMIMja U BO
Kopeoepaghujama W BO cyeHckama aoanmayuja, W TOKpaj Toa IITO IOCTOjatT
M3BECHU PA3NIUKH U MOAW(HKAINH Ha OBHE YETHPH CETMEHTH BO KOpeorpapuure,
BO HAcOKa Ja Ce 3roJIeMH aTpakTHBHOCTa Ha W3Bendara Ha opara, Kako W BO
apamKMaHHUTE Ha My3HKaTa.

Pasnukure Mery oBue nBe (OpPMH Ha TNpe3eHTALMja ce TOJNeMH, a BO
MOHATAMOIITHHUOT JIe O] TEKCTOT Ke M3IBOMME CaMO HEKOJIKY 3a KOM CMeTame JieKa
ce HajBKHM, 32 Ja MOXe Jla ce Jo0He jacHa MpercraBa Koja oja oBue (hopMmu
MPUIOHECYBA 32 3a4yBYBamkhe U MPE3CHTUPAmE Ha TPAIUIIMOHATIHUTE BPEIHOCTH, a
KOja HUB T'd MOJUQUIIPA ¥ TH 00paboTyBa.

I'maBHaTa W HajBakHA pas3idKka € BO pA3IMYHUOT KOHIENT W BO
KPUTEPUYMHTE Ha Kopeozpagujama W Ha cyenckama aoanmayuja. AXO TIABeH U
HajBaKeH OeJler Ha CIIEHCKara aJjanTaiyja € aBTCHTHYHO NpEe3CHTHpame Ha
TPAJNIIMOHAIHUTE BPEIHOCTH CIIOPE]] CUTE 3aKOHOMEPHOCTH M KPUTEPHYMH KOU
Tpeba Ja ce movyuTyBaar, kopeorpadujaTa HeTyBa €lIeH MOJUOepaJICH MPUCTAIl KOTa
cTaHyBa 300p 3a CIICHCKaTa mpe3cHTanuja. BakBHOT mpucTanm Ha Kopeorpadwure,
HajuecTo HeCTPyUeH, J03BOJIyBa MperojieMa MoAN(HKaIja Ha OpcKaTa TPaJuiuja,
a BO TOJIEM JIe]l U CKBEPHABEH-E HA TPAAMIMOHAIHUTE Opa. 3aToa CI000THO MOXKE
Jla ce Kake JeKa CICHCKaTa ajanTaidja To HeryBa aBTCHTUYHHOT HA4YMH Ha
Mpe3eHTaIyja, a KopeorpadujaTa CTUIN3HPAHUOT.

Enna on MHOryTe pasiuky, 3a Koja MOXE Jla ce KaXe JieKa € MOIIHe
3HAuYajHa, € HEeAyLHMPaHHOT Kajaap oja obllacTa Ha TpaaulMOHATHATA HUIPAa.
Camonapedenure kopeorpadu, 6e3 CTpyqHO IMO3HABamke Ha CIIEHCKATa IPHMEHa Ha
(bONKIOPOT, CO37aBaaT W TOCTaBYBaaT Kopeorpaduu, HajyecTo CTWIM3HUPAHH M
00paboTeHN OJ CEKOj MOXEH acleKT, IITO MaKk He € cly4aj CO CIeHcKaTa
ajanraimja Kaje mTo ce MPUMEHYBa CTPYYCH U CTYAMO3CH MPUCTal 01 00pa3oBaH
Kazjap.

[Tonaramy ke ce HaBpaTHME Ha YSTUPUTE CETMEHTH (uepda, necHa, Hocuja u
uUHCmMpymenmu) KOU TOCTOjaHO C€ TMOJUIOKHHM Ha CTHJIM3allMja O CEKO] MOXKEH
acriekT. Wrpara e Taa mro JOXKMBYBa HajMHOTY NPOMEHH, MOpaau (aKTOT MLITO
TaKaHapeueHUTe Kopeorpagu HMaar morpeda O BMETHYBamE€ Ha COIICTBEHHU
€JIEMEHTH, YKPacH, FeCTOBH KOM HajuecTO OTCTaIlyBaaT of Tpaiaunujata. Hajuecro
Ce CKpaTyBa M BpEMETPACHETO Ha WIPAOpHHUTE OOpacuu, ce INPHUMEHYBaaT
Hajpa3IMuHU BPTEIIKH, KIEKOBH, BpPTCHE HAa Mapamue, WIpame Ha BHCOKH
MOJIYNIPCTH, JPXKEEHE BO TMPEIUIET HAa WIPAoOpIMTE, KOM Ce BMETHYBaaT CIIOPE.
MHBEHIIMjaTa M KPEeaTUBHOCTA Ha KOpeorpadoT, a He CIOpe] KapaKTePUCTUKUTE Ha
MOZpadjeTo O Kaje IITO MOTEKHYBa OPOTO Koe ce mocTtaByBa. OBa ce caMo Jel of
CEeTMEHTUTE KOW C€ IOBeKe Ce 3acTalieHH BO Kopeorpaduure Ha AHCaMOJIOT
»laHel' W Ha aMmaTepckuTe QONKIOpHH aHcamOnu. Jla He Tu 3abopaBuUMe U
Hajpa3MuHuTe (popManuK Ha JIeCH, IMjarOHaIM, TMPaMHUIN U YIITE MHOTY JAPYTH
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TreOMETPHUCKH (UTYpH KOHM ce HETUITMYHM 3a opckara Tpaauuuja. Mcro Taka, Tpeba
Jla ce HAIlOMEHe U JIeKa HocujaTta, IeCHaTa U HHCTPYMEHTHTE Ce, UCTO TaKa, CKIOHU
Ha CTWIM3alMja BO Kopeorpaduure, C€ CO IeN Ja ce IOCTHTHE TIorojemMa
aTPaKTHBHOCT BO IPE3CHTAIIM]jaTa.

CuTe TPETXOJHO CIHOMEHATH EJIEMEHTH C€ JWjaMeTpaliHO CIPOTHBHHU BO
CIIEHCKaTa ajanTandja. ABTEHTHYHHOT HAYMH Ha Npe3eHTalyja Ha oOpcKara
Tpajuiyja, Kako INTO Oellle HAMOMEHATO W MPETXOJHO, € TJaBeH Oejer Ha
CIICHCKaTa aJanTtaiuja, MOYUTYBajKH TH CUTE CEIMEHTH M KapaKTEePUCTUKU BO
nporuecoT Ha oOpaboTrka. [TaBHUTE KapaKTEepHCTHKH Ha HAPOJHHUTE Opa, HAYHMHOT
Ha u3Be0a, IPKEHETO Ha UTPAOPIIMTE, METPOPUTMUYKATA CTPYKTYypa, (hopmaTa Ha
opara, cOCTaBOT Ha UTPAaopIUTe, KAKO M APYTHM CETMEHTH Ha HAPOJHHUTE Opa, ce
CTPOrO 3ara3eHH BO CIICHCKAaTa aJanTalja U He OTCTallyBaaT BO IPOIECOT Ha
ajanrTalyja Ha cleHara. Tpure MpeocTaHaTH CerMeHTH (Hocujara, MECHHTE M
WHCTPYMEHTUTE) CE 3aJpXKyBaaT BO HHBHATa aBTCHTMYHA Qopma 0e3 roieMu
MOJTU(UKAINNK IITO CaMO TO MOTBPAYBa CTPYYHHOT MPHUCTAN HA aJalTHpame Ha
HapoJHaTa YMETHOCT Ha cueHara. KBamuTeTHaTa M M3/Ip)KaHa CIEHCKA aJanTalyja
Ha KpajoT ce TOTBPAyBa CO PEIEH3UH OJ CTpyYyHa KOMHCHja O oOjacta Ha
TpaJMIMOHATHATA My3HKa U HIPa.

BaxHo e ma ce HamomeHe jaeka Bo MakeqoHHja ce eaynupaar KaJpu OJ
obnmacta Ha TpaaWIMOHANIHATa My3WKa M Wrpa Bo Hacokara 3a TpaauioHanHa
my3uka u urpa npu JMBVYIl ,Mnuja HukomoBcku—Jlyj“ u Ha Opumenor 3a
€THOKOpeoJsioryja Ha My3uukaTa akagemMuja Ipu Y HUBep3uTeToT ,,[ one Jlemuer Bo
IITun ko 10OHMBaaT COOABETHO OOpa30BaHMUE 3a Ja MOXKAT Aa OMIaT MIHH aBTOPU
Ha CIIEHCKH ajanrtanuu. HajoqoOpuTe ydeHHIM W CTYJASHTH OJ] JIBETe CIIOMEHATH
00pa3oBHM WHCTUTYIIUM C€ WICHOBM Ha AHCaMmOJIoT ,,MakeloHHja“ KOj Kako
pempe3eHT Ha MakeIOHCKaTa TpaAMIMOHAJIHA KyJlITypa ja  Ipe3eHTHpa
TpaAMIOHAIHATA My3HKa U HTpa MPEKy cyeHckume adanmayuu. VIcTo Taka, BaXKHO
€ Ja ce HaloMeHe JeKa TOpEeCIHOMEHATUTe WHCTUTYIMH U AHCamOJIOT
,MaxkeoHuja“ BO MOCIETHUTE HEKOJIKY TOJMHHU BPIIAT BJIHMjaHHE BP3 aMaTEPCKHUTE
(GONKIOpHM aHCAaMONMM W KYJITypHO-yMETHHYKH JAPYIITBA BO HAYMHOT Ha
Mpe3eHTalyja Ha TpaJulnoHAIHATa My3HuKa 1 urpa. OBa Biujanue ce MaHupecTrpa
NpeKy eayKalWja Ha paKkOBOAWUTEIUTE M HUMIUIEMEHTAllMja Ha CYEHCKUme
adoanmayuy BO aMaTepPCKUTE aHCaMOJIH.

3akaydox

JIoKONKy ce 3eMaT NpeABHI CUTE CEIrMEHTH Ha Kopeocpagujama W Ha
cyenckama aoanmayuja, Kako M HUBHUTE CIMYHOCTH W Pa3IMKH, MOXE Ja ce
3aKIy4yH JieKka BO Make/loHHWja 1MOoCcTojaT JABa HAYMHHM Ha CIIGHCKA Mpe3eHTalja Ha
(honkmopot: mpaduyuonanern, Koj ce MaHUQeECTUpa MPEeKy CIIEHCKaTa ajanTaiuja;
cmunusupaH, MTO ce MaHudecTHpa IMpeky Kopeorpadwujara. /[Bara HaumHM Ha
Mpe3cHTallMja Ha opcKara Tpajuiidja HMMaaT CBOM CIMYHOCTH W Pa3JIMKH.
CiaudHOCTHTE Ha CIICGHCKaTa ajanTtandja U Ha Kopeorpadwujara ce morpebara 3a
CIICHCKa Ipe3eHTalHja Ha (OJIKIOPOT M 3aCTAalleHOCTa HA YETHPHUTE CETMEHTH
(uepa, Hocuja, necha WM uHcmpymenmu), IOACKa Pa3IUKATE C€ 3HAYUTEITHO
norosiemMd. KOHIIENTOT Ha CTWIM3UpAaH W aBTCHTHUYCH NpHUCTAl Ha CIEHCKaTa
Npe3eHTalyja € TJaBHaTa pas3iiiKa, a CO CaMOTO TOA M MPHCTAIOT Ha eIyIUPAHUOT
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KaJap KOj TW aJanThpa TPAAUIMOHAIHUTE BPEIHOCTH HA CIEHA, HACIPOTH
aMaTepCKHOT TPUCTANl HAa CaMOHAapeueHHuTe Kopeorpadu KOW ja MOTU(UIUpaaT u
CKBEPHABAT OpCKaTa TPaJHIja.

Ce mocraByBa mpariamero: Koj HayMH € MOCOOABETEH, CTPYYHHOT H
CTyIMO3€H MpHUCTAll, IPUMEHATa Ha CTPOTrO YTBPJACHUTE CTAHIAPAU U KPUTCPHYMHU
3a MOCTaBYBamh¢ HA CIICHCKA ajanTalja WA aMaTepCKUOT MpUCTan 0a3upaH Ha
WHIMBUyaJHa Kpealuja ¥ MIPAOPHO HMCKYCTBO BO MPOLIECOT HA CO3/aBame Ha
kopeorpadujata? Kako eTHOKOpPEOJOr KOj Ce€ 3aHuMaBa CO HCTPaXKyBame,
MPOyYyBambe Ha HAPOJHUTE Opa M OpcKaTa TPaauiivja, KATETOPHYHO OU OJIrOBOPHII
JieKa CTYJMO3HHOT U CTPYUYCH MPUCTAIl € HajCOOJBETEH 3a aJanTUpamke Ha opcKara
TpaJuIMja 3aToa LITO CaMO Ha TOj HA4YMH Ke Ce 3a4yBa HAapOJHATa YMETHOCT BO
Hej3WHaTa TpaJuIlMoHaIHa (hopMa.

Bbubauorpaduja
1. Tnmocku, M. (1976). Hekon WHOBAIIMOHH T10jaBU BO COBPEMEHHOT Pa3BUTOK Ha OpCKaTa
Tpaguuuja Bo Makenonuja, Makeooucku goaxaop, 1X/18, Cromje, crp. 177-119: Uncturyt
3a (onkiop ,,Mapko IleneHkoB .
2. qumocku, M. (1977). Makeooncku napoouu opa o0 penepmoapom na Taney. Cromje:
Wucruryt 3a donkiop ,,Mapko [lenenkos®.
3. Bapuk, M. (2004). Unycmpupan awnenucku peunux Oxcgopo. Ckomje: Mo3auk KHHTA
Hosga.
4. Ivancan, 1. (1969). Problemi scenske primjene folklora, Makedoucku ¢poaxnop, 11/ 3-4,
Ckomje: ctp. 391- 397: UnacturyT 3a donkiop ,,Mapko [lenernkos*.
5. Ivancan, 1. (1996). Narodni plesni obicai u Hrvata. Hrvatska matica iseljenika. Zagreb:
Institut za etnologiju I folkloristiku.
6. JameBcku, B. (2012). [lomroroBka Ha CICHCKa ajanTtainuja, 300pHux Ha mpyoosu 1V,
CemuHap 3a TpaJMIIMOHAIHA My3HUKa U urpa, cTp: 4-10, butona: HY LlenTap 3a xynrypa —
buroua.
7. Jaukorwuh, Jb. u 1. (1939). Hapoone uepe, kwuea I11. beorpan: IlpocseTta.

k

8. Hagendoorn, I.G. (2002). Emergent patterns in dance improvisation and choreography. In:
Minai, A.A. and Bar-Yam, Y. [Eds.]. Unifying Themes in Complex Systems Vol. IV.
Proceedings of the Fourth International Conference on Complex Systems, p. 183-195,
Cambridge: New England Complex Systems Institute.

9. Hornby, A. S. (1995). Oxford Advanced Learner’s Dictionary of Current English. Editor
Jonathan Crowther. Oxford: Oxford University Press.

10. Taper, B. (1996). George Balanchine: A Biography. California: University of California
Press.

248



COREOGRAPHY AND STAGE ADAPTATION - FORMS OF STAGE PRESENTATION OF THE
FOLK DANCE TRADITION (COMPARATIVE ANALY SIS)

Stojance Kostov
Institute of folklore “Marko Cepenkov” — Skopje, Republic of Macedonia

Coreography and Stage Adaptation - Forms of Stage Presentation of the Folk Dance
Tradition
(comparative analysis)

Abstract: The folk dance tradition in the folklore ensembles in Macedonia is
presented in different ways. Every artistic leader, demonstrator or choreographer of these
ensembles gives its own mark in shaping it. In this text, the comparative analysis of
choreography and stage adaptation as forms of a stage - artistic presentation of the folk
dance tradition will be made.

Keywords: folk dance tradition, stylized folklore, choreography, traditional dance,
stage adaptation.
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YJIOI'ATA HA ®PEMHUHU3MOT BO BOPBATA
3A ITOJIMTUYKA MAPTUIIAITAIINJA

Maja Man4yeBcka
EBporicko nBmxeme Bo PenyOinka Makenonuja
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Amncrpakr: Bo 0B0j Tpya ce ucTpaxkyBa yiorara Ha ()eMHHHM3MOT Bo Oopbara 3a
PaMHOIIPaBHO YYECTBO Ha JKEHHUTE M MaxkuTe BO monutukata. Co oryien Ha (akToT IITO
TMIOJIOBMHA Of] MOITyJIallijaTa BO CBETOT MPETCTaByBaaT )EHH, a IpyraTra MoJOBHHA MaXKH, HE
cMee Ja Oujie MapruHajIM3MpaH HU €[EeH OJ JBaTa I0Jja BO OIIITECTBOTO U CUTE OJUIYKH
Tpeba moJieHaKBO Jja ce pedIeKTupaar W Bp3 eaHuTe W Bp3 apyrure. Ho, peanHocra Bo
COBPEMEHHOT CBET IMOKaXKyBa JeKa BO INOJHUTHKATa, Kaje IITO € CKOHIEHTPHPaHa MOKTa,
JKEHUTE CE yIITE ce IIOMAJIKY 3acTalleH IoJ U KOJIKY IITO ce OAM KOH BPBOT HA XHepapxujara
THE ce C¢ MOMaTyOpOjHH, U IMOKPaj TOA IITO KEHUTE CE BEKe 0JJaMHa M30MPAvKO TEJo U Oe3
HUBHOTO YYECTBO BO IIPOLECHTE Ha OIydyBamke HEMa JEMOKPATCKO OIIITECTBO.
®eMUHN3MOT KaKO OINITECTBEHO JABWKEHE TI'0 HAMAIWIO POJOBOTO ,,CIEHHIO™ BO
MOJINTUKATa, Oapajku eJHAKBH TpaBa 3a XEHUTE W BPIUIEjKM NMPUTHUCOK BO KOPHCT Ha
poJoBaTa MHTETpaNyja PEYUCH Ha CUTE HUBOA, C¢ 10 HAjBUCOKUTE TIO3UIIMH Ha MOK. AKO ce
HalpaBHU Mpecek Ha (a3uTe HU3 KOW MOMUHYBAJIO CO3[AaBAETO HA OMIITECTBEHUTE YCIOBU
3a €IHAKOB INPHUCTAIl HA MAXHTE W HA JKCHUTE BO KIYYHHTE JOMEHH HH3 HCTOpHjaTa,
0CcO0EHO BO €BPOIICKOTO M BO MAaKEJIOHCKOTO OIITECTBO, CE 10 HOBUOT KOHIIENT HA €IHAKBH
MOHOCTH, MOXE Ja CE 3aKIydu JAeKa Tpebajo Ja IMOMHHAT MHOTY BEKOBH U TPIIEHHE, HO
npes c€ YIOPHOCT, J10/JieKa KOHEYHO He Ce TIOCTUTHAJ 3HAUYNTEJIeH HampeJoK, KOj € BUAJINB
caMo BO MOCJIEJHUTE HEKOJKY neuneHnd. Ho, 1ypu HE TOj ,,ycriex HE € Ha 3a/I0BOJIUTEITHO
HHBO, WK O0apeM He BO NMPaKTHKATa.

Kayunu 360poBu: pemunusam, poo, poooéa pPAMHONPAGHOCM, HOJUMUKA,
nOIUMUYKA napmuyunayuja, cyppasicemxu.

1. Bosen

[Toumure ,,pemunnzaM* 1 ,,eMUHUCT(KA)* 3a MPB MaT c€ YNOTPEOCHH BO
19 Bek Kako METUIIMHCKM TEPMHMHH, CO KOW CE ONUIINyBa WK (eMUHHU3AIMjaTa Ha
MaXkuTe, WIM MacKyJMHM3alujaTa Ha jkeHuTe. Bo MomepHa cmucna, peMUHU3MOT
CeKoraml ce MOBP3yBa CO KEHCKOTO ABWXCHE U CO OOMIONTE 3a yHANpeayBame Ha
OIIITECTBEHATA yJIora Ha KEHUTE BO JpkaBara. Mako caMuOT monM (peMHHU3aM €
CO TIOHOB JIaTyM Ha ymoTpeda, HETOBUTE WJICH M KOPEHH MOXE J]a ce HajaaT yITe
BO aHTHUYKaTa XeJIeHCKa LUBMUIM3aLKja, HO U Bo crapa Kuna. MHTepecHo € mTo mo
80-ture roguau on 20 BeK ce pa3BUBaaT HOBU TPAJAMIUKN HA (EMUHU3MOT YHjaIlITO
3ae¢JlHMYKAa OCHOBa c€ Haolra BO TMojen0ara Ha jaBHOTO WM NPUBATHOTO, BO
naTpujapxaToT, MOJIOT U POAOT, W €AHAKBOcTa W paszauyHocTa. (KimmoBckw,
KapakamumieBa-JoBanoscka, Criacenoscku, 2016, ctp. 89).
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Cekoe mMoJEeTaTHO pasIiielyBamkbe HAa TOJNUTHYKUATE HICOJOTHH MOpa Ja
MIOYHE CO JIUbepanuzmMom KOj MHOTY YECTO CE ONMIIYBA Kako HIIEOJIOrHja Koja € BO
cocTojOa ma ondaTy MUPOK CHEKTap Ha CIPOTUBCTABEHH BPEAHOCTH U YBEpYyBamba.
JIluGepanu3MOT HacTaHal Kako pe3yiNTaT Ha pacharamero Ha (eyaalu3MoT U
Pa3BojOT HA KaMTAIM3MOT, KaKo TUPEKTEH M3pa3 Ha ToTpedaTa Ha HOBaTa Kiaca u
HEj3MHUTE HWHTEpPEeCH Ja ce ocnobomaT oJ CTeTUTeé Ha MOHApXoT, M Ha
MOHapXHCTUYKaTa U Ha (eynanHara apuctokparuja. (Kimmmoscku, Kapakamuinesa-
JoBanogrcka, CnacenoBcku, 2016, ctp. 67). JIubepannure eMUHUCTU Ce 3ajarajie
Jla T HampaBaT JKEHCKUTE MOJUTUYKH 1 €eKOHOMCKH MOKHOCTH €IHAaKBHU CO THE Ha
MaXXUTe, [OIeKa paduxkainume (HPEMUHHCTH TH KpPUTHKYBaaT JMOepaHUTE
MOJMTUYKH CTaBOBH, KaKO IITO CE €THAKBOCT U aBTOHOMHja KaKO TUIMUYHO MAaIIKH
craBoBH. Criopen nubepanHata TpaauLyja, )KEHUTE UMaaT cI000aa Aa ce BKIydYaT
mpex c¢ BO EKOHOMH]jaTa, a OT0a U BO MOJUTUKATA, HO aKO THE PEIlWIIC 1a OCTaHaT
joMa, Toa ¢ mopanu HuBHa omiyka. (I'ypoBcka, 2008). 3a mmGepammsmor e
MO3HAYajHO J1a Ce CO3JaJaT YCJIOBM 3a peaju3alldja Ha MPHUHIUIOT HA €IHAKBU
MO>KHOCTH 32 )KEHUTE 1 MAKHUTE.

Hacnporu nubepann3Mor, konsepeamususmom € UACONIOLIKY NIPHUCTAI, KOj
MIOCTOjaHO Ce cTaBa BO 0JI0paHa Ha TPaJUIMOHAIHUATE BPEIHOCTH H MHOTY YeCTO Ce
o0jacHyBa kako ¢mro30duja MTO ce CIPOTUBCTABYBa HA MPOMEHUTE BO CHCTEMOT.
HeroBu xiydyHu eneMeHTH ce: Tpaiuliyja, IparmMaTth3aM, HECOBPLICHOCT Ha
YOBEKOT, OPTAaHCKO OMIITECTBO, XHUEPapXHja W aBTOPUTET, BIACT M COICTBEHOCT.
(KnmumoBcku,  KapakamumieBa-JoBaHoBcka, CnacenoBcku, 2016). OtTyka
MPOU3JNIEroNn pegopmucmuukuom GeMUHU3aM, OPU IITO KIyYeH TEPMHUH €
emaHupmnanyja ua sxenara. (I'yposcka, 2008).

Heonubepanu3mor e coBpeMeHa BapHjaHTa Ha KJIaCHYHATa IOJUTHYKA
€KOHOMHja Koja Owia pa3BuBaHa Bo jenarta Ha OPpugpux Xajek u MunrtoH
Opuaman, a KIyYHHTE CTOJIOOBH Ha KOM C€ 3aCHOBA Hej3WHaTa Quiozoduja ce
nazapot u noeguHenoT. OCHOBHATa Ied Ha HEOJHOEepalM3MOT € Ja Ce MOTHUCHAT
TpaHWUIIUTE Ha JAp)KaBara, CO INTO ke ce o00e30emu moroneMa e(QHUKacHOCT,
E€KOHOMCKH pa3BOj M 3rojieMyBame Ha OorarctBoTo. Cropen HpUBp3aHULMTE Ha
OBaa TpamulMja, OpXKaBaTa HWMa ,MpTBa paka“ Koja ja 3aayld NpuUBaTHaTa
WHUIIYjaTHBa W TO COMHUpa MPETIPUEMHUINTBOTO. 3a HHB, JIp)KaBaTa BO yJora Ha
JMaJAKa ja TIOTTHKHYBa KyJNTypaTa Ha 3aBHCHOCT WM ja MOTKOITyBa cjo0ojaTa Ha
noeaunenor. (KmumoBcku, Kapakamumesa-JoBanoscka, CrnacenoBcku, 2016, ctp.
69). Heonmubepanu3MOT € IBIDKECHE 3aCHOBAHO Bp3 HEOKIACHYHA EKOHOMCKA
TeopHja, HacTaHaT o Bropara cBeTcka BOjHA, a OA KpPajoT HA CELyMIECETTHTE
roguan Ha 20 Bek, co jgoaramero Ha Mapraper Tauep Ha Biact Bo OO6equHETOTO
KpanctBo, nouynysa ja urpa c¢é mo3HadajHa yjora Bo cBetoT. Kora ce 300pyBa 3a
»,HeonmOepanu3aM'™ TreHepaJHO C€ MHCIM Ha HOBH MOJUTHUYKH, EKOHOMCKH,
KyJITYpHA U COLMjaIHU OJHOCH BO OMNIITECTBOTO KOM T'M MOTEHUMPAAT Ha3apHUTE
penarnuu. [loBekeTo HAyYHHIM CE COTIACyBaaT JeKa HEeOJNMOepaan3MOT € IIHPOKO
ne@UHUpaH Kako MpOLIMpYyBamke HAa KOHKYPEHTHUTE Ma3apu BO CHTE 00JacTH Ha
XKHUBOTOT, BKIy4yBajKH T U €KOHOMHjaTa, NOJUTUKATA, KYJITypaTa 1 OIIITECTBOTO
BoormTo. [lokpaj oBOj omuc Ha HEOMUOEPAIM3MOT CO TIONUTHUKOJIOIIKA PEYHHUK,
kako mto TP I'ypoBcka (2008), BO 0JHOC Ha pojOBaTa AMMEH3Mja Tpeba jaa ce
HUCTaKHE JeKa TOj IO PEeBUTAJIM3Mpa KOHLENTOT Ha IIpaBHA EIHAKBOCT BO
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MOJIUTUYKATa MapTHIUIanyja, 6apeM o (GopMmalieH acleKT, TapaHThupa cIo00aH U
[paBa 3a CUTE, HyJH MOIIHE 00eMHa JIETUCJIATHBA U TaKa HaTamy.

Coumjanu3aMoT HacTaHaI Kako peakiyja Ha OIIUTECTBEHUTE W Ha
E€KOHOMCKHTE YCJIOBH KOMW ce IMojaBHja Bo EBpoma co pa3BojoT HAa MHIYCTPUCKHOT
kanuraian3aM. ColyjaqrcTHUKUATE WIeH IT0OYHaa MacOBHO Ja CE IUPAT TOKMY KaKo
peaknMja Ha pacTedykara Kjaca Ha MHIYCTPUCKM PaOOTHHLM KOU CTpajajie oxx
CHUpOMallITHja ¥ O]l HECOOJBETHH YCJOBU 3a paboTta. Mako couujanusmMor u
muOepaIn3MOT MMaaT 3aeJHHYKH KOPEHH BO TPOCBETHTEICTBOTO M BEpyBaaT BO
HUCTH TNPHUHLUIM, KAaKO LITO CE€ Pa3yMOT M THPOTPECOT, CENaK, COLHUjalu3MOT
HacTaHaJI KaKO KPUTHKA Ha JTUOEpaIHOTO Ma3apHO OMIITECTBO, KAKO aJTepHATHUBA
Ha MHIYCTPUCKUOT KanmuTanu3aM. HajBiujaTenHu W Hajo3HATH MPETCTaBHUIM Ha
coumjanusmot ce Kapn Mapke u @punpux Enrenc. (Knmumoscku, Kapakamumiesa-
JoBanogcka, Cnacenoscku, 2016, ctp. 77).

Couujanucmuukume wiv mapkcucmuukume HeMUHUCTH AcOaTUpaaT 3a
TOA Jai MOTYMHETOCTA HA )KEHUTE € BO HUBHUOT KapakTep. 3a IJIaBHUA NPUYHMHH Ha
poloBaTa HEEAHAKBOCT MapKCHCTHTE I'M CMETaaT €KOHOMCKHTE (akTOpH LITO €,
BIIPOYEM, IVIaBHA KapaKTEPUCTHKA M Ha IejlaTa UAEO0JIornja Ha MapKcu3MoT. Taka,
criope]] mo3HaTHoT Mapkcuct @punpux Enrenc, ,,Maxute uMaar moroixeMa MoK o]
KEHUTE, OU/IEjKU ce CONCTBEHUIM HAa CPEACTBATa 3a IMPOU3BOJICTBO U 3apadoTyBaaT
Hagsop on noMot*. (Engels, 1997, ctp. 66). Tokmy oBaa eKOHOMCKa YTHETEHOCT Ha
JKEHHUTE CTaHaJla TeopHcKa IaTdopMa Ha KEHCKUTE JBIXKEHa KOW ce Ooperne 3a
BKIIy4YyBambe Ha JKCHUTEC BO jaBHHUTE JCJHOCTH, & MapKCH3MOT CTaHAI TEOPUCKA
OCHOBa Ha Jen oA (DEeMHUHHUCTHUYKUTE ABMXKEHa, OWAEjKM camara MapKCHCTHUKa
U/ICOJIOTHja TpOKIIaMKpalia €HAaKBOCT, BKIYYyBajKH ja U OHaa Mery >KEHUTE U
maxute. OcBeH T0a, I'yposcka (2008) TBpaM geKa BPabOTYBAKETO HA KEHHUTE BO
rojemMa Mepa IpHIOHEIO 33 0CI000AyBambe 01 EKOHOMCKATa 3aBUCHOCT O MaXXOT U
0]l HeroBaTa JJOMHHALIKja.

Bo emukama QemMuHUCTKHTE c€ CIOPOTHBCTaBYBaaT Ha TPAAWIHOHAITHO
MAILIKHAOT HPHUCTAIl KOj CE 3aCHOBA HAa OE3JMYHM U alCTPaKTHYU MpaBa M NPUHIMIIN
CO eTHKa Ha ,IpWKa‘, KOja Ce 3aCHOBa HA JIMYHH W KOHKPETHH OJHOCH H
onroBopHocTH. Bo 19 Bek keHuTe, OOpejku ce€ 3a MPABOTO HA IJIac, MCKaXKaye
rojeM pPEeBOJT O HAYMHOT Ha KOj MaXHTE TH BOJAENE JpXKaBHTE, BO KOU
JIOMHUHUpaJia BOjHaTa W (PU3MUKaTa cuijia Kako TiaBeH pe3oH. OBOj cTaB MHOTY
IUTACTHYHO € COJpXKaH BO MpPAallalkeTO Ha €JCH NPETCTAaBHUK Ha (PEMHHU3MOT:
,,KOJIKy TIOJIOIIO MOKe Ja BiiajieaT >KeHUTe? .

Ha xpajor ox 20 Bexk ¢QemMuHHUCTKHTE, TIOX BJIHMjaHHE Ha
nocmmooepuucmuukama QGuinozodpuja W JMTEpaTypHa TEOpHja, I'M HCTAKHAJE
NOTCHIMjATHUTE PACHU, KYITYpHH M KIACHH NpeApacyqy Ha akaJeMCKHTE
(heMHHHCTH KOH ce oOuayBasie Aa 300pyBaaT BO MME Ha CHTE XCHU U YKa)yBaJe
JIeKa HUTY €ICH OIHC Ha )KEHCKUTE IOKUBYBAmha U YTHETYBamba HE MOXKE A2 BaKU
3a cute keHu BoomiuTo. (bpuranuxka, 2005).

2. Cydpaxerkn

DeMUHU3MOT KaKo ONIITECTBEHO ABWKEHE Oapa eJHAKBY [IPaBa 3a KEHUTE
Y BPILYU MIPUTUCOK BO KOPHUCT HAa POAOBATAa MHTETPAIlHja PEUYUCH HA CHTE HUBOA, CE&
JI0 HAjBUCOKUTE MO3ULIMU Ha MOK. ,,OCHOBHATa IeJ Ha (EeMUHH3MOT IpEeTCTaByBa
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CaMOOCBECTYBamb€ Ha JKEHUTE, OJHOCHO OCBECTYyBamb€ Ha KOJIKY IITO € MOYKHO
morojeM Opoj JKEHM 3a HUBHAaTa IOApENEHa U IOHIKYBadyKa ylora BO
ommrectBoto”. (I'yposcka, 2008). Pasuure THIOBH (EMUHM3MH BO OCHOBA HYJIAT
pa3IMYHU aHANM3H Ha MPUYMHATE WK Ha CYOjeKTHTE Ha JKEHCKOTO ,,yTHETyBame" .
®emMrHM3MOT c(aTeH KaKo HJIEOJIOTHja Moapa3dupa BKIydyBame Ha IeN CIEeKTap
O]l pa3HU METOAM OJI KOH, CeIaK, Haj3acTaleH € MOUTakbeTO Ha CBECTa.

Hedbuannmja 3a GeMUHU3MOT, criopen ,,BoaudoT BO (eMUHUCTHYKATA U
pomoBata TEPMHUHOJIOTHjA" W3JaACH Of ,,3IpYyKCHHETO Ha Tparanum AxIiuja
3npyKeHcKa®, € OpraHu3MpaHO IBMKCHE 3a 3100MBarbe¢ Ha IMpaBaTa Ha >KCHUTE.
Kako wupeomormja Ha conmjanHa Tpanchopmanvja, (GEMHHH3MOT HMMa 3a Il
ocii0001yBambe Ha JKEHUTE, OUICjKH € CBOJCTBEHO BEPYBAETO JCKa JKEHUTE TPIaT
Hernpasaa Iopajy MPUIAIHOCTa HA CBOjOT MOJI.

Co wmen m0Kpaj Aa ce pacBeTyiaT POJOBUTE Pa3lIMKW, HEOMXOAHO € Ja ce
“MaaT TpEeABUI U HEKOW 3HAYAjHHU JIeJIa KOW CE CMeTaaT 3a OCHOBA Ha COBPEMEHHUOT
hemuHM3aM:

Opn aHanu3uTe HAa OJHOCOT HAa MaXHTE KOH XXEHUTe ymTe Bo ,,Wnmjaga™ ce
riefa Aeka XoMep I'M TpeTHpa Kako ,,CYHITECTBAa 3a YHE MHCICHE M 4YyBCTBa
Ma)kKUTE HE BOJAT MHOTY CMETKa ‘.

,»,BO MHHATOTO, KOTa XEHUTE Ke MOKaXKele MHTEepeC 3a MOJUTHKATa, TOa
Mpeau3BUKYBalo cMea Kaj Maxkute. Ha mpumep, Bo 1832 rogmna m3BecHa Mepu
CwMuT BcpaTria TUCMO IO aHTIUCKHAOT [lapiaMeHT Bo Koe OMiIo M3HECeHO Oapame
3a CTeKHYBamb€ MpaBo Ha Tiiac Ha keHure. Exen on nmparenunure Ha JlOTHHOT q0M
ro mpouuTan OapameTo Ha Koe pedrucu cuTe ce morcMmenaiie. Ce cMmerano Jeka
M30MPAYKUOT 3aKOH HE UM € MOTpeOeH Ha MOCAWHIINTE, YAW HMHTEPECH ce T00po
3acTalryBaHM O] CTpaHa Ha JAPYTH MmoenuHIM. Tyka mpumnaraie u )KEeHUTE 3a KOU ce
MUCIIENIO JIeKa HeMaaT Pa3fiMuyHU MHTEPECH O]l HUBHUTE COMPY3U WM TAaTKOBIIH.
Hdypu xoH KpajoT Ha 20 Bek >KeHHTE JOOHJIe PEeallHd MOYKHOCTH J1a YyUECTBYBaaT BO
MOJINTUKATA, MaKO TOa OMII0O caMo 3a BpeMe Ha Mpenu300pHUTE KaMIlamkby KOora Ha
MOIUTHYAPHTE UM € TToTpebeH cexoj m3bupau. (I'yposcka, 2008).

[IpBo 3HauajHO HM3pa3yBame Ha (PEMUHU3MOT, BCYIIHOCT, OWMJIO AEIOTO Ha
aHrnmuckata mucarenka Mepu BoncronkpadT ,,OnpaBnanoct Ha TpaBara Ha
sxkeaute” on 1792 roguna. IToTTUKHATH O HACATUTE 3a €IHAKBOCT, (POPMYJIHPAHU
3a BpeMe Ha MPOCBEeTUTENCTBOTO U DpaHilyckaTa peBoIyLyja, KEHUTEe NOYHAIE /1
Oapaat emnakBocT. Mepu BoncronkpadT, koja Omma Bo ONMCKa BpCKa €O
paarKaTuTe O CBOETO BpeMe, MOJOIHA TO HalWIlala W JeJO0TO ,,3allTUTa Ha
JKEHCKHUTE MpaBa‘“.

Ogaa npBa OpuTaHcka (PeMUHUCTKA YIITE TPEA 1Ba U MOJ BEKa IO MOCTaBH
BHCTHHCKOTO TIpamame ,, iMa i yMOT 1moa?* ¥ Toa € aKTyeTHO JI0 JIeHEC.

Ho, nej3una mperxomnuuka Ouma Onummuja e 'y Koja ro miatuia co
IJlaBa Ha THJIOTHHA CBOETO Oapame JKEHUTE Jla TM A00WjaT UCTUTE IpaBa Kako U
MaXUTe BO cBojata Jlexnapayuja 3a npasama Ha odcenama Bo 1791 romuna,
W3IIOKYBajKH ja HeETpaBeaHaTa MpaKTHKa M MAaIIKO-)KEHCKaTa HECTHAKBOCT H
mpauryBajku: ,,Maxy, cnocobeH nu cu Ja Oupem npaBeneH? Enna sxeHa TH TO
[ocTaByBa OBa Ipalame. bapem oBa mpaBo He Moxem aa i ro oxzement. Kaxu mu,
KOj TH ja JIOJIeNTi Taa aBTOKPATCKa MOK JIa TO TIOTHCHYBAII MOjOT TIOMI?*.
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Cenak, HaIIMPOKO paclpoCcTpaHeTaTa IPrUXka 3a KEHCKUTE MpaBa, Kako IITO
TBpau Munep (2002), natupa o BpeMeTo Ha MPOCBETUTEICTBOTO. [IBIKemara ce
nmojaBmiie BO 18 Bek Kora HEKOM JKEHU TOYHAJIC MHIUBUIYAHO J1a TO TOKaKyBaar
CBOjOT PEBOJIT KOH HABHATA OIIITECTBEHA TOI0XK0a.

Bo nepuooT Ha MpoOCBETUTENCTBOTO, OAHOCHO BO 18 Bek, mocroena rojieMa
MMPOTUBPECUYHOCT Mer'y MOJIMTUYAPUTE KOU, O €AHa CTpaHa, TBPACIIC ICKa KCHUTC '
uMaar CUTE Ipasa, a O[] Ipyra CTpaHa TOKMY Tue Oujie OHME ILITO UM T'M CKpaTyBaJie
rparaHCKMTE IpaBa Ha )KeHuTe.'

JaBHHOT roBOp 3a PaMHOIPaBHOCT 0 HEKaJe, Cerak, Ouil MOCTUTHAT, HO —
TajHO. Bo pasHMTE jaBHU W TajHM JAPYIITBA M ,,peJOBU Ha MpPOCBETUTEJICKATa
eroxa, Kora je3yHTCKHOT pel IOXHBeal HajAna0doK IajJ, a MacoHepHjaTta ce
nmoanrHaia BO NaTpUOTCKUTE KPYT'OBH, JIOXKU U YUTATCJICKUTE APYUITBA, CEKOraiil BO
peiI1aTUBHO Majl KpPyr HMCTOMUCICHUIM CBPTCHU IIPOTUB IIPA3HOBEPIIUTE,
(aHaTU3MOT M IIOBHHU3MOT, ONOPTYHHCTHYKM Omiie ymnoTpeOeHH pOIOBHTE,
HAILMOHAJIHUTE U CTAJCLIKUTE PA3TIHKH.

Anzpe Muen Bo cBojara cryauja ,,DemuHn3amM* 3a0enexyBa Jieka 300poT
¢emunuzam BIeryBa BO (PpaHIlyCKHOT ja3uk BO 1837 roauHa Kako yueme Koe ce
3ajara 3a LIMpeme Ha [paBaTa U yJjorara Ha )KeHaTa BO onmTecTBoTO. (Stefanovic,
2009, ctp. 221).

IMomorHa koHBeHnmjata 3a Te3uTe Ha Ceneka Dosc ox 1848 romuna,
cBukaHa onx crpaHa Ha Emmzaber Kemm Cranrton, Jlykpenmja MoT u nmpyrw,
MOBUKYBaJla HAa LIEJIOCHA 3aKOHCKa EJHAKBOCT CO MaXKHTe, BKIYyYyBajKH ja
MOKHOCTa 3a IIeJIOCHO Oo0pa3oBaHHEe W eJHAaKOB HajgoMecT. OTroramr >KEHCKOTO
IBKeme 3emano 3amas. (Kimmmoscku, Kapakamumesa-JoBanoBcka, CriaceHOBCKH,
2016, ctp. 91).

Bo Texor Ha mennoT 19 Bek (EeMHHHU3MOT € COLHMjallHO JBHKEHE KOE ce
UCIpIyBa Bo 6opOara 3a JKEHCKOTO TPaBo Ha Tiac.

Kon kpajor Ha 19 m mouetokor Ha 20 Bek BO AHINIHja c€ TIOjaBUJIO
JIBUKCHC HA JKCHUTE IO3HATO IOJ HMMETO ,,Cy(QpakeTKH“ KOU Ce CIyXele CO
padvKaJIHA IMOCTAllKM 3a Oa IPUBJICHAaT BHUMAHUC Ha GapaH)aTa IOTO MIpUTOA T'
n3HecyBase npen Biagara na Benuka bpuranuja. HuBHOTO OCHOBHO Oapame, Kako
LITO Ka)KyBa U CaMOTO uMe (suffragium mMTO Ha JAaTUHCKHU 3HAYM NPAGO HA 214C),
Owio keHWTe Ja Jo0ujaT mpaBo Ha riac Ha wu3bopure. Ho, wucro Taka,
cy(ppakeTKuTe ce IMOoXKaJlWjie U Ha MHOTY JIOIIUTE YCJOBU 3a paboTa M ciabure
IUTaTH Ha JKEHUTE, KAKO M Ha HUBHOTO AICEH-E MOPaaN MPOTECTHUTE, Taka IITO THE
MPeTCTaByBaaT BakHA KapuKa BO OaBHUOT TIPOILEC Ha TIOCTHTHYBamE POAOBA
pamHompaBHoCT Ha nojuTruky 1wiad. (Oldfield, 2003, ctp. 51).

[IpecBpTHHIIa BO pacTeXOT Ha MOAEPHUOT (EeMHHH3aM ce jaeara Ha
Cumon ne boroap ,,Bropuot mon* ox 1949 ronuna u Ha betu ®punan ,,Kencka
MmucTHKa“ ox 1963 roawHa, Kako M co3JaBamkbeTO Ha HarnuoHamHaTa >KEHCKa
opraam3anuja Bo 1966 romuna. (bpuranuka, 2005). Bo 60-tute ronnuau Ha 20-0T
Bek bern ®punan co kHUTaTa ,,)KEeHCKa MUCTHKA TIOBUKA HA BOjHA Mel'y TIOJIOBHTE
W TO Pa3THEBH aMEPUKAHCKUOT HaTpHjapxar.

! Women in the European Union. http://www.helsinki.fi/science/xantippa/wee/weel.html (npeszemeno
Ha 28.08. 2018 ronuHa).
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@DeMUHUCTKUTE Ha HOBOTO BpeMe€ BHUJIEHM TpeKky nenara Ha Jle booap,
beru ®pupan, Kejr Muner u apyrd KECTOKO TH KPUTHKyBalle TEOPUUTE Ha
3urmynn ®Ppoja, Ha mpumep, 3a ,KacTpauUCKHOT Komiuiekc”. (KimmoBckw,
KapaxamumeBa-JoBanoBcka, CriacenoBcku, 2016, ctp. 92).

3. IIpunonecot Ha BoBoap 3a pa3BojoT HAa HOBUOT peMUHHU3AM

®dpaniryckara heMUHUCTHYKA TTHUcaTeka boBoap co croeto neno ,,Bropuor
mon ja pasBwia (QEMHUHHCTHYKATa TEOpHja CO apryMeHTOT JeKa BO
naTpujapxaiHara KyJITypa, MaXECTBEHOCTA € II0CTaBeHa Kako IMO3UTUBHA HOPMa, a
KEHCTBEHOCTAa KAaKO HEraTWBHA, WJIM Kako INTO Taa IO Hapekysa ,Jlpyroro®,
pasrHeBYBajku To (paHIycKUOT natpujapxat. Criopes oBaa aBTOpKa, Koja ce CMeTa
3a KaMEeH-METHHK CO MOICPHUOT (heMHHU3aM, HICHTHTETOT Ha )KeHarta Kako ,,J{pyr™
Y HEJ3MHOTO CYIITHHCKO OTYI'YBame€ IMPOU3JIEryBaaT IEIyMHO O HEj3UHOTO TEIIO,
0COOCHO PEMPONYKTUBHUOT KAalalUTeT M JSIYMHO OJf MCTOpUCKaTa Mojenda Ha
TPYAOT. YIITEe TOorail Taa TBpHEia JeKa >KEHUTe Tpeba Ja ja 3ajakHAT cBoOjara
palMOHATHOCT M KPUTHYKa MOK. Bo cBojaTta KpHTHKa, aMEPHKaHCKHOT COLIMOJIOT
Yapnc Pajtr Munc, senn aeka Cumon ne booap (Beauvoir, 1953) ru ocynysa
HUHCTUTYIUUTEC CHOpPEH TOa Oalu TUEC HyJaT WM HE KOHKPCTHU MOXHOCTH 3a
MOEIMHIIM ¥ MOYKHOCTH 33 KOHM Taa € 3aMHTEepecHUpaHa Kako CJI000IHA MHAWBHIYa
KOja caka Jia ce BKIIy4H BO clI0001HO M30paH npoekT. Toa e XyMaHHCTHYKaA clI0001a
3a Koja Taa BepyBa JeKa jkeHHUTe ja Hemaar. Kako u MHory 1jpHim u EBpen, Tue ce
OCyAC€HM HE KaKO MOCAMHIH, TYKY KakKoO IMpUllaJHUIM Ha CTCPCOTUIIHN
orpannvyBama. OBa He caMo IITO I'M oOecxpaOpyBa HUBHUTE KCHCTBEHH HATIOPH
Jla CTaHAT IPOLYKTUBHU ITOCAUHIIY, TYKY IITO € YIITE IIOTParudHo, paBu TUE Ja Ce
OTKaXkaT 0] cekakoB Hamop. COO/BETHO Ha TOa, IIEHTPATHOTO MpAllame IITO TO
noctaByBa MuJic Bo cBojaTa kHura 3a bopoap e: ,,Kako Mosxe jkeHarta /1a OCTHUTHE
ucrionHyBame?. Temkorujara 1a ce OArOBOPH Ha OBa IMpallake € BO TOA IITO
HEj3MHATa KHUra COJPXKH TOJKY MHOTY MHTEPECHH PabOTH LITO YOBEK MOCAKyBa Jia
OJI'OBOPH HA JIOJITO M HA MIMPOKO U TOJIKY C€ CTUMYJIMPAYKH IITO YOBEK Ke Imocaka
na koMmeHTupa neranHo. Criopen Music, boBoap e Taa miro ja oTBopa renara rema 3a
CBEXa U OTBOPCHA pacipana.

Tonmem nen oJ1 Hej3MHATA aHAIU3a CICIH CHEPTUYHO MO MpudaKkameTo Ha
PaaMKaIHOTO COIMOJIONIKO TOJKYBame Ha JIMYHOCTa M KapakTepoT. Mumic ce
o0uyBa Ja ja CymMHpa HEj3MHATa TJIeHAa TOYKAa BO HEKOJKY IMOCHTU. 3a OMOJIOrOT
’KeHaTa € caMO JKCHKa Ha 4YOBEKOBHOT BuI. Ho, HU eleH (akT 3a jkeHaTa HE TH
NoTpaBa HUTY HEj3MHOTO 3HAYCH-E, HUTY Hej3UHATa cya0uHa. MeryToa, He CTaHyBa
300p 3a TenoTo, TYKy 3a BpeaHocTute. Hue He Mokeme J1a ja 3HaeMe NpHpojaTa Ha
JKEHUTE HAJBOP M HE3aBHCHO OJI HEj3MHATA CHTyalldja, OJf KOja BO rojieMa Mepa
3aBUCH Hej3MHaTa mnpupona. MHdepropHocTa Ha JXKEHaTa BO OJHOC HAa MaOT
Bapupa BO 3aBHCHOCT OJl HUBOTO Ha MaTepHjajiHaTa M COLMjaJHaTa TEXHUKa Koja
npeosiaaysa. Vlako Hej3MHUTE MYCKYJIM HE C€ TOJIKY CHJIHH, CElaK Taa € CrocoOHa
Ja paboTH CO MOJEPHH MOJyaBTOMATCKM MamiiHd. Ho, HEj3MHOTO poOyBame KOH
BUJIOT Ha KOj My TpHIara ce rieia NpeKy OTCYCTBOTO KOra Taa € MOJIOKEHa Ha
gecTa OpEeMEHOCT U aKO eKOHOMCKHTE YCJIOBH ja TepaaT Ha IOCTOjaHa Iprka KOH
minagure. DakTure Ha OWONOTHjaTa M ce JaJeHH caMo 10 CTeleH JO KOj Taa ce
neuHUpa KaKo jKeHa, a He M BPEJAHOCTHTE KaKo YOBeK. AHaTOMHjaTa He € CyJOuHa.
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[la mypw u Hej3MHATA CBECT 3a HEj3UHATA JKEHCTBEHOCT HE ja JeHHUpaaT Kako
JKEHa, TyKy Taa CBECT € CTEKHATa CIOpei OIPEJCHU MCTOPHCKH YCiIoBH. Kako u
MaKOT, JKCHATa HEe € caMO MPHIAJHUYKA HA OJPENeH BHJ, TYKY Taa € MCTOPHCKA
TBOpOa. JleBojunmara ce YyBCTBYBaaT ce0e CH Kako ,,CAMOCTOJHU WHIAMBHIYH
IYpH W KOTa c¢ YIITE JKMBeaT BO CBETOT Ha AeTCTBOTO. Ho, BO ajonecneHiujara,
KOra MOMYHI,aTa TO TMPOOMBAAT CBOjOT MAT AKTHBHO KOH 3pPENOCTa, JCBOJKHTE
MOYHYBAaT Ja ro 4eKaaT YOBEKOT KOj Ke ja Kpeupa HuBHaTa 3penoct. [lTo ke crane
Taa HE 3aBUCH O]l HEj3HHUTE COIICTBCHU HaropH. Taa MoXe Jja cTaHe BO3pacHa camo
CO HEj3UHO MOJICTMPAbe PEKY COHUINITATA HA MAXKUTE U 3a J]a TO 33JJ0BOJTH MaXOT,
Taa MoOpa Jla ce OTKaXKe O] HaMepaTa Jia CTaHe He3aBUCHO Outhe. Toa e mpuunHara
nopaju Koja Hej3uHaTa aJ0JIeCICHIIM]ja € TOJKY TelllKka. Taa CTaHyBa Bo3pacHa caMo
MPEKY ,,CTaHyBame' )KeHa, a MOXE Jja CTaHe JKeHAa caMO IMPEKY OTKaXKYyBame Of
HEJ3MHOTO HE3aBUCHO MOCTOeHe. Hajromem men of )keHuTe ce BO Opak, Wi Owuie,
WIM TUIAaHUpaaT Jga OujaT, WIM CTpajaaT IITO HE ce. 3a Maxkurte, OpakoT He
MMpEeTCTaByBa IMPEUYKa 3a BUCTUHCKH U MMPOAYKTHBHU aKTUBHOCTH, HO UHTCPECUTC HA
KEHUTE CE PEUYHCH CeKorall nojiefieHn Mery opakot u npodecujara. Kora ke Hajne
MaXK, Taa ce OTKaXyBa O] HEj3WHATA HE3aBUCHOCT U JKUBOTHH MPOEKTH. J[HEBHATa
UHTUMHOCT, BO WJIM HaJaBOp OJl OpakoT, HE MoOpa ceKoram Ja BOAM KOH
MPHjATENICTBO WM pa3OUpame M COYYBCTBO. BCYIIHOCT, OpakOT BO MPUHIUI
MPETCTaBYBa MpaBa U 0OBPCKU BO Me'yCeOHHUTE OJJHOCH KOU Tpeba Jia ce 3aCHOBAaT
Ha CIIOHTaH mopuB. JbyOoOB, IITO U J1a MPETCTaByBa Taa, HE € HEIITO ,,3aceKoran’
JaneHo Bo OpakoT. BuctuHara e neka epoTHKara He € cekoramr aaaboKo MmoBp3aHa
co Opa4yHUOT U ceMeeH KUBOT. [lenTa Ha OpakoT € a ce MHCTHTYIHOHAIN3UPAAT
€KOHOMCKHTE W pEeNpoJyKTUBHUTE (YHKIHMH, HO JbyOOBTAZ HE MOXE Ja ce
WHCTUTYIIMOHANM3Mpa. PyTuHata He Moke Jga Ouje aBaHTypa. BepHocra He e
cTpact. Bo npuHImn 6pakoT M JbyOOBTa HEMAaT HUINTO 3a¢AHUYKO U OOWJIOT Jia ce
ycorjacart ¥ CIojat € peMeK-7esio. Bo cpelieH U CIIOHTaH KHUBOT, (hU3HNYKaTa JbYyOOB
NPETCTaByBa CepHja OJf CPEKHM €MH30/d HEONTOBAPEHU cO OOBPCKH. 3a na Ouie
aBTCHTUYHA, JbyOOBTa Mopa Ja Owuze ciobomnHa! HesaBucHa oa HaaBOpEIIHU
orpannuyBama! lMnejata 3a ,,0pauHa JbyOOB“ € BO HajMalia paka HECHTypHa, a
MOYeCTO CaMoO ,,HEKHO U TMOYUTYBaHO pacrnojoxkenue”. CE mo/eka MaxXoT €
€KOHOMCKH OJI'OBODPEH 3a €/IeH Iap, ABajuara He Moxke aa ouaat eanakesu. Co oBa
e boBoap ounrnenHo HE MUCIIH JeKa MOBeKe jKeHU Tpeba Ja oxar Ha paboTa, HO
Taa 3Hae Jieka MHOTY HEMa)KeHH BpaOOTEHH JKCHHM HAaBHCTHHA cakaar Ja u3beraat
ol pabora mpeky Opak, a TOoa 3HAYM JieKa HEMaKCHUTE JKEHHM KOU paboraT Ha
cBojaTta paboTa rieaaar kako Ha nmpuBpeMeH ToBap. OHa IITO Taa BEPOjaTHO caka Ja
ro Kaxe € Jieka >KeHUTe, OTKAKO Ke UM Ce JaJic WICHTHYHA eyKalfja Kako U Ha
MakuTe, Tpeba Ja craHe ,,BUCOKO OOydeHa NpodecHOoHAIHA JKeHA™ WM ,,BUCOKO
KOTHpaHa JXeHa BO OM3HHCOT™ O J1a00K M MOCTOjaH MHTepec 3a paborara. bpakot
KaKo ,,kapuepa“ 3a >xeHute, cMeta Jle boBoap, mopa na ce 3abpanu. He moxe na
ctaHe 300p 3a KOMIUIeTHa paboTa, ako Taa ce 60azupa, Kako MITO € cera reHepajHo,
Ha cakaTeme. CeKoj 0J1 MapTHEPUTE BO OPaKoT Tpeda, KaKo IITO TJIABHO CE MAXHUTE,
Jla € WHTErpUpaH BO OIITECTBOTO BO menuHa. W Ommejkm OpakoT OOMYHO HE
BKIIydyBa (pu3nuKa JbyOOB, U3IIIea pa3yMHO THE JIa CE€ OJ[BOjaT cOceMa OTBOPEHO.
Ona mto Mwuic 1 ro 3abesnexyBa Ha CumoH Jie boBoap e 1mto Taa, 6apajku aa ce
M3BaJM JKEHATA OJf CTEPEOTHIHUTE, caMaTa T'M CTaBa MaXKHTE BO CTEPCOTHIL
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I [UIIyBajkn 3a BTOpHOT Moa‘“, Benu Mmuic, ,,Taa Tpeba Ja MMa IMOCHUCTEMAaTCKU
MIPUCTAI U 32 IPBUOT NOJI KAKO YOBEUKHU CYIITECTBa BOOMIUTO. Taa uMa TeHIeHIja
Jla UM TO TIPHUIHUIIE Ha CUTE MaKH OHA ILTO, BCYIIHOCT, BAXKH CaMO 32 HEKOJKY O]
HUB. 1 1BaTa KOHIIETITH C€ CTEPEOTHITHH U JBETE CE OTPAaHMYYBAYKH 33 YOBEYKOTO
cymrectBo®. (Horowitz, 1963). IlITo ce ogHecyBa 1o 6opbaTa 3a BIacT M MOK Mery
KEeHHUTe U MakuTe, Muiic i ro 3abenexxysa Ha Jle boBoap Toa mto Taa ro 3Hae, HO
celak, He TO UCTaKHyBa, a TOa ¢ (PaKTOT IMTO BUCTHHCKATA MOK IIITO MHOTY JKCHH ja
“MaaT ¥ ja KOpHCTaT € WMAaHEeHTHa: ,,aK0 MaXKUTe KOMaHAyBaaT, >XEHHTE
3aBeqyBaar. He3amoBOJICTBOTO 4ecTO Mpeau3BUKYBa (PPUTHMAHOCT, BUCTUHCKA MU
(UKTHBHA, KOja YECTO c€ KOPUCTHU KaKo KeHCKa ajaTka 3a Mok ‘. (Horowitz, 1963).

I'enepanna oniena Ha Mujc 3a Tpynot Ha Jle boBoap co HacnoB ,,Bropuor
mon‘ e Jeka craHyBa 300p 3a ,,HEONMXOJHO YETHBO 3a CEKOja KeHa Koja caka Ja
CTaHEe TIOCBECHA 3a CONCTBEHUTE MOXKHOCTH, Kako M 3a CEKOj KOj caka Ja pazdepe
mTo OM Mokene ga Ommar oBue MOKHOCTH . OBaa KHHWTra HE TOTCETyBa KOJKY
MajKy pa3sMHCITyBaM€ 3a HAaIlUTE€ JIMYHU XUBOTH H Tpobnemu. Kuurara HE
MOKaHyBa W HU Tlomara Jia ro ctopume toa. (Horowitz, 1963).

4. HoB Opan Ha MoaepHUOT (heMUHU3AM

OeMUHUCTHYKHOT OpaH Ha nmpeMuHOT o7 19 Bo 20 Bek ja 3adaTin u xKeHaTa
BO MakenoHMja, Ia Taa Ha IUIAHOT Ha MOLIMPOKATa CeJICKa 3aeJHUIa T00MIa HEKOU
(hyHKIIMH TITO O TOTAll MM Tpumarajge camMo Ha Maxkwure. Taka, HCTpaXyBamara
ITO ce BpIIEHW Ha bamkaHOT mokaxyBaaT Aeka BO MakeIoHHja BO TOj HEPHOI
MMaJio HajrojieM Opoj KEHHM CEJICKHU cTapelnHu. Bo Hekoun obnactu Ha Makenonuja
JKEHUTE C€ jaByBaJle KaKO CEeJCKH CHyXOeHHIM co (yHKIUU MpoTorepuia
(Iebapcko), emmrponmma (Jlebapcku pumkoi), cencku Bomap (Homma Peka —
Mujaun), 1oaeka BO HapoJHaTa Moe3uja ce CpeTHyBaaT IpUMEPH Ha )KEHU BOjBOTKU
(Cupwma BojBoTKa). (Konozosa, 2002).

[locTcommjanmucTHUkuTe 3€MjU  Ce KapaKTepu3upaaT cO TaKaHapedeH
IpXaBeH (peMUHN3aM, OW/IejKH NPaIIakeTo 3a 3aCTalleHOCTa Ha JKEHUTE Ce TPEeTHpa
KaKo JIeJl O/ KJlacHaTa MOJUTHKA, a He KaKO He3aBHCHA MPOMOILIMja Ha areHjara Ha
keHnte. Bo Bpeme Ha TpaH3UWIMjaTa KOH JEMOKpaTHja, Ha MOYETOKOT o 90-Tute
ronuan Ha 20 BEK, Ce TOjaBHja 3HAYUTEIHU Pa3IUKA BO PETHOHOT BO OJHOC Ha
TpaH3WIMjaTa, yCIEeXOT Ha EKOHOMCKUTE pedopMH, pa3BOjOT HAa IMOJUTHIKHOT
CHUCTEM, TEMIIOTO Ha WHTerpamujata Bo EY, HO mcTO Taka, W CIMYHOCTH.
» KEHCKOTO* Tpamiame, TJIaBHO, Oelle CBEACHO Ha PENpOIyKTHBHHUTE IIPaBa,
paBaTa OKOJy abOpTYCOT, HACHJICTBOTO BP3 JKEHHTE U CEKCyallHaTa 3JI0ymoTpeoda.
He3zaBucHuTe >KEHCKHM HEBIAQAWHU OpPraHM3aluM Oea WM CadW WM UHBOJBHUPAaHU
BO AaHTHWBOEHW [BWXema. OmmrecTBoTo Oeme (oKycupaHo Ha ,,roIeMHTe™
MOJMUTUYKKM M CGKOHOMCKM  Tpallamka  BO  TpaH3WIMjaTa,  JoJeKa
aHTH(EMUHACTHYKOTO YYBCTBO C€ MaHH(eCTHpallle KaKo pe3yJITaT Ha 3aMOPEHOCTa
Ha JyreTo of ,,ipuHymHata™ emanmnumnanyja. (Komososa, 2002).

CoBpeMeHOTO JBIKEH-E 32 €THAKBH MOKHOCTH TIOYHA BO CEIyMIIECETTHTE
roauHu Ha 20 BEeK KaKO IBIKEH-E 38 YOBEKOBH MIPaBa U CE OJIHECYBAIlle Ha PACHUTE,
CTHUYKUTE ¥ TOJOBUTE MAIIMHCKH TPYHH, CO LeJ THE Ja Ce WHTErpupaaT BO
MIOIIMPOKHUTE OIIITECTBEHH 3a€THUIIH.
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Te3ara 3a paMHONIPAaBHO y4ECTBO Ha MAaXHTE M JKCHUTE BO CHUTE BHUTAIHH
chepu Ha OIIITECTBOTO 3a MpBMAT Oelle jaBHO jAekiapupaHa Ha CBerckaTta
KoH(pepeHIIMja Ha >xeHuTe BO Mekcuko Bo 1975 roamHa W oTTOramr BakBU
KoH(pepeHIn ce oapxKyBaaT Ha cekou 10 romuau — Bo 1985 rommua Bo HajpoOw,
BO 1995 roauna Bo Ilekunr, Bo 2005 roauna Bo Ilapus... OTToram KoHIENTOT Ha
poIoBaTa HMHTErpaldja KOHCTAaHTHO IOBHKYBa Ha CHCTEMAaTCKO BKIydyBame Ha
POIOBHTE Ipalllarba BO CUTE BIAJAWHA HHCTHTYIIMH W TOJIUTHKH.

Bo nocnenanTe 50 roguHM, monokOara Ha JKEHUTE BO 3€MjUTE-WICHKH Ha
Coserot Ha EBpona, nperprme rojxemu npomeHu. OBue IPOMEHH c€ HACTAHATU KaKO
pe3yiTaT Ha ONILITECTBEHA aKLIMja M YCOTJIACEHU CTPAaTeruy O] CTpaHa Ha KEHUTE U
MaKUTe, KOM CMETaaT JieKa paMHOTeXaTa Mer'y TIOJIOBUTE BO JOHECYBAFmETO OITYKH
€ OCHOBHA 3a JIMOKpaTHjaTa 1 3a MJHHHATA Ha IpXKaBara.

Taxka, >xeHUTE 01 CKOHOMCKH Pa3BUCHUTE 3€MjH, TI0 HEKOJIKY BEKOBH 00pOa,
ce m30opHja 3a CBOMTE OCHOBHM YOBEKOBHU IpaBa. Jla ce kake OBa, Cemak, HE €
npeTepyBame, UMajKu MPEABUA eKa O Mpen MeIeceTHHa TOJMHU JKCHUTEe HeMaa
HUTY TpaBO Ha Tjac, a N0 MNpeJ CTOTHHA TOAWHM HeMaa NpaBO Ha HMMOTHA
COTICTBEHOCT.

JenemnuTe npoOieMu Ha KECHUTE CE IMOMHAKBH, HO HE MOMAJKy OOJIHH,
MOHW)KYBAUKH WIIM CEPUO3HU. AKTYETHHTE Ipallama 32 POJOBa PaMHONPaBHOCT
BKIIy4yBaaT ja3W4Ha JWCKpPUMHHAIMja, AUCKPHUMHHANMja Ha pabOTHO MECTO, BO
00pa30BaHKETO, IPUCYCTBOTO BO jJABHOCTA U BO MOJHUTHKATA. ..

3a kald, W BO pa3BHEHHTE 3€MjH, (U3UYKOTO, CEKCyaJHOTO H
TICHXOJIONIKOTO HACUIJICTBO C€ C¢ YIITE NMPUCYTHH M HEJOBOJHO CAHKIMOHHPAHH.
Coctojbara e obecxpabpyBauka W IOKpaj TOa IITO, Aa pedeMe, BO BOJCYKHTE
NpUHOMIN 3a BpaboTyBame Ha EBpomckata Yuuja ymre on 1989 rogmna ce
BHECCHU TMPUHIIUIINTE 32 IOCTUTHYBAE CTHAKBOCT KaKO €/ICH O]l IPUOPHUTETHTE.

Moxebu 3aToa BO TOHOBO BpEME COBpEMEHATa >KE€Ha HMHTErpHpaHa BO
MOJMTUYKHOT NPOLEC MOBTOPHO MMa TEHJACHIIM]ja J1a ce HaBpaka KOH ()eMUHHU3MOT,
cMmeTajku Jieka He Tpeba ma ce Oera oJl HEro, Mako KOH KpajoT Ha MHUHATHOT U
MOYETOKOT Ha OBOj BEK TOj CE CMeETalle 3a MpeHaryiaceH h Oemie c€ MOMacOBHO
HAITyIITaH U O/ CAMUTE >KeHH.

Bo Taa Hacoka BO MCTpa)KyBarmeTO IITO TO CIPOBEIOBME 32 PACBETIYyBambe
Ha pojJoBaTa JUMEH3Hja BO TOJIMTHYKATA MApTUIMIIAIM]jA eIHA OJf UHTEPB]YHpaHHUTE
JKeHH HcTakHa: ,,He Tpeba na ce cpamume ox ¢emunmsmor. Ha Hero tpeba na
riefaMme Kako Ha 100ap HaYMH U MOXKHOCT Jia € IMOCTUTHE POJ0Ba paMHOTEXa BO
nonutrkata. MEeMUHUCTHYKOTO JBWKCHE € 3HAYajHO, aKko ce 3Hae JieKa Toa ce
MOjaBWIO M TPOIIUPWIO CO LEeJ TPABOTO HAa JKEHaTa Jia Blie3e BO IpaBHATA
perynaruBa, HO CO Toa He € 3aBpiueHa mucujara. Cera Tpeba na ce ¢pokycupame Ha
HEJ3UHOTO CIIPOBENyBamke BO MPAKTHKATA, a 32 TOA MHOTY MOXar Jia IpUaIoHecaT
TOKMY ()eMUHUCTKHTE .

[lo3narara amepukancka nejauka bujonce Bo 2013 romuHa Ha cBojara
CBETCKa TypHEja Ce IMPETCTaBH CO HOBU (DEMUHHCTHYKH JC(PUHUIINH, TTOBTOPHO

2 'pafalcKu CBeT.

http://gragjanskisvet.org.mk/defaultaf94.html?ItemID=4331B240D4B9C746923B74F7EEQ7759C
(mpe3emeno Ha 28.08. 2018 roauna).
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Bpakajku TO BO Moaa (DeMHHU3MOT Ha €/IeH CUMOOIIMYEeH HAYWH MPEKYy BUACOOUM,
Ha KOj KaKo Mopaka 0] CBOUTE KOHIEPTH A0 MyONrKaTa HU3 IIETHOT CBET CTOEIIE:
,,DEMUHHCTKA € JIMYHOCT INTO BEpyBa BO COLMjaIHA, MOJUTHYKA W EKOHOMCKa
pamMHOIIpaBHOCT Mery momoBute. OBa Oelme egHa oja TJIABHATE WIEH Ha
(eMUHM3MOT IITO Taa TW TPETCTaBU HA BHIACOOMM, HMAKO NpPEIU3BHKA OCTPH
KPUTHKH, OCOOCHO OJ1 paJiUKaIHaTa ()EMHUHUCTUYKA CTPYja.

Jexa ¢peMHHM3MOT MTOBTOPHO C€ Bpaka BO TPEHI MOKaka W OpUTaHCKaTa
akrepka EmMa Botcon Bo xammamara Ha asmkemero Ha OH ,,Toj 3a Taa“. Kako
MOYMTYBaHa aKTUBUCTKA U ambacazopka Ha oOpara Bosija Ha OOeIMHETUTE HAIlUH,
Xapu3MaTU4HaTa JeBOjKa ce JeKiapupa Kako (peMuHHCTKA: ,,AKO ce 3anaram 3a
eHaKBOCT, TH cH (hemuHHUCcTKA. JKanam mTo MopaM Ja TH o KakaM Toa, HO TH CH
(demuHUCTKA".

U xoneuHo, Bo HajHOBaTa epa MO NPBUOT (EMUHUCTHYKH OpaH, Koj Oeme
CKOHIIGHTPHpPAH Ha Oapamara Ha IpaBo Ha IJIac 3a )KeHaTa W BTOPHOT OpaH, Koj ce
¢dokycupaime Ha Oapame €JHAKBU IIpaBa 3a XCHUTE, IPOU3JIE3e W TPETHOT OpaH,
WIA TaKaHApEUYEeHOTO COBPEMEHO (EMHHUCTHYKO [BHKEHE, cajoepdeMHHH3aAM
(Cyberfeminism) koj ce 3aHMMaBa CO MPOMOIIMja Ha HJcjaTa 3a PAMHOIPABHOCT,
adpupManyja Ha pPA3NIAYHOCTHTE M MIMPEHE Ha CBECTa 3a NPOOIEMHUTE KakKo
MPUCYCTBOTO HA CEKCH3aM U MU30TCHHja Ha COIMjaTHUTE MPEKH, KAKO U eAyKaldja
3a cnenr(UYHUTE HAYMHHU Ha OTIOp BO Mpexara. Toa e, ucTo Taka, (PeMUHUCTUIKO
IBIKEHE IITO Ce 3aHUMaBa CO TaKaHAPEUEHHOT CajOoeprpocTop, OJHOCHO CO
COBpeMEHHUTE  WH(POPMATHUKO-KOMYHHKALMCKH  TexHomormu.  llenra  Ha
cajoepheMUHU3MOT € Ja Ce HICHTU(PUKYBaaT pPOJOBUTE TEMH, Ja ce JoOujar
nH(GOpPMAITUH | Ja Ce TIOJUTHE CBECTa 3a POIoBaTa IUMEH3H]a.

Otkako mocinenautre 20 TOIWHU TEOpETHYAPKUTE HA ,,cajOeprmpocTopor
nperno3Haa jaeka MHTepHeTOT He € ci100ojAeH TpaseH MpOoCTOp, KOj He MoceayBa
JIOMUHAHTHA KyJITypa, cajoeppeMUHU3MOT C€ I10jaByBa KaKo Crieliu(rueH HaYuH Ha
OTIIOp HACOYEH KOH caj0epraTpujapXxaToT BUYMTAaH BO PAa3HUTE CHCTEMCKH,
TEXHOJIOWIKM M TIOCTUYKKM OJUIMKA Ha VHTEpHETOT W BMpEXyBamaTa BO
,,BUPTYEHUOT TIPOCTOP*.>

OBoj TepmMuH e u3MmucieH Bo 1994 roguna ox crpana na Cejam I[lmanT,
nupekTop Ha OJJieNneHHeTo 3a HCTpaXKyBamke Ha KUOEpHETHUYKaTa KyATypa IpH
VYuusep3ureror Ha Bopeuk Bo Benuka Bputanuja, 3a ma ce omnuiine paborara Ha
(EeMHHUCTKUTE 3aMHTEPECHpaHH Ja TEOpPEeTU3UpaaT, Aa KPUTHKyBaaT M Ja To
KOPHUCTAT BUPTYEIHUOT MPOCTOP Kako HOB meauyM. (Jones, 2003, cTp. 15).

Braneemero co TexHoJOTHjaTa MONTO BpeME Ce Tiefanie Kako KIydeH
M3BOp Ha MOK Ha MaXWTe, IITO IMOToa ce peduiekTupaiie BO XHepapxujara Ha
pOIOBUTE Pa3MKH, HA padoTa W Aoma. Cemak, BO HOBaTa JUTHTAlIHA €pa, MHOTY
COBpeMEHH (DEMHHHUCTKH TBpIAT J€Ka BpPCKaTa Mely TEXHOJOTHMjaTa M MaKUTe €
MIPUBUJIETHja IITO KOHEYHO Tpeba Ma ce mpecede. 3a pa3yimKka o BTOPUOT OpaH HA

3 Bo 2012 roauua nopamu akTyenHute u36opu Bo CAJl, Ha COLMjallHUTE MPEXH Ce CIyuuja HHM3a
cajoepeMIHNCTUYKY TOYKU Ha OTHOP KOH HaTpHjapXajJHUOT oOpasel MITo BiIaJee CO MOM-KyaTypara
Ha VHtepHer. VHTEpHET MON-KynTypaTa Kako ¥ KyJITypara Ha JINTepaTypara, oI-My3uKara, QUIMOT,
KOMIIjYTePCKUTE UIPH, BUAEA ¥ JIPYTUTe MOJHba Ha POIOBaTa KOMYHHKAI[Hja BO OMIITECTBOTO, HE Ce
HMYHH Ha ,,MIMIIEPAaTHBOT Ha IaTPHjapXaToT™, Ia Taka >KeHUTe W Ha VIHTepHeT ce mpuKaxKyBaaT U ce
MIOTYUHYBAAT KaKo U BO ,,pEATHUOT JKHBOT .
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(heMUHU3MOT, BO KOj C€ CMeTalle JeKa TeXHOJOTHjaTa € Ha CTpaHaTa Ha
KalUTAIMCTUTE U MPUBP3AHUIIMTE HA MATPUjapXaToT, cajoepheMuHU3MOT ro chaka
BHUPTYEJIHUOT MPOCTOP, OAHOCHO MHTEPHETOT, KaKO HajaBa 3a KPajoT Ha POJOBHUTE
pasmuKu W ,,0cno0omyBame” Ha keHure. llpuroa, ce cMera Jeka co OBOj
TeXHO(EMUHUCTUYKN TMPHUCTANl KaKo INTO Cé MEeHyBa Op30 TEXHOJOTHjaTa, WCTO
Taka, Op30 ce MEHyBaaT M POJIOBUTE OJTHOCH KaKO Pe3y/iTarT Ha (peMHUHHCTHUYKATA
MIOJINTHKA, a He TEXHOJOorHjaTa cama 1o cede. (Judy, 2006, ctp. 9).

Bo Hayunata jaBHOCT Beke ce OTBOpPH JjAebaTa 3a JIE€MOKPAaTCKHOT
noteHnyjan Ha WuTtepHeror. OBaa nebara ce Boau Mely TNECUMUCTHYKH U
ONTUMUCTUYKH CTaBOBH, OCOOCHO BO OJHOC Ha IOTCHIMjaTHHOT TPHUIOHEC Ha
HOBHUTE TEXHOJOTHH 3a TMOAO0OpyBamke Ha IONWTHYKATa MapTHIMIANKjAa U Ha
JIEMOKpaTHjara.

Nako npucranor Ha MHTEpHET MOEBHIECHTHO TO OJpa3yBa POJOBUOT ja3,
KaKo IITO, BIIPOYEM, TO 0/Ipa3yBa M ja30T BO T€HEPANMUTE, ETHUYKATA MOIEICHOCT,
COIIMjaJTHUOT CTaTyC W 0OPa30BHUOT ja3, HEKOM HaydHUIM VIHTEpHETOT ro cMeTaar
3a MEJIMYyM KOj MM CITy’)K Ha OHHE KOU BEKE Ce 3aMHTEPECHpPaHU U aHTAKUPAHU BO
noymtukata. Jlpyru HayyHuWIM TBpAaT Acka VHTEpHETOT MOXe Ja ja Hamaiu
MTOJINTUYKATa HEPAMHOIIPABHOCT.

Hekou pomoBu TeopeTnuapu TBpAAT J€Ka MOBEKETO (pasd BO CTHIIOT
»HATUKyBa Ha Max“ WIM ,U3rJeAa Kako >KeHa™ TMOTEKHyBaaT O] KYJITYpPHO
HaCJIEJICHUTE WU 3a POJAOT, a He 0/ (PN3HOJIOIIKUTE Pa3IUKK Mery IMOJIOBUTE, HO
Kora ce 300pyBa 3a POJOT BO KOHTEKCT Ha HOBUTE IWUTHTATHH MEIUYMH, THE
0OWYHO Ce OJTHECYBaaT Ha POJIOBHOT ja3 BO JUTHMTAHATA MPOAYKIUja Ha IHTEepHEeT.
(Sveningsson Elm, 2007, ctp. 32). UHTepHETOT, BCYIIHOCT, TM MYJITHILIHIAPA
KaHaJUTe 33 MOJUTHYKH WH(OpPMAIMK W 32 YIeCTBO Ha MUKPOHHBO, 00e30emyBa
HOBHY MOXKHOCTH 332 KOMYHHKAI[{ja, MOOWIN3allija U OpraHu3allyja Ha CPEJTHO HUBO
U CO3/laBa HOBU IUTyPAJIUCTHYKMA apeHW Kaje IITO TIparfaHuTe MOXarT Ja
TUCKYTHpaaT 3a Mpamiama O] OMNIIT WHTepecC BO HACOKa Ha OMIITOTO I0Opo Ha
MaKpOHHBO.

Hekou uctpaxyBama noTBpayBaaT Jicka MOAEPHUOT (heMUHU3aM CTCKHYBa
c¢ TIOBEKe M TIOBEKe MPUBP3aHUIIH, 0cOOeHO Mer'y Miaante rerepanun. (Franzway,
2011, cTp. 104).

5. 3akay4dok

AKO ce HampaBu Ipecek Ha (GaszuTe HU3 KOM MOMUHYBAJIO CO3/IaBamHETO Ha
OMNIITECTBEHUTE YCIOBH 3a €THAKOB MPUCTAIl HA MAKUTE U HA KEHUTE BO KIIYUHUTE
JIOMEHH HH3 UCTOpPHUjaTa, 0COOCHO BO €BPOIICKOTO M BO MaKEJIOHCKOTO OIIITECTRBO,
c¢ 10 HOBHOT KOHIENT Ha €HAKBU MOXHOCTH, MOXE J]a Ce 3aKIy4H JeKa Tpebaso
Jla TIOMMHAT MHOTY BEKOBH U TPIIEHHE, HO MPE] CE YIOPHOCT, J0€Ka KOHEUHO HE
Ce TIOCTUTHAJ 3HAYUTENICH HANPEIOK, KOj € BUIJIMB CaMO BO IOCIEIHHUTE HEKOIKY
nereanu. Ho, mypu HU TOj ,,ycriex HE € Ha 3aJI0BOJIUTEIHO HUBO, I 0apeM HE BO
IpaKTHKaTa.
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The Role of Feminism in the Struggle for Political Participation

Abstract: This article explores the role of feminism in the struggle for equal
participation of women and men in politics. Women make up half of the world’s population.
Their participation in political life should reflect this and with political decisions being
shared between genders. But the reality in the modern world shows that in politics, where
power is concentrated, women are less represented particularly at top of the hierarchical
structures. Feminism as a social movement has diminished gender "blindness" in politics,
demanding equal rights for women and pushing for gender integration at almost all levels,
up to the highest positions of power. If we make a review of the phases through which the
creation of the social conditions for equal access of men and women to the key domains
throughout history, especially in the European and Macedonian society, to the new concept
of equal opportunities, one can conclude that it should have passed many centuries and
patience, but above all persistence, until significant progress has been made, which is visible
only in the last few decades. But even that "success" is not at a satisfactory level, nor at least
not in practice.

Keywords: Feminism, gender, gender equality, politics, political participation,
suffragettes.
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Abstract: This paper is an attempt at developing an understanding of what seem to
be rather alarming tendencies in teaching English grammar at university level. The aim was
to analyze a selection of grammar tests taken by four successive generations of first-year
students majoring in English at the University of Banja Luka, Bosnia and Herzegovina. In
order to maintain a reasonable degree of consistency, the tests were all taken immediately
after the end of a course in English grammar taught in the academic years 2011-2014, and
were compared according to the following criteria: individual test scores, the ratio between
passes and fails, and the highest scores achieved. The results are supposed to either dispel or
confirm growing fears and suspicions that it is always this year’s English majors that
perform more poorly in English grammar than their counterparts did the year before.

Keywords: EFL, grammar, teaching, testing.

1. INTRODUCTION

The idea behind this paper was to test an intuitive notion that I had
developed teaching grammar to first-year students of English at the University of
Banja Luka: as the teacher directly responsible for the design and implementation of
the first-semester grammar course syllabus, including the process of assessment, 1
was under the impression that the results were getting progressively worse from one
year to the next, from one generation to another. By analyzing a selection of
grammar tests taken by four successive generations of our first-year majors in
English, I was ultimately able to gain more empirical insight into the matter: my
concerns regarding the performance of my students in English grammar, although
not entirely dispelled, were modified and accordingly made less susceptible to an
intuitive mode of operation.

The fear of increasingly poor grammatical performance taking hold is a
dismal thought to begin with: the mere fact that grammar favours accuracy over
fluency is enough to cause both students and teachers a great deal of trouble. Most
of the time we teachers feel frustrated because of a huge disproportion — an ever
more widening gap — between what is taught and what is learnt. Much as we try to
seek comfort in the understanding that input and output do not normally coincide in
teaching in general, and especially not in teaching grammar and other courses that
seek a precise and careful expression, we cannot deny that we are impatient to see
our students finally getting to grips with English grammar.
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As is probably the case with many other English departments, at the
University of Banja Luka we teach English grammar to students who are most
likely to become English teachers themselves. It is also worth mentioning at this
point that all our students (should) have taken and passed an entrance examination,
a significant portion of which tests their practical knowledge of English grammar,
i.e. its application in a linguistic/communicative context. Therefore, at least some of
them are reasonably expected to have attained the level of advanced learners, to put
it roughly, as in all likelihood they have already spent approximately ten years
studying English (e.g. in primary and secondary school). This means that they
cannot be treated in the same way as beginning learners getting their first taste of
third person singular agreement or some such grammatical feature since they have
clearly moved past the initial developmental stages of language acquisition.

As for our approach to teaching grammar, I believe it to be as eclectic as
possible given the circumstances in which it unfolds: a large (e.g. usually involving
around fifty students) lecture-type class, seriously affecting student-student and
student-teacher interaction, designed as a separate grammar course rather than
taught through skills such as speaking and writing. It goes without saying that a
discrete grammar course is never envisaged solely as a resource for effective
communication, but also as a tool for gaining broader linguistic knowledge
potentially useful to prospective English teachers. However, the focus is not on
theoretical competence, i.e. knowledge about language, nor is the course organized
to suit a rigid formal perspective. For example, instead of dissociating form from
meaning, we try to keep the two inseparable and promote the association of form
and meaning as the essence of grammatical ability. Following a functional approach
to language (e.g. Halliday, 1985), we insist that grammatical forms express
contextualized meanings, just as individual words do. Our students may not be
familiar with the concept of lexicogrammar, but that is exactly what we do our best
to impart to them. We do it somewhat tacitly and cutting corners to keep it within
the students’ reach and manageable limits, for communication-based grammars are
known to be very difficult to teach. It is for that reason that we make form our
starting point, and then try to attach meaning to it. If it is true that “no grammar is
entirely formal or entirely functional” (Knapp & Watkins, 2005, p. 39), then we see
no wrongdoing in making pedagogical adjustments to a theory to make it more
accessible, applicable and, ultimately, more student-friendly (e.g. Thomson and
Martinet, 1986).

We also try to minimize the use of metalanguage, simply because a vast
proportion of our students come to us relatively ill-equipped to deal with the
technicalities of a linguistic analysis. Of course, we presuppose some familiarity
with basic linguistic concepts such as subject, predicate, noun, verb, adverbial, and
so forth. In the first semester the focus is on nouns, pronouns, determiners,
adjectives, adverbs, and some verb forms, while tense and aspect — as part of the
grammar of orientation (e.g. Willis, 2003) — are dealt with in the second semester.

In our case grammar instruction is explicit, i.e. aimed at raising awareness
of the contents taught in the classroom. This approach contrasts with implicit
instruction, which does not imply any awareness on the part of the student that they
are actually being taught grammar. The non-interventionist position to grammar
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teaching “may be inadequate for promoting high levels of SLA in a timely and
efficient manner” (Purpura, 2004, p. 33), which is one more reason we choose to
intervene when teaching grammar to first-year students of English at the University
of Banja Luka. Yet another reason to promote explicit teaching and raising
grammatical awareness with our students is their age: most students in Bosnia and
Herzegovina first enrol in a university programme when they are nineteen years old,
which is a regular school-leaving age. Our thinking is inspired by findings from
studies which seem to be in line with “the general observation that young children
rely more on memory than on analysis, adopting a holistic, memory-oriented
approach to language processing and learning, whereas older learners may rely
more on an analytic mode supported by their superior analytic abilities” (Mufioz,
2014, p. 55).

Yet, year after year I have had the impression that the results of the final
exam these students take once they have completed the course are getting poorer
and poorer with every new generation. I speak from bitter experience when I say
that such feelings can seriously affect a teacher’s work ethic! But then we hear both
linguists and teachers all over the world complain about the state of native English
at some of the leading educational institutions. Most of the complaints are made
about extremely poor writing abilities of students who also happen to be native
speakers of English. Here is a quote that suggests just how large-scale the problem
seems to be:

Take British university students, for example. The fact is that most
of them lack the basic writing skills. This is the shocking but clear
message of a report called Writing Matters published by the Royal
Literary Fund in March 2006. It is based on the experience of 130
writers who worked as RLF fellows in 71 universities, offering
students tuition in how to write a letter or an essay, how to draft a
report or draw up a job application. A similar — but wider —
message was delivered in March 2003 by Bloomsbury, the
publisher of the Encarta Concise Dictionary, who consulted 42
professors or teachers of English in Britain, the US, Canada and
Australia. They reported strikingly similar problems among
students in the four countries.

(Hicks, 2007, pp. 1-2)

If that is the state of English with native speakers, and if this is indeed a global
trend, then perhaps we should stop wondering at the inadequacies and shortcomings
of our EFL learners grappling with English grammar some twenty years after the
1990s war in Bosnia and Herzegovina, which has, among other things, gravely and
irrevocably disrupted the educational system from primary school onwards. That
said, our troubled past is no longer a valid excuse meant to absolve us from doing
all we possibly can to save whatever can be saved in the system of tertiary
education. And one step in that direction may be to try and find some empirical
support for this discussion rather than let our intuition determine its course.
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2. METHOD

2.1. Participants

Participating in this study were all the students taking the English Grammar
1 final test in the exam term immediately following the end of the semester, i.e.
either late January or early February in the interval of four successive academic
years, starting with 2011 and ending with 2014. English Grammar 1 is a core course
taught in the first semester of a four-year undergraduate programme in the
University of Banja Luka’s English Department.

All the students enrolled in the first year will have passed an entrance exam,
which presupposes a certain level of grammatical competence on their part.
Notwithstanding individual differences, most of them can be characterized as
English language learners at intermediate level although some give the impression
of either outperforming or underperforming in class due to their varied speaking
skills. Also, it is not necessarily the case that the most outspoken of students are
always the most grammatically competent ones. These all remain, however, highly
speculative evaluations whereas more reliable ones are obtained in formal testing
contexts, initially on a midterm test or, even more so, on a final one. This is
understandable since midterm grammar tests are more limited in scope and entail a
lesser degree of complexity than that found in the contents of a final exam.

In order to ensure a reasonable degree of consistency in the process of data
collection, I opted to focus on a single exam term with its cohort of test takers. This
decision was in part motivated by the desire to secure a sufficient number of
participants in the study since the turnout was the highest in the first exam term,
with the number of test takers ranging between 43 and 69 per year. The evident
difference in numbers naturally reflected the size of each individual class, as well as
the dropout rate, which is always more or less unpredictable.

2.2. A Grammar Test as Instrument

All the 204 copies of four equally formatted grammar tests with different
lexicogrammatical contents were distributed during a four-year interval by a
professor-assistant tandem teaching the course, taken by those students who had
signed up for the earliest exam date following the end of the course, and graded by
the same professor who had designed and put together all the tests analyzed in the
study. The students were duly notified about the results of the exam and were
awarded their grades with the usual administrative procedure fully observed. One of
the aims of the study was to allow for a regular and standard form of exam-taking,
thus minimizing interference with the assessment process for the sake of obtaining
data with a high level of authenticity.

In the process of collecting data, the test as a whole became a research
instrument although, at least for some of the issues raised in the study, some of its
segments were considered to have more explanatory potential than others. The
focus was on the number of passes (i.e. 50+ scores) versus the number of fails (i.e.
0-50 scores), as well as high passes (i.e. 80+ scores). One test task, in Table 2
referred to as the question task, was singled out for being somewhat of a stumbling
block for students despite its relatively simple repetitive pattern. The percentages

270



FOUR SUCCESSIVE GENERATIONS OF STUDENTS
AND A GRAMMAR TEST: SHOULD WE BE ALARMED?

calculated for this task revealed the presence of three kinds of scores: zero, where
not a single answer was correct and no credit could accordingly be awarded; 50 and
below, where at least half the answers were incorrect; and over 80, which counted
as relatively good answers. The two kinds of data collected, as well as the way they
were collected and analyzed, were only capable of capturing a general trend, if there
was one, rather than lead to any far-reaching conclusions about the state of English
grammar or university students.

2.3. Data Collection

The tests analysed in this study were administered in a regular exam setting:
the venue, the date, and the exact hour were communicated to all first-year students
through conventional means and within ample timeframe. No participant had any
prior knowledge that this or any other study was being planned and carried out,
which was a conscious decision made in order to reduce the level of examination
stress and test anxiety potentially resulting in their poorer performance.

The format of the grammar test taken by all participants in the study was
unchanged during the research interval, i.e. the academic years 2011-2014. All the
instructions in the test were identical for all participants, and so were the tasks
themselves, whereas the actual lexicogrammatical contents differed from one test to
another. No grammatical notion that had not been previously taught entered any of
the grammar tests taken by first-year students in general. Each final exam was
preceded by an in-class mock test, the aim of which was to familiarize students with
the tasks they would be asked to do on the actual test.

All four exams lasted an hour each and were administered and invigilated
by the same professor-assistant tandem in charge of teaching the course. Although
the study covered an interval of four years, the spikes of data collection activity
were reported on only four days of testing in January or February, one each year.
Finally, all four exam sessions were conducted in the spirit of fair play with no
record of foul action leading to disqualification.

3. RESULTS AND DISCUSSION

When I set out to test my intuitive observation that teaching grammar was
becoming extremely challenging against the actual grammar test performance by
four successive generations of students at the University of Banja Luka, ranging
from the year 2011 to the year 2014, I did not realize that I would be in for a big
surprise: expressed in figures, the findings were not as dramatic as I psychologically
felt them to be. My feelings of certainty that with each new generation came
significantly poorer results for the final grammar test were brought into question by
the percentages expressed in Table 1.

Table 1. Grammar test results per academic year

YEAR FAILS (%) 80+ SCORES (%)
2011 49 10
2012 33 6
2013 63 7
2014 55 2
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The 2012 students stand out with only 33% of those failing the test, which
is the unfortunate outcome for all students whose scores are below 51 out of a total
of 100. By contrast, the 2013 students had the largest percentage of fails, with only
37% of those who actually passed the final exam.

It may be worthwhile to point out again that the tests analyzed were all
taken in the first exam term — immediately following the end of the course — either
in January or February. This may be important on two accounts: it is then that we
get the most massive turnout since most students decide not to wait too long to take
the test, and it is then that we get the highest scores resulting in some of the very
good to excellent marks (i.e. 8, 9, or 10).

The 2013 students were also famously undisciplined, making it harder for
their teachers to remain focused and even feel sympathetic towards the state of their
English. These students were capable of making interaction and content delivery in
the classroom very difficult, which may have had implications for the quality of
teaching itself and which could have ultimately prompted their teachers to lose sight
of any mitigating circumstances in the process of designing and grading their tests.
Maintaining professionalism hopefully ensured they were not discriminated against,
but it is true that their performance was assessed in an unwaveringly matter-of-fact
manner. With no high hopes for 2013, we could have had some faith restored the
following year. That, to my dismay, did not happen: with only 45% passes, the
students gave us no reason to celebrate even though they were much easier to
handle discipline-wise.

Another surprise came with the 2011 students: I had formed a very positive
image in my mind of them as knowledgeable and conscientious learners of English,
but they nevertheless seemed to have fared only slightly better than the 2014
grammar class.

What conclusions do we draw from this? For one, much as we feel that each
new generation of first-year students is incredibly more difficult to teach than the
previous one, some very simple statistics may prove us wrong: notwithstanding a
few exceptions, the individual percentages do not differ drastically from one
another. That seems to be the reality of teaching grammar at the University of Banja
Luka, and it has been a constant for a while: not as bad as we feel it is, nor as good
as we hoped it would be. Quite understandably, we teachers are no strangers to
feelings of disappointment: after every new batch of papers to grade, our
expectations have been thwarted and we are led into believing that the time spent
teaching has not been properly rewarded. Consequently, we feel that things are
going from bad to worse while in reality there may be little deviation from the
standard. Perhaps this is due to the recency effect: we remember best the events
closest to us in time, while our memory embellishes and alters our perception of
what happened earlier in the past. Or maybe we are plainly fatigued by our students’
generally poor performance year after year, which surely paints our teacher reality
in somewhat bleak colours.

The second column in Table 1 is dedicated to those scores that are
considered to be above the average — in our context those would be the marks eight,
nine, and ten. They are obviously more in line with individual student performance

272



FOUR SUCCESSIVE GENERATIONS OF STUDENTS
AND A GRAMMAR TEST: SHOULD WE BE ALARMED?

than they are with general results. In other words, the number of very good to
excellent scores has a rather random distribution in the table. It may also have
something to do with the number of candidates taking the test; for example, the year
2011 stands out with 69 students compared to the range between 43 and 48 for the
three remaining years. The challenging 2013 first-year class has a positive image in
this respect, with seven 80+ scores, while the ‘best” 2012 year is down by one per
cent. The 2014 students did not excel individually, reporting only two 80+ scores,
which was a particularly discouraging outcome.

In the next stage of this small-scale research I decided to focus on the
grammar task requiring the students to ask questions about clausal subjects, objects,
or adverbials. This task was singled out for two main reasons: first, the interrogative
pattern was taught explicitly; also, given the amount of practice devoted to asking
questions in English, the pattern was expected to be relatively easy to reproduce, at
least in writing.

Now, I am aware of what some call the ‘Please, teacher, what mean X?-
syndrome’ (Willis, 2003, p. 5), and that it usually takes a long time for students to
produce question forms in English accurately in spontaneous communication. The
following passage, written in a comfortingly confessional tone, captures the feelings
of many a grammar teacher across the globe:

Learners may have been endlessly drilled in forms like What do you
want? Where do you live? and so on. They will certainly have heard
the phrase What does X mean? many, many times. But in class they
consistently put up their hands and ask the question Please,
teacher, what mean X? In time, usually a long time, they get past
this stage and begin to produce questions with do in the appropriate
form, and the teacher breathes a sigh of relief at this evidence of
real progress.

(Willis, 2003, p. 5)

An extenuating circumstance in our case is that when testing students on
interrogative forms, I only assess their ability to produce planned utterances in
writing that they have plenty of time to revise without having to deal with any of the
distractions of spontaneous speech, such as getting their message across, choosing
the right vocabulary, etc. Once speed and fluency are put on hold, there should be
nothing getting in the way of accuracy, albeit achieved with a conscious effort
rather than spontaneously. The question task results are presented in Table 2.

Table 2. Question task results per academic year

YEAR | ZERO SCORES (%) | 1-50 SCORES (%) 80+ SCORES (%)
2011 36 61 20
2012 6 33 29
2013 12 60 21
2014 11 39 25
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The percentages once again failed to support my initial hypothesis as there
was no obvious trend of student performance deteriorating from the year 2011
onwards. In other words, things actually did not go from bad to worse. Surprisingly
enough, the 2011 first-year students underperformed on the question task across the
board: they had the highest percentages of below 50 as well as zero scores, and the
lowest percentage of very good to excellent scores. Even the boisterous 2013
grammar class did slightly better on this task. I am not surprised, though, that the
best scores were attributed to the 2012 first-year students in all three sections. The
2014 grammar test takers seem to have done better on the question task than the
general results would have suggested.

This is not to say that the percentages in Table 2 are at all encouraging, so it
remains unclear why the relatively fixed interrogative pattern (e.g. question word +
auxiliary + subject + lexical verb + complement(s) for non-subject questions)
should be so difficult to reproduce even after explicit instruction and the students’
prolonged exposure to it. The processes of recognition and system building (Willis,
2003, pp. 8-13) should have paved the way for substantial progress with
interrogative forms as part of the students’ conscious knowledge, which makes it
difficult to account for at least some mistakes made all too commonly despite the
(written) format of the test allowing for ample planning time.

The following is a sketchy overview of what seem to be the most recurring
erroneous answers provided by some of our first-year students when instructed to
ask questions about the underlined segments. The numbers in parentheses that
precede each of the examples extracted from the corpus are provided for ease of
reference.

(1) The student’s mother strongly insists on the prinicipal’s resignation.
*What the student’s mother strongly insists on?

The only interrogative feature still remaining in (1) is the question word at the
beginning of the clause (alongside the question mark at the end of it), while the
word order is clearly that of a declarative clause. The only way this can be treated as
a question is from a lexical point of view, whereas the structure is entirely non-
interrogative.

(2) Both visitors had to stop because of a security check.
*Why did both visitors had to stop?

Although the word order is correct in (2), the question is still ungrammatical due to
the past tense having been marked twice. This kind of mistake often accompanies
irregular and modal verbs, which suggests lack of familiarity with both individual
verb forms and verb phrase structure as a whole. As interrogative forms mainly
depend on getting the verbs right, be they regular or irregular, no partial credit is
awarded for such answers. Needless to say, most students object to the bar being set
too high on the part of those designing, administering, and grading the test. In our
defence, the odd irregular verb in the question task is carefully selected from among
some of the commonest and most frequent verbs in general (e.g. feed, get, go, meet,

274



FOUR SUCCESSIVE GENERATIONS OF STUDENTS
AND A GRAMMAR TEST: SHOULD WE BE ALARMED?

sell, etc.). If such forms still have not made their way into a first-year student’s
mental lexicon, then that is certainly something to reflect on.

(3) In prison they fed us dry bread, most of which was mouldy.
*With what they fed you in prison?

On top of the missing interrogative scaffolding, the question in (3) is representative
of additions and other unwanted changes that are sometimes made to the original
structure. In this particular case the preposition with is completely uncalled for,
obviously altering the meaning of the clause. This type of error goes beyond verb
phrase structure per se, presupposing familiarity with verb phrase complementation.
That feed is a ditransitive verb, i.e. allowing for two objects, is not even the kind of
technical knowledge first-year students need to have at this point, but they should
see that the underlined segment is a nominal structure revolving around the noun
bread and prompting a pronominal (i.e. what) question. If they fail to recognize this
but adhere to the right word order and verb forms, i.e. did they feed you in prison,
they are entitled to at least partial credit.

(4) The big lad had already eaten four sandwiches.
*How much sandwiches had the big lad eat?

In (4) the determiner much is wrongly used with a pluralized noun, and the past
perfect verb form has been distorted. The latter makes no case for partial credit
scoring as the error is clearly verb related and follows hours of exposure and
conscious attention to the English tense paradigm through explicit instruction. The
knowledge required does not even extend to meaning but is confined to form
recognition alone, which is why such grammatical errors are considered, at least
from a teacher’s point of view, to be of a very basic kind. One last remark about this
sentence concerns the oft-missing adverbial already, the sudden disappearance of
which, for all we know, might be characterized as an evasive strategy suggesting
insufficient familiarity with word order in English. Whether purposely omitted or
simply overlooked, the missing adverbial still allowed for partial credit scoring if
the resulting question was grammatically well-formed.

The analysis of the question task has also raised the issue of something that
may (though not necessarily, of course) be one of the early signs of poor
grammatical performance, which is most easily seen in basic misspellings of words
to copy from the test itself, such as *allready instead of already, *tommorow
instead of tomorrow, *althought instead of although, etc. Because they seem largely
incompatible with studying grammar, which is almost inconceivable without paying
attention to detail, such shortcomings (possibly a result of negligence) deserve to be
taken seriously rather than regarded as minor omissions irrelevant to one’s
grammatical competence.

Another puzzling feature is the ability of some students to form
grammatically correct questions such as Where do you live? but err in those like
*Where Martin lives? This phenomenon can be explained by referring to Sinclair’s
idiom principle (1991). In other words, the students may have heard clauses like
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Where do you live? often enough to store and retrieve them as single units,
prefabricated chunks, without any recourse to an emerging structural pattern. Much
as one agrees with the idiom principle as a linguistic fact, there is no guarantee that
it will benefit all grammar-learning non-native speakers of English at all times. A
natural alternative for such students would then be to try to rely more heavily on
their analytical skills and make the most of the open-choice principle, according to
which countless utterances are formed on the basis of systematic patterning in
language. Perhaps empowering their analytical faculties — along with their memory
— would result in many more grammatically well-formed questions such as Where
does Martin live? than is the case now.

As implied in the preceding discussion, I mostly aim at limited-production
tasks when designing a test because | want the students taking it to do more than
simply recognize a correct answer among a set of options. Characteristic of
classroom rather than large-scale grammar assessment, the final exam in English
Grammar 1 at the University of Banja Luka does not make for a high-stakes exam,
for there is plenty of opportunity to retake and ultimately pass the exam within a
very generously allotted timeframe (i.e. at least four resits distributed relatively
evenly throughout a school year). Although test development in our case does not
rely on an official construct (Cushing Weigle, 2002, p. 41), I do think very carefully
about who the test takers are, and what [ want to measure and why. A general idea
of the format and contents of a first-year English grammar test at the University of
Banja Luka can be obtained from a full-length copy in Appendix.

4. CONCLUSION

When I ask my students what factors and feelings may have influenced
their decision to study English as a foreign language at an institution which is
possibly a regional leader in the training of future generations of English language
teachers, the different answers I get seem to coincide in at least one aspect: they all
like the English language. When further asked whether the courses they took
corresponded to their expectations prior to getting to know the reality of studying a
language at university level, their response is more often than not a distinct no.
When prompted to elaborate, they struggle to explain that they thought it would be a
good, convenient, inexpensive way to learn some more English: they nod
approvingly at phrases such as speaking English, learning new vocabulary and
idioms, then stop being supportive when confronted with notions such as
knowledge about language, structural analysis, extensive reading, accuracy,
attention to detail, and the like. As far as they knew — and largely based on input
from communicative English language teaching throughout primary and secondary
education — learning English was easy, so what could possibly go wrong? These
false expectations may be greatly responsible for a mismatch between what the
majority of students think they need to know and what they actually get in their
courses and subsequent exams. The disparity seems to have at least something to do
with the ‘Affective Interface’ Hypothesis, especially as far as the acquisition of
grammar is concerned:
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Assuming the AFH is correct, even though you love the target
culture and have the warmest feeling for native speakers of that
target language, if you have negative feelings about acquiring
grammar you should experience delays in phonological and
syntactic acquisition. However, if you dislike the target culture and
its people but simply like learning languages irrespective of who
speaks them, your L2 grammatical development should benefit
from this positive affect.

(Smith, 2014, p. 17)

In conclusion, English grammar test scores for four successive generations
of first-year students at the University of Banja Luka suggest that we have been
running in circles for a while: things are not getting dramatically worse, but they are
definitely not getting significantly better either. I am afraid there are no quick fixes
here, just insistence — against all odds — on grammar as a system of contextualized
forms and meanings which has to be built consistently and with great attention to
detail. This task is both massive and difficult, especially if we believe the following
words to be true: ‘Grammar is one of our key literacy technologies. Without a
knowledge of grammar the process of becoming literate becomes hazardous’
(Knapp & Watkins, 2005, p. 32). All said and done, it seems that we teachers are in
this for the long haul.
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Appendix

ENGLISH GRAMMAR 1 FINAL EXAM
Total = 50 points

1 Insert suitable prepositions (5 points):

a. Yesterday the children went  a walk and didn’t get back 10 p.m. Their mother
was furious  them  coming in so late.

b. What’s the cheapest way of getting ~ Edinburgh? ~ Well, you could hitch-hike there
~mnext_ nothing, or you could go by coach  about $20.

c. Three of them are students the university, the fourth is here  holiday.

2 Ask questions about the underlined segments (8 points):

a. Mr Peterson had to deal with a lot of difficult issues when the meeting was over.

b. Our prodigal son needs to explain why he hasn’t written before.

c. All these shabby clothes belong to Joan, my long-lost sister.

d. The young actor has been exposed to a lot of criticism for the past couple of weeks.

3 Combine the pairs of sentences by means of relative pronouns (8 points):

a. The boy was a philosophy student and wanted to sit up half the night discussing
philosophy. Peter shared a flat with this boy.

b. He sits at his desk all day with his head in his hands. It gets on my nerves.

c. Tom’s leg is still in bandages. He’ll have to watch the match from the stand.
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d. The officers were questioning a person about the recent hold-up at the local supermarket.
The person has been released.

The person

4 Supply the required verb forms (5 points):

Future continuous of the verb ‘rip’, contracted negative
Perfect infinitive of the verb ‘sink’

Present perfect continuous of the verb ‘dine’, 2™ person sg
Past perfect of the verb ‘sit’

Present continuous of the verb ‘imagine’, 1% person pl

o po o

5 Find the most suitable positions for the segments in brackets (5 points):
Police across the country were on the lookout.

(at the Buffalo hospital complex, for the 49-year-old surgeon, in connection with the
shooting death, of his ex-girlfriend, where they both worked)

6 Correct the mistakes in the sentences (5 points):

Let’s meet at the theatre, do we?

Beside, it offends my deepest instincts not to write.

It was nothing other then a not very severe fever he got after bathing in the river there.
Chris typed the text, kept the flat quietly, took the kids out and so on.

To expect Europe to become a single cultural bath is simple to misunderstand the nature
of the European identity.

o a0 ow

7 Rewrite the sentences using modal verbs as appropriate (8 points):

a. (It is possible that) Mr Green has seen his daughter steal money from his wallet.

b. You are trying to reason with her. (That is not sensible of you.)

c. Sue refuses to help Josh with his homework.

d. It was publicly announced that 99 percent of all American adults were able to read and
write.

279



Tatjana Marjanovi¢

8 Correct the mistakes in determiners, nouns or pronouns as appropriate (6 points):

How many break-inns did you say were reported last month?

If you hate the way you look in that jeans, buy some new pyjamas!

You are kindly asked to leave your luggage in the front of the entrance.
Yesterday you said you had no information, and now you’re saying you have one.
I did what you told me to do, what wasn’t such a clever idea.

Although Shukumar was six foot tall, he felt dwarfed in the back seat.

me e o

This is the end of the test. Do not forget to write your name at the top of page one.
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Amncrpakr: Co 0Ba UCTPaXyBamke CE aHAIHM3HMPA BIMjaHUCTO HA AHTIUCKUOT ja3HK
(J2) Bp3 ycBOjyBameTO Ha IIMAHCKHOT ja3uk (J3), T.e. BIMjaHUETO BP3 Pa3BOjOT HA €HA OJT
YETHUPHUTE BEIITHHH 32 yUele Ha jasuk — unTame. Ce TecTupa XMroTes3ara JeKa 3HACHETO U
BEIITHHUTE OJ TPBHOT CTPAaHCKU jasuk (J2) MO3WTHMBHO BIHMjaaT BP3 YCBOjyBameTO Ha
BTOPHOT CTpaHCKH ja3uk (J3), ocoOeHO Bp3 pa3BOjOT Ha PEUENITHUBHATE BEIITHHU CO TIoceOeH
OCBPT KOH YHUTAHETO.

Kayunu 360poBu: ycsojysarwe na mpem jasuk (J3), mpancgep, anenucku jasux,
MAKeOOHCKU ja3ux, WNAHCKU ja3ux.

Bogen

MHoryjasuuHOCTa ¥ YCBOjyBam€TO Ha MOBEKE ja3HIM YECTO CE CMeTaar
KaKo BapWjaHTH Ha OWJIMHTBU3MOT U Ha YCBOjYBAambETO Ha BTOP ja3uK, M TOKMY OBOj
TEPMUH BO JIUTEpATypaTa 4YeCTO C€ KOPUCTH KAKO TEPMHH KOj C€ OJHECYBa 3a CEKOj
CJIEZIeH ja3uK KOJIITO CE M3y4dyBa MOCJIE MPBHUOT ja3uK. TPETH ja3uly ce CTpaHCKUTE
jasuIy KoM ce U3ydyBaaT BO BPEMEHCKa IIOCIIEAOBATEIHOCT TMOCE INPBHOT
cTpaHcku jasuk (J2) m ymre ce HapekyBaar ciemuu jasuiu (Hufeisen, mut. on
Crojuena, 2010, ctp. 609). Uecto He ce mpaBuW paszauka Mery ,,BTop, ,,TpeT,
,,4€TBPTU UTH. CTPAHCKH ja3WK KOUILITO T'M y4u 4OBeKOT. Ho, Toa He 3Haumn meka He
€ BaXHO JaJl €IHO JIMLE BJIaJee caMO €lICH WM MOBEKe ja3ully, Mpej Aa 3alovHe
CO yUYEHETO Ha CIETHHUOT ja3uK, OWJejKn cuTe BeKe HaydeHH ja3ully, Pa3InIHH O]
MPBHOT ja3WK, BIHMjaaT Bp3 H3ydyBame Ha clieAHuTe jasuuu. Ho, oBae ce mocraByBa
Ba)XHO TMpamame KOoe € OJ TrojieM HHTEepec 3a Hay4HHUIMTE: A0 KO€ HHBO
TOBOPHTENOT Tpeba Ja TO TO3HaBa ja3WMKOT 3a Ja ce BOpOM BO Trpymara Ha
JIBOja3WYHU WM MHOTYjasuuHu auuHocTd. Cnopen biymdunn (Hamers and Blanc
2000, cTp. 6) ABOja3MYHOCTA € ,,BIIAJICCH-C HA JIBA ja3HKa JIO CTCIICH Ha BIIAJICCHE HA
ponen*, a cnopen Xayran (Haugen , ut. og Aronin, L., & Hufeisen, B. 2009, ctp.
19) ,,i0 cTemeH Kora TOBOPHUTENIOT Ha €ICH ja3uK MOXKE Ja IPOW3BENE IOTHH H
OCMUCIICHH PEYCHHUIIN Ha JPYT jasuK".
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IIpu ycBojyBame Ha TpeT jasuk (J3) MHOrYy 4yecTo cpekaBaMe MPEHOC Ha
MPETXO/IHO 3HACHE, T.€. HOBUTE MH(OPMAIMK U UJEH TH 0CO3HABaMe MPEKy HUBHO
MOBP3yBamke CO HAIIMTE MPETXOJHU 3Haewma. Bo mpakcaTta ce cpeTHyBaaT MHOTY
cllydan BO KOM c€ KOMOWMHHMpaaT MpPETXOAHUTE 3Hacwma I0 MajuuH jasuK |
NPETXOAHUTE 3HaeHkha 10 BTOp jasuk. Toa BO roileMa Mepa 3aBUCH Of ja3UyHATa
OMUCKOCT Mel'y BKIYYCHHUTE ja3WIM BO OJHOC Ha (DOHETCKA CTPYKTYypa, JEKCHKa U
CHHTaKca.

MeToau Ha UCTpa:KyBambe

IlenTa Ha OBa HCTpaxKyBame € Jla C€ aHalIW3Upa BIMjaHHETO Ha NPBUOT
CTPaHCKH ja3uK (AHTIWCKH) Bp3 H3yYyBamkeTO HA BTOPHOT CTPAHCKH ja3WK
(maHcKkM) MpH Pa3BoOj Ha PELENTHBHUTE BEIITHHH 3a YUYCHE Ha ja3WK, 0COOCHO
BCIIITHHATA HAa YUTAC.

Yuecnuuu

Bo ucrpaxyBameTo ydecTByBaa CTYAEHTH OJ IpBa W TpeTa rojJuWHa Ha
Karenpara 3a aHIIMCKU ja3uK W KHIDKEBHOCT Ha Duionomknor Qakyinter npu
YHusepsurerot ,,l'one Jemues“ Bo Llltum. YdecHHIM BO OBa HCTpaKyBame ce
neceT! CTyJIeHTH OJ1 TIPBA TOMHA KOM YUeJI€ JIBa CEMECTPH INMAHCKH ja3UK U JECET’
CTYJICHTH OJ] TpeTa I'OJMHA KOW I'0 y4eJie IIECT ceMecTpu. bpojoT Ha ydecHUIH o
IBETEe TPYHH € UCT, CO LN cropendata Koja ke ce HampaBu Ja Ouue peajHa.
Crynenrute 6ea og0paHy 1O ciiyyaeH n300p, a HUBOTO Ha MO3HABAHkE HA aHIJIMCKU
U IIMAHCKH ja3WK He Oelllie MPoBepeHo, HO Tpeda Jia ce HaloMeHe JIeKa TOT0JIEMHOT
JeNl OJ CTyJCHTUTE WIH MOXEOU CHUTE CTYJCHTH, yUesle aHIJIMCKU ja3HK HajMaJIKy
OCyM TOOWHM BO YYHJIHUINTE (YETHPHU TOJMHU BO OCHOBHO M YETHUPU TOJUHU BO
CpEeHO YUWIIMINTE), TOAEKa CO MIMAaHCKHUOT ja3HK ce cpekaBaar 3a IpB MaT, OAHOCHO
[IOYHYBAaT 0J1 MOYETHO HUBO.

Mamepujanu u uncmpymenmu

3a moTpebuTe Ha HCTPaXyBamETO Oellie COo3JMaleH TEeCT CO KOjIITO Ce
MpOBepyBa BEIITHHATA Ha 4YHTalke CO pa3dupame MpeKy cropenda Ha [Ba
MapaJie)lHd aBTEHTHUYHHU TeKcTa. bea n30paHu aBTEHTHYHHU TEKCTOBU Ha aHTIIUCKU U
IIMMAHCKKM ja3WK Ha TeMa ,,3arajyBame Ha >KMBOTHaTa cpeaumHa“. TekctoBuTe ce,
BCYIIIHOCT, CTATHH HJIU JEJ Ol cTaThw npe3eMeHu of MuTtepuet. Tue ce cnuunu mo
TOJIEMUHA M COAPYKHMHA, BKITydyBaaT CIMYHA TEPMHUHOJIOTHja, HO HE CE MPEBOJ O]
€7ICH ja3uK Ha JPYT.

VYnarcTBara ¥ OJrOBOPHTE HA TECTOT CE€ JaJicHH Ha AHIJIMCKU ja3WK, a
TECTOT COAPKU BKYITHO IIECT 33J[a4H.

[IpBara 3agaua e ,,multiple choice™ u Oapa yd4eCHHUIIUTE Ja OJrOBOpaT Ha
TET Mpaliaka MOoBp3aHU CO COApKUHATAa Ha TEKCTOT Ha IlIHaHCKI/Ija3I/IK.

! T'pynara cryseHTH O/ OpBa roJMHA KOja CTYAMpa INMAHCKU ja3uK ¢ cocTaBeHa Of 45 CTYIEHTH, T.e.
BO HUCTPa)XXyBambETO yUecTByBaaT okoiy 25 %.

2 pynara CTy[EHTHU OJ1 TPETA TO/MHA KOja CTYUpa IINAHCKH € COCTaBeHa 01 15 cTynenTy, T.€. BO
HCTPaKyBamkETO yuecTByBaaT okoiy 60 %.
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Bropara 3amaua Oapa ydecHWUIIMTE Ja TH clopefar ABaTa Tekcra (Ha
AHIJIMCKU M IIMTAHCKH) U J1a HaBeAaT IITO € MOXKHO MoBeke 300pOBH O [BaTa jazuka
KOH c€ CIIMYHU 110 (hopMa WIIH COAPIKHUHA.

Tperata 3amaya e a ce MOMOHAT MTPa3HUTE MECTa BO TEKCTOT Ha INIMAHCKU
ja3mK co 300poBH KOM ce MpeTXomHo nafeHu. [loHymeHu ce moBeke 300pOBU O]
noTpeGHOTO.

Bo gerBprara 3amaua, ydecHuiuTe Tpeba na obernexkaT aBa 300pa maieHH
O]l IGCHATa CTpaHa, KOM CIIope ] KOHTEKCTOT OJ[roBapaar Ha 300pOT JaieH O]l JIEBO.

[lerrara 3agada coapKu 5 PEUCHUIM HA aHTJIMCKH ja3WK, a OJ CTYJCHTHTE
ce Oapa J1a 3aMeHyBaaT 300pOBU CO COOJIBETHHU 300pOBH Ha IIMAHCKH ja3HK.

[Tocnennara 3ama4a compku 30 300pOBH OJ1 TEKCTOT Ha IIMTAHCKH ja3HK, O
kou 10 ce mHTepHaunoHanmu3mu, 10 anrmuuu3Mu 1 10 4KMCTO MIMaHCKU 300pOBH.
VYdecHuuute Tpeba Aa v npeBeaaT 300pOBUTE Ha MAKEOHCKH ja3HK.

e on 3amaunte ce co el Ja ce MPOBEpH YMEIIHOCTa 32 pa3Oupame mpu
YUTamke, HO HEKOW OJf HWB Ce CO Ied Ja ce Jol0ue MpercraBa 3a Toa KOIKY
CTYJCHTHUTE TM KOPUCTAT CBOUTE 3HACHA U BEIITUHU IO aHTIUCKU ja3uK (KaKo MpB
CTPAHCKH ja3WK) [P YUTAKkE HA TEKCTOBU HA IIMAHCKH ja3uK (KaKo BTOP CTPAHCKH
JjasuK).

TectoT coaprku 3amaun 3a KOM CTYyJEHTUTE C€ MPHUHYICHH Aa TO KOPUCTAT
CBOETO 3HACHE BO OAHOC HA COAPXKHHATA HA TEKCTOT M CBOETO JIEKCHYKO 3HACHE CO
MIPUMEHA Ha Pa3IMYHM CTPATETHH 32 YUTAkHE CO pazOMpame U Pa3InIHA BUOBH Ha
ynTame. Taka THe MPUMEHyBaaT ,,IIeIOCHO YHTame™ 3a Ja ja pazdepar IenocHara
COJIp’)KMHA Ha TEKCTOT, ,,[NI00ATHO 4YHWTame 3a Ja T H3BJICYaT OCHOBHHUTE
nH(pOpMaIUH O] TEKCTOT, ,,CEIEKTUBHO YNTamke 3a J]a TH pa3depaT MOeTUHEYHUTE
nH(pOpMAIUU BO TEKCTOT W ,,JJETaTHOTO YHTamke™ 3a 1a TH pa3depar JIeTamuTe Of
TekcToT. Hemocratouure Bo pa3dupameTo Ha TEKCTOT Ha IIIAHCKU jasuK ce
MOTIONTHYBAaT cO WH(OPMAIUK KU 300pOBH O]l aHTJIMCKHOT TEKCT, T.€. CO KOH
300pOBM € TOBp3aH HEMO3HATHOT 300p Mo 3Haueme. KakBa e MmoBp3aHOCTa, MO
(dhopma (camure 300pOBH) WM 1O COJPKUHA (3HAUCHETO Ha 300posute)? Ilopanu
3HaYajHaTa ja3udHa OJIMCKOCT Mery IIMAHCKUOT U aHTJIMCKUOT ja3uK BO OJTHOC Ha
JIEKCHUKaTa, CTYJEHTHTE MOXXaT Jla ce MPHCEeTaT Ha 3HAYeHETO Ha CPOJHUTE
360poBu. Bo 0BOj Tpya, aKIEHTOT TJIABHO C€ CTaBa Ha JIGKCHUKHOT TpaHchep ox
AHIIIMCKY ja3uK (J2).

IIpoueodypa

Tectupamero Oellie MPE3CHTHPAHO M CIPOBEACHO KAaKO JOMOTHUTEITHA
AKTHUBHOCT T10 3aBPINYBAETO Ha 33J[0JDKUTEIHUTE 3a7a4y Ha Yac W 3aToa He Oerie
nobapaHa COTIACHOCT OJ1 CTYICHTHTE 32 YIECTBO BO UCTPAKYBAETO, C& CO ST THE
Jla BIIOXKAT TMOBEKE HAMOPM M Ja Ce TOCTUTHE MaKCHMajHa KOHIIEHTpaluja 3a
HCTIONIHYBAE HA 33a/IcHUTE 33/10/DKeHnja. Ha cTyaenTuTe uMm Oerie KakaHo JeKa
HUBHHTE 321241 CE JIOTIOJHUTEIIHA aKTUBHOCT IO MPEMETOT INTMAHCKH ja3uK.

Tectupamero Oele CHpOBEIECHO W 3amadynTe WM Oea TajcHW Ha CHUTE
CTYJACHTH KOH CTyAMpaaT IIMaHCKH jasWK, OJ KOW T[O0TO0a, Kako MITO Oerie
CIIOMEHATO TOTOope, 10 ciiydacH n30op Oea 0J0paHU MO JIECET YUYSCHUIIM O] CeKoja

rpyna.
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Bpemerpaemero Ha TecTHpameTo 6emie 60 MUHYTH, a Ha CTYJICHTUTE HE UM
Oermre TO3BOJIEHO Ja C€ KOHCYJNTHpaaT MeryceOHO wiu fa OapaarT TOMOII Of
HAaCTaBHHUKOT 32 BpeMe Ha TecToT. Ha KpajoT ox TecTwpameTo, UMaIie CTYICHTH
KOM HE TO Tpenazoa TECTOT, a HEKOW IMaK OJ TeCToBUTEe Oea NpasHU WU
HECOOJIBETHO MOIOJIHETH WIH OJrOBOpEHH. 3aToa, Oelle HEOIXOMHO J1a Ce M3BPIIU
JIOTUYKA TPOBEPKAa HAa TECTOBHUTE, T.€. TAKBUTE TECTOBH Oea CIMMUHHPAHU YIITE
npe] cIy4ajHuoT u300p Ha ydecHUIMTEe. Taka, BO MPOIECOT Ha CIPOBEAYBambe Ha
CIIy4ajHHOT HM300p W IOHATaMy BO HUCTPaXyBameTo Oea BKIYYEHH CaMO OHHUC
CTYIeHTH KOM C€ CMeTaa 3a COOJBETHHM W TH II0YNTyBaa CHUTE TMpaBWIa U
KPUTEPUYMH 32 UCTIOJHYBamkE Ha 3a/1a4uTe.

Ananuza na nodamovume u pe3yaimamu 00 UCHPAICYEArLEMO

3a menMTe Ha HCTPAXKYBAWHETO CHUTE MOJATOLM Oea aHAIM3UPAaHU
MOBEKEKpaTHO, a Kako MpeJMeT 3a aHanu3a Oea 3eMeHH camo (opmarta u
coJip)kuHaTa Ha 300poBuTe. Bo mpomomkeHue ke OuaaT MpHUKakaHU pe3yiaTaTHTe
Ol TECTHPAamETO 3a CeKoja Ipyna OANeNHO M Ke Oupar HaJeHd MpHUMEpU 3a
M0jacHYBamk€ Ha KIIyYHHUTE €JIEMEHTH Ha HAIIETO UCTPAXKYBabe.

Ha mnpeara 3ajmaua, koja mMa 3a el Ja W3MEpU BO KOJIKaBa Mepa
CTYAEGHTHTE To pa3z0pane TEKCTOT, mojioBuHara ox BkymHo 10 wmmm 50 % on
CTYACGHTHTE OJ np6a 200uHa OITrOBOPHIIE TOYHO Ha CUTe mNpamama. KiydHoro
mpaiiame OBAE € TPETOTO OJ] KOS CTaHyBa jaCHO JieKa MOpaju ja3uyHa OJUCKOCT
Mely JABaTa ja3uka BO OJHOC Ha JIEKCHKATa, CTYJEHTHTE C€ BOJAT MPBUYHO O]
(hopmata Ha 300poBHTE.

ITpumep:

3. The word “contaminacion” in line 1 has the meaning of:

a) contamination

b) cause

¢) pollution

Ha oBa mpamame Tognnot oarosop € ¢) pollution, HO cTyeHTHTE BOJCHU
ol (hoopmaTa Ha 300pOBHTE OJrOBOpPHIIE a) contamination.

Bo cnopenda co cTyaeHTHTe O MpBa TOAWHA, O CTYIEHTHUTE O]l mpema
200UHa CaMo €JIeH CTYACHT OJITOBOPHI TOYHO Ha CUTE Ipallama, a Toa 3Ha4YH JIeKa
THE BO TMOMajia Mepa ro pasdpaie TeKCTOT Ha IIIAHCKU ja3HK IITO IIPOU3NIEryBa Ol
(aKTOT JieKa BOOIMIITO HE TO KOPUCTENIE TEKCTOT HA aHIJIMCKHU ja3uK, Oujaejku Ouie
CUTYpHH BO CBOETO 3HACH-C MO MIMAHCKH ja3HuK.

Bo Broparta 3amada, MHTEPECHOTO € JeKa Ha CTYINEHTUTE HE MM Oemie
M0jacHETO Jalli Ja MHIIyBaaT 300pOBM CIMYHH MO (hopMa MM MO COOPXKHHA.
WHctpykinjara Ha 3aja4yara u3rieqa Baka:

1. ,,Compare the English to the Spanish text and write down all the words that
are related. (as many as you can find) “.

Op aHayM3aTa Ha TPOHAjICHUTE 300POBH jJaCHO Ce IUiejia Jeka MOBEKETO Ce
300pOBU CIMYHU 1O GOpMa, HAKO MMa U TaKBH KOHM C€ CIIMYHU 1O coapxkuHa. Of
npubmmwkHo 326 300pa BO TEKCTOT Ha INMAHCKH ja3HK, CUTE CTYIEHTH OJ npea
200uHa, Hauule BKynHO 22 300pa canyHu 1o ¢gopma mnu toa € okoiy 6,8 % oxn
BKyNHHOT Opoj Ha 300pOBHM KOW IOCTOjaT BO JBara Tekcta W 11 30opa wim
npubnmwkrao 3,4 % cnuuan no coxppxuHa. CTyIOeHTUTE, NaK, Of mpema 200uHa
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Hanuie BKynHo 17 36opa mo ¢opma miu okoiy 5,2 % o BKymHUOT Opoj Ha 300pOBU
u 13 300pa nim npudmmxao 4 %, ciudyHM o coapkuHa. O OBa jacHO ce riexa
JeKa CTYJCHTHTE OJf TpeTa TOJMHA MpOHAILIEe TMOBeKe 300pOBH CIHUYHHU IIO
COAP)KUHA, INTO MOBTOPHO IOKaKyBa JEKa THE IMOMAJKy T'M KOPUCTAT CBOMTE
3HacHka M BEIITHHH OJ] NMPBUOT CTPAHCKH ja3WK, T.C. aHIIIUCKHOT jasHK, OWaejKu

HnMaat 1morojIiCMo 3HaClkEC Ha z[BaTajasnKa.

12,00%
10,00%
8,00%
6,00%
4,00%
2,00%

0,00%

I TOONHA

1 TOANHA
® o dopma H 0 coapXuHa

I'paduxon 1

Ipoyenmyanen cooonoc Ha nponajoenume 360posu no opma u no COOPACUHA 00

cmpana Ha cmyOeHmume 00 NP8a U mpema 200UHd

Bo nponomxenue ce qageHu npuMepu Ha 300pOBH, IPOHAjAEHU O CTpaHa
Ha CTyIEHTHUTE, BO HUBHATA OpPUTMHAIHA (OpMa, T.€. UCTO KaKO IITO CE I0jaByBaaT

BO TCKCTOBUTC.

360posu baucku no popma (wnancku
AHEUCKU)

360posu baucku no coopicuna
(wnauwcku -  aH2IUCKU)

0zono _y ozone
aire —p air

toxico _—p  toxic

solucion —p solution

energia _—p energy
contamincion _, ~ contamination
implementar — to implement
unir —> to unite

afectar —> to affect

preocupa care
contamincion ~ —p pollution
afios years

paises —p countries

rio —p river

problemas __,  issues
nuestro - —p our
ambiental —»  environmental
mar —» sea

minimizar — reduce
lluvia —» rain

nivel —p level

plomo —» lead
agua —»  water
sélo —» only
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Bo rpajuxonute 2 u 3 ce npeTcTaBeHN HAjuecTo CpekaBaHUTE 300POBHU IO
¢dbopmMa 1 10 COAp>KMHA O CTPaHa Ha CTYJICHTHUTE O ABeTe rpymu. I'padukon 2 HU
JlaBa jacHa NPETCTaBa 3a Toa KOJIKYy CTYyAEHTH oX BKynHO 10 ru mponamuie
30opoBuTe MO (GoOpMa W HHU IMOKAXKyBa JIeKa MHOTY CTYIEHTH MpPOHALUIE HCTH
300poBu. I'padukoHOT 3, MaK, HU ro MPETCTaByBa BKYMHHOT OpOj Ha 300pOBH IO

COJIPKHMHA, TTPOHAjICHH OJ] CTYJICHTUTE O]l IBETE IPYIH, T.€. BKYMHO 20 CTYICHTH.
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I'padukon 2
Hajuecmo cpexasanu 360posu no ¢popma
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I'padukon 3

Hajuecmo cpexasanu 360posu no cooparcuna

286




ACQUISITION OF SPANISH AS A THIRD LANGUAGE BY MACEDONIAN LEARNERS

AnanuzaTa Ha TpeTaTa 3ajaya, Koja 3aeJHO CO BTOpaTa MMaa 3a Lell /1a ja
MpoBepaT BELITHHATA 3a pa3OHpame Ha TEKCTOT Ha LIMAHCKU ja3uK, MOKaxa JeKa
cute, T.6. 100 % of cTyaeHTHTE O ABETE TPYIH, OJTOBOPHUIIE TOYHO HA TpeTara
3ajaya.

Bo uerspraTa 3anada, 6 CTYAE€HTH O np6a co0uHa OATOBOPUIIE TOYHO Ha
CHUTE Tpalliamka, ABajlia IMaaT TPU TOYHU OATOBOPH, €ICH CTYACHT UMa JIBa U ECH €
CO IENOCHO HepemreHa 3amava. On CTyAeHTUTe, MakK, Of mpema 200uHd, Ha CHUTE
npaniama OJroBOpuiie BKYITHO 5 CTyJICHTH, YETBOPHUIA HMaJie TP TOYHHU OATOBOPH,
a eJIeH CTYJCHT OATOBOPWI CamMo Ha enHo mpamame. Ox oBa MOXe Jja ce 3aKIydd
JIeKa MOroJIEeMUOT A€ O/l CTYIEHTUTE MPABUIIHO I'o pazdpaie TEKCTOT.

AHanu3zaTa Ha MeTTara 3aj1a4a, Koja 3aeJIHO CO IIIecTaTa HH JlaBa MPEeTCcTaBa
3a ja3uyHata OJIMCKOCT BO OJHOC Ha JIEKCHKaTa, o IOKaXyBa COOJHOCOT Ha
TOYHHUTE OJATOBOPHU Mery CTYAEHTHTE OJ NpBa M CTYIACHTHTE O TpeTa roauHa. Bo
IpBaTa peueHHlla TOYHO OJrOBOPHIIE IO 8 CTYACHTH OX ABETE IPYIH; BO BTOPATa,
TOYHO OJIOBOPHJIE CUTE CTYAEHTH O] IIpBa rOAMHA, T.e. BKynHO 10, 1 BKynHO 9 o
TpeTa roJuHa; TpeTaTa peueHHla € MHOTY UHTepecHa, OMIejKH U Kaj ABeTe Ipynu
ol BKynHO 10 cTyaeHTH, TOYHO OATOBOpMIIE 9, 011 KO TpOjlia HaBesle eAeH 300D 1Mo
dopma, a 6 o1 HUB HaBene 300p CIMYEH 10 COJPXKHHA; BO YETBPTATA PCUCHHMIIA,
touHo oxarosopuie 100 % ox cryneHTUTe OX ABETE IPYIHU, a BO MOCIEAHATA, IO 7
CTYAEHTH OJ JBETE IPYIIN Jaje TOYEH OArOBOP, HO pa3jivKaTa € BO TOoa IITO, KaKO U
BO TpeTaTa peyeHuIla, Taka U OBJIe, CTYJCHTHUTE O] PBa roJIMHa HaBeJie 300pOBHU 110
(dopma, BKYITHO 5, a 10 COJIPIKIHA BKYITHO 2.

- [Ipumepu 00 KAyyHUme peveHuyu Ha nemmama 3a0a4a:
3. The question is: “Who is responsible”? ( )
cuestion — o ¢opma

question
pregunta — 1o CoApKHHA

5. Less driving and flying, will contribute to reduction of the global warming.

(

reduccioén — o ¢opma
reduction
minimizar — 1Mo coapXuHa

Bo mocnennara 3amava oj cTyaeHTuTe ce 6apa ga npeenat 30 300poBu —
HWHTCPHAIMOHAJIU3MHU, AHIJIMCKH HW IOIMAHCKHU 360pOBI/I Ha MaKCOOHCKH ja3I/IK.
3agavara e Taka IOCTaBeHa Jia MOXeE Jia Ce HalpaBH CIopenda Mo KOJIKy 300pOoBH
0]l CeKoja Tpymna Ke Ouaar NMpeno3HaeHW Of CTpaHa Ha cryaeHtute. Kako mTo
MOJKeEIIIe JIa ce MPETIIOCTAaBH, MIOBEKETO 0J1 300pOBHTE IITO T' 3HAAT CTYACHTUTE Ce
MHTEPHALMOHAJIM3MHY, a IOTOA CJIeAyBaaT aHIVIUCKUTE M IIIAaHCKUTE 300pOBH.
BaxHo e 1a ce HaroMeHe JieKa CTYACHTHTE O]l IpBa T'OJIMHA He 3HaaT rojeM Opoj Ha
300pOBH, HO TOa € pa3OUPJIMBO CO OIJICA Ha TOa IITO THE CE IpBa roJdHa Ha
AHTJIMCKY ja3UK M KH)KEBHOCT U yYaT IIMAHCKH ja3UK caMo 2 CEMECTPH.
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TABEJIA 1
NHTepHanMOHAIN3MH AHIJIHIM3MHA IInancku 300poBH Hetounu /
NpasHu
I ron. III roa. | IIT roa. | I roa. IIT roa. | I roa. 111
roxa. roa.
B 87=29% | 91=30% 66=2 | 72=24% 66=22% | 71=24% 81=27% 66=22
KYITHO 0 0
2% %
Tabena 1

Tloznamu 360posu 3a cmyoenmume 00 I coouna u 1l 200una

u [ TOONHA
| [l TOANHA

I'paduxon 4
IIpoyenmyanno npemcmasysaroe Ha no3Hamume 360p06u 00 WNAHCKU jA3UK, 3d
cmyoenmume 00 I u 00 Il 200una

Pesynratute mnpukaxkanu Bo Tabenmata 1 W Bo rpadukoHOT 4, jacHO
MOKa)KyBaaT JIeKa M TOKpaj pa3IMuHHOT CTENEH Ha 3HACHE I10 IIIAHCKH ja3uK,
CTYICHTHTE OJI JBETE TPYyNH IMPEro3Hale pedYncH HUCT Opoj Ha 300poBH, T.C.
MOKayKaJle PeYrcH MCTH pe3ynTatu. OBa yIiTe eJHall JOKaXyBa JIeKa CTYACHTHTE
O]l TIPBa TOJIMHA KOM y4eJie IIMAaHCKH ja3HK CaMo JIBa CEMECTPH ' KOPHUCTAT CBOHUTE
3HaeHa U BEIITHHHU I10 aHTIINCKHA ja3WK (KaKo MPB CTPAHCKHU ja3uK).

3akayqok

On ropeHaBeEHOTO MOYXKE J1a ce 3aKIydH JeKa HCTPaKyBambeTo ja JIOKaxka
XHUIOTe3aTa JIeKa MPBUOT CTPAHCKH ja3WK (aHTJIMCKH) BiIHMjae BP3 YCBOjyBamEeTO Ha
BTOPHOT CTPAaHCKU ja3uK (IIMaHCKW), 0COOEHO Bp3 Pa3BOjOT Ha BEUITHHATAa Ha
yutame. Op AeTaqHaTa aHaIM3a HA IONATONUTE M JOOWEHHTE pPE3yIaTaTH Of
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UCTPaXKyBaKkETO, MOXKEME J1a 3aK/Iy4YHUMe [IeKa BELITHHATA Ha YUTAmke CO pa3dupame
€ pa3BHUEHa PEYUCH MOJEIHAKBO Kaj CTYACHTHTE O[] JABETE IPYNH, T.C. CTyICHTUTE
Ol ABETE TpyNmd TW pa3dupaaT TEKCTOBUTE peuncH 10 ucT crerneH. OBa ce
MOCTUTHYBa KakKO pe3yjiTaT Ha TpaHcepoT Ha MPEeTXOJHO CTEKHATH 3Haewma WU
BELITHHH, 0COOEHO TpaHC(]epoT Ha JIEKCHIKOTO 3HACHE.
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Acquisition of Spanish as a Third Language by Macedonian Learners

Abstract: This study examines the influence of English (L2) proficiency on
Spanish (L3) reading development. This paper investigates the effect of the knowledge of
English (L2) on the Spanish language (L3) acquisition. It tests the hypothesis that the
knowledge and skills in the first foreign language (L2) benefit the learning of the second
language (L3), in particular the development of receptive skills with special regard to
reading.
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CrpyueH Tpyn
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NAEUTE U UIEAJIUTE HA XIX BEK BO ITPHJIEIIL
N IMPUJIEIICKO

Bacua TouuHoOBCKH
HHCTUTYT 32 MakeZloHCKa JTuTepaTypa, Penybnruka Makenonuja
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Ancrpakr: Tpy#oT npercTaByBa OCBPT KOH KHHraTa ,Ilpunen u Ilpunencko Bo
XIX Bek (KynTypHO-UCTOPHCKHU Iponeck)™ on aBropor CrnaBuo Kosmtocku. Knurara Geme
n3gazeHa kako nybsmkanuja Ha ,,CoBpemenoct” on Ckomje Bo 2017 roxuna. 3a oBaa
MoHorpaduja roauHaBa KoBmiockw ja mo0m IpecTHXHATa JApkaBHa Harpaga ,,l'ome
Jemuer®”. CtpykTypaTa Ha KHUTaTa ja (QOpMHpaaT OCyM IIOTJIaBja BO KOW XPOHOJIOIIKH
MEJaHTHO M JenuaH0 KOBMIOCKM MHIIyBa 3a 3HA4ajHH I0jaBH, MPOLECH U MaHH(ECTaINH,
aBTOPU U JieNa KOU OCTaBHJIE TPajHU Tparu u pesynrtatu 3a [Ipunen n [Ipunencko.

Kayunu 300poBu: ucmopuja, «xyamypa, kHudcegnocm, Ilpunen, 19 gex,
Kosunocku, opacasna nacpaoa ,,I'oye Henues .

MakenoHcknor 19 BeKk HECOMHEHO € HAj3HAYAjHOTO W WHTPUTAHTHO,
IIPOTUBPEYHO, HO M IUIOJIOHOCHO IIOIJIaBjeé BO CynOMHaTa M UAHUHATA Ha
MaKeJOHCTBYBameTO. Bo Hero ce cpeTHyBaaT WM MOTOYHO ce€ KOH(POHTHpaaT
MUHATOTO U HAHUHATAa BO CTPOrOTO HPOQUIMpame Ha KyJITypHO-MCTOPUCKHUTE
[IpolleCH KOM AELUAHO K€ I'M Opa3yBaaT BEKOBHUTE KOIHEXU HA COICTBEHOTO
HapOJHOCHO U OMIUTECTBEHO IOCTOCH:E, CaMOOMTHOCT M Hemokop. Bo Herosure
ManyOpojHH MaKeIOHCKH HMCTpa)KyBaud MOCEOHO MeCTO M 3Hauewme nma CraBdo
Kosunocku (1978, Cxorje) mro Ha Hajao0ap HAYWH CaMOCBOJHO T'O TIOTBP/YBa CO
Monorpadckuot tpya Illpunen u Ilpunencko 6o XIX eex (KyaimypHo-ucmopucku
npoyecu). J1enoTo e 3aKUTEHO CO MPECTH)KHATA JIp)KaBHA Harpajaa 3a Hayka [/ oye
llenues. CranyBa 300p 3a Mjaa BJbYOCHHK BO BHCTHMHHTE Ha HCTOpHjaTa KOj CO
CTpacT U JbYOOIMTCTBO, KAKO PETKA II0jaBa BO MaKeIOHCKaTa HayKa, c€ HypHal BO
apXMBCKHUTE HCTpaXKyBama KajJe INTO BO TEMHHMHATa M MPalUIMBOCTa C€ TaaT
MOMAJIKY WJIM BOOIIIITO HEJONPEHU BUCTHHU. Bo HUB Mery Ipyroro € Kiy4oT U Ha
COIICTBEHUOT WAEHTUTET. Taa M TakBaTa morpeba ce TBOpeukaTa TEHACHIMja Ha
KoBuocku 3a CHCTEMCKO M aHAJIMUTUYKO HPOCIEAYBAkhE, TOJIKYBabE  BPEIHYBAHE
Ha MPWIETICKOTO MNPOCBETHO M LPKOBHO €0, HA KYJITYPHO-YMETHHUKHATE U
KHIDKEBHH TIPOjaBH BO OJpelyBame¢ M BpeIHyBame Ha 300pOT, MPOCTOPOT M
BpemeTo. Jla 3abenexume nexa tpynot [puren u [lpunencko 6o X1X sex € 3Ha4ajHO
JIeNio IITO ymaTyBa Ha HoTpedara cexoj rpaj Aa ro mMa Kako ouorpaduja wiu
aBToOHMOrpaduja Bp3 KOM Ke ce WCIHIIYBAaT TPAJHUTE CTPAHHIM 32 HCTOPHCKOTO
IIOCTOCH¢ Ha Makemonuja.
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CrpykTypaTa Ha KHUraTa ja oopMHUpaar ocyM IOTJIaBja BO KO c€ BrpaJicHH
MHOT'Y TIOATJIaBja BO KOM XPOHOJIOLIKH MEAaHTHO U AeuuaHo KoBumocku numrysa 3a
3HA4YajHU U HE PETKO MPECYHHM I10jaBH, NPOLECH U MaHU(ECTAINH, aBTOPHU U JieNia
KOM OCTaBWJIE TpajHU Tpark © pe3ylTaTd Kako TIOCeOHOCTH KOW ce
KapaKTePUCTUYHU U €JIMHCTBEHU 3a 0BOj MaKeJOHCKH rpaj. Criopea aBTopoT Taa u
TaKkBaTa MHAMBUAYAIHOCT C€ JOJKM Ha KOHTHHYHpPaHaTa TpaJulivja Ha HEer'yBame U
yrnotpeba Ha CIIOBEHCKHOT ja3uK BO OorociayxOute m BO oOpa3oBaHuero. Ilo
YBOJHOTO TOTJIaBje 3a cocrojoure Bo Makenonuja u [Ipuiien BO Ha3HAYCHHOT
[EPUOJI, C€ CTPAHHULUTE 3a IMPOCBETHOTO [€JI0 KAKO MPOLEC LITO I'M OTBOpa CHUTE
BpaTu U BIEryBa Bo cekoe cpue. [looanenHo ce pasrieayBaar MalkoTo, O eHa, U
KEHCKOTO oOpa3oBaHme, onx npyra crpaHa. OJ MOuYeTONWTE HA MAIIKOTO
o0pa3zoBaHME 10 OTBOPAKETO HA HAPOAHOTO yuwiuiite Bo 1843 roauna, KIacHOTO
MAaIllKO YYHJIHMINTE M AyXOBHAaTa CEMUHapHja, KaKO W APYTUTE TPUYKH, CPIICKH,
POMAaHCKHM YYWJIMINTa KOW TH OJ[pa3yBaaT TyrHT€ HMHTEPECH W MpONaraHiy Ha
MaKeJOHCKHOT TepeH. Bo ’eHckoTo o0pa3oBaHue MOCe0HO BHUMAHNE € TIOCBETEHO
Ha yuniumrero Ha Henena IletkoBa u Ha ynpaButenkure LiBeranka CeHoko3M1eBa
n EBrenuja JaHuyneBa, Kako M Ha yutanuureto Haodexcda W Ha YUWIMIIHOTO
HACTOjaTeJICTBO M 33 Ycmasom on 1893 roamna. Onx rparaHcKuTe 31pyXKEHU]ja
MOCEOHO 3HAuCHE HMaje NPKOBHO-yYWIMINIHATA ONIUTHMHA M  eCHa(CKHUTe
OpraHu3allid KOM ce Tema Bo Tperara riaBa. Co3laBameTo Ha YYWIMIITA,
YUTANNIITA, OPTaHU3UPake HA YUYUTEICKH COOMPU U OJpPXKYBambe Ha TYXOBHHOT
KUBOT ja IOBEeAyBaaT MacoBHAaTa IIpojaBa NpPOTHUB TIpyKaTa IyXOBHA BJAcT
omuneTBopeHa Bo llapurpaackara marpujapmmja. Taka Bo 1867 roauHa,
NpUIIeTYany ja oTpiuiie TyxoBHaTa BiacT Ha [larpujapmujara u 6orocmyxbdara ce
u3BeyBajla Ha CJIOBEHCKM ja3uK. [Ipuiericku yuutenu Owuiie HajOCIeKUTHTE
MakeloOHCKH mpocBetutenu: Jumurap Munaaunnos, Pajko Kunsudos, Jopman
Xayu KoucrantuHoB-Ilunot, I['purop IlpnuueB, Kysman HlankapeB. Taka
[MpunernckaTa oNMmTHHA CTaHANA €IHA OJ PETKUTEe BO MakeloHHja MTO OCTBapHia
ABTOHOMHja BO pa3pelIyBambEeTO HA IPOCBETHUTE MPalllakba.

ApxXUTeKTypara, MY3HYKOTO TBOPEIUTBO, CIHKapCTBOTO, pe30apcTBOTO,
(hpECKOKUBOMHUCOT M TEATAPOT Ce 00JIACTH KOU HU3 )KUBOTOT U JICIOTO HA OJIPEACHU
TBOPIIM C€ MMPOCIIeAyBaaT BO YEeTBpTaTa [JlaBa 3a MojaBaTa M pa3BojoT Ha KyJITypara
u ymeTHocta. Bo merrarta rmaBa, L{pxosno-yuunuunomo 0eno u Kyamypama 60
Ipunencka oxoauja, TOCEOHO ce OJIBOjyBaar U pasriieayBaar JIejHOCTUTE BO Bapo
u Mapuoso. Criopen Hac, NMpOIECHTE BO KHIKEBHOCTA KOW ja Tojapa3Oupaar
eTHYKaTa M ecTeTcKaTra OArOBOPHOCT MpeA MHLIAHHUOT 300p c€ MPEAU3BHK BO
CJIEIHOTO, LIIECTO IOIJIABj€ 3a MPOLeCUTe BO KHIDKeBHOCTA. KoBHiockH, npex ce, ro
WMHTEpeCcHupaaT KyJITypHO-MCTOPUCKUTE MPOLIECH KOW MMaaT COTICTBEHA CTpaTeruja,
JOJArOPOYHA OMIUTECTBEHA M IUIUIOMATCKa AEJHOCT BO KOJEKTHBHOTO MEMOPUPAHE
Ha UCTOpHjaTa U Ha HApOJHOTO ITOCTOCHE, IPOjaBH M MPOLECH, aBTOPH H JI€a KOU
3aopaiie Anmaboka Opaszia BO KyJlITypaTa, yMETHOCTa U KHIKEBHOCTA KaKo HajTpajHU
BPETHOCTH KOU MCTOBPEMEHO MPEpacHyBaaT BO HEMOOMTHU BUCTHHH BO CO3/1aBambE
Ha HaIlMOHAJIHHUOT JeTonuc. Bo Toj KoMIuIeKe ce pasrieayBaaT NaTONUCHUTE Aeja U
npyru onmcu 3a Ilpunen u Ilpunencko, MaHaCTUPCKUTE U LPKOBHUTE OMONMOTEKU
W HHUBHATa pAaKONHMCHA KHIDKHMHA, a TNOCeOHO WHTEPECHM, CIOpe] Hac, ce
NEeIaHTHUTE MCTpaXKyBama Ha 3alliCH Ha MAaprUHUTE O] KHWKEBHOTO HACIEICTBO
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Ha MaHaCTUPOT ,,[peckaBen’’. Bo TeMara 3a HAPOTHOTO TBOPEIITBO XPOHOJIOIIKHU CE
[pociieAyBaaT yCHOTO HApOIHO TBOPEIITBO, MOPTPETHPAHETO HA HAjOENEKUTHTE
HeroBu uHTeprperaropu Kocra Ilenenkos, Ao Janos (JaneB) u Pucre Ilpuan u
CEKAKO MO3HAYAjHATE ABTOPKH OJ skeHCKHoT TuM I'ypra Koresa, Boxana (Boxa)
Tprnanoa u Jlada Llenenkoa. Jlukor Ha Kpame Mapko BO CeKojIHEBHETO Ha
IpUIeTYaHu MMa COICTBEHO MOAIIIaBje. AKO CEKOj Hapoll ja Iee cBojaTa IIECHa,
toram KoBuiocku, criopes Hac, ce BCIyIall Bo rmopakara Ha Teogocuja CHHAUTCKA
U ja peaupmupa MUCIIaTa 3a KIy4 HE O 371aTO ¥ ¢pedpo KOj Ce BUTKA U YHHUIIITYBA,
TYKY KITyd O]l YeIIUK U KeJe30 (MajunHHUOT MaKEJOHCKH ja3HK) KOj HE Ce KPIIU U TH
0TBOpa CHUTE IMOPTH M KAKO TATKOBMHCKHM aMaHET CTUTHYBA Jla C€ BAOMH BO CEKOE
cpue.

CeamoTOo mornaBje € HaclnoBeHO [lpojasu 60 KHudicegHocma IITO
MPETCTaByBa IMOTBPAA 3a TpaaulMjaTa ¥ KOHTHHYHTETOT Ha BEKE OCTBAPEHOTO OJ
npeaxoaHara rtemarcka uenuHa. Ilo  nmoprperure Ha  Xpucre — Xanu
Kouncrantunoruu, Xaypu Koncrantun JlunkoB, Joan (Joan winu MBan) Jlejkos,
Jopnan bomOon u Kpcre buneB (AHAOHOB), HU3 CENIEKTHBEH OJHOC HAIPaBEHA €
aHanmM3a Ha 300pHuxom Ha nechu Ha ceéemu I eopeu, cgemu Anexcej uosex 6oxucju u
Hapooen 300pnux (1838) Ha Unuja Jumutpueruk, Croso zapaou Cmpawen cyo
boocju u Bmopoe npuwecmeue Xpucmoso (1864), mpeBomor Ha Cryocenue
Espejcko u ece 3namomeopenue Huxuo onx poMaHCKHOT MoHax Heodut, a
npeBeaeHo ox Hartanamn Crojanosuy u I'eopru Camypkamn, Kamaxuzucom Ha
upkBata Cs. bracosewmenue, I[Ipockomoouume Ha Koncrantun (Kote) Amnrene
[TazoB u Ilpasunnuxom wma Kenckomo yuunuwme on LapeBHa MunanuHoBa-
Anekcuena. Bo 0Boj KoMIIIeKC 0j1 Tipaliama ce pasriieionTe Ha BecHUnuTe [/uno n
Bynmosnux ua I'opue Iletpos, kako u Ha Gpomryparta Aspapromo npawaree ]
MOTHHUCHUK € AHactac XpucroB. LlenoBurocra Ha TpynoT Ha KoBuiocku cMucieHo
1 YCIIELIHO C€ 3a0KPY)KyBa CO IJIaBa OCMa 3a IMPEOCTAHATHUTE MPUJICTICKU aBTOPH U
nena on 19 Bex. Ha uemo Ha Taa aBTOpCKa M TBOpEUKa KOJIOHA € T'CHHjATHUOT
Mapko llenenkoB, moroa mpocBeTUTeNoT U ayxoBHUKOT Tomop Kyces (Meronuj
KyceBnd), mpocBeTHHOT aeen, OyXOBHHUK, MyOnummcT u mpesenysau I'purop K.
AJeKkcueB, TieyaTapoT, IPaBHUKOT U ekoHOMHCTOT [lanrtenej Baios, riacoBUTHOT
nedaTap, kHmwkap u myonmumuct Kone Camapuues, na cienyBaat: Jopnan MBaHos,
03HaTHOT mpB Grorpad Ha Tpajko Kuramues, F'opue ITeTpoB Koj peBoIymmjaTa ja
MpeTHoYMTaIle Ipe] Haykata W oOpaTHOTO mTpaBwio kaj dumurtap Mupues,
XPOHMYAPOT HAa Make[oHCKUTe crapunu ['eopru Tpajues, moeror Jopman Xayu
3npaseB u Hukona Kapanuyysos, pesonynuonep u yuuresn. Hayunara amapatypa e
KOMIUIETHA CO 3aKJIy4OK, HNPUIIO3H, OENEeIIKH, KPaTeHKH, Mperie] Ha KOPHUCTEHU
M3BOPH U IUTEpATypa U MOKa3aJel] Ha UMHUbA.

Tpynot Ipuren u Ilpunencko 6o XIX ex (KyamypHO-UCmopucKku npoyecu)
on CnaB4o KoBHIIOCKH € PeTKO M M3BOHPEAHO BpeAHOCHO Aeno. OBOj Miax nucaTesn
W Hay4eH UCTpaKyBaud CEPUO3HO M CHCTEMCKH 00paboTHII TeMa 3a Koja € moTpedeH
HHCTUTYT Wi paxynrer. Co eaeH 300p TUM Ha BpeIHU COPaOOTHHIU KoM Tpeda na
noceayBaar U napba M 3Haewme. XPOHOJIOTrujaTa € el OJf KBAJIMTETUTE Ha HAY4HO-
HCTpaKyBaukaTra paboTa KojalITo MarepHjara ja TpaBH mpudaTiuBa, a Hea
KoBuiocku ja 36oratui co yOaBu CTHI M ja3UK CO3/1aBajKH YETUBO IITO CE YUTA CO
HWHTEpPEC M BO €leH 3[MB, 1a BO HEroBaTa TBOpEYKa JabopaTopHja MHCATEICKUOT
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JyX TH 00JIarOpoNII WIIM TIOTOYHO T'O OKMBEAI 3[J0I€BHUTE, HAjUeCTO CYBOIIApHH U
Henpudarnusu Qaktu/ dakrorpaduja BAaXHYBajKH ja MajKkaTa HCTOpHja CO HOB
KUBOT M HOBHM 3Hauema. [la 3akiydnMe: MMame KHUTa IITO NPETCTaByBa YECT U
JIOCTOMHCTBO M 3a aBTopoT CrnaByo KoBmiockum m 3a axapecantor [lpummen u
IIpunencko.

Vasil Tocinovski
Institute of Macedonian Literature, Republic of Macedonia

The ideas and ideals of the XIX century in Prilep and the Prilep region

Abstract: The paper presents a review of the book “Prilep and the Prilep region in
the XIX century (cultural and historical processes)” by the author Slavcho Koviloski. The
book was published by “Sovremenost” in Skopje in 2017. For this monograph Koviloski
received the prestigious Goce Delchev state award this year. The structure of the book
consists of eight chapters in which in a chronologically pedantic and decisive manner
Koviloski writes about significant phenomena, processes and manifestations, authors and
works that have left permanent traces and results for Prilep and the Prilep region.

Keywords: history, culture, literature, Prilep, 19th century, Koviloski, Goce
Delchev state award.
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sMaxedoonuja — Teozonuja — Kocmozonuja“

AncrpakT: Bo 0BOj TeKcT ce mpaBu OOH[ 3a €IEMEHTApHO INPHOMIITYBAE HA
rmoe3mjara oJ] CTUX030upKaTa ,, Xepakieja Jluakectuc oxg Bama JlazapoBa Ha MaKeIOHCKH
jasuK. AKIICHTOT € CTaBEeH Ha CTPYKTypaTa Ha CTHX030MpKaTa YMU MECHU C€ WHCIUPUPAHU
o1 MakestoHHja 1 0] MaKeIOHCKOTO MUHATO. [ J1aBeH alyT Ha 0Baa I0E3Hja, CIIOPE] HAIIETO
MHCIICEE, € MeTajopara Ha KaMEHOT KOja ce IOBp3yBa CO MAaKEJOHCKAaTa UCTOpHja U
MaKeJJOHCKaTa [10YBa, HEKOTalll ¥ Cera.

Kuyunu 300poBu: Maxedonuja, maxedoncka ucmopuja, kamewn, memagopa na
KamMeHom, cCuMOOIUKA HA KAMEHONI.

Ja momsysam koHcrartainujata Ha Jopaan IlneBnem ,,Makemonuja —
Teoronnja — Kocmoronuja“ mpeseMeHa o CTHXOBUTE Ha TecHara ,,Mojara
Makenonuja® o7 oBaa MOETCKa KHUIA, a HMCKakaHa BO pELEH3HjaTa MO MOBOX
o0jaByBameTO Ha CTUX030MpKara ,,.Xepakieja JImakectuc on Bama AHremoBa Ha
MaKeJI0OHCKH ja3WK, KaKo JajTMOTHB, CO Hamepa Jia To MpeTcTaBaM CEMaHTHYKHOT
Olcer Ha Toe3WjaTa Ha OBaa pEHOMHpaHa Oyrapcka moereca, a Koja cera e
NPUOMIITEHA 3a MaKeIOHCKaTa 4YMTaTelcka myOonmuka Bo mperneB Ha llerpe
JumMoBCKH.

CranyBa 300p 3a moe3Wja 3a MaKeJOHCKaTa APEBHOCT W CTAMEHOCT, 3a
YOBEKOBAaTa YOBEYHOCT M HEroBara OECKOHEYHOCT, H3pa3eHa BO BKYNHO 56
CTUXOTBOPOHU, pacropeieHd BO TpH IUKiIyca: ,,JIuakectuna® (8 mecun), ,,On3Bynu
on Xepakieja“ (35 necun) u ,,3Bynu ox kudapa u kuaop* (13 mecHn).

Ogaa noetcka kaura Bacun TonMHOBCKH Ke ja Hapeue ,,MCTOPHCKa rmoema‘
(Anrenosa, 2018, ctp. 85), a Hej3uHATA aBTOpKA ,,KHIKEBEH apXxeoyor . (AHreloBa,
2018, c1p. 84).

W HaBucthHa, 56-Te IECHHM COUYMHYBAaaT CBOCBHIHO €AMHCTBO, 3adyBalie
ce0ecBOjCTBeHA JIMHEAPHOCT, TUIIMYHA 32 €AHO HApaTHBHO IHCMO, OAPKyBaaT CBOj
COIICTBEH MHTETPUTET KOj ce 0a3upa, BO MPBHOT LUKIYC BP3 MHCITUPATHBHOCTA HA
JPEBHUOT MAaKEJAOHCKM aHTUYKH Tpal Xepakieja, BO BTOPUOT IHMKIYC Bp3
aHTUYKaTa MHTOJIOTHja M BO TPETHOT BP3 XPOHOJOTWjaTa Ha MAaKEIOHCKOTO
JaMHEIIHO, NMPETXPUCTHjaHCKO MHHATO. Bo cTHMXOTBOpOMTE HE € TEeIKO Ja ce
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Jonypa JIMPCKH CYyOjeKT BO KOj Ce TpEero3HaBa HEXHOCTAa M PaHJIMBOCTa Ha
JKEHCKaTa Aylla, 00jeKTHMBHOCTa Ha HMHTENIEKTYaleloT W Hay4YHUKOT W, Mpen ce,
IIMPOKUOT M HECEOMYEH CBETOrNIECNl Ha YMETHHKOT. TOj JIMPCKH CyOjekT e
€HOBPEMEHO W jac-HapaTop, KaKo IITO CO MPaBo ro KBalu(uKyBa U TOIWHOBCKH,
3aIITO HaBUCTHHA, ITOe3UjaTa Of OBaa CTUX030MpKa € MPBEHCTBEHO HApaTHBHA, UMa
eIICKO KaXXyBame, IITO MaK, eAHOBPEMEHO I JlaBa 3a MpaBo Aa Ouje U MOeMHYHA!
Taa MMa ¥ BUCOKa J103a Ha JINPUYHOCT BO cede.

Kako jac ru ,moemHoctaByBaM‘ 56-T€ CTHXOTBOPOM OJ] OBaa ITOETCKa
KkHura?!

Hmeno, mpBuoT mukiyc ,JIuHkectuaa™ co Hajman Opoj MecHH, BKYITHO
0oCyM, Kako Jia MMa 3a/1a4a /1a M Mpuaae MaKkeJIoHCKa HOTa Ha CeBKyITHATa Moe3uja.
UuHaMm Jexa Toa YCHEIIHO TO MpaBH, 3aIUTO MaKEJIOHHCTHYKATa TeMaTHKa H
npobJeMaTHKa ce 3araTHaTH YIITE BO caMOTO 3arjaBue Ha cTuxo30upkata. [Ipsure
OCYM TIECHU TIOCEeIyBaaT U MaKeIOHCKa XPOHOTOIH]ja: MECTOTO € MaKEIOHCKO U BO
MaxkenoHuja, a BpeMETO € MUHATO, CeTamrHo ¥ Mokebu M uaHo. CH JT03BOITyBaM
EKCIUTMIMTHO Jia FO IOTEeHIMpPaM 0BOj (pakT BO Ioe3ujaTa Ha COBpeMeHarTa Oyrapcka
noereca Bamwa AHrenoBa oA eJHOCTaBHA NIPUYMHA IITO U Taa 3eMjara Koja ja ormeBa
BO OBaa CTHXO030HMpKa ja IMEeHyBa Kako ,,Mojara Makenonuja®“. Toa e 3armaBue Ha
MIECHA OJ OBOj MpPB IIMKIYC BO KOja c€ YyBCTBYBa MCKpeHATa JbyOOB M MOBP3aHOCT,
ke peuam IypH W MPUIIAJAHOCT Ha TIoeTecaTa Ha ApeBHATA U CeralrHaTta MakeJIoHCKa
MOYBa, HO UCKPEHO, Er3ITUPAHO U YECHO:

,,11aToT M€ BoeIe Hazaz

BO BPEMETO Ha KOHTPOBEp3HATa JUjaXpOoHH]a.
OrpomHa mponact, OyeH BoJoma,

SBe3]IM, Mariu, cucremu... Kocmoronuyja...

He me mamrymiraj oBoj mat, kacMmerT!
Me ouekyBa nmpekpacHa MakeaoHHja
BO CBETUJIMILITA M XPaMOBH, BO IBOPILIH.

[Henara um ce Bo ctux on ’Teoronuja‘!

3a kpaj He Tpeba aa 30opyBame!

MoxkHa e u cnaBHa MakenoHwuja.

Co cBojara ybaBuHa Taa K€ M€ OMaw.
3eMjaTa ce paciyKyBa U IpepoayBa.

Beuen e HebecHuoT Geckpaj!

CynbuHaTa BO HET0 THBKO C€ TIPHIIaroIyBa.
3armej cnoboaeH Biagerene!

’KusotoTt noarorsu apomatuja!
Hobpenojne, 3mpaBo, COHOT BOCKpece!
3npaBo, rotema moja Makemonwnja!“. (Auremona, 2018, ctp. 11).

Cu A03BOJIyBaM BO OBHC CTUXOBHU, KOU CC UYHWHHU [JaBaaT CBOCBHUIHA
CEMaHTHUYKa IMPEAIOMKA Ha CEBKYITHOTO IMOCTCKO TKHMBO Ha CTI/IX036I/IpKaTa, Ja ja
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mpountaM Metadopara — Tpujanata: Makenonuja kako Teoronuja u Kocmoronwuja.
Toa e U3BOHPEIHO ToJIeMa MOETCKa U UCTOpUCKa XxpabpocT. U BucTuHa...

Bropuor unwmkmyc, o3arigaBeH kako ,,Om3BynuM O Xepakieja“ uma
MUTOJIONTKA HacTpoeHocT. Tyka ce mecHuTe: ,,Xepakieja u Xepakmue®, ,,TaHoT Ha
Bakxyc®, ,Jduonucun®, ,Menagara u Xepkynec”, ,,AMa3oHCKaTa Lapuua‘,
,, 1 |0JI3eMHOTO LIapCTBO® ...

Hma Bo oBHE CTHXOBM MHOTY JIMYHH, YOBEUKH W JKEHCKH JOKHBYBamba H
3Ha4Yera, PEBHH W CeraliHi, WMa BO HHUB M €IHA JIATEHTHA W CEMpHCyTHA
(uIaHTpOIICKa MYIPOCT KOja MHOTY CIIOHT@HO M HEOCETHO ja TIOBP3YyBa IPEBHOCTA
CO JICHENIIHWIATa, a MNPEAHCTOpHjaTa M MHUTCKOTO TO TPAHCICHICHTUPA KOH
uaHuHATa. M, mpen ce, Tyka IMa MHOTY JKHBOT, OOWYeH, YOBEUKH, PACIIPOCTPAHET U
CKpHUEH HU3 OpOjHUTE CUMOO0IIH, MeTahOpU U MUTCKH UMHbA.

Ke ja onraTHeme 3araTHaTata [WieMa, COCEMa MajlKy IIO3HaTa WM
BOOIIIITO HETO3HaTa BO TONIMPOKaTa MaKEJOHCKa KyNTYpHA jaBHOCT — 3OIITO
Xepaxieja, UMETO Ha JPEBHUOT MaKEJOHCKH Tpaj, ocHOBaH onx Dwmmm 11
Makenoncku, U Xepakiie, MUTCKHOT TOpPOCTaC W CHHOHHMM 3a HENOOEIIMBOCT U
HEMOKOPHOCT KOj CE€ CTEKHAI CO OECMPTHOCT, MMaaT PEYUCH MCTO MME: KEHCKO U
MaIKo, M€ co ncra erumororuja?! Cropen 300poBUTE Ha mmoeTecaTta AHTENOBa, a
MOBUKYBajKM C€ Ha U3BOPH OA Oyrapcko M pPYCKO TMOTEKIo, Xepakie e
OCHOBOIIOJIO)KHUK Ha TIpBaTa MakKeIOHCKa IUHACTHja, Apreaad, MaKko BO CHTE
Y9eOHHIN, SHITMKIONEANN U N3BOPH 32 MUTOJIOTHjaTa, TJIABHO Off 3aI1aIHOEBPOTICKA
MPOBUHUEHIIH]ja, XepaKiie € aHTHIKH ,,[PUKU* MHUTCKH jyHaK.

Tpernot 1uKIyc moe3uja o]l 0OBaa CTHUXO30MpPKa HOCHU HACIIOB ,,3BYIH O]l
kudapa m kuHOP“. TpHHAeceTTe TECHHW ja OleBaaT NoJajeyHaTa MaKeJOHCKa
WCTOpHja, OTIeBaaT JeN O] IPEBHOTO MaKeAOHCKO MUHATO. ,,Komanukot ox Ilema“,
,Makenoniu u Japaauu®, ,,Ounun 11 Makenoncku®, ,,MakeqOHCKUTE TUHACTUN,
»-BEepriuHcKaTa 3Be3/1a“, € HEKOH O] HACIIOBUTE Ha OBHE TECHHU.

OnuTHHOT 4dWTaTeN HA TOe3WjaTa OJ CTUXOo30mpKarta ,,Xepakieja
Jlunkectuc” og Bama AHrenosa, 11adoKko CyM YBEpeHa BO TOa, 3aJ0JDKUTETHO Ke
3acTaHe npea MeTadopaTa Ha KAMEHOT, KaKO W3BOHPETHO JOMHHAHTEH CEMaHTHUKU
,»KaMeH Ha colHyBame". Hexonky necHu ja ,,Hocat" oBaa Metadopa BO 3ariiaBUETO:
»,MoHomnoror Ha kameHot", ,Iloemure Ha kKameHOT, ,,Makara Ha Kamemara‘,
»XEpaKIejckuTe Kamema . Huz moBekeTo on 56-Te¢ mNecHW, Mak, KaMEHOT KaKo
MeTadopa Ke ce CpeTHE HI3 CAMUTE CTUXOBH.

,,Y PHaTUHU, NETUIMIITA, CTAPUHH...
Ja3ukoT 1 300pOT ce BpeKkaHH BO KHUTA.

U1 xamMeHOT ja BOCTIeBa BEUHOCTA
u 3a ceOe 300pyBa BO CTUXOBHU.

U xameHOT HE caka J1a € MOJTYEIINB

U BO cTuxoBU 3a cebe roopu”. (On mecHara ,MoHOJOr Ha
KaMeHOT", AHrenosa, 2018, ctp. 4).
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[IpBuuHKMOT 00MA 3a TOJKyBame Ha MeTadopara Ha KaMEHOT, JJOTUYHO €
TOa, K€ C€ CBeJle Ha CTAMEHOCT, LIBPCTHHA, U3JPKIUBOCT, UCTPAJHOCT, OIICTO]yBambe,
BEYHOCT, CTATUYHOCT, MOCTOjaHOCT. MoXe /1a ce Kake JIeKa TaKBOTO 3Hauyeme Ha
MeTadopaTa Ha KAaMEHOT BO OBaa T0€3uja € JISTUTUMHO M MPUCYTHO, OCOOCHO aKo
oBaa MeTadopa ce Bp3e 3a Makel0HHM]ja, 32 MaKeJJOHCKaTa 3eMja 1 3a MaKeJJOHCKaTa
UCTOpHja.

Bo xyarypHara MemMopHja Ha HApOJIUTE OJl CBETOT, KAMEHOT MMa TIOIINPOKa
cumbonuka. ,,Ilocron TecHa Bpcka Mery ayiata v kameHoT. Criopen JiereHaaTa 3a
IIpomerej, co3gaBadyoT Ha YOBEYKUOT POA, KaMmemwara ro 3aapiKaliec YOBCUKHOT
Mupuc. KaMeHOT ¥ 4OBEKOT MpeTcTaByBaaT JBOJHO JBIXKCH-E Ha MCKAUYyBambeTO U
cumHyBameTo. YoBekoT ce para ox ['ocmog m Hemy My ce Bpaka“. (LlleBamume/
I'epOpan, 2005, ctp. 441). OBoj acmekT oA cMMOOJIHMKAaTa HA KAMEHOT JUCKPETHO €
BIpaJIcH BO MOe3WjaTa Ha AHrenoBa BO KHHrarta ,,.Xepakneja Jlunkectuc™. Kamenor
IITO Taa IO OMNeBa € MaKeJOHCKH, a TO] MMa Jyllia, HMa MHPHC M € TOBP3aH CO
MaKeJIOHCKHOT YOBEK O] TaMHHHA 70 JCHEC!

»»(...) CoHHMIIITaTa MOCAKyBaHU O/ YOBEKA

KUBOTHUTE TEKOBU BO KapIara I'l HCEKJIe.

Co M3rpeBoT 1 BEYHOCTA MOJIEKa

BOCKpecHyBaat Xepakieja u Xepakie“. (Ox necHata ,,Xepakieja u
Xepaxie*, Anrenosa, 2018, ctp. 17).

,»KaMmeHot e cum0bon 1 Ha 3emjaTta — majka (...) Kako enemeHT Ha rpanbara,
KaMEHOT € MOBP3aH CO TPajHOTO HaceilyBame Ha Hapoaute (...). Toj MMa BakHa
yJjiora Bo ogHocute Mery Heboro u 3emjara‘. (ILlepamue/ I'epOpan, 2005, ctp. 442).
»KaMeHOT ¢ cuMOOJ Ha CTaTUYHHOT JXMBOT: Hew3MeHeT OTKora MNpeIiuTe To
NOJMTHAJIC WJTH BO HETO T'M BpeXajie CBOUTE MOPAKH, Toj € BeueH (...). Kamemara ce
MOHEKOoTralll OJMIIETBOpeHUe Ha Ayinara Ha npenuute”. (IlleBanue/ ['epOpan, 2005,
cTp. 443).

BakBara cuMOOSMKa Ha KaMEHOT OJl CBETCKOTO KYJITYPHO HACJICICTBO €
aKkyMyliupaHa ¥ IIBPCTO BIrpajJieHa BO TIoe3Wjara O] oBaa I0eTcka 30upKa.
Makenonuja Bo nioe3ujara Ha Bama AHrenoBa € OJNUIIETBOPEHA BO KEHa, BO MajKa,
HaKo MOXKEOW JIATEHTHO WM Taa ¢ 3eMja-MajKa, Koja MMaja CBOM Jiela — MpEALuTe,
YHja IylIa OCTaHa BpekaHa BO KAMEHOT.

IToe3ujara on cTuxo3oupkara ,,Xepakieja Jluakectuc onx Bama AHrenosa
€ 1IeJIOCHO nocBeTeHa Ha Makenonuja. Ho, Taa npex c€ moxyvyBa Ha IIMPOYMHA, HA
MIMPOKOTPAZOCT M KocMononuTu3aM. Hocn oBaa moesuja 1aboko Ha HAIIMOHAIHO
HapaBOyYCHHE, HMaKO € CBETJIOCHH TOJHMHHU OJJajedeHa OJ MeIaroru4HoCTa,
JUAKTUYHOCTA U TOJIOTO PAMOHATU3UPAILE.

[MToe3mjata Ha AHrenoBa o1 OBaa CTHXO030MpKa HOCH BO ceOe M MHUTCKa
JtabounHa, MmTO OE3Apyro € pe3ylraT Ha epyaulidjaTa Ha IoeTecara.
I/IMHJII/IL[I/IpaHI/I C€ BO OBHUC CTHXOBH MaKCIOHHITHHATa, MaKCIOHCKOTO HCKOHCKO
CaMOYyBCTBO, HEj3MHATA HCTOPHja, MUTOJIOTHja W ceramHocT. Ho, ce uuHH,
HAjIPUCYTHA O CE¢ BO CTHUXOBHTE Ha pEHOMHpaHaTta Oyrapcka moereca Bamba
AHrenoBa € ymcrara yMETHOCT KoOja YINTE eJHall W 1O KOj3Hae Koj maT ja
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MOTBP/lyBa BeYHATa BUCTHHA — JIeKa MOe3MjaTa U YMETHOCTa ce OECKOHEYHU U TH
HaJIMUHYBaaT KOHBEHI[UUTE O] CEKaKOB THIL.

YoBekobyOHeTo, KPOTKOCTa ¥ KOCMOTIOIMTHA3MOT Ha AHTEIOBa KaKO YOBEK
1 YMETHMK, OUMIJICTHY W BO OBaa HEj3MHA MOSTCKA KHHra, JOMYyIITaaT U 0e3aApyro
3aciy’)kyBaaT Ha HHB Ja C€ NMPUMEHM IO3HATaTa MakchuMa Ha akaaemuk [ aHe
TomopoBcku: ,,Kon BedHocTa — (caM0) TIpeKy 4oBeIHOCTA !

Kopucrena smreparypa
1. Anrenosa, B. (2018). Xepaxneja Jlunkecmuc. butona: buroiacku KHMKXEBEH KpyT.
2. lllesamme, XK./ 'epopan, A. (2005). Peunux na cumbonume. Ckonje: TabepHaKyIL

*

3. Vojtech Zamarovsky, V. (1989). Junaci antickih mitova. Zagreb: Skolska knjiga.

Lusi Karanikolova-Chochorovska
Goce Delchev University, Republic of Macedonia

»Heraclea Lyncestis“ from Vanja Angelova or: About Ancient History, Toughness,
Humanity and Infinity

wMacedonia — Theogony — Cosmogony”

Abstract: This text is an attempt for elementary simplification of the poetry of the
anthology “Heraclea Lyncestis” from Vanja Lazarova in Macedonian language. The accent
is placed on the structure of the anthropology, whose songs are inspired by Macedonia and
Macedonian history. The main trump in this poetry, according to our opinion, is the stone
metaphor, which is related to Macedonian history and Macedonian soil, in the past and
today.

Keywords: Macedonia, Macedonian history, stone, stone metaphor, stone
symbolism.
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IHOBHUK 3A JOCTABYBAILE TPYJIOBH
BO MEI'YHAPOJHOTO HAYYHO CIIMCAHUE ,,lTAJIMMIICECT*

Touumysanu u Opaeu Konewiku u Koaeu,

On 2016 romuHa 3amouHyBa O00jaByBameTO Ha cromcaHueTo ,Ilammmricect™,
Mel'YHapOJHO CMHMCAaHWE 32 JMHTBUCTUYKH, KHIDKEBHU M KYJITYPOJIOIIKH HUCTPaKyBama BO
n3nanue Ha PuionomkuoT (akynarer npu YHuBepsutetot ,Jlome Jemues“ Bo LlTwum.
MerfyHapoaHoTO crucanue ,Ilamumicect™ ke ce o0jaByBa BO €JIEKTPOHCKa (popma co JBa
Opoja TOAMIITHO U TOA elleH Opoj BO Maj U eieH Opoj BO HOEMBPH.

IMopagu Toa, Be mMOKaHyBaMe€ Ja 3eMETE YYSCTBO CO Baml TPYH BO HAIIETO
cnmicaHue. Bo mpmior BM qocTaByBaMe M YIATCTBO 332 MOATOTOBKATa Ha TPYAOBUTE 3a
cmucaHueTo ,,Ilaaummcect.

YHATCTBO 3A IIOAT'OTOBKA HA TPYIOBUTE

Bo wmerynapomnoro cmucanue Jlanmmmcect ce o0jaByBaaT TpPYZOBH O
o0JlacTuTE IMHTBUCTHKA, HAYKA 3a JINTEpaTyparTa, METOIMKA Ha HACTaBaTa M KyJITYypOJIOTHja.
IToxpaj Toa, pesepBupaHa € W pyOpuKa 3a IPHKa3H, OAHOCHO 3a PELCH3WM 3a HajHOBATa
npoayKyja (KHUTH, MOHOTpadUH U CIMYHO) OJ MIMpPOKaTa o0NacT Ha (HIIONIOTHjaTa U OJf
KYJITypOJIOTHjaTa.

Bo cnucannero ,Jlanumncect™ ke ce o0jaByBaaT TPYAOBH Ha MAaKeJIOHCKH,
AHIJIMCKH, PYCKH, TEPMAHCKH, UTAINjaHCKU, (PaHIyCKH M TYPCKH jasuk. TpynoBure Tpeda
na ounar noarorsenu Bo MS Word, makcumym 10 crpanuny, Bo B5 dopmar co maprunn
JICBO, JICCHO, TOope 1oy 2,54 cM, co dout Times New Roman, mpopen single, co cieanure
napaMeTpH:

1. Ume u npe3nMe HA aBTOPOT/aBTOPHUTE: rojeMu OYKBH, 0o, ronemuHa 11;

2. HacsioB Ha TpyaoT: roneMu OykBH, 00, rodemMuHa 12;

3. ACTPaKT HAa COOABETHHOT ja3uk: MakcumyMm 250 300posu, ronemuna 10;

4. Kiny4ynu 300poBH: MakcUMyM 7 KITy9HH 300poBH, rojemuHa 10;

5. TpymoT Tpeba ma TW COAPXKU CICTHUTE OCHOBHH eJIeMeHTH (IeJI0BH): BOBEI,
TJIaBEH 1SN Ha TPYAOT, 3aKITy4OK U OubIuorpaduja.

6. BoBenoT, TaBHUOT 1)1 Ha TPYAOT M 3aKIy4OKOT Ja OMIaT cO rojeMuHa Ha
Oykeu 11;

7. bubnmorpadujara co ronemuHa Ha 6yksu 10.

8. AncTpakT Ha aHTJIMCKHU ja3uK Ha KPajoT o1 TPyaoT, no budauorpadujara:
ronemuHa Ha OykBH 10, co clegHATE 3aJ0KUTEITHH €IEMEHTH: UME U TIPE3UME Ha aBTOPOT,
HAcJIOB Ha TPYAOT, allCTPAKT, KI[yYHH 300pOBH.

ABTOpUTE Cce OOBp3aHM Ja HCIpakaaT TPYAOBH IITO BEKE CE JICKTOPUPAHH O
OBJIACTEH JIEKTOP 32 COOZBETHHOT ja3HK.

TpynoBuTe 1a ce ucripakaaT Ha e{HA O] CJIETHUTE aPeCH:

Ha makenoncku jasuk: ranko.mladenoski@ugd.edu.mk
Ha pycku jasuk: tole.belcev@ugd.edu.mk
Ha anrmmcku jasuk: nina.daskalovska@ugd.edu.mk
Ha repmancku jasuk: biljana.ivanovska@ugd.edu.mk
Ha ¢panmyckn jasuk: svetlana.jakimovska@ugd.edu.mk
Ha typcku jasuk: marija.leontik@ugd.edu.mk
Ha nranmmjancku jasuk: jovana.karanikik@ugd.edu.mk
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[Iprn muTHpameTo BO TPYOOT W HABEAYBAkETO HAa KOPHUCTEHATa JIHTEpaTypa
(oubnmorpaduja/ pedepennn) ga ce npumenyBa cuctemor AITA (APA style) kako BO
MIPUMEPHUTE IITO CE HABEICHH MOIOIY:

a) LluraTtu BO TEKCTOT

3a Oupexmuu yumamu 60 mexcmom ce Ha8edy8a NPe3UMemo HaA a8Mopom,
200uHama Ha u30aearbe Ha Mmpyoom u CMpaHuyama Ha Koja ce HAora yumamomni, cnopeo
CleOHU08 npumep:

[Tanocka (1980) ucrakHyBa Jieka ,,CBpP3yBamkETO Ha TEOpHjaTa CO MPAKTHUKATA € O
0CO0CHO 3HAYCHE 32 COBPEMEHOTO yummuinte* (cTp. 29).

Axo asmopom He e CnomMHam Ha nodvemoxom, ucmume nodamouu ce cmaeaam 60
3a2pada no yumamom:

Taa ucrakHyBa JieKa ,,CBpP3yBameTO Ha TEOpHjaTa CO MPaKTHKAaTa € 0]l 0COOCHO
3Hauewe 3a coppeMenoto yumuimte ([Tanocka, 1980, ctp. 29).

Kozea namecmo yumam ce kopucmu napagpasa, ce Kopucmu cieonuos gopmam:

[Tanocka (1980) wucrakHyBa Jeka BO COBPEMEHOTO YUYMIHMINTE € MOTPEOHO
TeopHjaTa a ce MOBP3yBa CO IPAKTUKATA.

Taa ucrakHyBa AeKa BO COBPEMEHOTO YYWIMIITE € IOTpeOHO TeopHjaTa 1a ce
noBp3yBa co npaktukata ([Tanocka, 1980, ctp. 29).

6) Kopucrena qurepartypa
LHumupanama numepamypa ce Hasedysa no azbyuen ped cnopeo npesumemo Ha
asmopom. AKo uma noseke mpyoosu 00 eOeH UCM aeémop, mue ce Hasedysaam no
XPOHONOWKYU pedocied 00 HAJCMapuom KOH HAjHOBUOMI.
o 3aknuea:
[Manocka, P. (1980). Memoouxa ma nacmasama no maxedoucku jazux. CKomje:
IIpocBeTHo neno.
e 3a noznagje 00 KHuza:
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.
e  3a eed-cmpanuya:
Cratuctnuku 3aBoj Ha PemyOummka Maxkenonuja (2009).  Cmamucmuuxu
eoouwnuyu Ha Penybnuxa Makeoonuja. IlpesemeHo na 4 wmapt 2009 T.
http://www.stat.gov.mk
3a moBeke MPUMEpPH M 32 MPEOCTaHATUTE OIIMU MOJXKETE JIa HajieTe MH(pOpMaIun
Ha CIICTHUBE BEO-CTPAHMIIN:
http://www.apastyle.org/
https://owl.english.purdue.edu/owl/resource/560/1/

Tpynoure (0e3 WMe W Tpe3uMe Ha aBTOPOT) CE peIeH3WpaaT oI JIBajua
PEIeH3eHTH KOMIITO Ke paboTaT u ke IajaT MHCICHE He3aBHCHO €ICH Of Opyr. ABTOPHUTE
ke Oumar MHGOPMHUpAHH 32 MHCICHETO Ha PEIEH3EHTUTE 3a HHMBHUTE TPYAOBH IIpen
00jaByBamETO Ha CEKoj Opoj ox cmucanumeTo. KoHeuHata ojjiyka 3a 00jaByBame Ha
TPYIOBUTE ja HOCAT WICHOBHTE Ha PeNakIMCKHOT COBET Ha CHHMCAHUETO W TJaBHUOT U
OJIrOBOPEH YpPEIHHUK.
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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.

SN A WKN

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.
e Journal:
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.
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.
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